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OPINIONS

The Oriental Literary Digest, Poona,
. writes s - -

“ A journal of all-India character,
solely devoted to music has been a scrious
and Jong-standing desideratum. Though
the Samgits, a quarterly published from
the Marris College, Lucknow, and the
Journal of the Music Academy, Madras,
(JMAM) were started in 1930, both had
unfortunately, to be suspended after
issuing a few excellent numbers. The
reappearance of the JMAM will therefore
be welcomed by all thoughtful lovers of
Indian Music and culture with no small
amount of gratification. The volume
under review, though dated 1934, was
published only a few months ago, and
the promise of soon bringing out the
volumes due for each of the years 1934
to 1938 resumes the thread of its publi-
- cation from where it was broken.

¢ Though naturally it is devoted chiefly
to South Indian Music, there are features
which make it indispensable for serious
students and lovers of music throughout
tbe length and breadth of India. Publi-
cation of original articles on music by
* experts, and of classical works of Indian
music are instances in point. Authorita-
tive reports of the annual conferences of
the Music Academy, Madras, are to be
found only in the pages of this journal,
and embodying as they do the discussions
on important topics by experts and
acknowledged authorities, they cannot
be overlooked by serious students of
Indian music.

** This alone should suffice to draw the
attention of all scholars, societies and
m§titutions concerned. with Indology to

' this important journal.

* We wish the journal a long and brilli-
ant career of sevice to the cause of
ndian music. Let all lovers of Indian
music make common causes with those

~ in charge of the journal to see its grow-
Ing prosperity .’ A

- The Indian Express 1 * 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.”

The 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)...... Fulfilling as it does a real
need of music lovers, we are sure all
lovers of art and culture will supportit.”

H. H. The Mahavajah of Dhavampur:
¢_..His Highness is also delighted to read
the articles in your magazine which are
undoubtedly very interesting and instruc-
tive. He 1is also pleased to read the
proceedings of the “ Academy’s Music
Conference...”

The Adyar Librayy Bulletin: < The
resumption of the publication of this
journal devoted to the promotion of
research in the field of music must be
welcomed by all lovers of Indian culture.
The Journal fulfils a real need as it is
the only Journal of its kind in India.”

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

The Visva-Bhavati Quarterly, Santi-
niketan: ‘° The present issue of this
Journal like its predecessors, maintains a
uniformly high level of musical research.
The contributions exhibit variety and
present music as a rich cultural pattern
characteristic of the gerius of our
country. Those who care to study
Indian music seriously, especially its
Southern School, wouly be happy to dis-
cover that each article in this Journal
embodies some aspect of faitbful research
in the domain of music............. ..This
Journal should inspire thc lovers and
patrons of Hindustani music to starta
similar magazine from the North.”
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THE XXIX MADRAS MUSIC CONFERENCE
1955

OFFICIAL REPORT

THE OPENING DAY
.24th December 1955

The Twenty-ninth Annual Music Conference of the Madras
Music Academy was held in a special pandal erected in the premises
of the Academy itself, 115-E, Mowbray’s Road, Royapettah,
Madras, from 24th December 1955 to 3rd January 1956.

The Hon’ble Sri Chintaman D. Deshmukh, Union Minister for
Finance, opened the conference and inaugurated the series of
concerts, Vidvan Marungapuri Gopalakrishna Iyer, one of the
seniormost violinists in the field of Carnatic Music, presided over
the deliberations of the Experts’ Committee.

The opening function was largely attended and included many
distinguished visitors, music lovers and musicians.

Besides representatives of Hindustani Music, distinguished
musicians and musicologists from the West took part in the
conference.

At the outset the President of the Academy Sri K. V. Krishna-
swami Iyer and other office-bearers of the Academy received the
Hon’ble Minister on his arrival and introduced him to the distin-
guished musicians and Sangita Kalanidhis who had presided over
the previous Conferences of the Academy, along with whom the
Minister then sat for a group photo.

The opening ceremony commenced with prayer by the students
of the Teachers’ College of Music conducted by the Academy.

Sri K. Soundararajan, Secretary, read the messages received
from distinguished persons for the success of the Conference,
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Thc‘follow\ing messages had been received :

Sir Steuart Wilson, the noted English musician and the
Chairman of the International Music Council, functioning under the
aegis of the UNESCO, wrote :—

“ The lucky chance of my presencein Madras enables me to
offer to the Academy the compliments and good wishes of the
International Music Council. As a member of the Brussels Con.
fernce on Music Education, I admired the contribution made to
its success by Dr. Raghavan; one of the results was the South East
Asian Commission which held its first successful meeting this
August in Manila. Here again I was lucky to be invited as an
observer and was able to appreciate the contribution of the Indian
Delegation under Mr. Sambamurthy. Part of my visit here will be
spent in assisting preliminary efforts to establish this country as th e
venue of the next S. E. A. meeting in 1957 and I earnestly beg
your Academy and all people who are interested in National and
international co-operation in music, to apply themselves without
delay to the creation of the necessary organisation.

«J am proud to have been asked to make a personal contribu-
tion, however small, to your proceedings and I hope to learn from
my ‘own attendance to take the first step in the appreciation of the
high art of Indian music.

« Believe me to be, with all sincerity, the wisher of all good
things for the Academy.”

Srimati Nirmala Joshi, Secretary, Central Akadami of Music,
Dance and-Drama wrote wishing the Conference all success,

Mr. J. C. Mathur, Director-General of the All-India Radio,
sent his greetings to the Academy’s conference.

Revered Rajaji sent his blessings and said that he would be

present at Balasaraswati’s dance recital on the second day of the
Conference.

Rukmini Devi, President, Kalakshetra, and Madras State
Sanglta Nataka Sangham, sent her good wishes,
_ Messages had been received from the Governors of Orissa,
Andhra and Vindhya Pradesh wishing the Conference all success.
Sir M. Visvesvariah of Mysore sent his blessings. .
Mr. Justice Chandra Reddy, Mr. C.S. Loganathan, Mr.

Sharfuddin, Mr. K. Gopalakrishna, Vidvan Veeriah Choudhury
and others sent-their good wishes.
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Welcome Address

The Academy presented an address of welcome to the Hon’ble
Minister for Finance, Sri Chintaman D. Deshmukh, It was read
by one of the Vice-Presidents of the Academy, Sangita Kalanidhi
Sri T. V. Subba Rao. The address said:

““Sir,

It is with great pleasure that we offer you a hearty welcome in
our midst. It is now nearly three decades since our institution
began to work for the improvement and elevation of Sangita in all
its different branches. At this time of the day it is hardly necessary
to set out the details of our activities. Our conferences and planned
concerts, the journal and publications, the Teachers’ College of
Music, Bharata Natya and Pada classes are well known to all lovers
of culture. Our increasing .lines of work require substantial
buildings adequate to our purposes.

The presence of the Prime Minister with us recently has been
very helpful to us. Your kindness in coming to us to inavgurate our
Conference and concerts this year will, we hope, be equally fruitful
and give us further encouragement in the progress of our work and
completion of our programme.

A seasoned administrator, you Sir, have held high offices.
Your services have always been available to the people of India and
you are now shaping the financical destinies of this great resurgent
nation. To you, who are a lover of languages and literature, it is
unnecessary to point out the place cultural activities occupy in the
development of a country. No planning in free India can be
complete which does not make adequate provision for a new
literary and artistic renaissance in the country.

We welcome you once more and request you to be pleased to
declare open our proceedings this year and continue to take an
abiding interest in the work of our Institution,”

The address, enclosed in an artistic silver frame with embossed
figures of the Carnatic music composers, was then presented to the
Minister by the President of the Academy, Sri K, V. Knshnaswaml
Iyer,

Sri Deshmukh’s Opening Address

Inaugurating the 29th Annual Conference and the series of
concerts organised in this connection, the Hon’ble Sri
C. D. Deshmukh said that he was thankful to the Academy for the
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welcome address presented to him and humorously observed that
an air journey in which one had temporarily incapacitated his
ears was not a proper ° prelude’ to a music conference. He
said he should have arrived here a couple of days ago and got
into the ‘ mood ’ of the conference. But the demand on the time
of the politician, the planner and the parliamentarian was relentless
and he had to request at very short notice the organisers to
postpone the date of the conference by two days.

Paying a compliment to the South as the ‘¢ abiding bastion of
India’s culture amidst the vicissitudes of history and medley of
passing passions and tastes,”® Mr. Deshmukh appreciated the
** most valuable > work done by the Academy in arranging such
annual conferences, where one might pause and take stock of the
situation and prepare for future efforts.

When the invitation was pressed on him, Mr, Deshmukh said,
he was conscious of his lack of qualification but he accepted it
because he was a friend of music. He would, however, confess that
he was not very familiar with the work that was being done by the
Academy. * But there is no limit to man’s ignorance,” he added
amidst laughter. Perhaps, he said, quoting in T'amil, he belonged to
that category of persons described in the verse in Tirukural which
said : < The lute is sweet, the veena is sweet: so say those who have
not heard the lisp of the little ones.”” In a sense, he added, he had
a general interest in music but not a kind of overwhelming or over-
riding interest. ¢ I like to listen to music but have many other dis-
tracting interests. Ialso have an intense curiosity to get more familiar
with many of the musical terms which one comes across if one goes
through the literature that is currently being put out. I like to know
the shades and distinctions between these various forms and techni-
ques. And yet it was a quirk of fortune that Idid not get acquainted
with music a little more,” he said.

Mr. Deshmukh narrated how his father thought of putting him in
the Gandharva Maha vidyalaya started by the late Vishnu Digambar
Paluskar in 1908. ‘‘ It must have been some vague study of man’s
innate love of music that had put the thought in my father’s mind,
because we were and continued to be an unmusical family given

_more to recitation of poetry or devotional songs on festival days”,
" he said. He also remembered how, as a child, he used to recite
many a song with a sprinkiing of national sentiment in those first
* stirring * days of Swaraj under the influence of Lokamanya Tilak.
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His subsequent contact with music had been sporadic but
frequent enough to ensure a continued interest in the science and
art of music.

Mr. Deshmukh also recalled his acquaintance with Mr. Siva
Saran (Alain Danielou), whom he first met in 1940, He said he was
deeply stirred with what Mr. Saran had said about Indian music,
For however proud and cognizant one might be of one’s own
cultural heritage, the considered opinion of one who had opporiu-
nities of studying other systems, especially Western, was of great
value.. Mr. Siva Saran had stated at the 26th session of this Aca.
demy’s Music Conference that the music of Europe developed
during the past four centuries on the background of a rather
primitive system. The Indian music was to-day one of the most
evolved forms of music, remarkable in that a minimum meaps
was used to bring out maximum intensity of expression. *J
think we.may safely accept this judgment and give to our music in
our hearts and minds the place that is its due,” he said. .

The Upnion Minister said he took the opportunity to look
through the records of recent conferences held by the Academy and
read the Silver Jubilee souvenir volume and other issues of the
journal of the Academy. ¢ I was greatly impressed by the service
rendered by the Academy in promoting the science and art of Indian
music. As we are reminded in the souvenir, the Academy was
founded in 1927, the same year in which, at its Madras session, the
Congress declared ‘complete independence’ as the goal of national
movement. During these 28 years, the Academy had indeed been
ceasclessly endeavouring to secure the advancement of both the
science and art of Indiam music,” he said.

Mr. Deshmukh said : *“ I speak here to-day mainly on behalf
of the intelligent but not necessarily discerning listener who has
some small voice presently in influencing decisions of the State at
the highest level, related to the development of the country’s
resources, be they economic, social or cultural. In that sense, of
course, the observations which are embodied in the welcome address
in regard to the general requirements of academies like this and the
promotion of our artistic renaissance could not fall on deaf years.
The process of development had many facets but in essence it is one
inter-connected and inter-related whole and I am firmly convinced
that both as means and as an end in itself in that development
music has a place of its own, one of transcendental importance.
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This was recognised even in the Vedic times.”” He then quoted a
hymn from the Atharva Veds which said : *° This land of ours,
where men of diverse tongues sing and dance, where they
fight the enemy and wup goes the song of the battle and drum,
may this land scatter the enemy and make the world foeless for
us. ) - . .

q@t makea geatea Jwat aat S |
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This hymn still could embody the nation’s heart-felt prayer.”

*“ To-day,” be said, ‘ India has perfected her philosophy
of non-violence in the cause of freedom and international peace
and goodwill.

“ It is my firm opinion,” he said, *‘ that among India’s many
contributions to the world’s culture two are outstanding and im-
perishable—her spirit of tolerance and her music. The lustre of
these was somewhat dimmed by the mist of recent foreign rule of
India. Sheis once more free to make her full contribution mn
these two respects. Thereis no lack of guidance from those quali-
fied to speak of what the scholars and experts in music can and
should do in regard to research in Indian music or the cultivation
of it as an art. Now that, during the last half a century, we
seem to have re-discovered our heritage, thanks to stalwarts whose
names are recorded in the annals of Indian music, there is no
danger of our ignoring it. But there is some danger of our not
keeping in our mind the distinction clear between the main current
and the sidestreams and ripples on the surface of the Ganga of
Indian music.

Referring to Government’s role and the place of music in the
scheme of education, the Minister said that financial assistance
adequate to the needs and occasions would be forthcoming from
the State for all worthwhile projects calculated to promote the
cause of Indian music. Those dedicated to that cause need no
longer fear neglect on the part of the State, or apathy or lack of
understanding, he added. ‘

It was his view that music should find a more important place
in the syllabus of study right from the Basic School stage. *‘ It
1s only when music becomes part of the consciousness of the

- people that it will fulfil its purpose of sublimating the feclings and
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emotions and will, in turn, draw vital inspiration from the collec-
tive life of the nation,” he said.

« An account of what the State has been able to do and is
attempting to do for Indian music will be found sufficiently indi-
cated in the recorded proceedings of the Radio Sangeet Sammelan
held between November 10 and 15 last. I am sure that this new
awareness on the part of the State must have put heart and new
life into the music academies like yours and will serve as an inspi-
ration to redouble their efforts to serve the cause of music.

«If music in India is to form an integral part of the citizens’
life in appropriate forms, more has to be done than cultivating
responsive and disciplined audiences. These audiences themselves
have to be enlarged and that means that love of music has to be
instilled into the hearts of the young citizens. It is here that I
think enough is not being done. In my view music should find a
more important place in the syllabus of study right from the Basic
School stage.”

Referring to the varieties of music, Mr. Deshmukh said he
liked to listen to both Northern and Southern music, vocal a
well as instrumental, strictly classical and lyrical music as also
folk songs. In his view these were different parts of the same
thing. Whether it appeared as the vortex or as a bubble or as a
wave, it was all water, as Poet :Bhavabhuti said.

A, ferRT,
AR TN Ffsend & aemEa

That was what had been called from ancient times Nada Brahmam.

In conclusion the Union Minister quoted another verse from
Tirukural which said, * Speak having regard to the competence of
your listeners. There is no greater virtue or wealth that that.” ‘
‘I hope I am not altogether poor judging from that standard,”
he observed humorously.

Mr. Deshmukh wished the conference all success and declared
it open.

Mr. Deshmukh composed two impromptu verses in Sanskrit
in praise of the Academy’s work. The verses stated: ‘¢ This
music of yours which is cultivated in the Academy by vidwans,
those attached to worldly pursuits as well as saints, receives me
with its happy and cordial welcome. I am blessed in speaking about
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been earlier dealt with by Sarabha Sastrigal himself, and played so
well that the flute vidwan could not contain himself. He told
Vidwan Natesan, I wanted to go to Chidambaram and worship
Sri Nataraja. Through the splendid strains of nada produced by
you I have now had a vision of Sri Nataraja ™. Sri Natesan
prostrated before Sastrigal and got his blessings.

Among rasikas and patrons of music in recent times could
be mentioned the Kannivadi Zamindar, Malayappa Pandyan,
Bhikshandarkoil Avudayappa Pillai and Rajagopala Pillai, Marunga-
puri Zamindar, and Seithur Sevugapandi Thevar. The Madras
Music Academy, Vidwan Gopalakrishna Aiyar said, came in this
line and was a body of rasikas, He concluded by expressing his
hope that the Academy would grow in its stature and usefulness to
the cause for many years to come.
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CONFERENCE SOUVENIR

, To mark the occasion of the 29th Music Conference the

Academy as usual issued an attractive Souvenir which contained
besides the annotated programmes of the concerts and dance
recitals of the conference and the portraits of the leading compo-
sers, musicians and others connected with the Academy work, the
following articles: Dance Music and Kshetragna Padas both in
Tamil by Dr. V. Raghavan, a Tamil paper on the tuning of the
Tambura by Sangita Kalanidhi Sri Mudikondan Venkatrama Iyer,
a study of *“ Rama Nj Samanamevaru » of Tyagaraja by Sangita
Kalanidhi Sri T. V. Subba Rao, extracts from the AIR symposium
on ¢ Karnatic Style * and the talks thereon by Sangita Kalanidhi
Sri Dwaram Venkataswami Naidu and Messrs G. N. Balasubrah-
manian and Sr_i T. N. Rajarathnam Pillai, and a sketch of the
Conference President Vidvan Marungapuri Gopalakrishna Iyer, by

Sangita Kalanidhi Chittoor Subrahmanya Pillai. The souvenir

carried also an account of the Academy and its activities, the text
of the presidential address of Marungapuri Gopalakrishna Iyer, the

Agenda of the Experts’ Committee discussions of the 29th Confe-
rence, etc,

Experts’ Committee Meetings
THE FIRST DAY

25th December 1955

The Experts’ Committee of the Music Academy convened
in connection with its 29th Annual Conference met this morning in
the premises of the Academy in Royapettah, Vidwan Marungapuri
Gopalakrishna Aiyer, President, was in the chair. i

The following was the Agenda of the Experts’ Committee
meetings of the Conference :—

1. Raga Lakshanas: Rudrapriya, Hindolam (Intalam):
Nalinakanti, Kolahalam.

2. Discussions : Violin-play : As Accompaniment and Solo
(Vidvan T. Chowdiah). Teachings of Gamakas—Vocal and Ins-
trumental (C. S. Iyer). Future avenues of growth in Karnatic
Mausic (Prof. R. Srinivasan).

3. Talks and Demonstrations : Singing and Voice production
in the West : Sir Steuart Wilson., Ethno-musicology in India,
Mzr. Alain Danielou. Music and Dance on the Stage & Possibili-
ties of Dance-Drama: Egon Vietta, Germany. Raga Lakshana
on Flute: Sangita Kalanidhi Palladam Sanjiva Rao. Niraval
Sampradaya : Sangita Kalanidhi Mudikondan G, Venkatrama Iyer.
Rhythmic beauties of Tirupugazh : Sangita Kalanidhi Chittoor
Subramania Pillai. Pallavi : Madura Srirangam Iyengar. Rhyth-
mic beautics of Tyagaraja Kritis : Vidvan Madura Subramanya
Iyer. Mpysore Sadasiva Rao’s Kritis : Pupils of Mysore Padma-
nabha Rao. Sorakkadu Venkatasubbiyer’s compositions : Nida.
mangalam Krishnamurthi Bhagavatar. Hindustani—Alap Ang:
Mrs. Annapurna Ravi Shankar—on Surbahar.

4. Papers: Veena and its developments : T. N, C. Venkata-
narayanacharyulu, Tyagaraja’s Utsava Sampradaya Kirtanas:
M. Subramaniam of Pudukottai.

5. Bharata Natya :—Talk : E. Krishna Iyer.

6. Kathak Dance ;—Talk and Demonsirations : Brij Mohan
and Kapila Mallik.

7. Any other subject brought forward with the President’s
approval, : ‘



20 THE JOURNAL OF THE MADRAS MUSIC. ACADEMY [Vor, xxvit

Recital of Tiruppavai & Tyagaraja Pancharatnas

At the outset, there was a recital of * Tiruppavai > by Vidvan
B. Rajam Aiyar and his brother Sri B. Krishnamurthi, accompa-
nied by Sri. R. K, Venkatrama Sastri on the Violin and Sri Madurai
Srinivasan on the mridangam. Commencing with ‘ Margazhi
thingal »* in Nata, they rendered ‘Vaiyathu’ in Gaula, ‘Ongi Ula-
galanda’ in Arabhi, ‘Azhimazhai’in Varali, ‘Mayanai’ in Sri and
ended with ¢ Kizhvanam’in Dhanyasi.

His recital was followed by the rendering of three of Tyaga-
raja’s Pancharatna kritis (in Nata, Gaula and Arabhi) by Vidwan
K. V. Narayanswami, accompanied by Sri R. K. Venkatarama
Sastri and Sri Madurai Srinivasan.

Singing & Voice Production in the West

Sir Steuart Wilson. Chairman of the International Council of
Music, who was on a visit to Madras, next gave a very interesting
and instructive lecture about ¢ Singing and voice production in the
West . Dr. V. Raghavan, Secretary of the Academy, welcoming
Sir Steuart, said that, besides being a distinguished musician, Sir
Steuart was connected with several organisations set up for the
promotion of music and ballet. Dr, Raghavan also mentioned the
_chief items on the agenda before the Experts’ Committee meetings
‘and drew attention to the participation of visitors from Europe-
"Dr. Narayana Menon, Station Director, All India Radio, Madras,
introducing Sir Steuart, referred to the rich experience he had in
"singing as well as in organising concerts and his distinguished
record of service as Director of Music, B B.C., and then of the Arts
"Council, and above all as the Artistic Director of Covent CGarden
Theatre.

Sir Steuart Wilson said that the art of singing in the West had
_always been different from that of the East. In the music of the
‘East, there was a relationship between certain notes inside the

octave and with a non-changing fundamental, while in Western
music, the notes were interchangeable and had a very wide range.
Secondly, in the West, they would try to find out in each person
the best part of the range of voice — tessitura — which was
the most suited for music. On the other hand, in this country,
“they had'a narrower range of tessitura. Westerners laid special
cmphas1s on the natural quality of the voice.
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After describing the functions of the various organs of sound
and the face, Sir Steuart said that the speech of an individual had
relationship to the gestures he made because the facial expression
reflected the state of mind of the person and the effect he wanted
to produce with his voice. The essence of training the voice
was to make the emotion and expression get into the quality
of sound. Emotion in the quality of sound was a very fundamental
idea put forward in the Western countries. This was very
necessary in Western music because they had perforce to
address large audiences. A concert or an opera would have an
audience of nearly 2,000 people and the only barrier between the
singer and the audience was the symphony orchestra. It was a
fundamental thing in their music that stress was laid on the ‘bulk’
of the voice. The chief difference he could notice between singing
in the West and the East, particularly in India, was that an audi-
ence in India might wait for the musician to get into his mood and
stride, say for the great part of the concert, whereas a Western
performer started off at his best at any moment of notice. Their
training was hence devised to make immediate impact, something
best that they could give at any time. This training was under-
taken in various ways. ’

Sir Steuart pointed out that the quality of voice should first be
found out. Even if a candidate who volunteered to get trained
was not ‘musical’, still he could be taught music because they in the
West laid more stress upon the quality of sound.  The first thing
they would do was to test the range of voice the boy or the girl
who sought training possessed or the pitch of the singing voice.
Then the sustaining power would be watched. The lessons for the
candidates included the giving of more ‘punch’ or strength and better
‘delivery’ in the recitation. Breathing exercises to improve the
quality of the diaphragm were given and ample physical training
undertaken to improve the lungs and encourage the lower rib ex-
pansion. There would also be simultaneous development of the
thoracic region. The last was the training of the glottis to get the
best ‘punch’.

IMustrating from German, French, Italian and English to show
how different languages produced different impacts, Sir Steurat
said that it was the quality of language which gave the character-
ristic style of singing. The trainer should induce the candidate to
utter certain consonants like tha, kha etc., with force. The
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other sthayi giving a new phase creatively and this should be main-
tained throughout. The eduppu or the beginning note in the piece in
which Niraval was attempted, should always be maintained and
should also be confined to rules of laya and pada garbha.

To demonstrate the procedure, Vidwan Venkatarama Aiyar
took up the kriti “ Ambanadu ” in Todi raga (Aditala) and for
more than half an hour gave the Nirawal exposition, with * Varahi
Vaishnavi Sumangali”” as his sahitya, clearly indicating the posi-
tion of eduppu.

Sangita Kalanidhi Palladam - Sanjiva Rao said that it was the
correct method of Nivaval singing and appreciated the manner in
which the Vidwan kept the eduppu at the same note.

. Vidwan Mudikondan Venkatrama Aiyar also sang another
picce in Karaharapriya (* Sowmitri Bhagyame ”} and took up
Niraval at « Baguga vintaragamula” as an example where the
nfxmbe.r of words in the sahitya was not too many. He wound up
his recital with a #illgna, Vidwan Wenkatarama Aiyar was accom-

par}led by Coimbatore Dakshinamurti on the violin and Madurai
Krishna Iyengar on the mridangam.

for h?sangita Kalanidhi T. V. Subba Rao, thanking the Vidwan
should ;ery able €Xposition said that three fundam.ntal principles
bhava nz observed 10 Niraval singing, besides maintaining the Raga
unifor, mely the tmportance of eduppu, the pads garbha and the

mity in tempo, 2 i i Vv i
% and he said tha) Vidwan Venkatarama Aiyar
expounded thege distinctive features,

Lectare on the Vina

Earlier

was pres:x:t::l ﬂt;; E\if-p erts’ Committee meeting, a paper on Veena
Guntur, Quoting . 1dwa_n T. N. C..Venkatanarayanacharya of
instrument p, its OXfel‘Jste]y from literature, he said that the
Amafakosam, Vach 1gin in the Vedas. There were references in
noted that «y, ra:patyam and other Worlfs, and it could be
Lord Narayap, and thifesented Brahma, “es” Iswara and ‘“pa”
. Veena wag classifieq

.makaranda there v,
into elevep, the aq
Sxf:gif? f;amakara’
, vi lieas:

' God dessesxﬂ*catmg

as Deva and Manava and while in Sangita-
da‘s'a mention of tentypes, Sarngadeva divided it
onal one Nissanka, found out by him. In

tsamgadeva described veena a
e
as follows ;

. a3 “‘ Sarvadeva-
various components to different Gods ang

\

Combination of all the three was “ Veena *.
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Vishnu, Peetha Plate ~Lakshmi, thumbam—Brahma, Nabhisthgnam
—Saraswati, Nagapasam—Vasuki, Jeevan—Chandra, and mettu

(fret)—Surya. .

Mr. Venkatanarayanacharyulu added that one of the oldest
types—Katyayani veena—seemed to -have been made up of. 100
strings with two for each swara and this was obviously the basis for
the invention of piano. According to Palkuriki Somanatha.of Andbra,
there were 41 types of veenas and the great poet Allasani Peddargna
in one of his padyas, had referred to a veena without frets. Durlpg
the 16th century, Tanjore Raghunatha Naik introduced the frets with
seven strings and it was termed Saptatantri veena or Raghunatha
veena. The lecturer also recalled the demonstration of Mattakokila
veena given by him before the Experts’ Committee a few years ago.

Mr. T. V. Subba Rao thanking the lecturer said that bowed
instruments were not new to India and that there existed a kind
of veena in which the use of bow was made.

THE THIRD DAY
27th Decmber 1955

Raga-Singing

At the Experts’ Committee meeting of the Music Academy held
this morning in its premises in Royapettah, Vidwan Marungapuri
Gopalakrishna Aiyar presiding, Sangita Kalanidhi Palladam Sanjiva
Rao gave a demonstration of raga singing.

The singing of a raga, Sri Palladam Sanjiva Rao said in his in-
troductory speech, included several essential details. But any ela-
boration should begin with an outline of a raga. The listener
should never be kept in suspense about the identity of a ragq, a
practice that was noticeable among some present-day Vidwans.
Aftcr the general outline had been given, the artiste could proceed
step by step,  dressing * it up at every stage. He should render a few
sanchavas, pausing for the violinst to contribute his manodharma to
the development. While rendering kalpana swaras, the musician
should avoid singing short phrases of the raga at pauses. Speaking
of the violinist as an accompanist, he said that the sampradiya was
not to reproduce the main performer’s music, phrase by phrase, as
if he was taking his lessons. When he got his turn to play, he

should d:YdOP the raga from the stage at which the musician left
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and hand it back to him for further elaboration, at the same

swavasthana.

Sri Palladam Sanjiva Rao, who was accompanied by Master
Chandrasekharan on the violin, Sri Madurai Ramaswami on the
mridangam and Sri Madurai Krishna lyengar on the kan_jeera,
played Kiravani Raga on the flute and after the alapana in the
traditional form, rendered the Tyagaraja krizi Kaligiyunte, with
snatches of kalpana swaras. He then expounded the Raga Kambhoji
and played *Sri Subrahmanyaya.” His recital concluded with
¢ Radha muka kamala’ in Kapi Raga.

Sangita Kalanidhi Mudikondan Venkatarama Aiyar, thanking
Vidwan Sanjiva Rao on behalf of the Academy for his great per-
formance said that he was one of the giants of the old school, who
had had a distinguished career. He also complimented the
accompanying artistes. '

** Utsava Sampradaya * Kirtanas

Earlier, Mr. M. Subramania Aivar of Pudukottai presented a
paper before the Committee on the Utsava Sampradaya Kirtanas of
Sri Tyagaraja. After mentioning the Utsava Sampradaya kirtanas
of Sri Talapakkam Chinniah, Sri Purandara Dasa and others, he
gave details of the special features and characteristics of Sri Tyaga-
raja’s Utsava Sampradaya compositions. T here were six sections
in nityotsavam—Prabodham, Abhishekam, Unchavritti, Bhagavata
Samaradhana, Sayankala Puja and Divyanama and Dolotsavam—
and the Saint adhered to them stiictly, he said. The prema and
upachara, which formed the chief elements of these Eirtanas, were
expressed by Tyagaraja in Nalangu, Harathi, Sobanai, Oonjal and Pay-
valimpu and the intense bhakti for Rama was exhibited particularly
when the Pavvalimpy aspect was examined. Mr. Subramania Aiyar
expressed regret that kirtanas of lals, etc., were slowly fading away
from use at the modern marriage celebrations,

Mr. T. V. Subba Rao thanked the lecturer for the exhaustive
note on this subject and pointed ont that these kirtanas contained
the quintessence of the ragas in which they were enshrined.
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THE FOURTH DAY
28th Decemnber 1955

Raga Lakshana: Rudrapriya

The Experts’ Committee of the Music Academy, when it met
this morning at its premises in Royapettah, took up for discussion
the vaga lakshana of Rudrapriya. Vidwan Marungapuri Gopalakrishna
Aiyar presided. .

Vidwan Gopalakrishna Aiyar, initiating the procceedings said
that Rudrapriya had two usages —one with sa 7i ga ma ni sa (avohana)
and sa ni pa ma gavi sa (in avarohana) as in the Tyagaraja kriti
Lavanya Rama, and the other with sz #¢ ga ma pa dani sa and
sa ni pa ma ga vi sa, respectively in arohana and avarokana. Vidwan
Ramanayya Chetti said that according to Subbarama Dikshitar,
Rudrapriya belonged to the 220d mela and was a bhashanga rage with
dhaivala vavfam.  The arohana and avavohana respectively, were
sa vs ga ma pada ni ni sa and sa #i pa ma ga vi sa. The second usage
was sa 7i ga ms ni sa and sa ng pa ma ga vi sa. The song Lavanya
Rama, according to him was in the vaga Purna Shadjaom and not in
Rudvapriya. .

Sangita Kalanidhi Pailadam Sanjiva Rao also expressed the
view that Lavanya Rama was in Puyna Shadjam and not Rudvapriya.

Sangita Kalanidhi Semmangudi Srinivasa Aiyar, agreeing with
Sri Sanjiva Rao said that according to the Umayalpuram school,
Lavanya Rama was only in  Puvna Shadjam. From records, it would
be found that Rudrvapriya was a bhashanga vaga. Actually, it was,
however, an upanga vaga. o

Sangita Kalanidhi Musiri Subramania Aiyar said that the kri#s
of Sri Muthuswami Dikshitar, Gananayskam in Rudrapriya took
sa vi ga ma ni sa and sa ni pa ma ga visa in the arohana and avarohanas
respectively. He also referred to  the song Ambaparadevate in this
Raga.

Sangita Kalanidhi Mudikondan Venkatarama Aiyar felt that in
course of time the raga might have changed slightly in structure,
this resulting in the present confusion. Whether it should be termed
a bhashanga or an upanga raga depended on the style of rendering.

Sangita Kalanidhi T. V. Subba Rao said that in his opinion
Rudrapriya did not contain all the lakshanas which were necessary' to
£0 to make up a raga and hence was not a fit subject for discussion,
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It depended more on the method in which it was put into use. It
was not a bhashanga vaga. 1t belonged to the Kavaharapriya mela.

Sangita Kalanidhi Dwaram Venkataswamy Naidu agreed with
him,

Sri Rallapalli Anantakrishna Sarma quoted six Zirtanas printed
in Sampradayapradarsini in Rudrapriya including Gamanayakam and
Tyagesam.

It was ultimately decided that since there were a number of
kritis in Rudrapriya, the arohana and avarohana of this raga could be
fixed as sa#f ga ma pa dani sa and  sa s pa ma ga vi sa while the
arohana and avarvohana for Purna Shadjam could be fixed as sa 74 ga ma
ni sa and sa n pa ma ga ¥i sa.

Teaching of Gamakas

After the discussion on Raga, Mr. C. S. Aiyar gave a talk and
demonstration on the violin, on the method of teaching gamakas. He
said that gamakas or graces were absolutely essential for the true
representation of a rags and for elaborating its distinctive features.
The graceful oscillation between one swara and the next might be
termed the gamaka. The extent of gamaka in the established ragas
was indeed difficult to explain. The gamakas had to be learnt by the
ear. In playing them, their purity should be strictly observed
(gamaka suddha). The beginning of the gamaka, its extent and the
ending should be completely in unison with the syuti. The parimana
(limit or extent) of each gamaka should be- carefully studied by
pupils, -

To illustrate the use of gamakas Mr. C. S, Aiyar played groups
of yagas like Kalyani and Sankavabhavana, Atana, Kanada and Dhanyasi;
Pratapavarali and Sama; Nilambari, Kedava and Nata; Malavi anc;
Sahana, Bhaiyazi, Ritigowla and Kavaharapriya, etc. He explained
hov!/ the mere playing of one or two swaras with gamakas could
ez;snly suggest the raga, without putting the musician the necessity
;’{atrl:gos:i(;wir}g the outline of the vaga. 'The position of Major third,
correctly esril.mor third and the Septimal Minor seventh, should be
‘2 ang ‘aw{xmated.l .Students.should be taught to.spell the vowel
0t be su Properly. He pointed out that (.Jarnatlc music could

8 In chorus, for the graces were individualistic.

i: Marungapuri Gopalakrishna Aiyar thanked Mr C. S. Aiyar
ing th ‘falu_?lble research work he had undertaken and for explain-
& the intricacies in Carnatic mausic, .
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Violin Demonstration by the President
Sri Marungapuri Gopalakishna Aiyar accompanied by Sri
Madurai Krishna Aiyangar on the mridangam, next gave a violin
recital for about half an hour, illustrating the traditional method of
playing a rage. His recital included ¢ Swararaga sudha > in Sankara-
bhavana, ¢ Svi Rafagepala™ in Saveri and a Ragamalika made up of
Kanada, Subhapantuvarali and Madhyamavati.

Sri Tiruvalangadu Sundaresa Aiyar said that they had witnessed
the bowing technique adopted by one of the senior Vidwans and
his demonstration had shown how important was proper training,

Mr. T. V. Subba Rao said that Vidwan Gopalakrishna Aiyar
and Vidwan Palladam Sanjiva Rao were the links between past and
the present musicians. Both of them had had direct experience of the
playing of Tirukodikaval Krishna Aiyar, Govindaswami Pillai and
other stalwarts of the olden days. It was a pleasure to hear this
traditional rendering. '

THE FIFTH DAY

29th December 1955

Ethno-Musicology
“Ethno-musicology can be for us, the best platform, because we
can not only deal with facts but build up also the basic material for
musical studies, irrespective of the age-worn theories in dealing with
old music, and come to see positive conclusions regarding the
history of musical systems in this vast Jand and the ancient literature
which reflected this history”, observed Mr, Alain Danielou to-day in
the course of a comprehensive survey of the problem of ethno-

musicology with special reference to India.

Mr. Alain Danielou was reading a paper on “ Ethno-musico-
logy *’ before the Experts’ Committee of the Music Academy this
morning at Royapettah, Vidwan Marungapuri Gopalakrishna Aiyar
presiding, Sangita Kalanidhi T. V. Subba Rao, in introducing him,
referred to his research work in comparative music.

Apgreeing with the observations made by Mr. Nicholas Nobokov
in the course of a recent talk at the Music Academy, Mr. Danielou
said that the contact of different musical cultures and their mutual
enrichment could only mean the preservation of the distinctness of
each system and develop an understanding of each other rather than
promote any mix-up or compromise. Each one was born to his
music and his reproduction of another’s music, hower capable one
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was, could be but a poor imitation. In India, going merely from
the texts, they were given to understand that there were current at
least four distinct systems of music which were referred to by
Sanskrit writers as the four matas. Tracing the history of the
subject of ethno-musicology in recent years, the speaker set forth
the methods and materials necessary for an objective study of
different systems of music prevailing in a country, such as measuring-
instruments, notations, recordings, transcription of the words and
their translation. Such scientific studies, he said, would help to
bring much fresh air and new material into musical theories which
have become stale and packed with unverified statements, indefinite
repetitions and conventional ideas.

About South Indian music, Mr, Daniclou said that there was
scope for comparative study of this ‘music with some elements of
North Africa, particularly Tunisia. Giving an instance from the
North, the lecturer referred to a caste of milkmen in the city of
Banares, descendants of an ancient tribe, who used in their songs,
a twelve semitone scale which was unkown to Hindustani music.
The lecturer then pointed out problems relating to the measuring
and classification of musical intervals.

The question of musical instruments formed a major part of
ethno-musicology, the speaker continued, and alluded to the different
techniques of voice production in different countries. Laying
particular emphasis on the problems of notation, he referred
appreciatively to the system adopted by Smt. S Vidya of Madras.
Describing ethno-musicology as being the archaeology of music, the
lecturer wound up with an appeal to the Music Academy, Madras,
and also to the Central Sangita Nataka Akadami to take up all such
research work which was necessary for the proper “scientific interpre-
tation cf all the prodigious experience and invention of India in the
realm of music.”

ln connection with Mr. Danielou’s reference to notation and
the.work of Smt. Vidya, Mr. C.S. Aiyar explained the system
which Smt. Vidya. his daughter, and he evolved, basing themselves
on the system employed by Subbarama Dikshitar in Sampradaya-
Pradarsini. v ‘ .
" Dr. V. Raghavan, while thanking the lecturer, observed that
e field set forth by the lecturer was very wide and the work was
Stupendous and involved a great deal of organisation and aid before
they could launch upon such investigations. ’
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Tiger Varadachariar’s Compositions

Vidwan M. D. Ramanathan, accompdnied by Sri Coimbatore
Dakshinamurthi on violin and Sri Nagerkoil Thanu on mridangam,
gave a recital of select compositions of the Sangita Kalanidhi Tiger
K. Varadachariar. A pada varna in Saveri, a tara varra in Janaran-
jani.and a pada tana varna in Sriranjini and a krit¢ in Durbar were
rendered by him,

Thanking him for his recital and the opportunity afforded to
recall glimpses of the music of the past masters, the President,
Vidwan Marungapuri Gopalakrishna Aiyar, emphasised the impor-
tance of Gurukulavasa and sangita-pavamparya,

Visit of Madame Soong Ching-Ling

Madame Soong Ching-Ling, Vice-Chairman of the Standing
Committee of the National People’s Congress of China, tc-day
spent an hour witnessing the dance performance by Srimati Kamala
Laxman. Madame Soong and party, on arrival, were received by
Mr. Kasturi Srinivasan and Mr. T. V. Subba Rao, Vice-Presidents,
Dr. V. Raghavan, Mr. K. Soundararajan and Mr. C. K, Venkata-
narasimhan, Secretaries.

The artiste of the evening and her mother were later introduced
to Madame Soong who complimented her on her performance.

THE SIXTH DAY
30th December 1955
Aesthetic Development of Indian Music

Dr. V. G. Paranjpe, retired Sanskrit Professor of Poona, dwelt
on the aesthetic development of Indian music, and Needa-
mangalam Krishnamurti Bhagavatar gave a recital of some
compositions hitherto unknown, ascribed to an ancestor of his -
named Svarnakkadu Venkata Subba Aiyar. The President, Vid-
wan Marungapuri Gopalakrishna Aiyar was in the chair.

Dr. Paranjpe, in his lecture, said that in developing musical
tastes and susceptibilities, they were really educating the innate
tendencies and intuitions of the mind and this training led to more
valuable results than the training of reason. Music being the edu-
cation of intuition was intimately connected with Blakti wherein the
heart was purified of its baser nature and sublimated into its highest
bliss which was the nature of the Brakman.
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In explaining the aesthetics of music, the lecturer said that one
had to bear in mind a number of factors. Music, like other arts,
had its own conventions through which beauty manifested itself.
"The conventions themselves were the products of one’s social and
other environments and therefore subject to variation. The criteria
of evaluation also were affected thereby, but at the basis there were
certain values which could not be varied by any such circumstance.
Thus, consonance and dissonance were a physical law and so also
were qualities like richness of voice and purity of tone and virtues
like symmetrical construction.

Tradition and Convention

The lecturer, continuing, $aid that votaries of one system could
not judge or criticise another merely on the basis of the conventions
and other variable circumstances. There were characteristics of
each system engendered by circumstances like its own conventions,
Taking, for instance, the music in the North and the South there

_were both elements of unity and difference. . He thought that the
Southern tradition preserved and developed aspects of the Dhvupad
style of rendering while the singing in northern music took after
the Khyal style. The South again preserved the learned tradition of
textual study also. The specialists among the audience cared more
for elaboration and craftsmanship ; similarly the princes and nobles
of the past who patronised the music also judged it purely on its
merits, but the audience of to-day were more democratic and judged
music by the qualities of good voice, expression and also the poetry
of the song and the whole presentation.

It was the duty of art, added Dr. Paranjpe, to train its audience
to appreciate more its craftsmanship, as this appreciation alone was
the index of society’s culture. Incidentally, he mentioned that the
Madras Music Academy deserved to be congratulated on building

- up of such an enlightened audience. 1In conclusion, the lecturer
pleaded for attenuation of the differences between the Northern and
the Southern styles and giving room for greater play of the common
features. '

. Mr. C. S. Aiyar, in his observations on the lecture, disagreed
with any tendency towards mixing up of the two systems though he
welcomed organic adaptation such as Dikshitar did,

5 Thanking Dr. Paranjpe for his thought-provoking lecture,
r. V. Ragpavan agpealed to him to put together in book-form the
results of his extensive study of Sanskrit texts on music and his
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reflections born of his listening to music in the North and South of
India and in Europe.
Sorakadu Venkata Subbier’s Compositions

Introducing the next programme, Dr. Raghavan said that
Venkata Subba Aiyar, whose 190th annivesary fell a few
days ago, was said to have belonged to Svarnakkadu (a village
near Peravurani) and later settled in other villages of Tanjore
district. He was a naishthika brakmashari and the descendants of his
brother lived in Needamangalam and Sri Krishnamurti Bhagavatar
who was popularising the songs of this composer was a descendant
of his brother. So far, Dr.Ragahavan said, he had not come
across this composer’s name in any record or information handed
down among musicians. According to the information received
from Sri Krishnamurti Bhagavatar himself, Venkata Subba Aiyar
was a prolific composer both in Sanskrit and Tamil. His Sanskrit
compositions bore the impress of Jayadeva and Narayanathirtha
and were set in many patterns, and varied with alternating passages
of swara, sahitye and jati. The setting of the words and Jatis and
tempo showed their use in dance and bhajana, but it should
be noted that the style is too modern for the age when he
was believed to have flourished. The sahitya was all melli-
fluous and graceful and conveyed a deep devotional feeling,
couched in the theme of Radha-Krishna love. In one of the long
pieces, it was remarkable, Dr. Raghavan said, there was a resem-
blance with the Pancharatna type of compositions of Tyagaraja.
The Tamil compositions were also full of the feeling of the Radha-

_ Krishna love and it was said that the well-known song, * Thaye

Yasoda” was a composition of Venkata Subba Aiyar.

A brief printed account of the composer in Tamil by Sangu
Subramania Aiyar was circulated at the meeting.

Accompanied by Mani (Papanasam Sivan’s nephew), Vidwan
Needamangalam Krishnamurti Bhagavatar gave a very pleasing
recital of a variety of well-assorted compositions in Sanskrit and
Tamil by Venkata Subba Aiyar, They comprised ‘Brindavana
Nilaye’ in Ritigowla, ‘Rasika Mahottama' in Charukesi, ‘Lola Gopa
bala’ in Bhairavi, ‘Madhura Madhura Venu’ geeta in Atana, ‘Vita
sama vara jala’ in Lailta, *Visati Visati Krishnah’ in Gowri-
manohari, Palvadiyum Mukham’ in Natakuranji, ‘Ninra nilai kandw’
in Suddha Saveri, ‘Muddukrishna me mudam’ in Chenchurutii, ‘Nilaiva’
nam’ in Punnakavarali, *Neerada sama’ in Jayantasri and ‘Radha-
Krishna Chintaye’ in Useni. The kritis in Ritigowla and Jayantasri
exhibited two gatis,

b
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Complimenting Sri Krishnamurti Bhagavatar on the excellence
of his rendering as well as of the compositions of his ancestor, the
President, Vidwan Gopalakrishna Aiyar observed that these com-
positions of Venkata Subba Aiyar, the echoes of which might be
said to be clear in the compositions of the Karnatic Trinity, could
thus be deemed as filling a gap between Purandaradasa and Kshet-
ragna on the one hand and the Trinity on the other. But they, the
Senior musicians had never heard of this composer at all.

Sangita Kalanidhi Palladam Sanjiva Rao admitted his having

_not listened at all to these compositions up till now and
said that he agreed with the President of the Conference that
the songs on Rasalila were really very good.

Sangita Kalanidhi T. V. Subba Rao said that in these songs
_there was integration of bhava, vags and fala, and sahitya,
sabda and swarva. These songs, he said, deserved to be learnt and
“brought into vogue.

Vidwan Krishnamurti Bagavathar explained how these songs
were handed down through his family and elucidated certain tech-
nical beauties imbedded in them. Venkata Subba Aiyar had a
brother named Kattu Krishna Aiyar whose descendants were
represented by his own family. The contributions of Venkata
Subba Aiyar comprised the Nandana geetham, a treatise on music, the
Rudra Sabdam and numerous Sanskrit songs and Tamil padas ; the
former included several pieces written closely after the model of
Jayadeva. His kritis were nearly 1,000 in number* and in one piece
on the dance of Krishna on the five hoods of Kaliya serpent the
composer had . varied the fala five times and had suggested, by the
tala-setting at a place, a peculiar iconographic feature of the
Kalinga nartana idol at Uthukadu temple. :

At the end of the lecture, it was learnt that Vidwan Kalidas
Neelakanta Aiyar, who hailed from Needamangalam, possessed
some details of the composer.

Kathak Dance - Talk & Demonstration

In a clear and succinct exposition of the classical dance of
N.orth India called Kathak, Miss Kapila Mallik of Delhi traced the
history and explained the essential technical features and beauties of
an authentic tradition of the Indian dance art in the North whose
€xponents were now few and far between and of which there were
only three schools surviving, the Lucknow, the Jaipur and the
Banaras schools. Like other branches of Indian Art, it wasessen-

P :
It is however a pity that the mss of these songs are not shown and no

help afforded to verify their aunthenticity.
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tially based on devotional inspiration, though during the Moghul
times its devational basis was given a courtly camouflage ; owing to
the exigencies of court life and the difficulty of women exponents
appearing in Moghul courts, a tradition of male exponents grew up
in this dance art, who were called either Kathaks or Bharat-rasiks.

The basis of this dance, said the lecturer, was Vaishnavite
tradition and the sakitya of the songs was in Brij-Bhasha, Avadhi or
Maithili. Particularly delicate and lyrical was the Lucknow school
fostered by Wasjid Ali Shah. Thakur Prasad was the outstanding
exponent of this school. His nephews were Kalakadin and Bina-
din. Achan, one of the three sons of the former, was the father of
Brij Mohan, who was to give the demonstration and a recital in
the Academy. Of the Jaipur School, the best exponents were
Sohan Lal, Jai Lal, Hanuman Prashad, Badri Prasad and Durga
Prasad and the two pupils of Jai Lal, Karti Ram and Hira Lal are
the two living exponents of this tradition. Of the Sukhadev
tradition of Banaras, the best exponent now was Gopi Krishna.

Miss Kapila Mallik said that Kathak was an autheatic tradition
based on Bharata composed of #ivéta and #ritya and displaying both
styles of thandava and lasya ; the latter distinction, so far as Kathak
was concerned, was determined exclusively by the nature of rhythms
of the tabla and the Pakhwaj. The dance Bols or the Sollukattus com-
prised two classes— Pakhavat and Tukda. The various kinds of Tukdas
were Sangeet ka Tukda, Natwari Tukda, Chakkardar Tukda, etc.

Demonstration

The dancer in Kathak maintained an erect stand with his axis
line steady, around which the choreographic patterns were woven.
When doing the foot-work, the straight stand of the artiste required
no unnecessary movements which would lower the austere dignity of
the art. The choreography and floor patterns were based on the
simple straight lines, horizontal and vertical and even when the
dancer took the innumerable whipping turns the horizontal or’
vertical straight line both of the human form and the floor pattern
were always maintained. The gliding neck—technically known as
‘¢ Dora ” —was another characteristic feature of the angika abhinaya
of this dance style. The eyes did not move in the same way as they
did in Bhavata natyam or Kathakali.

Sri Briju Mohan then demonstrated the Bols, the foot-work,
the angiks movements and abbinays. He was accompanied by
Sri Kishen Maharaj on the tabls, The fine and intricate foot-work
and the tremendous sadhakam of the young dancer were repeatedly
cheered by the audience. Amad with which a Kathak dance began,
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Tukdas, Parans, foot-work corresponding to Bharata natya adavus
like Kuttu adavs and Tatis-mettadavu, were illustrated. The acceleration
of the tempo from the vilambit to the fastest brought out the mastery
in training of Briju Mohan. Some of the Bols had lengthened out
phrases called ‘meends’ and in an onomatopoeic Bol called the
Damaru Bol reproducing the sound effects of Siva’s little drum, Briju
demonstrated the foot-work in which the portion for the sound effect
¢ grrr’ was remarkable. The demonstration concluded with a Holi
song and another which brought out the Kathak style of abhinaya,
where again the talent of the artiste and the beauty of Kathak
abhinaya were both evident.

Thanking Miss Mallik and Sri Briju Mohan, Dr. Raghavan
emphasised the value of providing for such opportunities to see and
understand other styles of dancing which helped one to realise that
like one’s own system, for example Bharata Natya, another system
like the Kathak too was based on high technical vyavakara. A know-
ledge of this type helped one not only to trace the links between the
different forms of an art prevalent in India but also helped orne in
having a better appreciation of one’s own art. He also expressed
the gratification of the Academy at having secured the presence of
Briju Mohan in the Conference, the art that he represented being
one of authentic traditional value and excellence quite in keeping
with the pure and classical traditions that the Academy stood for
fostering. '

THE SEVENTH DAY
31st December 1955

Sadasiva Rao’s Kritis - )

At the Experts’ Committee meeting of the Music Academy
i held this morning in its premises in Royapettah with Vidwan
Marungapuri Gopalakrishna Aiyar in the chair, a recital of Mysore
Sadasiva Rao’s compositions was given by two pupils of Sri Mysore
Padmanabha Rao—Srimatis Rangamma and Nagarathna. They
were accompanied by Sri Kunnakudi Vaidyanathan on the violin
and Sri Cochin Bhaskara Rao on mridangam.

Sangita Kalanidhi T. V. Subba Rao, introducing the artistes,
said that Mysore Sadasiva Rao belonged to the Tyagaraja sishya-
parampara and was associated with Walajapet Venkataramana
Bhagavatar. Sri Padmanabha Rao, who was running an institution
in Mysore, had brought out Sadasiva Rao’s kritis in book-form with
sultable notations.
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The rendering by the two pupils included the following :
Padavarna in Dhanyasi; Sri Shanmukha Janaka in Sankara-

~ bharanam ; Sri Kamakoti Feethasthite in Saveri ; Gangadhara in

Purvikalyani ; Sri Parthasarathe in Bhairavi ; Kanugoni Dhanyu.
daitini on Kamakshi in Kalyani; Dorakenu Nedu in Devagandhari
and Ninnuvina in Balahamsa.

Vidwan Marungapuri Gopalakrishna Aiyar commended the
efforts of Sri Padmanabha Rao to popularise these Kritis and
complimented the young artistes.

Music in Bharata’s Natya Sastra

“The music set forth by Bharata in his Natya Sastra
represented a scientific system and it admitted of clear demonstra-
tion. It was bas=d on accurate data, verifiable by mathematical
calculations, said Dr. V. G. Paranjpe of Poona in his second talk
before the Experts’ Committee this morning. He emphasised the
value of studying Natya Sastra of Bharata and drew up tables
of notes, the scales and the “four adjustments ” on a board
to illustrate his interpretations. ‘

Dr. Paranjpe pointed out that Bharata’s Natya Sastra was
nearly 1,800 years old though the music contained there was still
older. Long before Bharata had written this encyclopaedia, music
had developed, as was evidenced by the Sama Veda. There
were different orchestras and, as different from the modern music,
which had a relative pitch, ancient music had an ¢ absolute’ pitch
in “ma” to which everything was tuned. Taking the guidance of
indications in Bharata’s text, it was possible to arrive at correct
values of the notes mentioned by him. The swaras could be
described by ratios by intervals and by ‘cents’. The lecturer said
that supposing from the lower to upper Shadja, they interposed
1,200 ¢ harmonic means > and imagined 12 nodes each of 100 cents,
the upper Sa would be 1,200, * ma® 498 and ‘pa’ 702. He then
explained the scales of the two Gramas of Sa and Pa given

- by Bharata and referred to the 14 scales and 18 Jatis. Illustrating

the four Saranas, he elucidated the demonstrative methods which
Bharata described to show these details.

Dr. Paranjpe said that the music of the Jatis of Bharata
was not like the present-day North Indian style but approached the
South Indian style, with gamakas and vocalisations. The Grama
was the pillar on which the superstructure of melody was built. One
could build one’s own scale just as the Yaksha’s wife did as des-
cribed by Kalidasa in his Megasandesa. One could also
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modify one’s Gramas by Sadharanikarana. They could have
a glimpse into the old Jatis from Sarngadeva and in the earlier
work of Nanyadeva, but between Bharata and the earliest available
texts, there was a long gap. According to the speaker, Bharata
belonged to a period before the deluge of foreigners, which
destroyed the old seats of learning in India between 150 B.C.
and 300 A.D. The Nyasa swara was all important in ancient music
and had been misunderstood by Sarngadeva.

He dwelt also on the problems of Gramas with particular
‘reference to the so-called Gandhara Grama and the inter-
relation of Jatis and their later development—Ragas.

Sangita Kalanidhi T. V. Subba Rao thanked the learned
lecturer and said that Bharata’s text was indeed very important for
the study of the history of Indian Music.

THE EIGHTH DAY
Ist January 1956

Training of Dance-Masters

The need to start an institution for training dance-teachers as
the most urgent step necessary at the present stage of the art of
Bharata Natya was emphasised by speakers at the Experts’ Com-
mittee meeting of the Music Academy held this morning in its
premises in Royapettah. Vidwan Marungapuri Gopalakrishna
Aiyar presided. The speakers were Mr. E, Krishna Aiyar,
Mr. Ramabhadra Udayar, Dr. V. Raghavan and Sangita Kalanidhi
T. V. Subba Rao. A resolution to this effect was adopted.

Dr. Raghavan introduced Mr. Krishna Alyar in his new role as
Secretary of the Madras State Sangita Nataka Sangham.

Mr. Krishna Aiyar gave a survey of the different forms of the
Dance-art surviving in South India in concerts, temples, etc.,
pointed out the special features of each and drew special attention
to the necessity to collect data pertaining to all these, so that some
organised efforts could be put forth at the present stage to pool
to‘gether the teaching resources available for turning into proper
and on correct lines, the learning of Bharata Natya in which the
public were now evincing great interest. Mr. Krishna Aiyar referred
to a number of defects in the quick training and avangetral at a
very early age now so common in Bharata Natya, Referring to the
demand for Bharata Natya teachers from all over the country, he
said that one of the most useful things that they could do in the
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State Sangita Nataka Sangham or elsewhere was to establish under
Government auspices or non-officially a Teacher’s College to train
dance-masters who could impart the art correctly and help to

- maintain the standards of the art.

Speaking next. Dr, Raghavan referred to the efforts of the Music
Academy in this direction and the Bharata Natya classes conducted
by Srimati Balasaraswathi under the patronage of the Academy.

Mr. Ramabhadra Udayar of Kumbakonam, whois in intimate
touch with traditional dancers and nattuvanars, spoke strongly
supporting the need for a school for Nattuvanars and the formu-
lation of a syllabus for dance-course,

Mr. T. V. Subba Rao lent his support to the proposal that a
College for Dance-Teachers should be started.

Bhajana Sampradaya

A recital of songs of the Bhajana Sampradaya by Sri Kallidai-
kurichi Balasubrahmanya Bhagavatar then followed. Dr. Ragha-
van introduced the Bhagavatar as a follower of the sampradaya of
Sivaganga Ramadas Swamigal which could be traced to the famous
Marudanallur parampara of Tanjore district.

Assisted by Mr, Radhakrishnan and accompained by Kovai
Ramachandriah on the violin and Master K. C. Rajappa on the
mridangam, the Bhagavatar rendered the following songs : Bhakte
Sri in Kedaragowla on the famous Saint of the Bhajana Sampradaya,
Sri Ayyaval (Sridhara Venkatesa); Ashtapadis : Pralayapayodhijale
in Chakravakam ; Sritakamala in Bhairavi; Chandana Charchita in
Pantuvarali ; Kathita Samaye in Ahiri; Smarasama in Saranga ;
Harirapi Charati in Yadukulakambhoji ; Samudita Madane in
Saveri ; Vadasi- yadi Kimchidapi in Mukhari; Manjutara in
Dhanvyasi; and Radhavadana in Madhyamavati ; From Vijayagopala
Tarangini : Amalasayanuka in Kambhoji and Pahi madana Gopala
in Todi; From Krishna leela Tarangini: Paramakarunyam in
Subha Pantuvarali and Pooraya mama kamam in Bilahari.

Mr. T. V. Subba Rao, thanking the Bhagavatar for his render-
ing of these compositions, -said that the Ashtapadis contained a
repertoire of music common to both North and South Indian
Music. Their aesthetic excellence was indescribable. Tyagaraja
used to sing them on Ekadasi days and Shatkala Govinda Marar
used to render Chandana Charchita in Pallavi.

vidwan Gopalakrishna Aiyar said that Ashtapadis formed the
base of our music and Tyagaraja followed the Bhajana sampra-
daya in his compositions.
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After refreshments, there was a programme of music .by members,
their children and the scouts.

, - Dr. V. Raghavan, Secretary, announced the publication of the
latest volume of the Journal of the Academy, Volume XXV.

The Sadas

Sir S. Varadachariar, formerly Judge of the Federal Court of
India, presided over the “SADAS” of the 29th Conference of the
Music Academy, Madras, which was held in the special pandal of the
Conference in the Academy’s premises on 3rd January 1956. The
title of ““Sangita Kalanidhi’® was conferred on the President of the
Conference, Vidvan Sri Marungapuri Gopalakrishna Iyer in the
midst of a large and distinguished gathering.

After prayer by Srimati R. Vedavalli, Mr. K. Soundararajan,
Secretary, announced the © convoking ® of the * Sadas. ”

Dr. V. Raghavan, Secretary, welcoming the President of the
‘¢ Sadas” and others, said that this *“Sadas’® was rather unique be-
cause it had surpassed in quality the previous ones. Amidst them
were not only Sangita Kalanidhis, vidwans, members of the Experts’
Committee and others in large numbers but also distinguished
musicians from abroad, particularly Sir Steuart Wilson.
He said that Sir S. Varadachariar was an eminent jurist and a
great scholar. The Academy had been adopting the policy of
associating educationists or judges with this function so that
the ¢ Sadas >’ might have due
dignity. In Sir S. Varadachariar
they had a true ¢ vriddha > who
had all the three lakshanas de-~
fined by Valmiki, Sila, jnana
and Vayas. He then requested
Sir S. Varadachariar to conduct
the proceedings of the evening,

Sangita Kalanidhi T. V.
Subba Rao next presented
Vidwan Marungapuri Gopala-
krishna Aiyar and read the
following citation -about him @
**Born in 1883, at Madurai,

: . of Gopaliah and Meenakshi
{\mmal, the daughter of Gopu Vadhyar who was a scholar
in Teluguy, Tamil and Sanskrit and an expert in Bharata
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Natya. He bad his first lessons in music under the Violin Vidwan
Karur Venkataramaiah at Madurai and practised vocal music

. first and later took to violin. Later, he became associated with

Kancheepuram Dhanakoti Sisters, Vidwan Nayana Pillai, Ettaya-

.puram Ramachandra Bhagavatarand the reputed violinist, Govinda-

swami Pillai. As one of the leading violinists, he accompanied all
the important vocalists of his time. He has received distinction
from public bodies as well as Samsthanams . Affable in manners
and zealous in preserving the sampradaya, he has enjoyed an

" extensive and continued practice as a violinist. He is one of the

few prachina vidwans serving as a link with the past generation. >

Amidst cheers, the President of the Sadas then presented the
¢ Birudupatra ’ and insignia to Vidwan Gopalakrishna Aiyar, thus
conferring on him the title of *“ Sangita Kalanidhi. ”’

Sangita Kalanidhi Mudikondan Venkatarama Aiyar felicitating
Sri Gopalakrishna Aiyar, said that his bowing and fingering tech-
nique was noteworthy. . -

Sir Steuart Wilson said it was a great honour for a represen
tative of Western music to have been asked to participate in this
conference. The annual conference conducted by them reminded
him of the Edinburgh and other music festivals in England.
Paying a tribute to the great enthusiasm shown by Dr. Raghavan
he said he had tremendous energy and even as a young man he hfid
shown considerable promise. What Dr. Raghavan had s.hovfm him
(by inviting him to this conference) was a complete reahsatu?n of
what he had dreamt of India and Indian music. As the Chairman
of the International Music Council, he conveyed his congratula-
tions to all of them and expressed the hope that India would. be
able to form her National Music Committee as soon as possible.
« India should take its place as the musical centre of South-East
Asian countries,  Sir Steuart added. .

Vidwan T. Chowdiah referred to the great tradition of music
with special emphasis on bowing and ﬁ'ngcring of \{idwar.l Gopala:
krishna Aiyar, which had been inherited from Sri Govindaswami
Pillai.

Mr. K. Chandrasekharan said that music was made of gitam,
vadyam and nrittam and the Academy was honouring vadyam by

conferring this title on a great violinist.

Sangita Kalanidhi Musiri Subramania Aiyar said the number
of persons playing on the vlolin had no doubt increased, but those
who could properly ¢ accompany * the musicians were probably
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art, it was perhaps not so easy to pass it on from one generation
to another or from a master to his student merely by theoretical
instruction. True, it was no longer possible to revive the Guru-
Sishya system as before due to various reasons, economic, personal,
over-population, etc., but it should be possible for them to find out
some way by which the advantages of the old system could be
combined with the facilities provided in modern schools and
colleges.

Sir Varadachariar pointed out that in olden days a person learned
music either because he belonged to a family of musicians or
because he had a taste for it. Now many people took to itas a
profession. The demands of the present-day society for a large
number of music tutors gave them a means for living, The result
was that quite a large number of tutors were being turned out by
these music institutions. These men had hardly any time to ad-
vance their own knowledge or to practise the art for its own sake.

The speaker welcomed the idea of the Government giving
certain amount of recognition, financial help and encouragement
to arts. But he would ask, whether the scholarships which the
Government had awarded to young men and women could not be so
utilised as to enable them to spend a year or two, not in research
work, but in intimate contact with a great and recognised artiste
and get the benefit of his training. Only in that way could they
preserve the best of the old system while making inevitable adjust-
ments to suit modern conditions.

Turning to the problems of catering to the taste of the audience
Sir Varadachariar said that the duty of the Academy was to provide
means of satisfaction for different grades of society, but it was’
inevitable that there should be different grades of capacity to
appreciate music. An audience which was not prepared to appre-
ciate a good performance, could neither satisfy itself nor the artiste.
There was a necessity to keep high standards on the part of both
the audience and the artistes. Associations like the Music Academy
and front-rank artistes should resist any attempt at the so-called
¢ socialisation * of music because it might bring down the standards.
It would be unfortunate if advocates of democracy or of socialisa-
tion should insist that the standard of high class music should
be pulled down merely for satisfying the © hypothetical * man called
the ‘ man in the street. ’

.~ Vote of Thanks
Mr. K. Balasubrahmania Aiyar proposed a vote of thanks.

ETHNO-MUSICOLOGY'

BY

Alain Danielou

Contact between cultures

Some time ago Mr. Nicholas Nabokoff, in a short talk he
gave under the auspices of the Music Academy, reminded us of the
fact that the contact between different cultures can only be an
enrichment if it means, for each one, a better understanding of the
points where it differs from other cultures. New contacts can then
lead towards the development of individual characteristics rather
than towards a cultural compromise. Thus, the contact with
another culture is useful mainly when it leads us to a better ap-
preciation of our own and to an exhaltation in each case of the
particular pattern of life which is a civilisation and which expresses
itself in all human activities in religion, social behaviour and
customs, literature, art, music, all that which in a country, has been
developed through lengthy centuries of relative seclusion, and
which has thus grown as the natural expression of the particular

genius of a particular people or nation.

Learning another civilisation

We cannot easily leave aside the pattern of the civilisation in
which we are born. It has become an essential part of ourselves.
We can learn a new culture as we learn a new language, provided
we are well grounded in our own. This is why people who have
lived from childhood half-way between two cultures face a very
serious problem of development, tend to live in a sort of cultural
vacuum which we can observe in their homes, their manners, their
interests. We are all born with individual and group characteris-
tics and however attracted we may be by a culture other than our
own, however efficiently we may adapt ourselves to the civilisation
and manners of another country or race, we can almost always
observe thatin the highest creations of the mind, which are the only
really important things for mankind, the higher levels of genius can
only be reached within the frame of what is natural to us, within
the limitations of our mother tongue, within the frame of a parti-
cular and definite civilisation or culture.

Knowledge is not imitation
Most musicians in the West play Spanish or Italian or Russian
music and often play it very well; but, even in what is a mere
interpretation, we feel there is a more subtle and perfect under-
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standing when Toscanini directs a Verdi opera or Karajan a Schu-
bert’s symphony or when a real Spaniard plays Falla or Albeniz.
And we have no trace of doubt that if a Norwegian tries to
compose a Spanish dance, it will remain an outward and inadequate
imitation of what any street composer can do in Spain without
effort. The same applies in India to Karnatic and Hindusthani or
even Bengali music. I am not at all convinced that a South Indian
musician who learns North Indian raga-s and styles of singing,
however well he does it, is doing any service to Karnatic or
Hindusthani music and may be not to music altogether. At the
same time, mutual ignorance and lack of appreciation is certainly
damaging and is a handicap on any healthy development and is
even harmful to the preservation of ancient forms of music. This
is because these are things that we must know and not do. 1f we
refuse to know we paralyse our development and what we have is
bound to degenerate, but if we try to experiment with everything
we learn, if we try to imitate what others do, we are sure to lose
our personality and to degrade whatever is our own.

We are usually not aware enough of the characteristics of our
own genius because it seems to us the most natural thing while we
are full of admiration for those characteristics in others which are
strange to us so thatmany of us spend their life trying to do that
for which we are the least gifted,

I remember once meeting a complete stranger in Paris and,
after talking for half an hour, he told me, ¢ Since you come from
Brittany...”’ 1 said, ¢ How do you know I come from Brittany ?°’
He answered, ‘ Oh! that is not difficult. We have been talking
together for half an hour and you managed not to say yes or no
to any of my questions. Only people from Brittany can do that. »
Well, I was not aware of this characteristic but I do sometimes
fecl that if, instead of trying to acquire the sceptical and flippant
outlook of the French or the analytical mode of thought of the
Hindu, I had tried to develop the poctic ambiguousness of my own
people T might have been an outstanding Celt poet, instead of a
very average Frenchman and an amateur Hindu.

All this, however, is intended only as an excuse for the subject
I am supposed to talk to you about and which is ethno-musicology,
that is the study of music envisaged as part of the culture ofa
particular human group, race or nation,

-

Ethno-musicology

Ethno-mus;cology has only been recently recognised as an
important subject in some Western Universities and it is still, in

age.
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many ways, a science in its infancy, although modern technique
and equipment have given it considerable means to develop
rapidly.

A characteristic of the technical development of the last fifty
years has been to alter in many ways our methods of study and this
has lead to a sort of general reconsideration of almost all the
postulates which were considered established facts in the last
century.

The famous pianist Franz Listz, when he was already one of
the famous performers of Europe, decided that he really knew too
little of the technique of his instrument. He therefore discarded all
he knew and started again to study from the beginning.

The Modern outlook

The same outlook is noticeable in almost all the branches of
learning in our time. Everything that was considered as established
fact is questioned again and all studies are restarted from funda-
mentals. In fact this is the very criterion of modern sciences, the
very characteristic of the modern outlook in all the spheres of
human thought. We question the validity of our thinking machine,
of the language through which we express our thought, of the
religions which try to justify our mode of life. We question the
most elementary laws of physics and mathematics, so that guiding
minds of our age express themselves in terms of non-Euclidian
‘physics, non-Aristotelian semantics and other sublime abstractions.

But you may ask what has this to do with music. Ethno-
musicology 1is the study of primitive music and the classica]
musical art of a developed culture is not a playground for
Ethnologists and Anthropologists. It deals with higher values of

_culture which have to be approached from a different point of

view,

This, I am afraid is not quite justified in the case of music.
If we do not want all the systems of music of the world to vanish
in a complete musical mix-up, we have to reconsider carefully and
consolidate the real foundations of the various systems and entirely

‘revise the approximate and inaccurate theories, which may have

been sufficient a century ago, but do not meet the challenge of our

"It is wrong to believe that Ethno-musicology means the study
of tribal or primitive music and that the established systems of art-
music are too lofty to be probed into with the help of modern
measuring instruments. In fact the technical study of the particu-
7
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larities of musical systems, as they actually are, and not as
musicians believe they are, is an enormous asset for the dis-
entanglement of the pure, the essential aspects of a particular
system of music from the accretions due to outside imports
and influences. The music of Europe would be much healthier
if its theorists were more aware of its origin, its possibilities
in the musical systems of other parts of the world. In India,
at least four entirely distinct learned systems of music have existed
from very ancient times, these were known to the Sanskrit writers
as the four mata-s, - yet there seems to be a growing confusion as
to what are the essential elements of each of these musical systems
and the means of preserving their individual characters, the purity
of their style, the quality of their expression.

While taking into account the written theory of music,
whether Eastern or Western, Ethno-musicology keeps very shy' of
the statements of musicians or of the old-fashioned fnusmologxsts,
it refuses to acknowledge many of their classiﬁcat{ons, much 9f
their otten over-simplified or over-complicated theories. In India
if we want to really understand the fundamental differences between
existing systems and to find out which of the ancient texts. really
referred to what sort of music we have to start our observatxons. on
the basis of the actual performance of the remnants of thf: ancient
music as they are found today. And, when we have established the
characteristics of each system of each school of music, as they may
still exist today, we may be able to understand what was meant.by
the classifications of the ancient writers instead of interpreting
them as it suits our own views on musical history or the particular
styles of music we are pleased to call classical.

History of musicology

Ethno-musicology is, in Europe, considered a relatively new
science hardly yet established.

Its acknowledged originator was Alexander John Ellis who
was born in 1814 and whose essay ¢ On the musical scales of
various nations *’ contained a first attempt to study Arabian and
Indian scales.. He was assisted in his measurings by Alfred James

- Hipkins (1826-1903).

The German von Hornbostel gave to Ethno-musicology much
of its methods, and his co-worker Kurt Sachs brought the new
science to America.

Jaap Kunst in Holland and Schaeffner in France have done
considerable work on this subject in recent years,
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It should however be wrong to believe that the idea of study-
ing music as a human phenomenon is altogether new. It appears
that many of the earliest Sanskrit writers on music approached the
art in a true musicological spirit and the very title of a work like
the Brihaddesi expresses the intention of its author Matanga to
study the various songs of men just as they are found among the
various peoples of the land.

MEeTHODS AND INSTRUMENTS

Measuring instruments

For an objective study of music we need several things, the
first one is convenient measuring-instruments and methods for the
analysis of intervals, whether simultaneous or successive, and also
easy instruments to reproduce and play-back conveniently the
intervals measured so as to ascertain, with the help of the musicians
themselves, whether the intervals measured were really those intend-
ed and not accidental.

Notation
Then we need an adequate system of notation to record our
observations accurately and in detail not merely in the form of
arithmetic figures but also in a musical score that can be studied
and played musically and in which ornamental subtleties can be
conveniently expressed.

Recordings

We need recordings as a permanent evidence of our observa-
tions and to make sure that we are not tendencious in our
measures and do not interpret music to bring it back to a pattern
known to us.

Recordings are. also the safest basis for the notation and
measure of intervals, since the musician need not be disturbed in
his play at the time of recording; and we can also later repeat
exactly the same passage any number of times which is essential
for an accurate analysis and notation.

Words and translation

In the case of songs we need also an exact transliteration of"
the text as it is sung-this is often quite distinct of the original
written text—with its accents and long syllables and, if the
language is not familiar, an accurate translation of the meaning of
each word.

From the historical and technical points of views a study of
the instruments is also important. A good photograph of the
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1 believe that only when we makea technical study of Karnatic
music, quite independently of the claims of some of its exponents,
shall we be able to gradually find its proper place in the general
history of Indian music as well as of world music and its
dependence on or independence from the various systems expounded
in the numerous and often contrary layers of Sanskrit musical
theory.

-Folk and classical music

In this study it is most' important to make a parallel
analysis of the art music of the cities—or classical music as it is
now somewhat wrongly called,—and the music of different ethnic
groups broadly classified as folk music, though much of it represent
_ remnants of other branches of ancient art music.

' ) Musical geography
The geography of music in India is as interesting as it is
bewildering. We often meet side by side in the same locality
musical systems which seem altogether different in their origin and
form and it is only when we study them and classify them adequately
that we shall be able to have a true picture of the origin and place
of the different music forms found in India today.. Untill then
most-of what we say for or against a particular musical system
remains Without much proof. There isin the town of Banaras a
caste of milkmen said to be the descendants of an ancient tribel
al_l whose songs are built-on a scale of 12 semitones which is other:
wise completely unknown to the music of North India Iam
we could find such instances almost anywhere in this cc;untry o

Representation of intervals

‘interg)l:fc are several ways of measuring and. classifying musical
- The representation by ratios is the onl i '

WI;‘C: allows us to understand  the harmon?cyri?agtlicjxlls%?;’otfhe' ?ne
::e:su‘:t it does not permit a quick appreciation of relative sizénne ,

ements.. This is why other systems have been evolved , NOr

older one was inveated by the Chinese and js based onth ;e . 'I:he
ps::/ertss of 3. Itis not very convenient. Among the em;:::reasl?lg

systac;: ;—aso called ‘from the French physicist who advocat;fi :h:

of the o rt‘)"eequal intervals based on the difference in the logarithms
cqual im:r‘valf: forming the ratio and dividing the octaye + rithm
vals (0. 301 being the logarithm of 2). into 301

:11:): sometimes replaced by the milli-octave or 1 1s system is

cents which divide - the: octave into 1200 ore commonly

: €qual intervals,
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I personally always use savarts not because the inventor was French
but merely because it allows the direct use of logarithm tables
which is most convenient if one is to do much work on subtle
differences of intervals.

We hear many strong statements regarding scales and inter-
vals. We are told that there are natural intervals and others
considered artificial. This is probaly true and comes from our
ability to grasp some intervals as more meaningful than others, to

‘perceive some types of ratios more clearly than others. We

should not however believe that these are established and perma-
nent facts. Such theories are at the most a guess. Indian music
is theoretically based on the same type of division of the octave as
is Western music. Yet both utilise often in practice noticeably
distinct intervals. The fact that the tempered scale which is based
on roots tends in some countries to replace proportional or harmonic
scales does not necessarily imply that we are abandoning a good
type of scale for a bad one but raises the question as to whether
we can grasp a series of proportional ratios as corresponding to
expressive values, why we cannot grasp roots in the same way. True
musicology must keep very shy of any theory and avoid carefully
any form of number mysticism. We soon enough shall find that
most people in practice follow a division of the octave quite
distinct from the one they claim to be using.

The classification of instruments

The development and characteristics of musical instruments,
just like the vocal technique, are very important elements for the
study of ethno-musicology.

Many theories have been put forward to explain the origin
and development of the different forms of musical instruments.
We should be rather suspicious of such theories since we have no
means whatever to know how primitive men may have behaved
many thousand years ago. Kurt Sachs believes that instrumental
music came from magic rituals and vocal music from the need of
calling one another. Here in India we believed that we got every-
thing readymade from certain divinities. Such matters being
impossible to verify do not come within the purview of science,

Instruments are difficult to classify because of their variety.
The Chinese used to divide instruments according to the material
they are made of into kin (metal), che (stone), r’u (earthenware), ko
(skin), hién (strings), p’o (gourd), chu (bambu) and mh (wood).
This was not accepted by Western musicologists because the
instruments are usually made of several materials. The Indian
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classification has been for many centuries -the most logical and
convenient one. It ‘was established probably long before the
Natya Sastra was compiled and recognizes ghana (gongs, cymbals,
etc.), avanaddha (drums), tata (strings) and sushira (wind instru-
ments). :

The first reasonable classification of instruments adopted in
Europe in the 19th- century seems to have been the Indian one
and modern classifications are not noticeably different. '

The classification proposed by the Belgian Victor Mahillon
(who died in 1924) isin autophones, membranophones, chordophones
and aerophones : that is instruments whose the material itself
produces the sound without being stretched in any way the auto-
phones now usually called idiophones ; the instruments in which
the sound is produced by a skin or membrane stretched are the
‘membranophones ; those in which the sound-producing elementis a
string are chordophones ; and Aerophones are those in which the
air vibrates. '

We easily see that, in spite of the complicated names, this latest
discovery of Western musicology nearly follows the ancient Indian
division,

The technique of voice vibration

The technique of voice production is one important element
for the differentiation of musical families.

Sir Steuart Wilson gave us some days ago a most interesting
and amusing account of some aspects of voice production in the
West. His most qualified and beautiful demonstration was parti-
.cularly interesting for us because it may help us to understand a
fundamental difference of purpose between the European and the
Indian singer. ;

Western singing is a form of chanting. It is basically an
exhalted way of reciting a poem, of carrying words and their
meaning above the waves of the orchestra. The melodic line is
the chanted flow of the sentence. The accents become the long,
powerful and moving sustained notes. It is true that there is such
a thing as the Ttalian vocalisation or bel-canto but this remains an
. occasional ornamentation of the spoken song.

In the purely modal form of music the voice is an instrument.
1t develops a raga exactly as a vina or a flute would do. In the
higher forms of modal music, a musician can make almost exactly
the same musical development on one poem as on another. The
form of the raga, the ornamentation of the song, the position of
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the voice are quite independent of the words. In fact I have often
noted tpat some of the most beautiful khyals of Northern India
are built on meaningless syllables or on one or two old short
verses whose meaning is not clear to the singer, This is why the
gestures and expressions of the Indian singer follow the melodic
forn? of the raga in the North, the rhythmic pattern in the South
but in no case the meaning of the words.

This naturally leads to a very different approach to singing
and much of vocal technique is evolved according to the relative
proportion of the three elements, which are the words, the theme
and the rhythm, the ancient Dhatu, Mitu and tala, and’ which are
the guiding factors around which are grouped the other elements
which come into action in the shaping of the voice. The extreme
sensitiveness to thythm of the Tamilian leads him to sustain a note
by a repetitive rhythmical resounding of an allegedly single note
bringing into action the lowest part of the larynx which works a
little as does the palm of the left hand in the sustained sounds of
the mridangam. This leads to a form of gamaka very surprising’
at first to ears trained to purely melodic patterns of ornamentag-
tion. You can therefore observe in this country what we mjsht
divide vocal technique into the flute-voice where the ornamentc is
purely melodic, the drum-voice where the nature of the ornament
is essentially rhythmical, the vina-voice which is half way between
But we also have in those parts of India, influenced by Sino-Tibe:
tan music, the single-cry where each note is dealt with as a separate
entity, and we know also the chanting or speaking voice similar to
that of Western countries.

This rough division may give you an idea of how an ethno
musicological survey and study of such basic things as voice ro:
duction, instrumental technique, besides the form, style ornargen
tation of the music may give us some useful informat’ion for th-
building of a reasonable and sound theory of the history of Indi .
?;ﬁc and help us to find out the original contribution of tig
c:) uirti?::arts of India as well as its links with the music of— other

Ethno-.mus-icology should play in music the part that archaeo-
logy plays 1;1 hxsg)ry. It gives us the positive documents by which
we can verify and i i i
b g v y Implement the data received from wrxgten or pral

8
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The problem of notation

In this connection it may be necessary to stress the importance
of an adequate system of notation.

Nowhere is the notation system entirely satisfactory, and the
purpose of notation is not always clearly understood. To learn a
song from notation is not the best way to learn it, and some
musicians, therefore, feel that any system is good enough provided
it is simple and easy to print.

The work of the musicologist is however impossible if an
adequate system of notation is not available. And, the more ela-
borate and detailed the notation the better his work.

Mauch of the work done on folk music in Europe in the last
century and much of the work done even at present is practically
useless as an instrument for Ethno-musicology, that is the classifi-
cation of musical families. We cannot draw any valid conclusions
from a notation in 12 semitones which entirely obliterates the
microtones (the srutis) not only in the main theme but, and this
is even more deplorable, in the ornaments,

In India where the use of microtonal intervals is so varied, so
subtle, so beautiful, none will be able to talk sense about them
until an adequate system for the analysis and notation of srutis
and for the division of matras is not only made available, but
brought into common use.

India has probably the oldest system of notation in the world.
Greek notation, Arabic notation and later the Western Solfa
system were most probably derived from Indian notatien.

In the past four centuries Europe developed a much better
and convenient system of notation than any previously used. All
the recent attempts at increasing the range and possibilities of the
Indian notation are imitated from the Western system. The two
best-known attempts at introducing some feature of Western
notation in the Indian system are those of Vishnu Digambar and
V. N. Bhatkande.

These however remain rather inadequate in comparison to the
Western staff. The best system I have come across so far is that
used by Mrs. Vidya of Madras in ber collection of classical Kritis.
This brings modern Indian notation to a stage closely resembling
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the systems used in Europe at the end of the Middle Ages. Such
notation systems remain however very short of the requirements of
Ethno-musicology. I do not see why Indian musicians should not
now take the lead and, accepting all the additions made to notation
in Europe in the past four centuries, carry this now further by

_meeting all the requirements of Indian music and thus give a

welcome lead to the notation systems used in other countries
This obviously cannot be done until the Indian system is first put up
to date and standardized.

Need for the development of Ethno-musicology

In every country the musical theory is based on the implied
assertion that the musical system prevalent is natural, superior,
more ancient, etc. It is very difficult therefore to explain one form
of music to people used to another form in terms of accepted
musical theory. If I dared to repeat to you one tenth of what I
have to listen to from Western or even North Indian musicians
about Karnatic music you would turn me out of this place as a
miscreant, a savage, an imperialist, or what not. But I must say
for the sake of fairness, that I have often to listen in Madras to
long discourses as to all the alleged inferiorities of Western or
North Indian music based usually on some misunderstanding of
musical terms. Such an outlook is harmful to everybody. Either
people imitate and that is wrong as they deprecate and that is
worse. We have to find some common ground for cultural deve-
lopment and understanding, .

This is where Ethno-musicology can be for us the best plat-
form, because it deals with facts only and can allow us to byild up
the basic material for musical studies irrespective of age-worn
theories while dealing with age-old music and, with its help, we
can come to some positive conclusions regarding the history of
musical system in this vast land and the ancient literature which
reflects this history. We can also analyse impartially the nature of
the different features that are used to build each particular system
and thus find out what are its essential elements and possibly the
direction in which a particular system of music can develop while

" keeping in line with its original genius.

Practical steps

But how to proceed about it practically. How can one develop
in India a good laboratory of Ethno-musicology since it requires



62  THE JOURNAL OF THE MADRAS MUsic AcApemy [Vol. xxvii
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For examples of gamaka signs and their explanation reference
may be made to the preface in English and the addendum in
Tamil, to Vol. 1 and Vol. 1II respectively of Mrs, S. Vidya’s Kritis

of Syamasastri for Vina play, as also to the English preface of my

recently pyblished (Sept. ’55) 108 Kritis of Sri Tyagaraja in
Devanagari Script, with Gamaka signs, notation etc. The
gamaka signs are 14 for Vina players and they were reduced to 7 by
me as intended for violin players and vocalists, when coupled
with idea of crushed notes adopted from European Violin Music.

2. GTQ ST BISET

GuooT—(29)

1. { (1) edarTUfawd :— avfifiéy = HBeh.
(ii) sdwre Guer 65:— v £ Beiv § - 56— etc.

Gwer (29)
(ii) sewrenl —Cwer 65:—(a) @amrm) - M, - &r - [uwsi ]

(b) M- Reveorev—fAf =& [ L]
ariges) 3 gr ., o ar & &4

2. { (i) appavsad — srfevr ;- [ﬂsmms amem@

3. (i) edsrrupenr :
Guer (29) :—} QU LI — LIDETLD — A&TI0 — LIT
(i) srolurs
Guer—(28)— f ; —Lwar ~wafs -
Revewr.

4. o : )
Guer (29) } (1) ;=-evr, Al oor - ur ; ;ur
QUITHMSEET 1, 55 p  Go & ete.
(2) us, U~y -5 &f f-Fus

u
cgrgagnel— [su] erevr—-Af-ww ~

" Guoam—(29) * ° waafifen - fuw -
w w (v)
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(29)
w
5. (ii) Beordull - sw -~ udr - Savr -~
(29)

(iii) Borduf - &TLILT - LT = D& -
(29} Aatns = Rmone
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6. (i) SHLTEY = LWET~ L= o

(29)
(i) SIEILT - LT = wiﬂm)[rﬂm)r'ﬂao@.m){ﬁn]
(22)
(iii) g(g;umﬂ (e0w) o ur-
gun 5 G
.0 ﬂgg@_ ) f - swur — 1w~ &7, &0~

(2) Fafl- aoBlew

= a1 0™ g,n_ﬁ Qlblg,
(2) o5 . @ 4.

8 ]
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@ (l;g) srargeog | & By & By 6LG

aifE®md

8. (i) ﬁﬂ@&mm*— @u-@ﬁms

(ii) G&mu@&mm—- 0 u‘iﬁ af - [w & fﬂ]
(28)

. . - f
) whuore S - fﬁ v -0
(iii) (25;) BT & U U &

w

-uf ~ B

(iv) &by o — U - Hed
(28)

9. eugd
20 (1) ev&r-~ A &1 = o LT ~ HEEON
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&y QO Siwr
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N.B. All Gamaka Signs have-not been put for want of

printing facilities.
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KATHAK

BY

SrmmAaTr KariLA VATSYAYAN

-

It is commonly believed today that Kathak in its present
form isa dance-style which is not only very recent but also
one which does not share the essential character of the Indian
dance with the other styles of Indian dancing. Unlike Bharata-
nityam it is not religious in character and does not seem to have
been handed down to the immortal sage Bharata by the Almighty
Brahma himself and unlike Kathakali is not the narrator of
the heroic deeds of Rama. It seems hardly to have even the
deep devotional and lyrical aesthetic quality of Manipuri where
the devotee loses himself in the praise of the Lord Krishna.
Kathak may deal with the themes of the gods, but hardly ever do
people associate it with identification with the One and Almighty
God Himself. This observation may or may not be correct, but
it is true that a casual observer of this dance-style is first and
foremost struck by the highly stylized character of this dance-
style, a stylization which is neither spiritual in character as
Bharataniatyam nor epic as Kathakali, but fundamentally urban
and courtly. This is so obvious in its love for virtuosity and an
emphasis on sheer form and its complicated rhythmic patterns,

The true history of this dance-style seems to be lost in the
cultural vicissitudes of Northern India, and one is not sure from
where it sprung up, and how it developed. There are innumerable
legends attached to it, but there are very few examples in sculpture
or literature, which would help us in determining any specific
date with regard to its origin. However, one can be absolutely
certain that whenever this dance-for memerged and whatever the
oreign influences on it might have been, it was always guided by
the fundamental principles of Hindu art in general and what we
term as Indian dance in particular.,  We have only to observe the
present form of Kathak very closely to realise that whatever the
nature of the stylization of this art-form may be it is ruled by the

basic principles of the Hindu dance. It has the two aspects of
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nritta and abhinaya in it and divides itself into tandava and lasya
as any other form of the Indian dance may.

From what we can gather from the Moghul and Rajasthani
miniature paintings and from references in literary and musical
works of the period, it may fairly certainly be asse.rted that the
art-form must have flourished at its best in the sixteenth and
seventeenth centuries. In these paintings, we find examples o'f
musical instruments and costumes which are peculiar 9n]y :co this
dance-style. We have here for the fiirst time, a musical instru-
ment like the Tabla and we find too that the dancer pepforms
in a skirt very similar to the present ¢lahanga’® of the Kathak,.
It is true for all practical purposes, the dancers seem mostly to
dance before a company of kings and courtiers and we rare.ly find
examples of the dedicated dancer dancing in soli.tude or in com-
pany, to the One and Almighty. This, however: is not to say that
the essential character of the Hindu dance, which was meant to
be a sadhana (contemplation) is lost to this dance-form. And
we have today in the dance-form songs which tell‘ us of t.he
purely religious qualities of the dance-style. The presiding deity
of this dance form is Lord Krishna, who comes down to play
with the Gopis, breaks their earthen pitchers, sprix.lkles the
coloured water on their dresses and lifts the mountain Govar-
dhana to protect the trembling damsels of M“athura. S.uch
thematic undertones of the dance give the highly urbanised
dance-form also a religious character. It is true, however, that by
the time the Kathak flourished at its best, the original form of
the Hindu dance had gone through a considerable change and to
the uninitiated eye, and today the over-all impression is only of an
art practised before a sophisticated and urban audience.

In the Moghul courts the characteristic and traditional forms
of the Hindu dance have gone a transformation too ; thus the
invocation of the Hindu dance seems to have been changed into
the ¢ Salami’ (Salutation) of the Kathak. The dancer does not
begin her performance by invoking God or an aspect of Him, but
instead she bows to the polished and elegant spectators to’ appre-
ciate her performance. We find thus that the emphasis is at once
shifted and the role of the dancer is changed from that of a
devotee to that of a performer, an artist who exhibits, in however,
dignified and elevated a number, Delhi would naturally be the
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stronghold of an art, so polished in character and so sophisticated
in form. Theé Moghul court delighted in its love of virtuosity
and its technical complexity. The exponent of this dance-form
received the greatest patronage from these courts. But apparently
after the decay of the Moghul court especially after the reign of
Mohammed Shah ¢Rangila’, the exponents seem to have disper-
sed. Later the most famous of them sought the patronage of the
royal courts at Lucknow, Rampur, Jaipur, Raigarh, Gwalior
and Datia. Since the last two centuries the art-form has survived
only in these courts, and even today the best examples of this
dancesform have been preserved in the courts of the Indian
" princes.

The word ¢Kathak’ as such was not really used till 1904 when
itis used for the firstin the Imperial Gazetteer., The Census
Report of 1921 in a survey speaks of a class of dancers who are
termed <Kathakas’, The word prevalent before that seems to have
been Bharatarasika and the more familiar word ‘bhand’. Obviously
the exponents of this dance-style who lived in the courts of
Mohammed Shah Rangila dispersed into various remote regions and
established themselves into little sects of dancers. These dancers
sometimes did and sometimes did not have any training in the
theoretical and academic traditions of the Hindu dance. Itison
account of this that the original character of this dance sometimes
could hardly be recognised even though in some of the songs
like *kathan kare jdao kathak kahe > we find that this was but a
popularisation of the earlier piija forms.

The oral tradition of this dance-style is preserved in a gharana
sampradaya of the the north which is very much equivalent to the
¢ Nattuvanar’s tradition of South India and can be easily traced
back to a few names of the last century. Pandit Prakashji is the
first name we hearin this field and Pandit Thakur Prasad of
Lucknow is the great name with whom the entire development of
the Lucknow school of Kathak is associated. The patronage
of Wajid Ali Shah laid the foundations of this lyrical and delicate
school of Kathak at Lucknow and the patronage of the Jaipur
courts produced the more austere and slightly less Iyrical school
of the Jaipur Kathak. The Jaipur school developed a variety
of rhythmic patterns and foot-work and a rich store of Sahitya-
cum-tdla compositions known as the kavitas. There is yet

Brij Mohan son of Achchan Maharaj
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another tradition of Banaras which specialises in the tandava
nritya of Siva and Vishnu. Sukhdev Maharaj of Banaras is
today the only living specialist of this branch of Kathak.

It is more or less agreed by most scholars of Kathak
that all these three schools of Kathak as known to us today
have received their initial impetus from Pandit Prakashjee
and Thakur Prasad, the forefathers of the famous Acchan,
Lachhan and Shambhu brothers. Maharaj Binda Dinisa great
name in the Kathak world and his life gives us a fairly vivid picture
of the character and spirit of this art, There is no written history
of the family, but according to the oral tradition this family
belonged to a well-known Katthik Brahmana-kula and lived in
a village by the name of Handeya, near Allahabad. Some people
also believe that the village was Chilbila and not Handeya, but
Shambhu Maharaj is of the opinion that it was village Handeya.
where the forefather of Maharaj Binda Din received his first
inspiration for the dance. It is said that Lord Krishna came
to the forefather of Maharaj Binda Din in a vision and comman-
ded him to propagate the classical art of the dance to the
mortals. It is also commonly believed that the entire family of
Mabharaj Binda Din received their training from none other but
the Lord Krishna himself who appeared to them often in_ their
dreams. This legend of this great family of dancers may not
be true, but it is evident that the entire family of Maharaj Binda
Din had received a divine inspiration which they were trying to
communicate through their technique and art. A trealise on the
Kathak dance was handed down to Maharaj Binda Din. This
treatise Wwas entitled the Bhagavata aud Achhan Maharaj
used to say that the basis of this treatise was the
Samaveda itself. In this treatise are mentioned various types of
tukras, viz. sangeet ke tukre, pirmalu ke tukre, natavari ke
tukre and lasya ke tukre. Binda Din’s father, Thakur Prasad,
served both at the court of Nawab Wajid AliShah and the Nawab
before him. Binda Din, Bhairava Prasad and Kalika Prasad

“also served in these courts of the Nawabs of Avadh. Thakur

Prasad himself was the writer of a treatise on dancing which was
presumably based on an earljer treatise belonging to hisown fam.ﬂ}“
But unfortunately, in a fire, it 'seems, both the earlier treatises
and Thakur Prasad’s treatise on dance were destroyed.
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Both Binda Din and Kalika Din received their training under

Thakur Prasadjee and it is said that for three years Binda Din was

made to practise only four bols, viz. tig, da, dig, dig. The stories
popular amongst the various Kathak Gurus regarding the number
of hours Binda Din practised and the various occasions on which
a pakhawaj-player was defeated in rhythm vinayayoga are stories
which indicate the perfect mastery of this dancer on rhythm and
tala. The number of Jays which he could reproduce with his feet
and the swiftness with which each bol was brought out by the
ghunghurus is stil a byword in the Kathak world. From the
courts of the Lucknow Nawabs to the princes of Bhopal to the
Maharaja Shriman Maila Sahib of Nepal, every one seemed to be
fascinated by this dancer. Binda Din taught some of the most
well-known naach girls of Calcutta, Patna and Banaras, Gauhar
and Zobra are the two famous pupils of Maharaj Binda Din. Itis
significant that in spite of the wealth of reputation and popularity
which Binda Din enjoyed in the courts his entire attitude towards
the art was never one which limited it to the art of the court alone.
Binda Din was a most ardent devotee of the Lord Krishna and in
many of his compositions his supreme devotion to this god is
expressed. It was in the hands of this family that the Kathak
dance continued to retain its esseatially Hindu character in spite of
the fact that it found its best patronage under the Muslim courts,
The sahirya of Kathak to this day revolves round the themes of
Radha and Krishna and on occasions such as the Janmashtami and
the Holji there were long sessions of the enacting of themes from
the life of the Lord Krishna in the very courts where politically
speaking Hindus were ostersized. The three brothers Achhan
Maharaj (Jagan Nath), Lachhy Maharaj (Baij Nath) and Shambhu
Maharaj (Shambhu Nath) were the sons of Kalika Prasad and for
the most part spent their lives in the courts of the Nawab of
Rampur. The first Nawab of Rampur was a pupil of Achhan
Maharaj and there are any number of interesting tales con-
nected with the teaching of Kathak to the Nawab of Rampur and
one or two other pupils in his court. Maharaj Binda Din lived long
enough to leave a vast heritage of the art in the hands of these
three nephews and in the art of Achhan, Shambhu and Lachhu we
can to this day see the subtle beauties of an entire art form whose
richness in some ways may have become limited, but one which

has not Jost its elemental lustre, Sohan Lal and Jia Lal were also
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at some stage the pupils of Maharaj Binda Din, but they developed
their own style of Kathak which found its greatest paironage in
the Jaipur courts. Names such as Hanuman Prasad, Badri Prasad
and Durga Prasad are famous in this school. Jia Lal was by far
the best exponent of this group and his absolutely terse rhythmic
patterns specially in the compositions called the paranas in the
nrtta of Kathak are incomparable to any others. Kartik Ram,
originally a student of Jia Lal has continued this tradition of the
Jaipur school under the Makaraj of Raigarh and has almost deve-
loped a school of his own today as has combined in himself very
many of the elements of both the Lucknow and the Jaipur schools.
Sukhdev Maharaj of Banaras is also very closely related to the
family of Binda Din.  Buf a large part of Sukhdev Maharaj’s life,
as also of his father, was spent in Nepal and the influence of the
worship of Kali and Siva is obvious in his dance compositions.
The Saivite tradition in Kathak is reaily never predominent, but
when one watches his son Gopi Krishna and his pupil] Sitara, one
knows what a powerful part the tandava of Siva and Xali can play
in this dance-style. A certain verve and vigour with elevations
and bhramaris not known to the other schools of Kathak dancing
are frequently used here. One has only to watch the performance
of Sitara and Gopi Krishna to know the vigour of Kathak.

In spite of the fact that various references are found to the
texts of Kathak dance, no theoretical text in a printed form has
come down to the Kathak world. It is perhaps on account of this
that the usual dance gurus of Kathak hardly ever use any
academic terminology which is so prevalent with the Narruvanars of
South India and the Gurus of Kathakali. It is said that Pannalal
Gosain of Banaras wrote a book on the whole gamut of Kathak
and which was based on a treatise which Thakur Prasad had
written and which Maharaj Binda Din knew by heart, The
manuscript of this treatise in a very interpolated form is available
with some Kathak Gurus and a certain Moonga Maharaj of
Mathura is supposed to have by far the most correct copy of this

"text. Achhan Maharaj said that he had once possessed 2 manus-

cript in which all the Nayikabhedas of Kathak were mentioned,
but that it was no longer with him and had been pawned by some
of his ancestors. Lachhu Maharaj has with him today a manu-
script of Hasta-abhinaya and Nayikabheda. How far the material
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contained in this manuscript is in accordance with the Sastraic
tradition of the theoretical texts of the Hindu dance is a disputable
point. Merely glancing through the manuscript once I had the
impression that the later ritikala tradition of Hindi literature and
the earlier Sanskrit kavya tradition had got fairly mixed up and
the treatise was a mixture of both the attitudes of the writers on
dramaturgy and the writers of Sahitya. Shambhu Maharaj also,
it seems, has a manuscript with him which has been very difficult
for anybody to see. However, from what one gathers from Lachhu
Maharaj and Birju Maharaj regarding the maauscript, it seems
that there are very many bols written in the manuscript and this
treatise is different from the one that Lachhu Maharaj possesses.
There is also a meation of the various types of talas used in
Kathak in this treatise. Of all these texts, perhaps the really
authentic theoretical-text was possessed by Shri Gauri Shanker, the
Guru of Menakd. What exactly happened to this text, one cannot
say, but some of the Kathak dancers in Baroda and Gujerat quote
it quite frequently. The manuscript of the treatise which Shri
Sukhdev Maharaj deals with has twelve types of trandava in the

Kathak dance. Itis not quite certain if this treatise has been -

written by Sukhdev Maharaj himself or it was handed down to him
by some of his ancestors. Talking to him once I also found out
that he had with him some very valuable manuscripts of the texts
of the dance from Nepal,

No one has ever really made a systematic study of any of these
available texts and manuscripts. This has been largely due to the
fact that these Gurus themselves are not willing to part with the
texts and are also not willing to show them to anybody. It is per-
haps time that research scholars in the field with some practical ex-
perience of the dance-style should be encouraged to work on these
ireatises and it is absolutely certain that a lot of valuable material
of this particular dance-style could be collected from these treatises

_and more of its history could be reconstructed. A study of some
Arabic Persian books is also necessary for knowing the history of
some of the terminology used in the dance style.

Technique : Like any other dance-style of India, Kathak too
is divided into two main divisions of nysta and abhinaya on the
one hand and tandava and lasya on the other. But unlike the other
dance-styles the division is conditioned to a much ‘greater degree by
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the rhythm of the tabla and the pakhdwaj than the other daance
styles. Lasya, for example, is defined by the Kathak teachers not
as something done by women or an aspect of the dance belonging
to the tradition of Parvati alone, but as a dance which has the bols
of the dance proper, The neumonics or the bols which indicate
sounds of the bells or the anklets is known as the /asya bols. It is
thus that sequences like dig dig dig dig thai are bols of nrtta and
are often termed as nachh ke bol. Tandava in turn is not the dance
of Siva and Rivana, but are the stronger, clearer and more power-
ful bols of the tabla which are further divided into very many
varieties. Sometimes the nature of the bols is indicative of the
character of the dance, but often enough it is only a very technicad
difference. We have for example-a bol like tava thunga I Yt
takita thunga QACRT gurt which belong very much to the
tandava tradition and is really a pakhawaj bol butis produced
on the rabla and is known as a typical tandava bol. We have
another bol like tava daga thu akka tho which is also a typical
tandava bol. There is finally a third variety which the oral tradi-
tion calls the pirmilu or the pramalu and classifies them as the bols
of the pakhawaj. Sometimes, however, the pramalu bols are also
known as the bols which are both of the pakhawaj and the sabla;
In character the pramalu bols are very often a mixture ot the
tandava and the lasya bols. The kit tak thun thun e a= REECH
sequence and the naggi thar ri A ad FPH sequence are
characteristic of the pramalu variety. These being the broad
divisions of the dance sequences of the nrtta in. this dance-style,
the subsequent nomenclature is based on these main divisions,
The dancer starts with the simpler rhythmic pattern of the tabla,
moves to the pakhawaj, to the soft jingling sound of the bells
themselves and finally to a variety where the Sahitya comes tc
play a part in the rhythmic compositions. The architectural
quality of this dance-style therefore is very different from what
we find in Bharatanatyam and we have here patterns which are
fundamentally governed by the relative complexity of the rhythmic
patterns rather than the division of lasya, tandava and pramalu
described above. It is this great subtlety and variety of the bols
and the acute stylization in the bols where each bo! stands for a
particular type of sound which would emerge from the feet rather
than merely the rdla indication which makes a Kathak performer
11
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stop in the middle of the performance very often to recite loudly
the entire rhythm sequence of the nrita composition and to
follow it up with the performance of the feet. Itis also on
account of this that very often one sees that the Kathak dancer
makes it a point to tell the audience that it will now hear one,
two or more than fifty ghunghurus at a time,

It is this emphasis on the effects of rala in various ways that
also conditions the rest of the design of this dance-style. The
Kathak dancer has a very different type of alphabet than the
dancer either in Bharataniatyam or Manipuri, even though the
fundamentals are fairly similar, We have first the tatkdr of the
basic rhythm of the particular tala after the Ganesa-vandana
which usually begins a Kathak performance. We may take the
tri-talz  equivalent to the adi-tala of Karnatak music and
the ratkar of this will be eight sampada feet, the 4th and 5th
beat being on the left foot and one, three, six and eight being on
the right. Common bols for this would be ta thai thai tat ae thai
thai tat, Similarly, each tala has its basic rarakar which is the first
step to the variations in rhythmic patterns. The amad is the actual
commencement of the dance as the rhythmic patterns with these
basic syllables of the tatakdrs, ta thai tat are introduced here. It
is in.the.@mads also that the dancer made his entry on to the stage
before the Moghul emperor and the invocation was changed into a
Salami for the courts. It is interesting, however, to know that
the hastas used in this Salami indicate the crown of Lord Krishna
on the one hand and his embracing Radha on the other. On the
face of it, however, this erect posture only shows a straight line in
which a salutation alone is indicated. The @mad is usually com-
posed on the rhythm cycle (akdram) of the tdla. This amad is
also very often used as link between more complicated rhythmic
patterns like the twkra and the parana and is equivalent to the side

' movements and the back movements in a jatisvaram in Bharata-
natyam linking up the various korvais and the jatis. The variations
of simpler @mads on the same fala may be considered analogous to
the adavus of Bharatanatyameven though the principles underlying
the adavus do not strictly hold good here. The amads are followed
by various types of foras, tukras and paranas. The tora, tukra and
parana are successive rhythmic patterns named according to the
varying degree of the complexity of the bols.
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The intricacy of the rhythmic pattern consists not only in
beginning with the wilambit laya going on to the madhyam and
the drut, equivalent to the first, second and third kala of Bharata
natyam, but also in composition on odd beats and in between
beats, as is sometimes done in a more complicated type of sollu-
kattu in a varnam in Bharatnatyam. The chakkardar tukras work
on the principle of the tehai so common to all Indian music and
dancing and the tirmanamsin Kathak are the successive turns.

" Bhramaris (spinning circles) are usually arranged in groups of three,

the bols and neumonics of the tukras are based on the bols of the
tabld. But the bols in a parana are the bols in a pakhawaj and the
parana is very much more complex in its architectural design both
in quality and in quaatity. The tukra bols are usually bols of this
nature tat tat thai ti dha dig dig thai or a sequence like dhit dhit
raka dhik traka dhik or even the famous sequence of dha taka
thunga. The paranas invariably have the stronger bols of the pakha-
waj and bols like dhagi takita taka and the bols which indicate
jumps like kram, dhram, dhilang and nagana etc. are used. There
is a great deal of discussion and controversy very often as to which
particular composition is strictly a parana or not. In the tukras
themselves we have any number of varieties depending upon the
quality of the bols and Kathak has today achieved quite a rigid
pattern of these bols where each bol stands not only for the rhyth-
mic sequence but also for the definite way in which the weight of
the foot is placed on the grouund and indicates the comparative
vigorousness and softness of the entire sequence through the bols
themselves. Thus in the variety of tukras known as the sangeet
ka tukra we hardly ever have any hard sounds and invariably
sounds such as jhita jhita jhita jhita dig dig or in the Jaipur school
drig jagira jagira are used. As opposed to this we have in the
natavari tukras bols of the tig da tig da variety with an endless
number of tihais thrown in. It is significant that in
the tukras hardly ever any word or Sahitya occurs and the
chakkardar tukra of any of the varieties mentioned above is a
repetition three times of the entire sequence. In the body of the
paranas, however, quite frequently the names of the gods and god-
desses of the Hindn pantbeon occur. Achhan Maharaj’s Ganesa-
parana, and the paranas of the Jaipur school specially, make great
use of such words like Radha, Krishna, etc. and in some of the
famous paranas of Sukhdev Maharaj we find a dance sequence
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ending with say nine Radhas or twenty-seven Krishnas,each Krishna
standing for one spin or chakkar. The tora, tukra and the parana
may be said to be analogus to the Bharatanityam jati, tiramdnam
and sollukattu and the Kathakali kaldsam, but all this with a
difference as unlike the Bharatanatyam korvais, the svaras are
seldom ever used. The kavita form of the Jaipur school has come
to stay as a definite type of a composition even though the
followers of Binda Din’s tradition and the family of Achhan
Maharaj do not use this format all. The principle on which
this particular type of the composition works is the matrika or
varaika chhandas of poetry. One of the famous compositions of
the Jaipur school is natavara naachat braja yamuna tat
in which the dancer once tries to interpret the words of the
kavita and next time tries to do this in complete nrifa.
This kind of composition would closely resemble the composi-
tion of the varnams of Bharatanityam. In this variety of kavitas
we have a large gamut of the lasya, the tandava sahitya of the
Magadhi and the Braj poetry. The following parana describes the
tandava dance of Krishna in Rasalila and depicts the rare beauty of
of its lyrical and tonal effects :

With what lilting grace walks Lord Krishna on the banks of
the Yamuna whirling and swaying and beating time, his large eyes
darting to and fro. The holy saffron mark on his forehead and bis

curling locks falling over the ears he, adored of the gopis, dances
with Radha,

We have yet another interesting parana like—
| "ea g frd agan & fws
Y TER FF 98 9 TS
A TWa @y ac-ad
g fear wg wre &
9T ggT g qe—ar Ra-
®’a Fm-aE 9 ’Ra-
"B Tm W R
| RIS T |
The Kathak dancer thus moves on from the amad to the tukra, to

the tora and the parana one after the other showing the great com-
_ plexity of the rhythmic patterns and the remarkable control of the

s

Xumari Roshan
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qualitative sounds which the bells can produce and it is thus that to
the initiated spectator of the Kathak dance the dexterity with which
the sound of the ghunghurus is controlled is indeed one of the rarest
aesthetic experiences.

The talas used are the usual north Indian music talas, but the
most prevalent talas for composition today are the teen-tala, the
Jhapa-tiila, the chau-tala and the eka-tala. 1n the treatment of the
talas the skilled Kathak dancer knows how to treat the basic thythm
and to give it a very large variety by changing the fractional mea-
surements of the matras of an avardi by crosstime scanning and after
completing one or more cycles returning to the sama and the brabar
laya of the original recurring rhythm. For ipstance, in teen-tala
(sixteen matras) by accelerating or slowing the scanning by a
fractional count the number of matrds may be increassed or
decreased to 24 dyorhi, 20 sawii, 14 paundaniand so on. In dyorhi
the normal sixteen mairas are accelerated uniformally by reducing
the interval between the matras by half a unit, thus increasing the
number of matras by eight more and bringing the total to twenty-
four. In sawai, the interval is reduced by a quarter unit, There is
an addition of only four more matras and the total is twenty-
Paundani shows a decrease in the number of matrds ; instead of
sixteen matrds there are now fourteen. Itis on account of this
treatment of thythm that invariably the Kathak dancer when hé
starts his rat-kars shows this gradual increase and decrease of
matrds through the beating of his feet to the basic rhythmic pattern.

The above almost completes the entire gamut of the nrua
patterns known to Kathak dancing as it is seen today. On account
of the minute miniature work which is done with the rhythm pat-
terns and the delicacy with which vigorous and soft sounds are pro-
duced from the feet, it is not possible for the Kathak dancer to have
the great sculpturesque quality of a performer of Bharatanatyam.
The axis of the human form is maintained strictly and the balance
of the Brahmasitra is very occasionally disturbed. The weight of
. the body is therefore almost invariably equally divided with a little

- emphasis on the right side and the feet are usually samapada, occa-
sionally kunchita especially in some of the earlier @mads, but hardly
ever is an anachita foot used. The different kinds of feet positions
in the Abhinayadarpana are also not seen in their entirety here. We,
however, find that the utplavana jumps mentioned by Nandikesvara
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are recognisable in some of the Kathak movements. The alaga

form, i.e. jumping with both feet is by far the most commoa jump
. of the Kathak dancer. In the bkramaris, the Abhinayadarpana
 utpaluta and the chakkar-bhramari, without of course the
. hastas mentioned by the text, are most frequently
seen in the Kathak srita technique. The hastas employed in the
urtta portions of the dance are limited to mostly the arala of the
Abhinayadarpana, the pataka occasionally, the tripatdka and most
frequently a variation of the Abhinayadarpana ardha-chandra and
chandra-kala. The .mushti, the sikhara and the hamsdsya so
common in the other dance-styles are hardly ever seen in the
Kathak nritta technique. A variety of the sarpasirsha however is
. {requently used and the alopadma in a very distorted form has also
come to the contemporary Kathak dancer. As in the other dance-
styles no rechakas of the hips are allowed and the entire beauty of
the Kathak dancer lies in the complete contro} over the hips even

when the feet and the knees are performing the most remarkable

feats in thythm, There is also very little use of the kati-rechakas
“and only one of the kati-rechakas is obvious in Kathak dancing,

Since the vertical and the horizontal one-dimensionalness is to be
maintained there is no scope here for unnecessary circular move
meants and the diagonals and the straight lines used in space aré
also of the simplest variety. The griva consequently is conditioned
by the movement of the rest of the human form and therefore we
have only the side to side horizontal movement
_ as the dora and which would be the sundari o
pana. The other grivdas are sometimes used
- portions of Kathak, but not too frequently,

known coloquially
f the Abhinayadar.
in the abhinaya
B Thé gatu;e v\o‘f the abhinaya i Cathak is very difre
| portions of Kathak is very diffe.
, re‘nt from wlfat-we know of abhinaya in the other dance-stzle;ﬁ:f
?(::d“ dancing. We have here a variety of very small lyrical
. misng:&mownbas the garabhava. The Kathak dancer neveg cal?s
] aya, but calls it only garg o
\ 1
Sr‘nall sequences are never done to sahitya set i‘; a:x;tlx‘:i’g. b e
::c :\vay; performed with the repetitive akargn of the musi,c nllnl adre
{ermed as the nagma or the lagma. ‘Possibly this happened be::a(zxsy
e

c(l:lourts difi 1ot quite encourage the
hwem with the renderings of these
ers the roles of varigus characters of

: H,Sanskrit and Hindi sahitya whi
= ﬁwmes “A dancer thus rend
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Hindu mythology bringing out little episodes of the life of 'Krishr_x.a
and the gopis. These gatabhavas in the text of the Sastraic tradi-
tion come nearest to all that we know of sanchari-bhavas, for the
same theme can he described in a hundred different ways and
people like Achhan Maharaj and Shambhu Maharaj
have the -capacity of spending the entire night interpreting only
one gata like panaghata (filling the pitcher) or makhan-chori
(stealing butter) or even a theme like panaghata ka ghunghat.
It is in the rendering of these gata bhivas that we see the endless
variety of the Nayika bhedas preserved in their purity in Kathak.
Also in the walking position of these items We recognise different
types of gatis and charis of the Sastraic tradition.

The Kathak dancer calls the interpretation of the thumris as
abhinaya proper. Each line of the song is interpreted in several
ways and the more dexterous the artist, the greater the scope of
improvisation he has here. This abhinaya has none of the stylized
gestures of the hastas of either Bharatanatyam or Kathakali, but
are simple, almost naive mimetic interpretations of the theme of
the song. It is quite frequently that one finds that a Kathak
dancer squats on the ground and interprets an entire theme very
much akin to the interpretation of the padams in Bharatanatyam.
A number of drishtis known as nazars are used here and perhaps
the Kathak dancer uses the greatest varieties of drshsis when
compared to any other dance-style except Kathakali. No terms
of hasta-abhinaya or angika-abhinaya are popularly prevalent in
Kathak teaching or with the Kathak gurus but all the same we find
that both the samyukita-hasta and the asamyukta-hasta are frequently
used in the abhinaya portions of the Kaihak. The Natyasastra
katakamukham is used for ghinghat and the ardha-pataka is most
frequently seen. So also does one come across the Abhinayadarpana
mriga-3irsha, the sarpa-Sirsha, the mukula, chatura and the
alapadma. To indicate the trisila of Siva, the rrisila is used and
for bow and arrow the $ikharam is seen. We can recognise in this
hasta-abhinaya language therefore almost all the hastas of the
Abhinayadarpana and some of those of Natyasastra. It would be
of great advantage to both the Kathak teachers and Kathak
students to resurrect the technical languge of the Kathak dance.

Thc nature of the Kathak dancing is obvious from the above,
but it would not complete the study of Kathak until we mention

i
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that there is still a large sahitya which supports the entite traditions
of the Kathak and some of the compositions of bhajans like Pragate
braj nand lal of Binda Din tell us of the great richness of ths
Sahitya. Versesof Bihariand of very many Braj poets are part and
parcel of the entire Kathak tradition. It is thus wrong to assess a
dance-style like Kathak as being full only of virtuosity and
meant for entertainment. Kathak shares with any of the other
major dance-styles of the Hindu dance, the absolutely chaste and
austere quality of the Sastric dancing. In some ways it has
become rather limited and specialized in its technique and treat-
ment. It is for ths knowledgeable student of Kathak today to give
it back its richness and deapth by reviving its Sahitya and Sangita
which alone can give it vertical ascension and profound meaning.

TONAL STRUCTURE OF TAMBURA *

Dr. B. Chaiianya Deva

The function of the tonic in any form of music is an extremely
important one, for it is the foundation of the music, it is the base
of reference with which every thing else in the music is related,
though the nature of the tonic in different kinds of music - say, in
harmonic and melodic (which terms I leave intentionally undefined)
— may be different. One may go so far as to state that music
may not be possible without a tonic ! What is called the atonic
music of Schoenberg may in reality be employing a sort of post-
tonic, as I have elsewhere suggested. *

The tonic is here defined as the psychoacoustic correlate of the
tonus of the organism.3® What follows as a brief summary of the
functions of the tonic in melodic music must be constantly referred
to the above definition of the tonic.

Firstly, the tonic is the base or the foundation for melodic
integration, That is, all the tones in the musical progression are
constantly referred to and related to this psychoacoustic state of
the organism we have called the tonic. It is by such reference that
all the tones in the melody acquire a ¢ wholeness’ or gestalt.
Secondly, the tonic is a base of rest or resolution of the melody.
All melodic (for that matter, any musical) movement engenders a
state of unrest or excitement which finally has to be resolved into
rest or tonus ; for otherwise the organism would remain in a bio-
logically unendurable state of tension.®

From the foregone definition of the tonic, it follows that in
essence it is a state within the organism and not without - though
in the final analysis it is always the relation of the within and the
without that has a meaning. But the psychoacoustic state may find
‘a correlate without the organism : that is, the tonic can be externa-
lized as a sound independent of the organism. This sound which
represents the tonic is the drone ; a sound produced on an instru-'
ment as an auxilliary to the tonic. Like the tonic the drone is
unchangeable (acala), for any change (in pitch) of the tonicor drone

12
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changes the very foundation of the psychological organization which
is responsible for the melodic unity, thus destroying the organiza-
tion or gestalt which seems to be necessary if any organism is to
operate in what we know as space-time.

The last statement is of immense significance in the history of
musical forms, a fact which, I think, has not yet been sufficiently
realized. Taking the implication of this psychological dynamics
of music as a postulate, it has been shown that a steady drone as
now understood and employed in our music is a comparatively
recent addition in chamber music, though it is perhaps as ancient
as music. In our chamber music, however, it seems to have made
itself an important factor at or after the time of Ramamatya - say
about the 15th century.*

Now the employment of the drone creates a very important
new factor - that of reference of the music to a tonal background.
More succintly put, it creates questions of intonation and con-
sonance which would not have been there without it. Withouta
drone or an accompanying instrument, the intonation and tonality
of the music is governed obviously only by the tonal memory, a
matter of retro - and post relation of tones, of the musician. But
with the employment of drone, its tonal structure becomes a very
important factor ; for now the musician is forced to refer his tones
to this tonal background both for intonation and consonance
resolution. It is therefore possible that the standards of intonation
might have been quite different in pre-drone music from the present
day music ; this would naturally lead us to re-examine the question
of sruti without trying to fit in ancient theories to modern
practice. ®

The tonal structure of the drone, then, becomes a very import-

ant aspect of our music, requiring intensive study. The present'

paper is such an attempt in the study of the tonal structure of the

- tambard, the most important drone in our music. Herein, I shall
present the physical tonal spectrum as obtained by electro-acoustic
apalysis, a brief consideration of the structure of the instrument
itself which is the cause of the characteristic and complicated tone
of the instrument, the inner-ear or, subjective tonal spectrum and
finally some reflections on the nature of tone-perception.

TONAL $TRUCTURE OF TAMBURA o1

THE PHYSICAL TONAL STRUCTURE
)

(The outer-ear spectrum)

The determination of the tonal structure of the instrument
consists in first obtaining a visual record of its tone on a precision
apparatus and then subjecting the records so obtained to some form
of mathematical analysis. The analysis thus yields the tonal spec-
trum (a picture of the various tones, their number, frequency and
strength) of the instrument.

Recording : The apparatus employed for obtaining a visual
record of the tone consists of a microphone, an amplifier, a standard
constant frequency oscillator a cathode-ray oscilloscope and a
recording camera. The various instruments used are seen in Plate
I which shows not the actual experimental set up but only the
apparatus and their arrangement. The electrical circuit is given in
Fig. I. The tambura is played at about 10” from the microphone
(Shure dynamic velocity type) ; the tone of the instrument is ampli-
fied and fed to one of the beams of the oscilloscope (Cossor double-
beam, 1049). This gives the trace of the tone of the tambira. To
the other beam of the oscilloscope is fed a battery maintajned
1000 cps oscillator (tuning fork), this giving the time base, These
traces are photographed by a special camera (Avimo). The film
record so obtained, the oscillogram, and the microscope employed
for mathematical measurements are also shown in Plate I,

Results : The measurements and the calculations therefrom
yield the values of the strengths (amplitudes, to be strict) of the
various harmonics for each string. However, instead of employing -
the values of the amplitudes, the squares of these values {c2) are
used to compare the strengths of tones and for constructing the
tonal spectra, as the latter values are more directly related to the
intensities of tones.

The detailed data for each string are not given here, but may
be found in the larger dissertation. The tonal spectra, however, are
given in this briefer account. Fig. I is the tonal spectrum show-
ing the details for each string. The five lines running from the
reader outward represent the various strings named therein. The
lines parallel to the x-axis (going from left to right) indicate the
frequencies of the various tones - fundamentals and harmonics.
Wherever there is a tone in each string a vertical line is erected
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les of the fundamental) are also produced. The calculations for
TABLE I determining these are very intricate, but simpler methods like the
Pa-tuning one due to Hermann and Scripture may be employed for an
Note Freq. ¢2xa0* - Enpergy ratio Tone

approximate determination of the values of inharmonics. For

( Energy *) toSa=1 centroid details the reader is referred to the larger dissertation ; here it
5 will suffice to say that inharmonics of ordinal values 1% and 4%
]S:i' 1'(7)2 015963129 Ooofgzz seem to be most prominent in each string.

‘ Sg 144 10.04 1000 A physical characteristic of interest and use is what is called
Pa 216 10:77 1.073 the tone centroid.® The tone-spectrum may be compared to a rod,
Sa 288 177.3 17-66 ' the frequency of a harmonic being analogous to the distance of a
Ri 324 5.436 5414 point along the bar from one end and the intensity of the harmonic
Ga - 360 50.89 5.069 416.7 to the mass of the point. Then, the tone centroid is analogous to
Pa 432 868.2 86-47 the centre of gravity of the bar, In the present case tone centroid
Ni 540 68-70 6-843 is calculated by the equation :

Sa 576 145.5 14.49 inct | ¢
Ri 648 58.88 5.865 : 3 o
Ga 120 287.7 28.66 where C = is the tone centroid, n = the frequency of a tone and
Pa - 864 327.8 32.65 ¢ = the amplitude of the tone in the spectrum. Tone centroids

: ‘ are shown as small circles in the spectra.

Now tone centroids are of use in two ways : firstly, they are
indicative of energy shifts, and hence may be employed in study-
ing the effect of juari, the slope of the bridge and etc. ; secondly,

F,\ as Abbott has shown, they are indicative of the quality of the
\\
]

string or the instrument, so that a diligent study of this character-
‘ istic may help us in the making of better musical instruments.
1

The Bridge
] .

It was Sir C. V. Raman who first observed that the strings of
| the ramb@ra and vina did not obey the Young-Helmholtz law like
normal strings. 7 That is, harmonics which have nodes at the
point of plucking are also produced in the strings of these instru-
ments, thus giving rise to a very rich series of harmonics not usually
Sty present in any of the common- stringed-instruments. Further, as

mentioned above we have every reason to expect a number of
! - inharmonics and subharmonics. Considering the nature of the
vibration of the string (sce below) we may infer that most probably
N / that its spectrum may consist of a very densely ordered set of tones.
R W The implication of this will be clear when I discuss the application
. j ] I . of the alpha-phoneme theory to the matter under consideration,

Fig. II1
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Raman in his work referred to suggested that the cause for this'
peculiar behaviour of the tambira sirings lay in the nature of the
contact of the string and the bridge of the instrument. As des-
cribed earlier the bridge is a wide curved one, the curvature being
towards the playing end (Fig. IV). Ininstruments like the sarangi,.
dilrisba, violin and etc., on the other hand, the bridge has no such

Fig. IV-(b)
curvature. The nature of 'the string-bridge contact in the latter
type of instruments may be taken to be almost a point-contact, i.e.,

the string rests on the bridge on a fairly well-defined point and does

not change this point of contact appreciably during playing. In
instruments like the tambara (and sitar, vindg, and etc.) due to th.e
slope of the bridge the string-bridge contact is a grazing one and is

never a definite point. The placing of the juari thread makes thisA
Till now the idea has been that, since the contact

contact more so. .
is a grazing one and consequently is not a definite but shifting node,

it makes for the production of an innumerable number of harmonics
not producable otherwise. .

But, ob_servatioh of the string-bridge contact reveals that this

is not so. For.the purpose of such observation, the string-bridge’
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contact was illuminated from one side through a narrow slit and
viewed through a microscope from the other side. A clear silhouette
of the string and bridge with the thread was seen through the mic-
roscope. The string was then plucked and photographs taken when
the string was vibrating, both with and without the thread. The
photographs were taken at four different parts of the bridge :
1. when the string just contacted the bridge, 2. a little further but
just before the thread, 3. at the thread and 4. beyond the thread.
The photographs are seen in Plate II. The circular field of view of
the microscope can be made out clearly; the lower portion of the
field of view is darkened by the silhouette of the string (appearing
like a dark, thick bar) and the bridge (the lower dark portion below
the string). On the left part of Plate II are given the photos of the
contact with the thread in position and the right those with the
thread removed. In each case there is one photo of the string still
and succeeding ones when the string was vibrating (though the
exposures here shown are not of successive instants).

What is of immense importance is Part II, just before the
thread and just after the string has touched the bridge. Here it
will be noted that with the thread in position, the string actually leaves
the bridge and returns to it {most probably once in a cycle of vib-
ration). This means that there is a periodic damping of the vibration
of the string at this point, so that there is a periodic change in the
length of the string and shift of the node from the point of damp-
ing to the point cf permanent contact (most probably beyond the
thread). This would account for the periodic change in the funda-
mental frequency and the production of unusual number of
harmonics, inharmonics and subharmonics - not only in a very
densely ordered set but in the form of impulses, for careful listen-
ing to the instrument will show that the tones of the instrument
(specially some of the harmonics) are not heard continuously but

in spurts.

It is, therefore, necessary to take into account, at least
in the case of the tambira, this periodic damping of the
string besides the effect of the slope of the bridge.. The
curvature of the bridge may account for the behaviour of the
strings of sitar, vina and etc,, but must be deemed insufficient in
the case of the rambara. For it is obvious that even without the
Juari thread the bridge is still a sloping one and hence the string-
bridge contact is a grazing one ; consequently it is necessary to

13
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note that the thread introduces a further factor than merely in-
creasing the curvature—it makes possible for the string to leave the
bridge and hence be damped periodically. The bridge of the
tambira without the thread may be similar to that of sitar and vina,
but with the thread it may be essentially different. These observa-
tions, however, require careful repetition and confirméation.®

Another fact that differentiates the mode of vibration of the
tambura-string from normal (sonometer) string is the difference in
the extent of vibration in various planes. In Fig. V are shown

Fig. V
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the photographs of a part of a normal string (with changing phase
and tension) and tambara-string during vibration. The photo-
graphs were taken of a sharp spot of light reflected from the
strings. One thing is common to all the strings - they all show a
spiral movement indicating that they are vibrating in all planes ;
but in the case of the fambara-string the horizontal and other
angular components are as prominent as the vertical one, which
is not the case in the normal string where the vertical movements

_seem to be more prominent.
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tones within the ear (inner—ear spectrum) by means of equations
of certain type. This is the method employed here. **

The main defect of this method is that it can give us only an
approximate estimate of the inner ear spectrum. The details of the
spectrum are dependent on the number of terms to Wwhich the
equation is expanded, the more number of terms the greater the
details in the spectrum. However, the expansions of the
equation become more and more cumbersome and complicated
to be manageable. But even more serious is the inaccuracy
introduced by the constants a,, aj, &g.....occuring in the
equation. They have no constant values, but vary with the
individual and the experimental conditions.

In the case of the tambard, it has been shown that there are
thirteen different tones in the physical spectrum. Each of these
will give rise to many combination tones with every other tone in the
spectrum, besides its own aural harmonic ; so that, the aural harmo-
nics and the combination tones of every such pair of tones has to
be estimated if one is to get an inner ear spectrum. This has been
done for Pa-tuning, confining only to the second harmonic and the
first order (h==1) combination tones. Table II presents the results

TABLE IT *
Subjective tones: Pa-tuning

Freq. Note  Inter S x n2? Ratio of energies
36 §z§ 1 0-0000007908 0-000003896
72 S.a 1 0.01021 0-0503

108 Pa 3j2 0.03562 0.1755

144 Sa 1 0.203 1.000

180 Ga, 5/4 0.00033677 0-0001811
216 Pa 32 0-1983 0.9678

252 ni, 7/4 0-00007906 0-0003895
288 gd_ 1 3.266 16.09

324 Ri 9/8 0-1003 0-4941

360 Ga_ 5/4 0.9380 4.621

396 ma, 11/8 0-0001317 0-0006488
432 . Pa. 3/2 16.00 78.82

468 c.lha, 13/8 0-00007556 0.0003722
- 504 ni, 7/4 0.0008637 0-004255

. * Note: The subscripts for a note indicates microtonal difference
taking into account both Pa-and Ma-tunings. The intervals are with
.rcference,to the octave in which the note occurs. The third column gives

the subjective energy * of the tone concerned.
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TABLE Il—(contd.)

Freq. Note Inter S xn? Ratio of energies

540 Ni 15/8 1-264 6227

576 Sa 1 2.676 13.18

612 tis 17/16  0.0001569 0.0007729

648 Ri 9/8 0.9759 4.807

684 ga 19/16 00001418 0-0006985

720 Ga, 54 5.303 26-12

756 Ga,  21/16 00004292 0-002114
792 ma, 118 0.0002440 0.001202

828 ma, 2316 00007514 0.00370}

900 dhé, 25/16 00001717 0-0008458

936 dha, 138 0-001061 0-005227

972 Dha, 27/16 00002079 0.001024
1008 niy 7/4 0.00762 0-03754 -
1044 . 29/16  0.00005782 0-0002828
1080 nNi, 158 0-002524 0-01243
1116 Ni, 31/16 00002368 0001167
1188 i, 3332 0-0001596 0.0007862
1224 fiy 17/16 00007671 0-003779
1260 .t 3532 00003826 0-001885
1296 RiT 9B €.001078 0-00531
1368 ga, 1916 00002676 0.001318
1404 oa 39/32  0.0004734 0.002332
1140 Ga, Si4 0-001217 0-005995
1512 Ga,  21/16  0.0003246 0-001 99
1584 ma, 118 0-001415 0.00697
1728 Pa’ 3)2 0-0004213 0-002075

of such calculations ; here again the strength (S) of each subjective
tone is given in terms of the strength of Sa the tonic, for reasons
discussed in the estimation of the physical spectrum. In Fig. VI
is given the inner ear spectrum, the approximate estimate of how a
normal ear would hear a tambiira ; this estimate has not taken into

account masking, phase differences, etc. -
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Pa-t ’
un.{n: Inner ear spectrum

Fig. V1
. The first thing that strikes one on comparing thé outer and
inner ear spectra is the difference in the number of tones W;c :n
in tl}e outer ear spectra of both the tunings there are l:; ton i
the.mner ear spectrum of Pa-tuning.there are 42 and in that o:sﬂdm
tuning 52_! A.gain, in the physical spectra there are only § diﬁ”:-
rent mus:cal' intervals ; in the subjective spectra Pa-tuning h 19-
apd Ma-funmg 21. In all, both the tunings together iv::S 31
different intervals ; indeed, it will be of great interest tg k
how many of these actually are embloyod in our music. o ey
An.oth.er thing to be noticed is that neither in the obiective no
the.subjectlve tonal spectra is the madhya sadja (middlje Do rt‘hr
tonic) seen to be one of the stronger tones. :I‘His would mea -th .
thc? tonic is not given sufficient prominence which lack i? w:t
pointed ?ut, 1§' not conducive to melodic integration ; a’nd hen X
the question arises as to the utility of a drone that doe’s not lendc:
goo.d support ?o the tonic. However, if we look at this aspect from
a dlﬁ'ere:rllt angle it is seen that this deficiency is only apparent and
sup.erﬁc1al. -For it is necessary to point to. octave relations as
basic factor in music which compensates for actual tonal lack. )
increN(?w, if »?n: examine th? 'progression of sounds towards
Increasing or chrea51ng pitch, it is seen that every °eighth® tone is
In some way so similar to the startiny point that we call both ton‘es
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by the same name.'? Somehow two tones related by the ratio
1: 2 are the ‘same’. This would mean that the perception and
production of a tone is aided to a very great extent by its octaves.
The implication of this is that in the production and perception of
a tone, the stronger the tone or its octaves in the drone the easier
is it to produce or perceive the tone. (Another factor would be
perception by difference to which I shall turn presently). That is,
in the drone it is not the strength of any particular tone that is

- important but the cumulative strength of a particular musical inter-

val or what I term as the intervallic strength. A quantity indicative
of the intervallic strength may be the cumulative subjective
strengths of each tone of the same musical interval : for instance,
the strength of Sa, Sa, Sa{, Sa and so on. But it must be noted that
such an addition is psychological and not physical; physically such
a quantity as ¢ of different frequencies is not additive. The inter-
vallic strengths are shown in Table III and Fig. VII. And now it
is seen that Sa is a very strong note in the spectrum.

TABLE III
Pa-tuning : Intervallic Strengths.

Note  Inter.  Inter. strength  Ratio of Inter. strengths
Sa 1 6-166 - 1.000 ’
riy 33/32 0-0001596 0.00002545
rig 17/16 0.000924 0-0001499
rig 35/32 0-0003826 0-00006205
Ri 9/8 1.077 0-1747
gag 19/16 0.0004094 0.0000664
g2, 39/32 0.0004734 0.00007678
Ga,y 5/4 6242 1.012
Ga, 21/16 0.0007538 0.0001223
may 11/8 0.001791 0-0002905
mag 23/16 0-0007514 0.0001219
Pa 32 23.34 3.866
dha, 25/16 0-0001717 0.00002785
dha, 13/8 0-001137 0.0001844
Dha, 27/16 0.0002079 0-00003372
nig 7/4 . 0-008563 0.001389
nigy 29/16 0-00005782 0000009377
Ni, 15/8 1.267 0.2055
Ni, 31/16 0-0002368 0-0000384

14
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Fig. viI

Thus it is that the rambara has proved to be an excellent

] S p

e 'It‘:llough the inner ear spectrum reveals so many tones, it is
ar ;t m'an).r of tl}em are so much weaker than the strc’)nger
%r;leiz, nrtm;tb nb lihqdulte possible that they are not perceived at all
¢ both due to the inherent weak ,

ness of the tones (the
nt]ay be below the t.hreshold values) and/or due to masking b( thy
stronger tones. In either case, their presence is not felt. Y

But t i
sbous TE; it;a;t;r. ofd ;;erceptlon by difference was mentioned
. 1eved by means of beat
: 1 s. Now, th
2bo A ough a ton
comc;tip:rcexved.under normal circumstances, it m,ay bcgmade tcc)
fito conscious focus as soon as a musician produces a tone of

very near frequency, thus producing b
. ’ eats.
thus be established and perception t‘a;u'ded. A tonal contrast may

Also it is possible to mask o
. which, in the main, is a psychol
the neurological levels the tonal s
ter, psychological factors like att
and erect a tonal ‘reality’ of a d

r t:ocus a tone by sheer attention
ogical process. So that though at
pectrum may be of certain charac-
Fntlon may filter out many tones
ifferent nature,
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This immediately leads us to the question of psychological
realities, in the present case of tonal realities. In this context it is
not only conscious choice that operates but the subconscious and
the superconscious decide the nature of our perceptions of
reality.

That the un-conscious operates in all our perceptions is beyond
doubt ; the best clue to this is the realization that out of the
extraordinary number of stimuli we receive from the outside and
inside, we are aware of only a very few at any time.»®* Now, the
presence of the other stimuli cannot be denied. Therefore, they
must be perceived at some level which is obviously at the sub- and
un-conscious levels; such perception is more often called peripheral
as contrasted with central or focussed. Such a process must be
certainly operating in the case of the creation of the tonal back-
ground due to the fambura. But we have yet to devise careful
methods of experimentation for the study of these phenomena in
general.t*

The influence of levels ¢ beyond ’ the conscious is a factor that

_has yet to be seriously investigated, though the tradition of our

country has much to give us in this respect. The relation of
sounds to colours - which it is possible to know, but not as mere
association - the relation between feelings, thoughts and forms,
etc., are very interesting and would be worth serious enquiry.r® As
a state of mind that which seems to be immediately ¢ above * is the
aesthetic or the state of rasanubhava or rasanubhiti.

The significance of the introduction of this level of experience
into modern scientific thought is so enormous and staggering that
it has still to be recognized. In the understanding of phenomena -
at the physical, physiological and psychological ¢ levels * -, all that
is time-bound, we have reached an impasse which can be ex-
perienced through only by the admission of a ‘ non-temporal
wedge *-as I have elsewhere called it.

~In our investigation of the acoustics of speech and music this
is met with again and again in the examination of the nature of
sound - the nature of vibration, the nature of sound production
and perception. Till now the investigations in this field have been
confined to empirical levels, albeit some of this work is of extra-
ordinarily high calibre, The approach, however, is analogous to

Newtonian mechanics in general physics. But with the perspectives
L4 «
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‘introduced by the alpha-phoneme and alpha-phonoid'theories
of Sankaran new vistas ate opened up. I shall briefly examine some
of the aspects of his theory with particular reference to the
tambiira : the general extension of the theory to music in general
may be found in the last chapter of my dissertation.*®

The main point in his whole theory is that acoustic
phenomena can be considered as neither continuous nor
discontinuous ; either choice would involve us in contradictigns.
These contradictions are inherent in our experience and thinking,
because of the limitations imposed by time-space which necessarily
brings in before-after orders. But both theoretical considerations
and experimental observations (as for instance, the position.a}nd
velocity of an electron ¢ during * the change of orbit, the transmfm
from vowel to consonant, the transition from tone to tone in music)
necessitates the conception of the interphenomenon, that is, a state of
‘being that cannot be observed within the limitations of time-
Space.1” Sankaran has called this the alpha-phoneme. This is m?t
subject to the usual criteria of empirical investigations, though it
is recognized that it could be directly known and perhaps even
experimented with at other levels.

What could be experimented with at time-space levels, how-
ever, is the alpha-phonoid. This is a unit signal in acoustics as the
velocity of light in general physics. In our music it has been
called the sruzi. This is a signal necessary for operation in time-
space. but which signalizes the meeting of phenomenon with
interphenomenon.t® '

In the case of the tambiira it has been shown and emphasized
earlier in this paper that the frequencies of the tones produced by
the tambura-string may be considered as a densely 'ordéred set
that is, no changepoint can be found between one tone and
another. This would immediately lead us to the concepts discuss-
ed above and naturally to the necessity for the introduction of the
advantages of the alpha-phonoid in the study of this process. Such
a process would also impose its effect on the neural processes apart
from the limitations of the neural structures themselves, Further,
when we came to the nature of attention we know that it is not a
continuous process, again introducing the complexities of transi-
tion. Fically, there is the transition from one level of the mind to
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‘another. To all these the only solution is in the acceptance of
newer way of experiencing-thinking and experimenting which
would recognize the limitations of time-space and would attempt
to reach beyond and an opening known in sruti, in rasa and in the
alpha.phoneme.1?

: Notes and references : -

* The present paper, a brief and simplified report of the
study of the tonal structure of the most important drone in our
music, published here with the kind permission of the President,
Gandharva Mahavidyalaya Mandal, Bombay. A more detailed
study of this instrument is presented by the author in a dissertation
(of the same title as this paper) which was awarded the title
of Sang?ta Acharya by the Gandharva Mahavidyalaya Mandal,
Bombay. The reader who wishes to know the nature of these in-
vestigations in greater detail must turn to this larger work to be
published. A non-technical talk on this subject was given by the
author before Sur Singar Samsad, Bombay in February 1955..

The research reported here is a part of the programme of the
researches in speech and music being conducted at the Phonetics
Laboratory, Deccan College, Poona under the guidance of
Prof. C.R. Sankaran. More particularly it is a series in the
studies of the psychology, physics and historical effects of the
drone to which the present writer has devoted particular attention.
The references to other papers will be found below.

The original dissertation contains details of both Pa- and Ma-
tunings. In the present paper only details of the former are
presented.

Symbol ‘ Indian Name Sol-fa name
(Hindustani) .

Sa Sadja Do
ri Komal Risab Re flat
Ri : Suddha Risabh Re
ga Komal Gandhar Mi flat
Ga Suddha Gandhar ‘ Mi

" Ma Suddha Madhyam Fa
ma . Tivra Madhyam Fa sharp
Pa Paficam Sol
dha Komal Dhaivat La flat
Dha Suddha Dhaijvat La
ni Komal Nisiad Si flat
Ni Suddha Nisad Si
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A dot above or below the symbol raises or lowers by a
register.

1. The nature of the psychology of atonic music is discussed
by Anton Ehrenzweig in his Psyckoanalysis of Artistic Vision and
Hearing (Routledge Kegan Paul, 1953). However, see Ch. I of
my dissertation for the suggestion of post-tonic.

2. Tonus is a * state of postural muscle contraction, of initia-
tion of contraction, permanently present in the living muscle while
the nervous connections are intact * {James Drever, 4 Dictionary
of Psyckology 296, Penguins, 1952). But for a very illuminating
discussion of tonus see C.L. Meader and J. H. Muyskens, Hand-
book of Biolinguistics, Part 1-Section A, 60-62 (Dr. H.C. Wallace
at the Toledo Speech Clinie, 1950).

3. B. Chaitanya Deva, Psychology of the Drone in Melodic
Music, Bull. Decc. Coll. Res. Inst. (BDCRI) Vol 11 (1950).

4. B. Chaitanya Deva, Emergence of the Drone in Indian
Music, JI. Mus. Acad., Madras, Vol.22 (1952).

5. Itis not my purpose here to question the ¢ rightness* of
any particular intonation. In my opinion it is neither necessary
nor proper o impose ancient theories on modera music, though
one could always with profit attempt at finding the changes, if any.
In the present context, I wish to point out that the intonation
of many of our ragas might most probably have changed during
the course of the history of our musical development, specially
with the advent of the drone. In our own times we may see the
criteria of intonation being changed. For instance for many
musicians correct intonation (singing surél) is to sing or play so
that one’s tones actually coincide with the tones of the tambira ;
any tone that is actually not produced or heard from the tambard
is out of tune (besir) ¢ One of the best examples I can think of is
the intonation of the nisad (Si) in the raga Yaman by most of the
singers of the kirand gharana (a particular group or school of
musicians). They intone this note in Yaman in the same way as
in Pooriya. As a matter of fact, often it is difficult to know
whether they will sing Yaman or Pooriya till they get to risabh or
paiicam (Re or Sol) ! Obviously their conception of the correctness
of nisad is limited to the one produced from the tambiira; the note
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sung slighldy higher by others in this raga (Yaman) may not be
ac?eptable to them. Obviously a foo strict adherence to the dronet
It is quite possible that if such influence gathers greater currency,
and it is already fairly popular, in some years we may miss all
other Sudha nisddas except the Pooriya nisada and it would be a
no mean loss !

6. . R. B. Abbott, Response Measurement and the Harmonic
Analysis of Violin Tones, JI. Acous, Soc. Am (JASA)T-113 (1936)

7. C. V. Raman, On Some Indian Strin
s ged Instru t
Proc. Ind. Assoc. Cult. Sc., 7.298. (1921-23). e,

8. The preliminary work reported in this paper is being
repeated and studied more thoroughly by Sarvasri P, C. Ganesh-
sundaram and V. R. Patwardhan of this laboratory. The former
has briefly discussed some of the problems in this regard in his
Mathematical Approaches to Speech Sounds, BDCRI. 17, 38-41,
(1955) with special reference to the process of modulation. -

9. S.8.Stevens and H. Davis, Hearing Ch. 7 (John Wifey
1947). E. G. Wever, Theory of Hearing Ch. 15 (Yohn Wiley, 1945),
Max F. Meyer, How We Hear and How Tones Make Music
(Bradford, 1950).

10. H. Fletcher, Speech and Hearing, Appendix C (V
Nostrand, 1948). (Van

11, Fora g.reater detailed discussion of the limitations of this
mFthod see my dissertation. Iexpect to report soon my experiments
with probe-tone method.

12. Cf. G. Revesz, Introduction to the Psychology of Music
Pt. Il (Longmans, 1953). See also my review of the book in
BDCRI. 14.156.

13. Vide. A. Ehrenzweig, op. cit.

14. - Cf., however, C. R. Sankaran, P. C. Ganeshsundaram
and B. Chaitanya Deva, Reversed Speech and Alpha-phoneme

Theory, BDCRI 17. 1.14 (1955).
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ries which had close affiliation with Bhajana; in fact, both in Rama-
bhakti and the music that it inspired, the greatest, the most gifted afxd
pro)liﬁc composer of South India in that period, Saint.TyagaraJa,
has common ground with Upanishad Brahman. While the rcl.a‘
tion of Tyagaraja and Upanishad Brahman has been know{n in
general terms, the prevalent impression has been that Upanishad
Brahman was a much respected Sanpyasin-elder of those times
whom many devout people looked up to for guidance. My fietailed
study of the religious and philosophical thought material that
Tyagaraja has impounded in his songs? showed that there was need
to search for teachers and texts which might have moulfied
Tyagaraja’s ideas. When T went through the list of manuscripts
in the Upapishad Brahman Math at Kanchi, I found. two
important things from the point of view of my last mentioned
interest: There were not only some works of Upanishad Brahma
Yogin on the cult of adoring the Lord (Rama) by the recitation or
repetition of His Name, and the philosophy of the Lord’s Name,
but there were also other writings of Upanishad Brahman
which revealed that he was more than a passive promoter
of musical bhajana,—a rtegular music composer. What he
composed should have been known to both Tyagaraja and
Muthuswami Dikshita, for there is the clear impress of his songs on
the sahitya of botb the famous composers. I got the manuscripts of
most of these musical writings of Upanishad Brahman from his
Math at Kanchi through the gracious help of the present Swamiji
of that Math, Sri Ishtasiddhindra, and in this paper, I wish to
give an account of the life and works and the contribution to
Carnatic Music® of Upanishad Brahman. '

His Real Name

Before doing so, it would be proper if I say something about
the identity of the author. The name Upanishad Brahman, which
is the most widely known one, was not his real name. He got it
as his name by reason of his commentaries on the 108 Upanishads.
In his commentary on the Bhagavad Gita, he calls himself
Ramachandrendra, pupil of Vasudevendra, From the subscriptions
in his songs, we know for certain that his real name was
Ramachandrendra. Manpy manuscripts of the works of the author,
preserved in his Math at Kanchi or the Adyar and Madras Govern-

1. See my Introduction to the Spiritual Heritage of Tyagaraja,
Ramakrishna Students Home, Mylapore, Madras, 1957,

2. 1 also collected some information from Sri Anantapandendra Saras-
vati Swamigal of the Math of H, H. Sankaracharya of Kamakoti Pectha. -
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ment Oriental Manuscripts Library give for the same work one or
the other as the name of the author. On the title page of the
autobiography of the author, a part of which was printed in
Telugu script? by a family-descendant of the author, and in the list
of succession of the Math itself at Kanchi, Upanishad Brahmendra
and Ramachandrendra are given as the two names of the same
person.?

His Date

There is no difficulty in ascertaining the time when Upanishad
Brahman flourished. As already stated, he was an elder con-
temporary of Tyagaraja (1767-1847) and Muthuswami Dikshita
(1776-1835). The present Swamiji of the Upanishad Brahma Math is
twelfth from him, which fact again would give the same chrono-
logical indication that Upanishad Brahman flourished in the middle
and latter part of the 18th century. Apart from this indirect
indication, there is also the direct evidence of the express statement
of Sri Upanishad Brahman himself who gives at the end of his
commentaries on the 108 Upanishads the date on which he com-
pleted this magnum. opus of his. At the end of his gloss on the
Muktikopanishad* he says that be finished it in the cyclic year Pra-
jotpatti, Dhanus month (Margasirsha), Ekadasi, Asvini, Tuesday.

IR ARG g8 &
= - - * >
Himaraty e dqdagst mawy ®
These details work out to A. D. 1751, December 17th.

His Life

In the list of manuscripts in the Math, there is an entry against
No. 443,—Upanishad Brahma Charita (incomplete). A manuscript of
this life of Upanishad Brahman is not traceable now in the Math col.
lection. But we have in the Math a book printed in Telugu characters
containing the fragment of the life of Upanishad Brahmendra
and some of his works, mostly musical compositions, in a briefer

1. Published, Madras, 1896.

2. See my article on the the Tattvasangraha-Ramayana, Annals of Oriental
Research, University of Madras, referred to already and my Introduction to
Upanishad Brahman's Tattvampadarthaikyasataka, Adyar Library Bulletin,
Vol. XXI, pts. 1-2, May *57.

3. Adyar Edition, Samanya Vedanta Upanishads, p. 377.
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Upanishad Brahman gratefully commemorates this blessing of
Lord Karinatha and Goddess Sivakamasundari at the end of his
commentary on the 108 Upanishads, by describing this deity as his

Father (Pita) : far ¥ Bamdia ete.
Adyar Edition, Samanya Vedanta Upanishads p. 377.

From the internal evidence in his writings, we learn the
following facts: He was known as Ramachandrendra and Upanishad
Brahmendra. His goruwas Vasudevendra who is, in all likelihood, the
author of Svarupadarsanasiddhanjana found in the collection in the
Math (no. 212). His asrama was at the holy spot of Agastyesvara in
Kanchi, as he mentions more than oncein his writings, ¢.g. in the
opening of his Ramataranga :

RTINS |

At the end of the opening Taranga here, he again calls upon the
Lord to come to him at Agastyesalaya and fulfil His promise that
be would bestow liberation on him and abide with him.

RrRzdast gramii TeATETE A
m@rwuw&m&ﬁ <y At & ghEwE il qEeS
AFaAES |39 wd aleazmsa @A |
miawforrErEay Fald &g aa()Ra | awes )

In his Divyanamasankirtana and the Ashtapadl, he frequently
refers to God as well as Himself as ﬂmﬁiﬁaw as referring
to God, the expression is straight, meaning ‘He from whom
kaivalya was ebtained by the author Ramachandren-
dra’; as referring to himself, the _ author usually
gives this in the form Uﬂavi{-i{ﬁﬁiﬂ@'m which, in
keeping with his non-dualistic philosophy, means that he the
composer is identical with the Lord Ramachandra from whom he
obtained kaivalya, or in a more straightforward manner, we have
to take Ramachandrendra here as referring by slesha to Lord Rama
Himself who bestowed kaivalya on the composer ; the introduction
of the mudra or composer’s signature by slesha is common in songs ;
this explanation is necessary, as otherwise this will lead to the misap-
prehension that Ramachandrendra is the Guru of the composer.
At the end of the Muktikopanishad-vyakhya, he says that Lord
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Ramachandra himself is the author, intending slesha here also.t
The reference to his being an azatar of sage Sanaka is reflected in a
Namavali at the end of the Divyanamasankirtana which is found
only in the printed Telugu text and not in the manuscripts in the
Math ; in this God is made to address the composer as Sanaka

munindra and to promise the restoration of the liberated state
to him.

HE AEH QAR AT AN & qawgAeg |

Fasd W ¥ qRSEE axe wAT A Gﬂﬂiﬂ?ﬁ'—s{ I
A AN(OGUARIRT a= FEaraa: |

At amEasQageRER )

4. aYSIINETFE o QUIEERE R g
Rryaaret farga fyacen aaseafied |

5. qIAW FaNISTIE: A5q Qgrat
g |Nsg Mitmzagtad arg AgY | _
A% g —aw EAIZAd A= TgawiEIgcE G3n. . qag
AONTARTRRAFAAEA |
His Works
It was mentiéned that Upanishad Brahman came to be
called so because of his commentaries on the 108 Ubpanishads.
At the end of this work of his, Upanishad Brahman says that
the writing of it was a fuifilment of the intention of Lord
Karinatha Himself and that he himself was merely a passive agent
like the pen. The author adds here that there were some
others who also prompted the writing of these commentaries,
Krishnasuri, Ramananda, Isvara, Hari, Krishnadasa.

fa=n ¥ Brawdfiddmaged aaw

SIFT I T IT TRATEE A Faw |

FRANIITEASE FEFISTA G qa 2 |

TN REIT TS gadT: |

TR saE REegET {2 g ) ,
Adyar Edition, Samanya Vedanta Upanishads p. 377,

AN FARNTARE |
Fal MOFATATATET SRaXsat: |
Adyar Edition, Samanya Vedanta Upanishads p. 377.

This Krishnasuri appears from the description to be
closely related to the author. :

»
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His commentary on the Bhagavad Gita was also referred
to above. On the Brahma Sutras he wrote the Brahma sutra-
bhashya-siddhanta-sangraha and Adhikarana-siddhanta-sangraha.*
In Advaita Vedanta philosophy, he wrote a large number of other
small works, dealing with Pranava, the Mahavakya, the Gunatraya
etc. In the field of Bhakti, he.wrote general treatises as also
special ones dealing with the cult of adoring the Lord’s Name by
repeating or singing it in the form of a string of such Names
(Namavali) or songs glorifying the Name. To the cult of the Lord’s
Name (Namasiddhanta) which was at that time spreading in the Tamil
country with a fresh fervor given to it by the happy marriage of
Bhakti and Sangita, Upanishad Brahmendra made some noteworthy
contribution. For his Saguna-upasana, he chose Rama as the
favourite deity (Ishta-devata) and the literary and musical works he
wrote were all devoted to Rama and Rama-Nama. It
will thus be seen that there was much affinity between
Upanishad Brahman and Tyagaraja the great musician who adored
Rama in hundreds of songs. Tyagaraja was naturally influenced
by Upanishad Brahman in his ideas about Rama-Nama, the practice
of Divyanama-sankirtana and the composing of pieces for the same.
All this I have already shown in my detailed study of the spiritual
heritage of Tyagaraja. Similar influence was exerted by Upanishad
Brahman on the other celebrated Carnatic music composor Sri
Muthuswami Dikshita. There was a continuous tradition in South
India of Advaitic Sannyasins cultivating the nada-vidya as part of
their sadhana, as is borne out by the life and work of Narayana
Tirtha and Sadasiva Brahmendra ; Upanishad Brahman also, like
these two Advaitic Sannyasins, cultivated Advaita, Bhakti and
Sangita and the very act of Sannyasa which the composer Tyagaraja
did towards the end of his life was inspired by the example of the
above mentioned Sannyasin-composers. The cherishing of Jnana
and Bhakti has itself along history going up to the Bhagavata
and its exponent Bopadeva and Advaitic philosophers like Madhu-
sudana Sarasvati. According to these philosopher-devotees, the
goal of Bhakii is the realisation of unity with God and the
Brahman. This Upanishad Brahman states clearly and repeatedly

in his treatise on the adoration of the Lord’s Name.

i. sTMRmRoETaEE TR maEERE—
31 YATSZATR qeaa: Sagea 3 |
A ¥ daiay 5 wA o A g

1. Pablished by the Adyar Library.
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ii. frcmaEErEsd TNAFT AEIA |
ili, —aERT TAISIHERT TA £ WEAR |

—Namartha-vivarana or Upeya-nama-vyakhya (manuscrip‘ts;

in the Up. Br. Math, Kanchi)*

In his songs also Upanishad Brahman gives expression to this

advaita-bhakti :

SAEFIORER ... SARTUNETAERR SR

in a Divya-pama-sankirtana

in Mangalakaisika.

RETEAZ AJTATAANIFR—Nilambari

W AWAEE AEATAN—Natakuranji

QiFradd amer ¢ * * r:mrmzﬁsgq—smamha '
QAATIAZFLCASE aawmrav:ma-é}szq—Ahm :
AT A7 TR IR

ArNER @ a7 FEEHfE—Ghanta ‘
TARAATAATE T2 SER—Ramakali o
{’l’rﬁ ﬁ@g@]‘ﬂaa’ﬂm—mmdavaua Saranga
amwﬁuna-z{'rﬂ Madhyamavati
AEEAEAIT WA St@—Nilambari
atattzmq‘rs IR artmm'\sa:t—-Saurashua
HRITHQWE!"HIUMSER—Dhanyam

fact RegEmTUuaaEE ssR—Madhyamavati.

This approach isseen in Tyagaraja also* and itis very pro-

‘nounced in the songs of Dikshita.® Both in Bhakti and the concept

of Lord’s Name, Upanishad Brahman distinguished between the
two phases of Upaya and Upeya, means and end, Sadhana
and Sadhya as other writers have said ; this is clear from his
Bhakti-svarupa-viveka* and the Upeya-nama-nveka.ﬂ On'Rama-

1. Manuascripts of this work are also available in the Adyar Library.
2. See Spiritual Heritage of Tyagaraja, Introduction, pp. 7, 9, 108, 109,

118, 119.

3. Seemy paper on Muthuswami Dikshita, Journal of the Madras Musrc
Academy Vol. 26, pp. 146-1.

4, Manuscripts R. No. 4209 (), Madras Govt. Oriental Manuscripts
Library. y

16
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nama itself, he wrote a treatise in sixteen sections called Rama-
nama-mahatmya. As 1 intend to bring out editions of these
Namasiddhanta-works of Upanishad Bhahman, I refrain from
going further into this subject. Suffice it to say for the present
that on the side both of thought and expression, Upanishad Brah-
man exerted influence on the two great Carnatic composers Tyaga-
raja and Muthuswami Dikshita.

I shall first refer to his works concerning Rama and
Rama-Nema before taking up his musical compositions,
As a devotee of Rama, he wrote a commentary on the Adhyatma-
Ramayana®* in which a Ramagita is included? ; another
work of his on Rama which appears in four names in the [ist
is Ramarchana-chandrika® or Ramarchana.-cidvidya-chandrika* or
the Makhavakyarthayukta-Ramarchana-chandrika,’ or sim ply Cidvidya.
chandrika® ; this gives a string of the descriptive epithets of the Lord
following the Upanishads and provides a setting for the esoteric wor-
shipof the Lord. On Brahman and Pranava, in the abstract some-
times and in terms of Rama sometimes, he wrote a number of Nama-
valis and added commentaries also to them: Pranava Namavali
Brahma Pranava Namavali and Srishtyadi-pranava Namavali with’
commentary®; these consist of epithets of the Supreme Being in
.the form of Pranava and Rama and given in sections correspond-
u}g to the components of OM signifying the process of creation,
dissolution etc. ; the Narayana-tara-Namavali with a commentary®
is a similar work in eight parts and containing 108 Names of
Brahman in the form of Ramachandra; two other works of this
class are the Ardhamatra-pranal{a Namavali and commentary and the
Vyavaharika-pranava Namavali. Followin 8 his analysis of the phases
of the Brahman, set forth in his Vedantic writings, Upanishad
Bl"ahman gives us, with commentaries, the following gitas :
Virat-turya-gita, Sutra-virad-gita, Sutra-sutra-gita, Sutra-bija-gita,
Su.t.ra-turya-gim, Bija-virad-gita, Bija-sutra-gita, Bija-bija-gita
-Bya-turya-gita, Turya-virad-gita, Turya-sutra-gita, T urya-bija~git:z
- “Up. Br. Math List 18, 83, 293,

Madras Govt. Ori. Manuscripts Lib, R, 548.

. - Up.'Br.Math List no. 5.
1b. 29, 367.

This was contained in o i
Math. (2 shapten ne of the manuscripts that I got from the

Ib. 29,
Ib. 7, 183, 190, 293.
Ib. 65; also found in the printed book,

WD e
b H

O ~IA
e .
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and Turya-turya-gita. Though his Ishtadevata was Rama, he
composed Namavalis and songs on Siva also; the manuscripts at
the Math* and the Telugu printed book contain 2 song—~Pahi mam
Sri Chandrachuda—in Asaveri-Adi; there is among the Math manus-
cripts? a work of his called Sivamanasapuja in 29 Anushtubhs, and
the Sambasivayutanamavali, entered anonymously is evidently
by Upanishad Brahman. ’

The bulk of the musical compositions of Upanishad Brahman
relate to Rama and fall into (i) the Divyanamasankirtanas,
(ii) the Ramataranga and (iii) the Ramashtapadi and (iv) other songs
on Rama., The names Ashtapadi and Taranga are no doubt derived
from the Gitagovinda and the Krishnalilatarangini but the composi-
tions of Upanishad Brahman styled Taranga and Gita are not
exactly imitations of the works of Jayadeva and Narayana Tirtha.

The Divyanamasankirtana

The Divyanamasankirtana is the most voluminous among the
musical compositions of our author. It consists of vocatives
describing Rama both as representing the abstract Brahman and
the Saguna forms of Ramachandra, Krishna and other manifestations
of Narayana., The following detailed analysis of this is based on
the manuscripts of the Math and my transcript therefrom. The
Telugu printed book contains extracts from this work.

The work opens with two introductory anushtubh verses on the
kirtana, sravana and manana of the Namavali of Rama as a help
to attain spiritualemancipation. A prose passage follows offering the
composition to the Lord and requesting Him to listen to it. Then
the author sets forthin a few verses the philosophy of Nama-bhajana;
he says that for attaining release from the bondage of embodied
existence one has to adore the Names of the Lord, contemplating on
Him as not being different from his own Self-EqA-AfeIAT TAH-
Fi%: (| The Names of the Lord are infinite but out of these, the
author offers here 1024 Names, in 363 feet,embodying the truth under-
lying the Brahman and Omkara. These Namavalis numbering 1024
are'in 16 songs or gitas and each gita has eight sections. Each section
has strings of epithets of the Lord in vocative case, some of these
strings being longer and comprising generally eight Names and

1. Ibid. 82. 2, 1Ibid, 569, This is included in the Telugu printed
book ; it is in nine Khandas. At the conclusion of the Divyanamasankirtana
also, there are a few Siva-namavalis and invocations to Siva to mark the
conclusion of the composition.
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some -as short as just a line of three or four names; each
of these strings of names is given a Raga and a Tala, but at the end
of each section there is a long series of Names without any Raga
or Tala mentioned but with the address-refrain ‘Kalyana Rama’;
this is mostly an alphabetical re-arrangement of the Namas in the
songs and serves as an index or recapitulation. Each Khanda is
named after one aspect of the Godhead Rama according to the
classification of aspects which the author has set forth in other
works of his, e.g. the first Khanda is called Virad-Virad-vilakshana-
Tripad-Rama-Divya.nama-gita; the second is called Virat-sutra-
vilakshana-Tripad-Rama-divya-nama-gita ; and so on. At the end
some hints are given as to how these might be sung.

The Ragas: A tabular analysis of the entire Namavalis in the
Divyanamasankirtana, mentioning the Raga, Tala and the
beginning words is given below. The Raga-analysis discloses
some interesting facts about the Ragas then wused, rare Ragas,
Rakti-ragas, North Indian Ragas, Ragas more frequently used, and
the exact name and spelling of certain Ragas as current at that
‘time. Thus we have rare Raga-pames scarcely met with ia the
compositions of that time: Suddha Kambodi, occurring
10 times, Lalitam which is given 5 times as distinct from
Lalita which is invariably mentioned as Lalitai following the
Tamil way of writing a feminine stem; Srikantha used 3
times ; Gauri-gaulai; and Soka-varadi; some North Indian
Ragas, single and mixed, figuring here are: Navaroju (6 times),
Ja(ji)ngla . (6 times) and Dhanasari-ja(ji)ngla (4 times),
(Bi)basu. (2 times), Ramakali (5 times), and Puri (9 times);
the frequency of the Rakti-ragas which are more familiar, and
which were once more frequently sung than they are at present,
is: Ghanta 7 times, Dvijavanti 7 times, Mangalakausikai 5
times, Manji 6 times, Manirangu 8 times, Gaulipantu 7 times, Paraju
6 times and Ahiri thrice ; the frequency of some others may also be
noted: Saindhavi 7 times, Navanita 8 times, Nagavaradi twice,
Kuranji 4 times, Byagadai 8 times, Gauri 4, Malavi 5, Padi 4,
_Brindavana-Saranga 5,and Saranga-Nata 4 ; other appealing Ragas
which are, comparatively speaking, sung oftener today and which
figure here are: Anaandabhairavi, Nilambari, Kedaragaulai,
Nathanamakriyai, Surati, Mokana, Mohanakalyani, Usani, Sahana,
Asaveri, Natakuranji, Punnagavaradi, Ritigaulai, Yamunakalyani,
Lalitai, Dhanyasi, Varadi. The spelling of the following Ragas
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may be noted:  Yerakala kambodi, Hambirakalyani (4 times),
Kumbha kambodi (twice); it is interesting that we find here
Darbar four or five times and more frequently than Kapi..

A full tabular analysis of the Divya-nama pieces with Raga,
Tala, beginning words and page references to my transcript is
given at the end of this paper. :

The Ramataranga and Ramashtapadi

We shall now take his Ramatarangamala. The opening piece of
this series is'called Ahvana-taranga and is set in Nata Raga; there
is- one line of Pallavi calling forth Rama and it is followed by
twelve feet, in the last of which he gives the mudra of his name.
Then begin the Tarangamala proper after two introductory verses
which mention lhat\this gariand of 16 Tarangas is offered to Rama.

The following is a brief description of the 16 songs here with
their beginning words and Ragas :

. 2TR@=E AHEC—Mohana.

After the Pallavi, long charanas follow in which Sahitya and
Svara passages alternate. From the 8th charana onwards, the
Tala is varied, Dhruva and Rupaka being introduced at the 8th
and Gth feet. There are 12 such charanas. We are really at a loss
to reconcile the actual text with the introductory statement which
mentions 16 components of the Tarangamala; for immediately
after this, the manuscript gives what is called the Ramashtapadi.?
There are five verses introducing this composition which say that
this Ramagitavali has 128 component songs, the first of these
having 13 charanas and the rest 8. Another feature mentioned is
that each of the eight declensional cases are used in describing
Rama and in each there are 16 songs. A third characteristic is that
there are songs opening with each of the 50 letters of the alphabet.
The whole composition is divided into- Khandas:

.I Khanda: '

1. 8th Vibkakthi I g4 ARYSE Bilahari Raga. Pallavi
and 13 charanas., Each of the 13 charanas has two lines, each
again falling into two halves at the beginning of each of which a
letter of the alphabet ‘A’ to ‘Ksha’ laid. Then start the composi-

1. This analysis is based on my examination of the manuscript in the
Math and my transcript thereof; in the printed Telugu book too, lhe
Taranga and the Ashtapadi occur in this same manbner,
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tions in each of the 8 cases; each such song opens with an
introductory verse.

2. ist Vibhakti @1 sRQqA QEFH(G: Natai — 8 charanas.
3. 2nd QA FAA Yadukula raga i.e. Yadukula.
. kambodi—Triputa tala 8 feet.

4. 3rd » TAW A Saveri.

5.4th  ,, ORI GYEGR Arabbi.

6. 5th ’ IR Raga missing:

7. 6th .  SI9ZTASZE Anandabhairavi
8. 7th  ,  fARERAAIUGAN Bhairavi

His Other Music Compositions

1t was pointed out above that the manuscripts mix up the Taranga
and Ashtapadi and of the former only the beginning is seen. In
the Namavalis also there is alot of overlapping of nomenclature and
multiplicity of names for the same text and the result is we are not
able to identify and distinguish all his musical compositions. From
the Math-list, we should be able to find :

No. 6—Ramagita : 8—Ramagitavali ; 155—Namartha Taran-
gadi ; 223—Ramachandra Gita.

1 may be able to speak of these only on e¢xamining more
manuscripts in the Math at Kanchi.

His Influence

It was pointed out above that in the life-account of Upanishad
Brahman the spreading of the cult of adoration of the Lord’s
Name through singing was mentioned as one of his missions. The
many compositions that he wrote bear this out. In the beginning
of the Ramataranga especially, there are some introductory Anush-
tubh verses in which Upanishad Brahman says that at his Asrama
on the holy spot.of Agastyesvara, he has established an open feed-
ing house (Satra) of Mukti, where any one could drop in, not for
ordinary food but for spiritual sustenance, practice of devotional
exercise and the seeking of emancipation. ¢ 1 have flown the flag
of devotional singing and spiritual effort here; let everyone come,
sing my Tarangas and other songs ; the food at my Satra is not for
the momentary satisfaction of physical hunger, but is for the
everlasting bliss”.
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AR TR R EEEAR |
urafgd R SRR
T gEF] TR T YU |
fege $g AeTmRedan )
szeqei aaEyiwargiatealy |
FERETYTA g arEAia | i

The continuous practice of bhajana in this way at his Math
at Kanchi should have had its influence on the bhajana-tradition.
Those who have taken part in bhajana, in an active or passive
manner, can recognise that some of the Namavelis sung even to
this day in different parts of South India go originally to the Divya-
namasankirtanas of Upanishad Brahman : e. g &MY GET gtﬁ
qAA MaT MAg—Aa Fma aga e exfmas wwige
with which the introductory and invocatory portion of his Divya-
namasankirtana closes. The influence of Upanishad Brahman and
his writings on the thought and expression of Tyagafaja and
Dikshita was alluded to above more than once. Between Tyagaraja
and Upanishad Brahman the common ground was Nama-Kirtana
and Rama-worship ; between Dikshita and Upanishad Brahman, the
common ground is to be seen in the general and more pronounced
Advaitic approach, the saturation of the songs with Advaitic termi-
nology, the adoption of Sanskrit language and the employment of
such details as the seven declensions (vibhaktis) to form a cluster
of pieces. Information handed down by traditicn also confirms
that Tyagaraja and Dikshita went to Kanchi to see Upanishad Brah.

‘man ; and in the case of the latter, it is said that Dikshita was

asked to edit musically the Ashtapadi of Upanishad Brahman. All
this is as it should be, for a prolific writer, a great devotee and Sar-
nyasin and Bhakta working at a famous pilgrim centre like Kanchi
and a musical enthusiast, should h-ve been contacted by the
leading musicians and composers of the time. The Divyanama
Kirtanas of Tyagaraja are no doubt after the model of the Divya-
pamasankirtana of Upanishad Brahmendra; as Rama was the com-
mon Ishta-devata cf the two, we naturally hear direct and indirect
echoes of descriptive epithets used by Upanishad Brahman in Tya-
garaja’s songs: Kanakambara, Kanakavasana, Chelakarakz, Hataka-

chela, Bhakta-chandana, Sakalonnata, Rajavandya, Sitamanohara,
Rajivaksha, Ranabhima,Jitakama, Navanitasa, Sara-saratara, Mridu.

vachana, Niramayanga, Nadapradipa, Nadasadana, Vikalebarakai-
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valya, Avidyakarya or Mayakarya, Bhutabhautika are just a few of
the numerous expressions couchedin advaitic terminology of which
echoes can be heard in Dikshita’s songs; Bhava-rug-vaidya used by
Upanishad Brahman and Bhava-roga-vaidyam of. Dikshita,
Ramaniya-hrid-vibhata of the former and the Ramaniyahridaya-
vidita and Navanita-hridaya-vibhata of the latter are other and
perhaps more telling examples. In the sixth Ashtapadi piece in
Anandabhairavi and Adi, Upanishad Brahman says:

OO TAATHIT TENSER

AU HAATAFHAIGUATZ TAEA |

THTER ZRETSE A A FTUR WER
Dikshita sings in identical terms in a piece in Purvi :

$TETLE FETSE—AT A

RIgaEE garw

Poetry; Devotion and Philosophy in his Songs .

In his Divyanamasankirtana, Upanishad Brahman does not
string merely the epithets of the Supreme Being or Rama ; he gives
expression to ideas and his spiritual yearning and devotion.. There
are some striking phrases in his description of the Lord. In one he
calls Lord Kaivalya.sikya, the hoop in which is kept the precious
enjoyable thing of the sumnun bonum. The Lord is eternally dancing
in the hearts of the true devotees: Sadbhakta-brinda-hridaya-
nartana. He is the light glowing in Nada, Nada-pradipa and Nada
is His abode, Nada.sadana. He flashes forth in those hearts which
are beautiful with love, knowledge and purity, Ramaniya-
hridvibhata. Even His anger is beautiful, Sundara-topa. In a
Divyanama in Malavi, he tells Rama that He is Father and Mother
to him—fgmasarsia ofam ; “ Please come to my side,
please do not leave me even for a while and go away™
pleads another : WY T, ARwE W awss oW W Af
Al | Wa’dﬁ =31 In another he seems to imagine that Rama
might have to go elsewhere on work and then, he requests,
“ Take me with you when you go »— ‘“mi e Hl Eﬂ% ? or if
it is not possible to carry me, take at least my heart and use it as
the chariot for your movements : RFE'@\' E+ Wﬁ' AT %szgl
‘When are you granting me that great state of Yours ? Tell me
what do you gain actually by this delay and sluggishness 7 ** aﬁﬁ
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9 WO F31 XA A@EEE & PN 3% 1 In one Divya-
pnama he requests Rama to be invariable in behaviour and abide
in his heart - NIAFEIX @3FEAN TG Who prevents you? Live
in my heart as you please and as long as you wish!” aﬁ;
fytgmiadl’ For his mind, full of love, isa veritable cushion-
bed where the Lord could come and rest! HIHHRA dI
HEQTSER says the sixth case Ashtapadi song, which strongly
recalls Tyagaraja’s appealing song in Ritigaula-Badalika dira
pavvalinchave. In a larger number of Divyanamas, he asks
Rama to bless him with advaitic knowledge and realisation,
release from the limitations of name and form of embodied exist-
ence, to enable him to acquire the sadhanas, and to revel in the
bliss of Sat-chid-ananda. ‘¢ Purify me, help me to cultivate silence,
make the quality of equanimity manifeit itself in me ” run some
prayers—&l{d Al MAT GRS, AR FT AR, GEAE
g2 W Please come and declare to me that you will make
me liberated,—" W @i g% FAHANT ag1” Tell me that I
should delight in Self ‘ TARATAY WA TA a3 | “ Make me
transcend Name and Form, Birth and Death-* JAAAIUHS AT
@;ﬂtmqﬁg?ﬁ ai F% | “Extend to me the knowledge that
1 am Brahman ”—r’«l@l@ﬂ% A A ifé‘ l ¢ You are within and
you know my mind ; you are not different from my inner being ;
therefore abide within me” SAWEAT gregfaarsta, gewta-
S sENfa T A=A | ¢ Oh when shall I be immersed in Rama,
that ocean of the bliss of Liberation ! ¥ —HaeqIA-qICAR 31

e T TR |

Now follows a tabular analysis of the Divyanamasankirtanas
of Upanishad Brahmendra, mentioning the Raga, the Tala and the

beginning words.

i7
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MELODIC TYPES OF HINDUSTHAN

A scientific interpretation of the Raga System of Northern India

By Narenpora Kumar Bose, B.A.B1L,

INTRODUCTION

Vocal melody is almost coeval with the human race as a gift
of nature if not as an art. Philologists hold that it is even
anterior to language itself. It is, indeed, so natural to man that
it may be said to be, in the language of Dr. Burney, implied in the
original principles of his constitution, The most primitive peoples
have been found to possess melodies of their own in the
shape of short crude phrases. Exuberance of human feelings
has always sought expression either in rhythmic movements of the
body or in meladious modulations of the voice. Melody had its
birth in a natural human iastinet, which with the cultural progress
of the race developed into what is known as the musical faculty.

" The essential feature of this faculty consists in the appreciation of

certain relationships of sounds which scientists of the eighteenth
century discovered to be determinable with mathematical precision.
These relationships had long before been known as Consonances.
An appreciation of these is the sine quanon for the birth and growth
of melody. It isnot implied in this statement that this apprecia.
tion has ever been either conscious or complete, But, as music is
the only fine art which is firmly based on scicntific principles, some
amount of instinctive appreciation of these principles must be
presumed in order to explain the great development the art has
achieved. That development was attained to pari passu with the
growth of the faculty referced to above. Those consonances which
are easy to perceive, viz., the Octave, the Fifth and the Fourth
were recognised by musicians in very ancient times, Others, which
are rather difficult to perceive, viz., the Thirds and the Sixths were
recognised very late and a certain amount of uncertainty about
their exact pature has always been felt by musicians so f{ar at Jeast
as their explicit recognition in the theory of music was concerned.
We are told that the Greeks and their followers the Romans never
acknowledged these latter relationships as consonances. In the
Pythagorean intonation these intervals are very much out of tune
and so long as this intonation-prevailed in Europe, appreciation of
their conmsonant character remained almost an impossibility until
some urgent artistic need drew the attention of the musicians to
their true nature, That need. arose after the invention of

23
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polyphony. in the middle ages. In the earljest contrapuntal writ-
ings .of the 13th and 14th centuries the only concords used
were the Octave, the .Fifth and the Fourth. But, in coursé
of time, as the harmonic poverty. of these intervals came to
be more and more keenly felt, the superior harmonic quality of the
imperfect concords came to be more clearly appreciated, until the
rules'of harmony were completely inverted ; and we comé across a
paradoxical revolution of ideas in the fact that consecutive ‘Thirds
and Sixths, which were strictly forbidden in medieval discant, became
the rule of harmony in the nature of-the polyphonic art of the 16th
century, while consecutive Octaves and Fifths, which once reigned
supreme, were ‘>i.10w strictly forbidden. It should, however, be
pointed out that only the Major Third and its inversion the Minor
Sixth were accepted as concords in the 16th century polyphony.

The other two imperfect concords were fully recognised after the

growth of harmony about the time when their consonant character

was finally established by scientific investigation. In India both

the kinds of consonances were appreciated by the earliest writers

1 .

on'music. But the inferior kind does not appear to have ever re.
ceived explicit recognition from practical musicians. A word which
lo"oks like literal translation of the word consonance® (con, to-
gethgr, and sono to sound) is to be found in the Sanskrit work of the
Ist century A. D. named Bharatiya Natya Shastra. That word is
Samvada (sam, together, and vad to speak). Evidently this Sanskrit
word was used to express the same idea as that conveyed by its
qulish equivalent., It implied the particular relationship of notes,
which in the language of the musical theorists of India, were sepera-
ted by either thirteen or nine Sruris.! These numbers of the
Srutis r epresented’ the intervals of the Fifth and the Fourth respec-
tively, It is, therefore, clear that the word Samvada implied perfect
consonance. Two notes which have this relationship between them
were characterised as Samvadi: (consonant) to each other. The
;e!atiopship of dissonance was expressed by the word Vivada (vi
agginst and vad, to speak). Two notes which' are separated by
twenty Srutis* were regarded as Vivadi (dissonant) to each other.2

o ey ¥ i =g, FRfrmraT |
. 1, Those (notes) which' have nine or thirteen Srusi

etween them are Samvadi to each other.
Shastra Ch, 29,

SRR - T © OB R g e— YAt aErrrgaia |

- 2.-- Those - ' i ivadi .
v Fﬁ;%eg(;x‘otes)ibiv;hlch axje Vwm,hf have twenty (Srutis) between

_intervals
Bharatiya Natya

’
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is i i j . Iis inversion the minor Second
o 1. tgeslfx?: r(tsl::?k‘)k;le f)ctave consisting of twenty-
two Srutis) was, therefore, also consxdg_:red d:ss(;)x:;:t. M:}t;:
Minor Second or the interval o.f a semitone .atr: e
Seventh were, thus, the only intervals whic Jere freee
as dissonant. All other intervals. were deeme fo Rave
the third kind of re]atiogsl;ipt,, v;lz,,f A:gtvc:)(iczrfe(ccztnzc,c after and
speak). Distinguished bot ro _ ~consonar
(vg:;mt/:da)pang dissonance (Vi(;za}da), fthxtscéilse;t:‘:zscl:p ;s":xﬁ;lg
stood between them and sig‘niﬁc imperfec psonane .S s
ing the intervals included in the other tv-vo. re gtx.on : Ee yo et ik
Thirds and the Major Second and their inversions Sixths and
i enth as the main intervals whx?h were trea ‘
‘1‘\‘4’:::;‘1{'5@'1;: reason for including the Major Secpng —tarzg :::
Minor Seventh in this category seems to.be that? tx)l xObtained
perfect consonances, these are i:;tewa:; i:\;}:;cléyc:;;\mgewvd S
ost easily, The Major Second can . x
R e
rising two Fourths. We are to i tha A Se’cond e
in 11th century A.D., similarly included the 13 e ke
me category as the Major and tl'xe Mm.or irds. !
;};Tys?nterval, %(nown as the tritone, whl.ch mlghtt ;:eni,al:c:?og:
included within the category of Anuvadt., presente bt
difficulty, inasmuch as it occurs only once in a sca}e, anlled oo 'am;
because it was most often avoided by the delZ.lce c:ihig intcival,‘
(omission) of one or both of the notes ma 1ng this interval,
Mainly and for practical purposes, thprefore, .t e 1pwh‘ich‘
consonances of the Thirds and Sixths were th§ only uige;_va sh hich
ted as Anuvadi. 1t has been shown in the €ightb c al? i
were'trei\/la;'or and Miagor Thirds were represented by seven anc
t!;\at the_ y ectively. The theory regarding the relationship pf
no Srutlsf reglpabove appears to have been ‘originally propounded
pores se} Oc: the christian era, inasmuch as the two grcat poets
long‘ e d Bhavabhuti, who lived in the 4th and tbg 8t}1
Kalld:{sa N ention the name of Bharata, as the sage-;_(mum)
uries A T ne arts of singing, dancing and - instru- -

separated by tw
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who promulgate et
mental music (tauryalrxka-Sutradhara).

- ‘ ks Fourth as the most
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importa et
thé) Minor Third.

Groves ‘* Dictionary of Music and Musicians »* Vol-III, p; 198.
f
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‘The four ancient Gramas (scales),- including the Shadja and
the Madhyama and their two derivatives, defined in terms of
Srutis by Bharata, have been shown in the eighth chapter of this
treatise to be quite consistent with the scientific principles of struc-
tures of scales formulated by the great scientist, Prof. Helmholtz.
These scales and the modes derived from them can be identified
with most of the ancient Greek and Greeko-Roman scales and the
Ecclesiastical Modes of medieval Europe, which have béen scienti-
fically explained by Helmholtz in his * Sensations of Tone. ** The
ancient melodic system of India based on these scales presents no
great difficulty so far as their scientific basis is concerned, This
system, in which no Vikrita (chromatic) notes, except the Antara
and for a limited purpose the Kakali, were used, continued for
several centuries till the great revolution which brought into being
the Mela system about the eleventh century A. D. The earliest
writer on this system is LocRana Pandita of Mithila (then a part of
Bengal) who, according to his own statement, wrote his
‘** Raga Tarangini ”” in the Saka year 1082 (1160 A, D.)* ‘This
work was written about half a century earlier than the great work
of Sarngadeva ‘¢ Sangita Ratnakara (1210-1247 A. D.). It appears

‘that the Mela system had not yet come into vogue in that part of
the country in which Sarngadeva lived, for we do not find a
vestige of that system in his work. The Gramas and thejr
Murchhanas on which the ancient melodic edifice was built were
abandoned and the Srutis lost their original significance in the
new order of things. Five Vikrita (chromatic) notes were
introduced and numerous combinations of the seven Suddha
(natural) and the five Vikrita notes were called Samsthanas or
Melas. . These Melas appeared in two different forms in the two
schools of Indian music : the Hiadusthani or Northern and the
Carnatic or Southern. The Scales of Origin and the Vikrita notes
were different in the two schools. The Scale of Origin of medieval
Hindusthani music was equivalent to the ancient Shadja Grama
and that of modern Hindustani music is a scale which is equivalent
to the European Major Scale. Both these scales are diatonic. But
the Scale of Origin of Southern India is a scale of unusual structure
not found in any other part of the world. Many Melas of similar
structure are found in both the schools of music, These Melas
appear to be peculiarly southern in character and must have been

*This carly date of the Ragatarangini is not beyond dispute ; see Kshigi

Mohan Sen, the Visvabharati Quarterly, Nov.—Jan., 19434, pp. 249-725
“ the Journal of the Music Academy, Madras, Vols., IV. p. 68., XV, p, 42_5{7??{1
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Dravidian in origin. These modes are very similar to the chromatic

scale of ancient Greece which made its appearance there for some

time and subsequently disappearéd. These Melas presented the

greatest difficulty. Existing principles of structure of scales could

not explain them. New principles had to be ditscov?red. After

prolonged investigation undertaken with this end in view a tl3e?ry

has been formulated, which is, it is claimed, capable of explaining

scientifically the structure of all known melodic forms. This

theory has been set forth in three chapters : the fourth, .the fifth
and the sixth, Preliminary topics relevant to the elucidation of the

theory have been dealt with in the first three chapters. A new

system of notation needed for expressing scales and modes'm J}xst
intonation has been described in the first chapter and the scientific
theory of consonance has been fully explained in the sccond' chap-
ter. The inadequacy of the cycle of twenty-two, on Whlc.h the
ancient Sruti system was based, has been shown and substitution of
the cycle of fifty-three has been proposed in the third chap-tcr, t.he
new divisions being called Anushrutis or monatones. Relationships
of notes have, according to the salutary ancient Indian custom,
been expressed by means of these Anusrutis throughout the whole
treatise. The principles underlying the structure of scales have
been explained in three different aspects in the fourth chapter. The
next two chapters are devoted to explanation of the structure. of
scales. Altogether twenty scales have been found to be sufﬁglent
to serve as basis of all possible melodic forms and compositions.
These have been divided into four groups of five each. The first
two groups contain scales of diatonic structure, which have bcgn
characterised as Simple Scales. Group ' A of these scales has also
been called Primary Scales and Group B Secondary Scales, The
other two groups have been termed Chromatic Scales on the
analogy of a Greek scale of similar character referre.d to above.
These scales possess the peculiar feature that their tonics have 'both
the Major and the Minor Thirds placed one after the other exthe:r
above or below them. Group A, in which the Thirds are placed
below the tonics and are descending in character.

The first four scales of the Primary Group, which include _the
European Major and Minor Scales, were the basis of all ancient
music both in Europe and in India, They are identical with the
four ancient scales, defined by Bharata, which were the sole basis of
Indian music till the introduction of the Mela system. Each.of
these scales was used in seven Murchhanas or mode-octaves starting
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from the seven notes of the scales. The illusive conception of
¢ Murchhana ** which has been translated into English by the woid
“ Mode” used in the limited sense of a species of octave, has been
fully elucidated in the seventh chapter. In- ancient times, when
only one Chromatic note was in use, the Murchhanas were used in
their original forms without any alteration of the notes or the

tonics. These were the Common Tonic forms of Murchhanas.

These presented great difficulties in practical use and gave place to
Melas, which were Common Initial forms of Murchhanas, Sa being
the common initial for all Melas, This revolutionary change
brought about. a complete overthrow of the ancient .system.
Srutis having lost their original use and Ssignificance, it became
almost impossible to ascertain thé. scale to which a Mela belonged.
The scale of a Mela could now be ascertained only by -the tonics,
which bad different positions in different Melas, to be determined
from actual use. In order to facilitate the determination of the
scale of a Mela, we have appended at the end of the seventh chap-
ter twenty tables containing the notes of Sa-initial Modes of all
scales in Just notation, :

Commg to the Mela penod we are faced with the dlfﬁculty,
which at first sight looks insurmountable that the number of Melas
far exceeds the requirements of the ancient system, which recognis»
ed only four scales of diatonic character. - Seven melas were
sufficient for the purposes of that system, whereas we come across
more than forty Melas, most of which are of peculiar combinations
of notes inconsistent with the ancient system. Scientific explana-
tion of the structure.of all these Melas could be found only in the
new theory- of scales formulated in this treatise. Many lists of
Melas varying in number from twelve to twenty, are given by
different. medieval theorists belongmg to both the schools. These
have been separately dealt with in three chapters, two of which are
devoted to Melas of the southern school. The Vikrita notes used by
the northern writers are characterized as Komala (flat) and Tivra
(sharp) as in Europe. Inthe southern school these notesare given
peculiar appellations borrowed from - the treatise of Sarngadeva.
The word used by Sarngadeva did not indicate ' chromatic notes,
but were intended to explain the structure of his Sadharana Grama,
which was' misunderstood by the southern theorists. An
explanation of this scale, which is very important inasmuch
as it is identical * with and most probably the source of
the Suddha Grama of modern. Hindustani music, will be found

.
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at -the end of the eighth chapter, It should be pointed out here
that though  the Sruti allocations of the Scale- of Origin of the
southern school are the same as those of the ancient Shadja Grama
it is not a diatonic scale like the latter. Taking into consideration
the practical use made of the Sruti intervals that scale must be
interpreted as a Chromatic Scale. We had some difficulty in
decyphering the structure of the southern Melas which were derived
from this unusual scale. We had to devise a special
formula for the interpretation of these Melas. Satisfactory
scientific explanation of all “useful Melas was found with
the belp of this formula. A formidable stumble was, however,
encountered in the Melakarta scheme of the reputed
southern theorist Venkatéswara Dikshit, popularly called Venkata
Makhi. ‘This is an ihgenious device consisting of a symmetrical
‘arrangement of notes, which is outwardly attractive and too
highly appraised by southern lovers of music. The fallacy of the
scheme is apparent from the position of equality with Ma, the
sacred unchangeable ' note of ancient India, given to sharp Ma,
which makes the ugliest dissonance with the initial note Sa.
Modes  having this'note are rare and -very difficult to sing. Yet
an equal number of melas are alotted to both the notes, the other
notes being common. The scheme-consists of seventy-two Melas,
of which only nineteen were, according to Venkata Makhi’s
admission, in practical use in his own time. His only justification
for the scheme was that the new Melas proposed‘ by him might
be used at some time in future. Neither is his scheme com-
prehensive as he claimed it to be. But the greatest drawback
of the scheme is that about two-fifths (27) of the total number of
his melas have been found to be bad and scientifically inexplicable.
That some of his proposed Melas have been found to be scientific-
ally éxplicable must be coansidered to be a mere chance. We
shall see that critics of Southern India have a]ready begun to

'doubt the utility of lhe scheme,

It is a remarkable fact that almost all Melas, stated by theorists

"of both the.schools to be in actual - use some time or other have

been found to be scientifically correct. This fact proves two things:
first that the theory propounded in the present treatise is compre-
hensive enough to cover all the existing modes of Indian melody ;
and secondly, that the musical instinct which has been able to build
up 1he superb structure of that melody may be rehed upon to a great
extent for advancemerit of the art, Even so, sucha theory was a
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necessity, inasmuch as instinct is always blind and faltering and

“needs a corrective in order to ensure accuracy and inspire confi.
dence, such as only scientific knowledge could do. It must, more-
over, be remembered that a great deal of difference of opinion and
controversy regarding the structure of many Ragas exist and that a
large number of Ragas have been lost for good for want of a firm
scientific basis. A sound theory alone can remove all doubts and
save the system from loss or deterioration.

The time-honoured custom is to call Melas after Ragas. This
custom has led to much confusion. We find that the same Mela is
called by different names not only in different parts of the country
but aiso at different periods in the same country. For example,
Bhairavi of Lochana, that of modern Hindusthani music, and that
of modern Carnatic music stand for quite different Melas. ‘Again,
the Mela that is called Bhairavi in northern India is called Todi in
southern India and the latter name is applied to a different Mela in
northern India. This confusion is ipevitable, because the same
Raga is called by different names and different Ragas are called by
the same name in different parts of the country. There is, further,
difference of opinion about the Mela proper for a particular Raga
in the same part of the country, In order to avoid confusion, we
have called Melas by the peculiar notes which characterise them.

These are somewhat analogous to the Key-signatures of European

music. But the signatures are usually understood to serve a
purpose-in Europe which is different from that for which they are
used in Indian music, though they can be and are believed by some
persons to serve the same purpose. But the Key-signatures are
very limited in number and consist of either flats or sharps only.
Five flat and one sharp Key-signatures are used as Mela-signatures.
There are numerous other Mela.signatures, which consist of both
flat and sharp notes. For example, D6 F (RoMi), D6 F A6
(Ro-Mi-Do) and so on. These cannot be used as Key-signatures.
Melas have been called after their signatures in this treatise. Thus,
No.Go Mela, Mi Mela, Ro-Mi-Do Mela and so on. This method of
naming Melas will, we hope, be found useful in every part of the
country,

The number of Melas which were actually used in Hindusthani
music in the medieval period has been found to be
twenty-six. Only twelve of these have survived, fourteen
most of which are Chromatic Melas being lost in oblivion, Ten
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new Melas have been ‘added to the modern Hindusthani system.
So the total number of Melas now used in that system is twenty-
two. Of these six are Primary Melas, four Secondary and
twelve Chromatic. Ragas in some of these Melas are found to be
based on mode-octaves which start with notes other than Sa, the
proper mode-initial for all Melas. The notes of these' Ragas had
to be so altered as to make Sa the mode-initial. The signatures of

" the Melas of thesc Ragas were ascertained according to these altered

notes. These signatures are not to be found in the current system.
They include some notes which are not used in that system.

The scientific principles underlying the Raga system have been
elucidated in the first seven chapters and'ex[_alana.tion of that system
in the light of these principles have been given in the five conclud-
ing chapters. The conception of Raga has been shown to be .the
culmination of a process of evolution t_hrough long centurlz?S.
Though it had its origin in the Indian soil, _1ust' as harmony ha}d 1.ts
in the European soil, it has nothing either natn_onal or parochial in-
it. The system, if properly understood, wxl.l be found to be
universally acceptable with necessary modlﬁcatnoqs in order to suit
local needs of language and temperament. We believe that we have
been able to show in the following pages that the. Raga syste.m
holds an unique position in the melodic wor.ld and demands spef:xal
attention from all true lovers of the musical art. Pure classical
Indian music based on Ragas is independe.ns of poetry or lat}guage,
Ragas may be described as familiar recognisible patteens which can

be stored in the memory and reproduced by voice or instrument and

can be readily recognised when so reproducgd by others. The
individuality of a Raga is not like that f’f a par.tlcular song, for any
number of.songs can be composed in it, in dlﬁ'er'ent rhythm§ and
styles and with different variation§ and embellishments vglthout
destroying its individuality. The difference betw?cfl a poetic song
and a Raga-song is that a poetic song h?.s no abiding pattern in it
which can be distinguished from it ; whule. ina true gaga-sgng the
pattern is supreme and its individuality is c]carly. distinguishable
from and never over-shadowed by that of the particular song. It
must, however, be pointed out that there are Elumer.ous so-called
Raga-songs composed by incompetent composers in which the R‘aga
pattern is not clearly discernible. It is not, therefore, always possible

i larly accept-
number of Melas mentioned by Bhatkhande and popu
ed ii'onrlryhfen‘.] These are not, as we shall see, sufficient to cover all the Ragas

used in modern Hindusthani music.

24
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to appreciate the true spirit of a Raga by merely learninga few songs
in that Raga. ‘That appreciation can be had only by understand-
ing the principles underlying the structure of the Raga. Some
observations made by Pramatha Nath Baaerji, an eminent professor
of classical Indian music of Bengal, made in the course of a letter
written by him on 1st October 1929 to the Committee on Indian
music teaching in secondary schools of Bengal, may be quoted here.

¢ ***% A training in classical Indian music, if confined to
songs only, will, I am afraid, be an apology for training. The
simple reason is this: A student may be taught any number of
songs without getting an insight into the spirit of music. To get at
the spirit of the music, he must be made conversant with the princi-
ples, and not facts. The principle of classical Indian music is the
sentiment and structure of the ragas. The factsare individual songs
which are derivations from the ragas and can be deduced at will.
f‘\ knowledge of facts only is at best imperfect knowledge. It
is the knowledge of the parrot or the gramophone**** T would
therefore, humbly advise the authorities concerned to instruct boy;
prin{arily in the ragas which constitute the very source of Indian
music. The ragas may be learnt irrespective of language — and
would present obstacle to no creed, caste or colour. Songs if at
all necessary may be introduced later on as supplement. Pure
higher Indian music is always divorced from poetry. *

o Tlfe learned professor does not, unfortunately, give any
!ndlcatlon of the method to be adopted for teaching Ragas. An
instrumentalist himself, he presumably contemplated the method of
teaching them through instruments. A stringed instrument of the
Veena type with movable frets is well suited for this purpose
.Bpt the foremost and the most important thing required for Iearn-.
ing Ragas is full instruction about their structure. Descriptions of

Ragas are found in all books on musical theory. These are almost

invariably incomplete and faulty. The descriptions given in the
ﬁft.ecmh, the sixteenth and the sevénteenth chapters of this treatise
wplch embody the scientific principles uaderlying their structure:
will, we believe, be found to be adequate and complete,

Study of the earlier stages of Indian melody shows that
th? ' modern melodic  system differs widely from the
?rlgmal system, ‘as it is known to us. Ragas did not exist
in the ancient system., The word ¢~ Raga ” is rarely used in
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the most ancient works on music. It is mentioned only twice in
the Naradiya Siksha, the earliest known book on Indian music. It
also occurs the same number of times in the Bharatiya Natya
Sastra, a later work. In both these ancient books the word is
used in a sense quite different from its modern significance. It
came to be used in its modern sense several centuries later. The
rudiments of Ragas are to be found in the seven modes of the
Naradiya Siksha, But their real forbears were the seven original
Jatis, which were later on enlarged to twenty-one, in the time of
Bharata. Some of the ten characteristics of Jatis are still to be
found in the modern Ragas. The basic scales used in the Jatis
have largely increased in number in the modern scheme. That
potent instrument of expression—omission of particular notes—was
used as elaborately in the Jati system as in the modern Raga system
and that with almost scientific precision. Transilient scales have
been used for hundreds of years not on account of inability to sing
the small interval of a semi-tone as Helmholtz supposed, for there
are transilient scales in which those intervals are left undisturbed.

* Omission of notes is a rule of melody based on purely scientific

necessity and indispensable for the true expression of most Ragas
as we shall see.

Limitation of a Raga within an octave of a scale is another
rule of melody, which is found to be applied in the Jati system in a
limited manner. The full implication of this limitation was appre-
ciated some time later, when Murchhanas came to be accepted as
the basis of all melodic structure. Real beginning of the Raga
system may be said to have begun with the introduction of Murch-
hanas in the melodic art. In spite of the fact that they were essen-
tial for the structure of Ragas, they eluded musicians so long as
the tonics were common and individual Murchhanas were determi.-
ned by the changing mode-initials. This difficulty was largely
removed by the substitution of common-initial modes made possible
by the introduction of chromatic (Vikrita) notes. The character
of the Murchhanas and the need for the introduction of Vikrita
notes and common-initial Murchhanas have been explained in the
seventh chapter. This transformation of commoa-tonic modes to
common-initial ones was accomplished by the revolutionary intro-
duction of Samsthanas or Melas referred to above.

The importance of Nyasa or cadence-note and its aesthetic
effect appear to have beem understood since the earliest
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The number of Ragas dealt with in this treatise is seventy.
Of these forty-nine are based on Primary scales, sixteen on
Chromatic Scales and only five on Secondary Scales.

The most difficult Ragas are those which are based on Chromatic
Scales. Confusion is often made by musicians on account of the
use of Melas in which flat notes are used to represent notes
that are in reality sharps of the preceding notes. For example,
the note Ro in RoMi Mela stands for Si--a note which is Minor
Third below Ga and not Major Third below Ma.

We have not dealt with Ragas of Southern India, first, because
the course of their development appears to have been somewhat
different from that of Ragas of Northern India ; secondly and
mainly, because the musical literature is written in languages and
scripts with which we are not conversant. We have, however,
explained all the Melas of Southern music; and our brothers of
South India will, we believe, find in this treatise ample directions
from which the character of the southern Ragas can be ascertained,

In conclusion, we give below a bricf resume of the history of
the growth of harmonic music in Europs in order to understand
its relationship or contrast with the melodic music of {ndia. The
first step towards polyphony, the precursor of harmony, may be
said to have been taken when two persons of different voice-regis-
ters were made to sing together, one taking notes fourth or fifth
above or below the notes of the principal melody sung by the other
voice. This was known as Organum or Diaphony and was invent-
ed on the analogy of magadixing —a practice almost universal. The
real beginning of polyphony was, however, made with what came
to be known as Discant in the eleventh century A. D. This was a

notes of that scal:. The note placed a Fifth above Ra is Dha.
Descending by an octave we get, Dha, of the lower octave., The
“two consecutive Fifths above Dha, will be Ga and Na of the
mid. octave. We will thus get all the original notes of the two
scales, Sa and Pa being the Amsas of the First Scale and Dha
and Ga those of the Fourth., Finally, the major tones between
Ma and Pa, and between Dha and Na are to be divided into
bine egual paris each ; the minor tones between Ra and Ga, and
between Pa and Dha are to be divided into eight equal parts
each : and the semitones between Ga and Ma, and between Na
and Sa! are to be divided into five equal parts each. We will
thus get all thz fiftv-three Anusrutis. These are to be marked
on a slip of paper, which is to be attached to the body of the
instrument just below the frets, A required note can be sovnded
on the instrument by shifting a movable fret to the Anusruii-

mark representing that note, .
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system in which two different melodies were so manipulated as to
ma'ke them rather pleasant to hear when sung by two different
voices simultaneously. While speaking about compositions of this
type Prof. Helmholtz observes that such examples could scarcely
hav_c been intended for more than musical tricks to amuse~
§oc1al gatherings. This device was evidently a chance invention
in no way related tothe needs of the melodic art of the time and
must have been looked upon as nothing more than a curiosity. It
was, however, soon discovered that this device was calculated to
the congregational feeling of the Christian Church, inasmuch as it
:clﬁ‘orded an opportunity to different kinds of voice for participating ’
in a common prayer. The church, therefore, readily adopted the
prmt.:lple involved in this device and applied it to congregational
music. The artof ‘counterpoint’ was soon developed and in a
few centuries an elaborate system reached its perfection in the
16th Century A.D. A polyphonic composition usually consisted of
f?ur parts allotted to four different kinds of voice, so that all could
sing together, each singer taking up the melody suitable to his or -
her own voice.register. One of the Gregorean tunes, which now
came to be called the Canto Fermo (i.e.the fixed melody), was sung
by a voice part called the Tenor, which was the lowest but one in
p{tch. Being sung together with two other melodies of higher pitch
viz., those allotted to the alfo and soprano voice-parts the’
principal melody of the Canto Fermo lost much of its promir’lence
and cﬁ‘c?ct. In fact, the sole aim of the polyphonic art soon came
to 'con31st of bringing about such perfect equality of the several
voice-parts that no single part would appear more important than
any other. The more this object was attained the greater was the
unity of the composition as a whole accomplished. Such culmina-
tfo.n was reached about the end of the 16th Century in the compo-
sitions of the great master Palestrina Mr. W. S. Rockstro says about
these compositions that ‘“ we feel not only that every part is
f]CCCSS'dI'y for the wellbeing of the whole, but that it is absolutely
1¥npos.sible to say in which part the chief interest of the composi-
tion is concentrated.” A great and wonderful art was thus
brought into'being. But it must be observed that this achieve-
ment was made at the sacrifice of another great art, viz., melody
A system, which insists on only such adjustment of i,ts severai
parts as would make them fit in with each other in order to
produce a general effect by the unified whole, can seldom afford
to bestow that undivided attention to a single part which is
essential for the perfection of that part. The individual melodies

\
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of the polyphonic’ texture must, therefore, have necessarily been
more or less poor in their aesthetic appeal. Such a state of things
is least conductive to the development and perfection of individual
melodies. This aspect of the new art, in the zenith of its glory
- was, however, lost sight of for some time by the musical public.
But innate predilection for solo music reasserted itself, bringing
about a revolution in the musical art of Europe at the end of the
16th century. This was known as the monodic revolution origi-
nated by Monteverde. The immediate circumstance which led
this and other artists of the time to introduce * monodia’® was
the revival of the dramatic art on the model of Greek tragedies.
It was now realised that the time-honoured polyphonic music was
ill-suited for producing dramatic effecis. The revolution, however,
came rather too late. The fine melodies of medieval Europe had
lost their hold on the popular mind and ths old modal system on
which they were based had been modified beyond recognition by
the exigencies of the polyphonmic art, Having lost most of the
resources on which a melodic art worth the name might be built,
she had to embark on her unknown career with a halter on her
neck. For though ostensibly a monidic revolution, it canrdot be
said to have paved the way for her complete emancipation, It was
properly speaking a harmonic revolution, inasmuch as it was
destined to bring that freedom from all melodic bondage to
¢ harmony.’ In the beginning there was a sort of compromise, the
melody being attached to the highest soprano part to be sung by
the human voice, and the other parts composed on new harmonic
principles being set apart for instruments. According to these
principles a harmonic composition was to be regarded as a combi-
nation not of melodies but of ‘chords’. This vital difference
between polypony and harmony is sometimes expressed as
‘ horizontal” and ¢ vertical ’ treatments of music. Harmony now
became an independent instrumental art, Melody, on the other
hand, though it acquired a certain amount of prominence, never
again became a truly independent art in Europe, inasmuch as it
became almost invariably wedded to harmonic ideas. Europeans
henceforward became so much obsessed with these ideas that so
great a writer as Tartini asserted that melody was the offspring of
harmony oblivious of the fact that melody existed thousands of
years before harmony was conceived. Treated as alimb of polyphony
melody had her ancient resources already crippled according to the
needs of that art. Associated withsharmony it had now to stand on

~
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the slender resources of that art,” viz., the Major and the

Minor Scales.

‘From what bas been stated above regarding the growth
of the melodic art in India, it would be abundantly clear
that melody as an art needs no support or help from harmony, It
would be only reasonable to hold that the two arts are quite
independant of each other. In fact the two arts start on quite
contrary fundamental ideas. For it is not difficult to understand
that if there is any purpose in sounding notes consecutively, that
purpose is completely frustrated by sounding them simultaneously.
The two processes cannot be followed at the same time without
more or less spoiling the effects of both. The concentration that
is required for a true appreciation of the effects of each of
these processes is impossible if both of them are combined
together. That sort of composition which seeks to combine them
cannot, therefore, serve any great or noble purpose. There is, no
doubt, alarge body of opinion in favour of harmonisation of
melody. But there are also strongly expressed contrary views of
competent Europeans. We give below the transcription of some
remarkable sentences of the renowned Dr. Burney made by Capt.
Willard in his book on Hindusthani music.

« Upon the whole, therefore, it seems demonstrable that
harmony like ours was never practised by the ancients ; however,
I have endeavoured to show, that the stripping their music of
counterpoint does not take from it the power of pleasing, or of
producing great effects; and in modern times, if a Farinelli,
Gizziello, or a Cafarelli, had sung their airs wholly without
accompaniment, they would, perhaps, have been listened to but
with still more pleasure. Indeed, the closes of great singers made
wholly without accompaniment, are more attended to than all the
contrivance of complicated parts, in the course of the airs which'
they terminate *’. ‘

‘“ An elegant and graceful melody exquisitely sung by a fine,
voice, is sure to engage attention, and to create delight without

_ instrumental assistance, and in a solo, composed and performed by

a great master, the less accompaniment is heard the better. ”

We should only add that it is not possible to harmonise
Indian melodies except only those which are like European
melodies, based on the Primary First and Fourth Scales.
Transilient Ragas in these scales even cannot be harmonised with
out materially impairing their character. ’

25



MUKHARI RAGA

BY

T. V. Sussa Rao

~ In the entire realm of Carnatic Music there is perhaps no
_Raga which is so full of feeling as Mukhari. It is Sokarasa-
pradhana. A great English Poet observed: our sweetest songs are
those that tell of saddest thoughts. The essential quality of a
‘Raga is that it must delight the hearts of hearers. A Raga is
nonetheless pleasing though its emotional content is one of sorrow.
For this reason, the Greeks welcomed tragedies more than come-
dies. Rasanubhava is one thing and actual suffering is another
thing. No feeling can be so intense as sorrow. It is for this
reason that Mukhari stands first among the soulful melodies.

In another sense too Mukhari may be regarded as the first in
the order of time, being the oldest Raga from the Vedic point of
view. It is commonly said that music was derived by Brahma
from Sama Veda. This is but a mythological statement of the
fact that though there was tonal variation in the chant of the other
Vedas the full complement of 7 notes was employed directly or
indirectly only in the recital of Sama Veda. The 7 notes of the
Samagana or the Svaras of the Shadjagrama which from the Sruti
values is equated to the scale of Kharaharapriya or more strictly
to the notes of Bhairavi in the ascent. If the notes of Bhairavi
in the descent Were the same as in the ascent, as they were before
the time of Lochana Kavi, then such Bhairavi which avoided
.Komala Dhaivata altogether would be the Samic scale. Now as
it is, we must speak of Kharaharapriya as the nearest approach to,
or.as, the Samic scale itself ; for mere sharpening or flattening of
a note by so much as a comma, more or less, will not alter the
scale. For a scale to be different the variation by atleast a semi.
tone would be required. This is just the reason why the Samic
scale is spoken of as Kharaharapriya.

A scale by itself will not constitute a Raga. A certain order
of notes with or without the omission of certain note or notes
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with peculiar combinations or Sancharas with Gamakas and
other embellishments would be necessary to express a Raga:
Conceding that there are differences in the Samic chant and there-
fore taking only the greatest common measure of agreement in
the recitals, it will be seen that it represents thg rudiments of the
modern Mukhari Raga except in so far, as in the case of Bhairavi,
the Komal Dhaivata has been slowly but perhaps to a lesser extent
displacing the Tivra Dhaivata in the descent.. Samagana is the
basis of Mukhari which takes S r m p (n) ds inthe ascent and
Sndpmgrs in the descent with Komal Dhaivata coming in as
Anyasvara in the descent though there are exceptions to it in many

Sancharas.

It is not to be supposed that Mukhari Raga as we know it
was coeval with Sama Veda. The basic element of the Raga is
to be found in the chant from which it was developed. It must
be remembered that no Raga as such existed during the Vedic
era or even for some centuries after Bharata. Only a century or
thereabouts before Matanga did the concept of Raga evolve.
Jatis which roughly served the purpose of Ragas were notuin any
sense abstract melody modes such as Kambhoji or Sankarabharana,
They were set tunes which contained Sahitya, The various names
of Jatis indicated the initial words of different compositions.
There were several compositions in the same tune. It was
however the initial words of standard or the best known
composition that give the Jati its particular name. To cite a
modern example it will be noticed that several composi.
tions in Sankarabharana are cast in the same mould like
¢ Yedutanilachite”’, ¢ Manasu Swadhina ”, ¢*Akshayalingavibho *,
“ Yelagudaya ”, ¢ Pasyti disi disi”. Most of these songs were in
Triputa Tala. Tyagaraja however also added a song in the same
Varnamettu in Adi Tala. The Varnamettu of these compositions
should have had for its basis the corresponding Jati which seems to
have persisted in its form long after the Sankarabharana Raga
evolved. While Mukhari too had its corresponding Jati to
develop from, its roots in Samagana existed long . anterior to thc
rise of Jatis. It is therefore the oldest Raga.

A discussion of Mukhari Raga would be incomplete without
reference to a Raga of the same name now classified under the first
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of"thc' 72 Melas formulated by Venkatamakhi, the grammarian of
"modern Carnatic Music. This Raga which is termed Mukhari or
‘Suddha Mukhari taking the notes Srmpds in the ascent and
Sndpmgrs in the descent seems to have the same notes as Mukhari
of the 22nd Mela, which we have been considering. But being
placed in the first or Kanakangi Mela the Sruti value of its notes
"becomes entirely different. In actuval practice there existed at no
time any Raga corresponding to the Mukhbari of Kanakangi Mela.
The recent compositions of Mela Raga Malika or Kirtanas in all
Mela Ragas have made use of the first Mela for the mere sake of
theoretical completeness, but not as interpretation of a traditional
Raga. The old Mukhari took Suddha notes in the classical sense
i.e. S with 4 srutis, R with 3, G with 2, M with 4, P with 4, D with
3 and N with 2. After the emergence of all Vikrata Svaras and
thus the 12 semi-tones to the Saptaka, Shadja instead of having
4 srutis next after Mandra Suddha Nishada became the starting
point of the scale. Shadja, the Niyata Sruti, the last of its 4 srutis
became the first sruti of the Shadjagrama. The 3 srutis preceding
it were relegated to the lower Saptaka, In the enunciation of the
srutis of a Svara the last Niyata Sruti of the previous Svara was
not included. The Suddha Rishaba of 3 Srutis did notinciude the
Suddha Shadja. When Shadja became the starting Sruti or the first
note of the scale the value of other Svaras became increased by
one. The third Sruti beginning from and including Shadja which is
only of Dvisruti value was mistaken for Trisruti Rishaba and was
regarded as the old Suddha Rishaba which had a Trisruti interval.
Similarly Chatusruti Rishaba came to be regarded as Panchasruti
Rishaba. The fifth sruti can have an interval of only 4 srutis and
not 5. Suppose an event happened on a Sunday and it occurred
again on Monday following, it may not be wrong to say that the
event occurred on the second day also; it will certainly be wrong
to say it occurred after an interval of two days, Likewise
Rishaba the third Sruti from and including Shadja was mistaken
for Rishaba of Trisruti value. Similarly Chatusruti Rishaba the
fifth sruti from and including Shadja came to be regarded as Pancha-
sruti Rishaba. It is surprising how eminent Lakshanakaras whose
names it is unnecessary to mention have fallen into this error. Con-
fusing the third Sruti with Trisruti and fifth sruti with Panchasruti,
Kanakangi was misinterpreted by Lakshanakaras as Suddha scale
~and Mukhari of the 22nd Mela was brought under the first Mela,
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If Shadja as the starting points of a scale of 12 semi-tones or
Svarasthanas mislead the musicologists into the confusiow of
esteeming the most unmusical scale as the scale of Suddhasvaras, it
was at once the foundation for the growth of the Raga system
which is the special contribution of Indian Music to the music of
the World. Evolving the Raga as an abstract idea from the Jatis °
with a distinct form and identity all its own capable of infinite
elaboration, is the highest achievement of Indian genius. The
unlimited scope it gave the artist for the display of creative imagi- -
pation made it the main item of a concert. Time was such when very
few compositions were rendered in a musical performance. Raga

‘and Tana with occasional Pallavi for rhythmic effects, formed

substance of a Kacheri. The Raga system is the glory of Indian
Music. It is therefore most unfortunate that text writers should
have degraded into the most unmusical scale which is the first of a
mathematical tabulated system of Melas, the Raga Mukhari which
by antiquity and richness of emotional content stands as the crown
of Carnatic system of Ragas. Actual practice however has all
along esteemed it properly as taking the notes of ancient
Shadjagrama, the basis of all that is best in our music.



RAGA NIDHI

A comparative study of Hindustani and Karnatak Ragas by
Sri B. Subba Rao, Nagpur. Pp. 14+25+4152. Price Rs. 3/-.
(Vishnu Digambar Smarak Samiti, Poona-2).

Review : Sangita Kalanidhi Mudikondan C. Vepkatarama
Iyer.
_ Raga Nidhi, the first volume of which has now appeared, isa
valuable publication and will be highly useful as a competent
guide to a comparative study of the Ragas of the Hindustani and
Carnatic systems of our music. The author is not a mere
musicologist or a research worker in music. He is a musician
himself and koows both Hindustani and Carnatic music well.
Besides being a Vocalist, he is also a good player on the violin and
the Vina. He has also been closely connected with the AL.R.
Nagpur, as an artist and as a Member of the Programme Advisory
Committee. He used to jot down notes on the various Hindustani
and Carnatic Ragas for his personal use and reference. These
notes which had considerably swelled over a period of 25 years
and more are now collected and published as Raga Nidhi.

In an introductory chapter the author gives a brief account
of the two systems and more particularly of the Ragas old and
new in Hindustani music. Hindustani as well as Carnatic music
are both melodic systems and the Raga, based on the notes of an
octave, is the fundamental unit in both systems. Whether music
is rendered as a pure and abstract alapanam with no sahitya at all,
or in the form of a Khyal or Pallavi where a few words and quite
a simple idea are expressed musically or again as a Kriti,
Kirtanam or a Song with a considerable number of words express-
ing lyrical or other poetic thoughts musically, the Raga is the
fundamental constituent in both the systems. A Raga is therefore
something like a skeleton or a frame or a basis on which a parti-
cular type of the beauty of music is built and embellished. It
therefore corresponds roughly to a metre in prosody. But, except
perhaps in Sanskrit where the beauty of the metre of a poem is as

- dominant and striking as the beauty of the poetic thought
expressed, prosodical beauty is always subordinate to poetic
beauty. But in the case of our music, the Raga is the predomi-
pant and striking feature of a musical composition, and the words,
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if any, and the thoughts expressed are always of a subordinate
interest and are always only in the background. In Hindustani
music there was for a long time hardly any attempt at classifying
these Ragas comprehensively. The old classification into Rag,
Ragini and Putra Rag was felt to be unsatisfactory, especially in
view of the fact that a Rag and its Ragini and Putra Rag used
different varieties of a swara. At last Sri Vishnu Narayan Bhat
Kande introduced some sort of order and system by classifying

- most of the then prevalent Ragas under ten *‘ thats’ or scales or

¢t MELAS® as they are called in Carnatic music. The ten thats
standardised by him and their corresponding melakartas are :

That « Melakarta & No.
Yaman or Kalyan Mecha Kalyani 65
Balawal Dhira Sankarabharanam 29
Kamaj Hari Kamboji . 28
Bhairav . Maya Malava Gaula 15
Kafi Kharaharapriya 22
Asavari . Natabhairavi 20
Bhairavi Hanumatodi 8
Todi Subhapantuvarali 45
. Poorvi ' Kamavardhani : 51
Maruwa Gamanasrama 53

1t will be noted that in view of the fact that Hindustani music
recognises and uses only 12 notes in an octave and there are there.
fore only two varieties each of R, G, M, D and N and there-
fore Suddha Gandhara, Suddha Nishada. Shatsruti Rishaba and
Shatsruti Dhaivata have no place in Hindustani music, no less
than 40 of the 72 melakartas of Carnatic music can have any

corresponding ‘¢ Thats ** in Hindustani music. Of the 32 primary
Scales only ten have so far had their corresponding thats as already

poticed, But it must bs noted that new and additional thats
corresponding to Carnatic Melakartas Nos. 9, 16, 21, 23, 26, 52,

59, 63,63 and 64 are now found necessary in view of many new
Ragas evolved and old Ragas re-introduced and reviewed there.

It is also interesting to notice that Hindustani music has of late
been able to absorb and assimilate Shatsruti Rishaba and Antara
Gandhara combination taken along with Shatsruti Dhaivata and
Kakali Nishada and therefore there is also a growing necessity for
a ‘“that” corresponding to 36th Melakarta, Chala nata !

As instances of such new Ragas, mention is made of Patadeep,
Chandra Kauns, Marubihag, Kalvati, Madhuvanti, Sivaranjini
and Rathka Lalit or Durgandharabhushani.
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Bhavani Khedar is a Raga evolved by the anthor. Darbar
+ Kauns, Lagan Gandhar, Malavati and Rasiya, Bageshri Bahar are
some more ragas noticed as recent additions to the stock of our
Ragas in Hindustani music. ¢‘Inventing new Ragas,” the author
says, ‘“is a highly intellectual-and commendable branch of study
of Indian Music, True, but there are very important and practi-
cal limitations to the possible scope for such new evolutions and
inventions, particularly as regards Carnatic Music. One can
casily take any one of 72 Melakarta Ragas and omit particular
Swaras in the Arohana or the Avarohana or in both and thus
theoretically evolve a new Raga. But a mere Arohana—Avaro-
hana Krama does not always constitute a Raga. Again, a parti-
cular Arohana—Avarohana Krama as derived from a particular
Mela may constitute a Raga. While the same Arohana—Avaro-
hana Krama as derived from other Melas may not give us a raga
of proper dimensions and definite beauty. If it were otherwise, we
should have had as many as 71 other Ragas, with the same
Arohana—Avarohana Krama, S-R-G-M-D-N-S and S-N-D-M-
G-R-S as Sri Ranjani! Again as R-G can come togetherin 6
possible different ways, and in P-N, N can be taken as flat or

sharp, we could easily have had no less than 11 other Ragas with.

the same scheme as our Hamsadhvani, viz. S-R-G-P-N.S and
S.-N-P-G-R-S! But all that would be artifice, not art. A Raga
is not mechanically and aesthetically created. The new Raga
evolved must have a distinct personality or Swarup and when
elaborated, it must be capable of suggesting, manifesting, and
developing quite a distinct type of musical beauty, unified and

whole. It must not appear as a path work of stray bits of other

Ragas, somehow ingeniously thrown together., The new-comer
should be a genuine new-comer and not a bogus entrant masque.
rading in borrowed finery and skilful disguise and seeking
admission under false and hallow pretence.

¢ To get properly acquainted with the Swarup or Bhava of a
Raga,” as the author rightly observes, ‘it is necessary that one
should listen repeatedly to the Raga being rendered by great artists
both vocalists and instrumentalists,” and this applies all the more
strongly to such newly invented Ragas. Carnatic music is therc-
fore not over-enthusiastic in welcoming newly invented Ragas, but
is wary and cautious and witholds recognition till they prone their
merit by their popularity and vogue. The author next draws our
attention to some of the features of Hindustani Ragas which
distinguish them from Carnatic music. Hindustani music, as
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has already been noticed, recognises no swaras corresponding to
Suddha Gandhara, Suddha Nishada, Shatsruti Rishaba and
Shatshruti Dhaivata, as there are only 12 notes and not 16 in.an
octave in Hindustani Music. Secondly, in Carnatic music, a Raga,
whether it is a Melakarta or a derivative from a Melakarta, takes
its swaras only in one of their varieties, flat, sharp, extra flat or
extra sharp. The other varieties of the Swara are as a rule to be
rigorously avoided. Of course there are exceptions and they are
very important exceptions. Bhairavi for instance takes both the
varieties of Dha—Suddha Dhaivata and Chatusruti Dhaivata whilé
Kamboji, which is a derivative of the Hari Kamboji Mela takes
not only the Kaisiki Nishada which alone is.the correct Nishada for
that Mela but in the special combination S-N-P-D.S, it takes the
Kakali Nishada, which is entirely foreign to that Mela. And there
are many other instances also wherein special snatches of foreign
swaras ar¢ used. But such use is exceptional and is strictly cofis
fined to time-honoured tradition and practice and cannot be freely
indulged in. In the case of Hindustani Music, there is no such
restriction and most of the Ragas freely use both the Komal and
Tivra varieties of a Swara. This is in fact that main reason why’
it is so very difficult to classify Hindustani Ragas in any compre-
hensive and exhaustive classification, Thirdly there are what are
called Misrita or Samyukta Raga, that is Ragas which are really a
blend of two entirely distinct and separate Ragas. Such blends are
quite foreign to Carnatic Music. What would be thought of.
a Carnatic musician who should for example fuse Todi
and Kalyani together and thereby ‘ confuse’ inan attempt at evolving

" a Samyukta Raga? But Samyukta Ragas and Misrita Ragas.

cause no such aesthetic confusion or difficulty in the Hindustani
Music. * Great scope,” the author observes, “exists for such fusion-
of two Ragas into one.” Fourthly, there are in Hindustani Music, a‘
number of Samaprakritik Ragas, that is, Ragas which have practi-’
cally the same Arohana-——Avarohana Krama with the same varieties
of Swaras, the Ragas differing from each other only in the way in
which the Swaras are taken and the Arohana—Avarohana Krama
negotiated. As a close parallel, we may mention Surati and
Kedaragowla in Carnatic music which have practically the same
ascent and descent and use the same Swaras and are derivatives of
one and the same Melakarta. Manji and Bhairavi may be men-
tioned as another instance. But ‘such instances in Carnatic.
26 o
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music are comparatively very, very few. They are more common
in Hindustani Music.

" Another important and striking feature to be noticed in
Hindustani Music is that in the case of same ragas there are
different varieties of one and the same Raga. Raga Badahamsa
for example has as many as four varieties. The first variety with
S.R-M-P-N-S and S-N-P-M-R-S exactly corresponds to our Raga
Madhyamavati. The second variety has S-R-M-P-D-N-P-D-N.§
as:its Arohana and S-N-P.D-P-M-R-S as its Avarohana and corres-
ponds to our Deva Manohari. The third variety has the scheme
S-R-M.P-M.P-N.S and S-N-D-N-P-M-R-G-R-S and roughly
corresponds to Sree Raga of Carnatic Music., The fourth
variety corresponds to Brindavana Saranga. These different varie-
ties of Badahamsa are called Kamaj Badahamsa, Kafi Badahamsa
and Bilawal Badahamsa, according as they come under Kamaj,
Kafi or Bilawal * thats . Such varieties of one and the same Raga
are peculiar to Hindustani music. In Carnatic Music, the Raga
Kanada may perhaps be cited as a parallel as it is rendered some-
times as a derivative of the Sankarabharana or Kharahara-
priya.

" Ope more important fact to be kept in mind is that in the two

systems there are very few Ragas which are identically the same
and are called by the same names. Very often the same or very
similar names denote entirely different Ragas in the two systems,
and conversely the same or very similar Ragas are called by entirely
different names. Thus, what is called Todi in Hindustani Music is
called Subhapantuvarali in Carnatic music, while what is called
Todi in the Carnatic music is called Bhairavi in Hindustani
Music. Again, Bhairavi of the Carnatic system is called Asavari
in the Hindustani system, and this name ¢ Asavari’ closely
resembles the name ‘‘ Asaveri” of the Carnatic systum, though
the two ragas denoted have no resemblance or connection and are
far apart. In addition to this bewildering confusion of names,
there are ragas in each system for which there are no exact
counterparts or even close or rough parallel in the other system.

All these points referred to and briefly touched upon in the
first 25 pages of the book in a sort of introductory chapter, are
adverted to in greater detail in the Notes on the various Ragas
which follow and form the contents of the Book. The Ragas are
taken ip the alphabetical order of their names, Abheri of the
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Carnatic ‘Music heading the list. Some 106 Ragas, A to C, are
dealt with in this first volume. The notes on the Ragas are in two
sections. The first section is devoted to Hindustani Music and
the second to the Carnatic system. - We have gone through these
notes very carefully and find them very clear, analytical and full.
The Swarup or the Arohana—Avarohana Krama of the Raga is
given and the varieties of the Swaras used are indicated. Similar
Ragas, similar either in name or in Swarup, are next noticed.
Special and characteristic ©prayogas’, ¢ Sancharas® are briefly
indicated and well-known musical compositions in the Raga are
mentioned. Other relevant and interesting facts bearing on the -
Raga are also added, thus making the notes fairly complete. Thus
on page 130 we learn from the notes on the Hindustani Raga
Champalika that as a rule the two notes, Pratimadhyama and
Kaisika Nishada were till recently mutually exclusive in Hindustani
Music and that Sreedbar Dage of Nagpur who has .invented the
Raga Champalika with the scheme S-G.M-P-N-S and S-N-D-P-M-
G-R-S of 64th Melakarta was practically the first to introduce the
innovation. Incidentally this Champalika already exists in the
Carnatic music as ‘¢ Ketakapriya”. In the notes on Raga
Chandrakanta of Carnatic Music, the author points out that
ancient treatises give the same Arohana and Avarohana for
Chandrakanta and for Kalyani of which it is described as a janya
and it is therefore difficult to say how the two Ragas differ and
there are no compositions in Chandrakanta to guide us in the
matter. If M is omitted in the Arohana then it will resemble the
Raga Chandrakant of the North. The Raga Ambika of the North,
also known as Madhuvati or Madhumalati is a recent invention by
vaman Rao Padhye of Kolhapur and Ustad Vilayat Khan of
Gouripur. This new invention however is only the 59th Mela-
karta, Dharmavati of the Carnatic system. The authorhastaken
great pains and has hunted up many rare and less familiar Ragas.
Churmika Vinodhini is a comparatively rare and very unfamiliar
Raga, a derivation of 66th Mela, Chitrambari, But there is a soli-
tary composition in it: ¢Kamsantaka Nannu Brochutaku’ in
Adi Tala by Tiruvottiyur Tyagaraja and this is mentioned in the
Notes.

We cannot help pointing out that a few inaccuracies have crept
into the book and have not been noticed in the Errata. ‘Inka Daya
Raleda’ is a composition by Patnam Sri Subrahmania Iyer and not
by Vina Sri Kuppa Iyer and ‘Sugunamule ’ is a composition by
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Sri Tyagaraja and not by Patnam Sri Subrahmania Iyer as
0 mentioned on page 127, Again in the Notés on Abheri the‘:"'mgllly
:;:::]gd s:l;ex‘x‘xt;{r‘x.t: ‘In ’fktoha swaras Ri & Ni are not us:dl’s t;:
ould b 1 land.D . N is used and the Aroha—Avarohana
o stateﬂ(;orrcf:t‘y given in the Notes. Again on page 139 there is
e siater ent P In P.ooma Chandrika Dha is not used * and th
roha ccordxfngly given as S-R-G-M-P.N.S. But Dha i o
&Sl?lg'-lcti .1;4 N; gxalg is not used in the Aroha, the correct Arghzisb‘;?rerd
o statecis;ha?nlg }:)an ?sag:sfg ti?)e :rrohha isAcorrectly giveﬁ
| - oha, aj
::::;::; tv!;::v lzlandgz::la is a Janya of tfle 29th Mela bft lt?xéllgir?::;(l)r
e M n ¢ Sampradaya in vogue treats it asal ¢
| ’ ola. anya of

The book is on the whole '

s 1e very valuable as a uys
tg':elf:h;?ﬂ? _cl:)omparatxve study of the two systems ofef::ls?nd T
T € book should appear not only in English b o an.d we
‘amil, Telugu and Kannada as well, 7 utin Hindi

TWO NEW KRITIS OF SRT MUTHUSWAMI

DIKSHITAR
ABHAYAMBA NAYAKA

in Anaudabh;liravi on Mayuranathan
at Mayuram and
MADHURAMBA JAYATI
in Paraju on Meenékshi at Mathurai

EDITED BY .

Vina Vidwan A. Sundaram Iyer

1
“ IAEETAR »o NS
| ArEFETCACE afarea dEd
Rt
AT SRETF ACASIIFRREE | &7 U

CEereEtl
QIARARIEIHE IR NIR
TRCFRARRR GGG I 3 I

O
AfETIENRENE A EFTTFAEIRTR
AMATEFANETTE AT
SrafraRErgiTEa gEaREREaT
ATTORAETETENAF AMATEFAGHRT N & 1

27



TWO NEW KRITIS OF SRI MUTHUSWAMI DIKSHITA r 181

7

v
PARTS 1-1V]

THE JOURNAL OF THE MADRAS MUsiC ACAaDEMY [Vol. xx\51

180

()

0 90%F aqoy MeE
wenrn sang
1 2m £ T ooy
ey ey 7
S¢m & -t

o M E g

Se¢ o

[+2] 3.:6.%9.6
“%\Jﬂﬂh@c -:j
e @ s m
8¢ g1 1de

rn nm pite))

()

g weg g ¢ TMaum

C 10890 18F gaqo

5 aSmIF * rug

1 2 etrmw BEDND & 41 S» ym &

o1 g qrug

T W EE Lo (0 * FF

T e o yao 1 F M
St

L W 2O 12O

o1 TIGE

Lo Y, 2

W - e

B T a N A

* Yo uFw

T TR R 1 1]

Gyee wean
AT A
goao we ar ¢
£ y® O]
I un g e,

(%)
® oy
g e g on % a
AL 0
§We e s
|

wNE @ ae un

* w
qaun o un g%
£ @n

yo0 g,

LP B 4P
a1 g1 ur
was % m

w e anngn

O F gL A, P WLy Y, o

4 F w0 g¥Fuod Fgo wesng S 4¥rg

NeARINFEFa® ot &

LI

.-*3@. ”Q@Eo-ﬁy

YOF @ oW, 100 g 1w v $ a
wee G 4 w1 Fy B

g ooy ¥ o gao

"¢ g fnfg 4 g

PO el @ Fogoae

*¥nr Spmgete y g
‘anarwm 2 oy P G
qriee 1

FlGao 1 - F yreg uv s9¥n w
O F e U 4T LE YR O M
—Gﬁuﬁ@- o * @ .Q‘ 1% -Q-dﬁm\
INF oy, goe a0 f, 7
c4g1 e o aumc¥rna
g1 7 luue (g @O ¢ urt gl g1 roun
gt s
N W oaE R
g1 osm VB YFae
sy . 450 qum Yo B
ML I T BN ] B g WL
goorer

o

-0

v

yos e g g @ ao

II
“ ARt [

I g REgada dad )

agay

wgm'm wafa ntaaarg’i T &0

: ek

e grngrnaepyee B

quos¥ F—aens geinee Fuwt

2=
£

I3

AFIZH
feit Rradisam

AaaaE aatgEEim

TEE TEEaE N 70

Siuitd

IRAIRETERANR N A Il

R RN ATEIIZHA

RIEITHAT

emTIngmnie |,



THE JOURNAL OF THE MADRAS MUSIC ACADEMY  [Vol. xxvn

182

% (iE2inhe)
Ll "B I Al xkB RRC2 LD Rk 2nE
Bl 1B Y # h Ehhi BBl B hoBlBbhitled bhp

. B n AN B - R

g BElBYE B b I & BihbBih b I Lkl bXig B Hb

m T A pep |8 & ‘kRe

5 Bhit B ul B Iyl (BhijpkiB‘lhkriltblh

p | \eBhBle

m (1etibie)

3 B ~ B B b o2l

s 2 B YL hi R B B Ih R bl lr yub

. "R kb HE "% 'Rk I le ftlk  Rode

4 Bl b i “ NeBLERR ‘kk B bRlB

m Q * 0‘ v-

o]

z IBYLEbRE B ke BB RbELALE tle

‘RIRblke LepMababiis

e

% - ¢ ERlbIEtiRRe

(WeNguwstEn) o1 o0 Bt PDEREE 11 Fe - D

ooy e o
7es Cmy  FY G
§ we o nea
TF c g o

1 1 E wue @ o
(48mqing¥&Fm)

gy 8¢ C Lao - f
v @ F G 00l e
(w8 g¥E )
. . ¢ o » m, R N %

§ oo weaue il F ‘un

nw $ € NF g ay,
gyt gow
Py 7 g
. . .Eﬂwoeu
A4F w1 wmr P

1a® » @
1F @ o

o - u®
e @ UOF

‘8n w o eow
me o 0 NEw

a1yeo gn 45% 401 purem e e D

. . % F ol @ u® 91 4P 0 U2
4w 8% M e @ " en
e @ W s g, g ww 4FNF ¢
g 47 C ot L T un
CAugr un L em - Py an ¢
71000 1
Ty F T LR gy - @ @ P
go so 0 g Loy, w @ "
a Y . nmw. © 1aog) o Y -4 ya7
‘4rgr 4F @ wrFn F v e oot
i goacert i@ s>
g - "m &8 v2oqg ud 3 F @
fuue Y, o g F M Lo YR e
feoner

e p eI F gao ek uwe g F Ngupes .

Qo hustog—aeufeBin

_:, %__I:M@ __:E_A_.,E@S._.,‘... §



185

BARTS 1iv] “TWO NEW KRITIS OF MUTHUSWAMI DIKSHITAR

1153 B &

R B lh 3y N C SR 1
In b R b BB 11 I It b & bR ¢ w mh ¢
, e
B oRTORE O o ow o
(etnBa) BY bk bR p Nk BB
B B B2 AT Y - T R Y N T
BME gEUERY B Yk Ik 4o “ihk Ik BRhR| 1 bpER B ¢
- \eB3hEe
(e2xBR) .
.....&..U ' .—cum.—w 2k .&A.hw..ﬁ E_—Hm__u
@,wuwu.snww,s Bhbb bhi e HBBe R p o B oA
H - ol

[Vol. xxvn

THE JOURNAL OF THE MADRAS MUSIC ACADEMY

BNl bhREEB the

BIERbRL B (L

‘QIbRlkleh) 1Sk

o Rlble I2Bh

(ietikbtee) -

Wibh tkbhk

T hcRRRCRY

w:&ww:w: .
- kbR Bl

R RUEF

-]
.o kbR e

B bk B

hr
EL
E

o, pphib

H

- " RK B

2 e leBrebh.

© 7 bhm|

e ma—

2BRRhIR

el p 2Rl b 2

Bhhlhhle
"REBR
kpgle bbb/
S e e

@hp P
By
2 e

‘thglr

«w ,,..H..,#nnww
el bl

bbhijleyyialy b
ey B na2ppjiit ik

n:uswwun:usws
ww..:m

» .

Ewaxwwth_mushu:w
BBkl ol cle
BhyE Bpb
rwBac b Rl
_::u_&us wawux
el e

_ ,‘,,»,,.qsnun,#.»@w&

& v w

LT

184

LA IS TPES SR T



THE JOURNAL OF THE MADRAS MUSIC ACADEMY fVol, xxvit

186

R U B i BRI ekl IndtblREbRSE Gl20BE]
| pRYELIE QbapibipnzebuRlbpl BeBiye
| klh Ln@kERESRIEAkd:  ‘RUDInLbIBIRRI Sk kRl
1 iR o n g BENE - Whike ‘cbhlcbohnebb] Rlloly
N W piblabEae 2EBLDERE mmhu.wu EEnE 20
-8 EBMNEMA @)kl RNEB RPN bR b2tk
| QBEERD ERAAIR R2XMh bEol ‘QURRMRIhMh 1SPllNoME
| 212 22t EhlabE kERME ERlle ‘@UitbhaB2 b b 2HML DI
0% BRleoh ekl bERIRE bRk pRDpr RRLR
: PRI Rk bhEREPRRplaklll BB
| Qesiiy EBREKB b - LbE ‘QubEpsbiitosaEemgy
| QEPE)EER] AEEHEE phk M ‘QlowelenlE poippEhtee —hine
| LUBIHIBH byl @rbblnEk PRB ORbLbbRINE — LLShER
| B2DpIE kbl d0E LIRS (12 — \p8h -
2R pabe | A L2
[*Craqq 241 fo asipad ur vuuvupiviaq Juimonof

ay1 pasoduiod rspQ ppupuy 14§ ‘4ndpjjo3] 10 ‘Sayoll yipm wily pamopud Julavy
10f 1eq uysypy sssppon  fo Ao awap ayr L9 pawgayauaaQ)

187

DEVARANAMA OF ANANDA DASA

.M_. YRIABSINBUUIYD *N BBMPIA

” Ad ailiayg .

m sjdiog ywey, pue weSeaesdqg ul vinduay viseIme)—{qeay uf 8

- WVINAVINS J0 . o

VSVA VIYYVNV JO VINVNVIVAHA .
(nBh) Bplerr2hk oh kr-wy B | Blpn ke kaBx B
BlEBXlBh Nl BRhRY¥EBN R lhRlU BRI

M2 ok B2 B i1 -~ @) Bl 2. % e b B 2 " 2h
By r bR By BlE Y R Y Y e IkbBC

/



DEVARANAMA OF ANANDA DASA 189

PARTS I—1V]

THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoOL. xxvrt

ner zyn - .5.,w B xk ® "2 k- w3
s biey PreibhboibbibYBRIR 1B YB

e 2 " B BQ" B2 kk "k B BB

HE. B 1M BN R INN I L E N B Iy N IBRIbDE DL E

- ~ . . ™~

Il \BhE)e N

= . T e . . . RH . . . H . . WHN W . . .—n . m

He 1 ¢ ‘' yirrb IR RY I RhRIEBE Y B
hee  © -y oM - mc® opE - B B o -2

34 bbb ibbhlREe bkl hhilR B B 2 ‘1B IR
\3h

188

: . € 12 4 - o
2ipehepabe [Byurphbiyp-pe—phhbile—n)] il Mae S
e Ine s o ee §®.S,@E m&wo|TmEg  gipre o LOULTIHUO F 1 10 »
now £ o w1 ;o TEF @ wwy F ﬁﬁ%\zﬁm\.&um\.ﬁ.%ﬂﬂ%m\. .p@@@ﬁﬁ
F B vl w0 o F 1 Bro @i o LEOTTH 1 F m oo d %%@&ﬁ&@@.?
wwe v & ng Ne 48 & g roanaa gy was v o g
g Loy £ G ron00d WOIFCIPIue L0109y @
vae ety O AFNO0 gaoy | YR @ AFOT A An F ag w o
PO M que g 9] v LT F o upg © 1 108 m a1 oo gy
ww g | POOF wsF unFnan| o snnen wm nn 18 & & ae
g | F gy of wiE g oo 7D o g
o .e@ll.% PUMNY Joo wi Wwe @ AF 17901 nnug & y.
9p 557 QGL L8| P o u0 T D F B ent IO N & e
wow o SOAFUA YAFONT | MO 1 01 F o 11 S & &g
. qle L
Ho@) a1 acte] 408 a1 el Ag9ag & F 1 sn . os
% ar L2 T LN r n n b@»m&ﬁ@ w ¢ ¥IUSNTA -3
ne g ao g Uy FO| wOom  mmw s o LI oo
FF @aoy ao g ¢ 2 oy ae g. 9. awfF  na ¢ T @
genecertiyy s> ,
ar i um yxo 7o/ BT
. o < e g | =g gaoy & & @aoya
m 1o 0 g ¥ 101 & o 1 g @D e w g
Www 2ONOF un J]ﬁ%&ﬁ.ls nn vE @ o o ¢ s W, &
e
0 _ 0 e !
W e T NE @R yeTEyIgek : YIS o F w007
WEF M@ pae  gueasyin AIFEEOE q1uomy) [Fro-6y

Thys JwdFs ; quoss . YR : ifsun



190  THE JOURNAL OF THE MADRAS MUSIG ACADEMY [Vol. xxvir

SrITEE R ORE EE |
& & d:’l g _ ‘w (ré el F TWO NEW VARNAS
gl © ¥ - F 2R
? AC 4 = s Ri . i il oF
1 - W M@ & &AL wi B8 Tl F
“wl . - = il =l F Fi{ & PatnaM SuBrAnManya Iver
el - F e Fl . | F vla&
1 IR IR Bl EBlE O B AND
- & "f" ) | n g A NEW KIRTANA OF
- g - 4 o B RauNAD SRINIVASA IYENGAR
Fl - &, + » i piw E]W o
M .opl *© Fl - @ l; FE T ¥ EpiTED BY
. ;’ E &l B Bl o ®ml . By BB Sangita Kalanidhi Mudikondan Venkatarama \Iyer
ol & r 2 ‘ E' s - 8 viw Vidwan B. Krishnamurti
o ol 8 4.4 d?- =4 v‘g & dg g ‘E’;’ m E | From the Poochi Iyengar Manuscripts in the Academy.
E . ElE g .Fi.’ v c Y st n l dc See page 178 of the last Volume of the Journal—V, R.]
‘ E1 F AR - . ,
= o~ - - - sty E I ('
S oy ; oy gy ¥ ULL.6TD  SLFetory Sl
w [5, (E . . . '
e o 1414 o : gl S < % — grew ; SevrGaf usbeved gnerd : gy &
cle & d;n slag T, ®1& Z0F ST0eAEHEE STan gIa BT
il de E T . E L g 403 %i ;7 © 33wGgad porGar guCamyn
- . -4 - =
File B1F olw ©|F PFlF Jlg 2 pudeed
wly ol F sl © * wple & - - , aw@mmn@ Bays
wly W vl - = z_t-:: r . ) 390 aubECL-&ous
- - o vy ¥ F P rd A FreuTd
Ble F| w| ® EIF & W & g werGeuid B grwm
_57 ¥ Sl F nlE &l |l W ‘Tl K 1. urgr ur; Mwdwugibu !
N 4 vl v &' © wl (& Tl » &7 w al@h & - = = Fa=— = : ‘
w1 : Tl r ' wga,mmvfres/ﬁlavlﬁz,su,saurﬂm KR
iz - G- = 6T QT | & = =Jf ==~ "

I

2 Uugwu wB-Msfwwdud § ug
& -y - - G’gg—-——@—-'—‘-rsdr—-

‘A ovrww B gri o w & & flevifw

Bar =~ = CFT= 1 = = == = ==



192 "THE JOURNAL OF THE MADRAS MUSIC AcapeMy [VoL. xxviz

M

QUT GUT =& LI G~ 1D td= & & & f fow }

Y 0 Bfmm w s e BEI e - - - t
Awfluws ug 1+ wugfear; u
- -ll-p - ~ $ - == 15 [

0 U Farav-gavA wr f Erf e 1
Y-~ - - H- -Owi- g ~ - i
urg A dov 1 U gswa dowdio u
Blom e e e = s U F Umm—f — - ]

1 Sledeurd g

urgwufsrfar-sher ur g1ovdiiwraedev

' /ﬁwugumurr 4
g,ugmrr U & a0 B ibr S /ﬁGTU(ﬁI&;/ﬁGn)lwaufr )
. S w7 g il ew M w U
(smivoligs#s5)
b orewnd W\
mrrwrrurr:gu,swu,ﬁdblr ) 1
b oar B =~~~ - -
AavAdeav ugww ' sUwes asdad U
B = e = mmm | e e lhT~ - - u

T 5 ; UT ST 107 UT 107 V &, 7, aur s UT Srovr

(1.nasr_(8@vu9).
ur g wuwerd ewr ifevy g
rﬁmvirrﬂmu;sm)ur Urw s M ev i i
(var@enid)
upwuws-sdowd B8 - U gy
wu- sHovdd e UsUwasf e iy
‘ (weor\mmﬂ)
T, evr v av B e ur &y
’ ‘wrf,un‘-rﬁgrrl'ugmumazﬁau
Sl wrug wu s R ar
sfués’,ﬁsfvn'f/ﬁfflsfvugwaszﬁmvzﬁ U
‘(marG@vuS’)’

PARTS 1--1V] TWONEW VARNAS OF PATNAM SUBRAHMANYA 1vER 193

TS ¢ seiremt. {

u, SrumweRTLs Syl
- grend : 2B

»

-~ UG\)E\JQS]
avmid @ CSenm esng,;sgn 5S35 Gowwl (@0
@@umwaﬂ

g Gomuah CTERE(S — 105 Gauial s
% G & Qonnbapsrgn

~4

srsmmd
gnd Batn parGearesss
T, v M o~ & B eV~av F LW & 1D L
(m)‘fl",Lﬁ--'~ - - ‘Q,_-(S@y—.._

SUT WU SWM e D& W uwgsﬁ
m—&/f——-.—‘@___g,r—_.—_

G X e e

e A fewr - gnﬂmzﬁzgm SUWLSE
NG = = - G~ - ~Bow~ w--- -
wr, Aevdevr 1, Hevguiogd
- & - - - [l FhH= =~ = = = -

VT ST LWL S LT U= & oM eu s

g Gwr~ w=~@d - TE=-F & ~
o &l STE ~& W UDT-g Hev & U
wh=~Caud =8~ 1 -~ G~& =~

= gz ™ -

5 & oudav- héhi a8zl

Fow mmm Qe == ~ B = ~=-
owr A B g Beov gu~ar g
£ —~Qewr—dp= — == &7 T~ ~

Lo A

n SL.evugln U

m/ﬁrﬁmnﬁuw,@um sl i
B ow-grB-ovfl v &rwuw g b

ow'Ré b A-wAdawguwswil ~$1

Bev Ay evr, & A ov & @
10 F u grien M (m“ﬁ‘@)

=



& (Buog)

2 a3 aa 2T R

TWO NEW VARNAS OF PATNAM SUBRAHMANYA IYER

qen® : quwuF

L’ARTS 1—1v]

|

-
g - =
]
]
S
2
>
=
&
2
3] g
< 3®
o
@ s}
o] b
2 a4 - 5.@
2 £,k
¢« 9 S m-
MWW o 2
3 & 3w
- E - -
05w
5 g 3!
IS L |
g3
g ® g
o 13 ©
w .m_mw
H nm__w@
& miuu;m
B &
5,

194

Y Y ' CE e O g @
gy IIIY P Y. aogen v rm gas & g ooy o
LA T n g - -5 1€ - oy
o " w1 EF g ogao uoy, uwogE g
2R R B ‘P seneg M
nairt ggaeaen € pasy, " Y& an auey
QG e ' BEoLPD g
od 9 od %
trrrtedw " P HOH oG g
AoInggue g /ueEn " LF L un wole g
@ Gy a9 b G g 199 1B * tuwom -]
n

ur yoIee wEdr N Wi NE ¢ g guney ¥

o gsesen d

yoretonigyery yoge ONmwiege ¢ F iy wirog i e
U0 BN (9g B0 101001001 (5Fg® ITBLS) B o0

goLR amFn

| 38R0 1FDRY D 1euIHsE T D FEN 1L xor

©79 ¢DuehgiFue BEHeEE UM TP VBT WwiKeR

12190 WEDDG Bop NP YwIRe) w4710 WHIF (@ 10F
P oquuste o

B hBy Eug Dunk@r
reued) sFUM gIFy pauln

n pocen@e |

®ts f B g HY
BEILBD BERLRD) B iy

nogeeen U
IMnaad se : qreng

suermmle murogdR ashF@aug

CEEE I i e
b
“w “m um E G
o5, ) a3, MM
LB 5 2 2
S & 3 2 2
c N A
i
N S
g q i -
L - .
- m %, . m " B - L]
W’ ﬁ .m m ﬁ Mu. m ﬂm wo.
& g = 1T = &
iy g o g 8 a3y 2
g - 8RSy B
3 1% Bg 0.
- & 9 - "3
q - g e 5 ‘8
. . 1]
% 33 o5 Ry g
“ @ v,
8 9 1 -
S 5 S8 B ook
g 3 .8 g @ N
1Y [ M Q ﬁ am om cm
§ 3 =3 <omp
5 £8&8 Js e
~ cpnﬂ. 5. L [ 5H. M mﬂ
5 ®® §§ 3§ 9
& e @ £ 5
% L1 8 g 5
i ci o <



SEgRER 91

196 'THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. xxvi1 .
o mem e LRV Yoy = T T a R o= = =momy omom = = o omD i qaﬁ{afaeq ﬁqqa&f”nﬁf
% B) 8
-l [ [~
= - ] : :
: 2 = fograt ¥ Uy FRefeantag: |
- ' ZAsT! gadl At AE gt qa: | ez ||
15 ' Ry GO qra:? Ffeeraad wq: |
-’ 33 ' Faraa:® (GgaET gikaque g a%aa: || ay |
. 5. «gs =P 352 : e |
S @ 3 I . ; . . . e @ S S WL SR [N ~ )
5 ¢ 3 g5 8 3 - g L fEEagamTt Trae aATay |
& -« 3 : 58k .%o A 5w M T WA 99 A [ ) ooy )
i 8 13 p e té’@e* ?D-SQ %EEB:
o5 ! e, Q .
&3 v 894 U aReTIg. B 3y e e
& B B, 1 wms ' U5 TRT ol 1% W RT@T Rk gg: |
LA K Lok o . BSs . @gi B a9 RATAAICEETT gawlaia: | <g |
B A RO R TRE Y
Ty Taar SiBONORIe R g ds
SR & LR g Lwoe Bfow %9 _ 358 e e —
55 . b (g& _gsbaggw&-éh s T sERE A
== 35 S0 =%G6 8 ® TsHw gV S%% AT TFC FQ FEReArTiia: 7 || <o | 2 o ||
| ‘9~ ‘ E P
g g . _
2 e 3 Qegeden fran
6: E = =3 oo a2y =5 = o§ = =2 = a— == == 9 ‘
= : - AT QRN JUT —
frar famit 57 sp=stai qfSsy qun |
@ 3 BRAST T @RI €I q9r &Y |j eac ||
59 ® R
E e . @ § & - a . ®sRe W 99 qdr 78 e eqrfagaray |
g ‘;‘1&; Z@ °§-ee 5 S35 ;'@ ‘:ﬁ")g-g 8 AR ACY T Fdl 3@ T 3007 qur || e
T .. = 35 @ =53 2 :9@2® SCSEEE fa
‘B e - S ) h&-(EQ“EH 83 L ﬁa. AfFErasIHgd 9q9 qfay qur |
BOE g -on o x - 15 @ 5 gd33] Tdgwm )
U A E A3 g8~ -~ o SF TAGFAT IR Nt NER qur || ko
= @ . % od8 s £alIS g . 5§ §37°. |
o . "Qeehsi S"‘lhkstg b‘E gﬁh | ('Eg > o o) i g
§' A I @ s . 3 o g L @ s Sk - E&% .- A% A3 MAFT1 TAHSITAT |
Wk Erock8 o . g lBRESRIA . 288 Q@A D Qe qur || ey )
-E'E%'g%'é. ?,d:hs 3 988 5 8F ]'§°€9 @S e8|
-~ = © % = MeSWMIg8 e8Il 3 gy
o : 1 za% g4 q@wa:| 2 o a: srd qed1s: | 3 gaaa: shy qears: |
~ [ AR )

4-47 1 gowrs: ||
0]



92

gagdtaar

QeEeded Araagoni

A feararaaiaaizi: |
AUEREQ AT TATZATS.AA: || <R ||

AmARY qur A §7 qoeg Qe |
AT} FIGIR QSArAr F& A4g: || g ||

R Eriane RTEeasgaaT |
Qe arRTat REEt /aE |
90 QEANIT QSAAREF R | ¥ |

fareara et |

qNY FENFAA FTmde: #1: NesEs: || g || ot w

PRECHSICMELDIE

A AR Jur—

a7 73 73 gad a9 quF qar |
Wy wEY MR w7 fefia: || exe )

I STIAG aG% 13 qur |
R0 FAYsTgt qgorgaaggtal |
¥ ¥ afgy 7 i gagd aur | <R |

R fAuaagnty

PRI AR F aar |
U IR AR FUrRATAFFIA I
Rerfyarg 79 s gwaus | cre |

1 aggEfy gfd a@a1s: |

gRgTES
faemy I —

TE U FEATE: ARG B9 I s | ot =

arEgeded fawar:

Y WS AT —

qaf 7% 7 Y 7 9919 S3@ S )
Fedlat 63 ATh: ATHTES @ T || <o |

oS Y AR T @
STy 7 TEN 7 W fFAh | e |

RIEX FeRY 9 g7 TS Ry |
g AfFd {99 T @ || e |l

FEEEEa @Y T w60 weny |
anifre femfadl qur Jawd wa: || «cal

IrFR Rrak 97 e BRR wR |
quY GER Y7 que: s aw || cax ||

westae Ragsgom

42 %{@Wﬁmmﬁtg@ |
gEwr Faat 7% T FOER || ez |

wa: eitgegEal 2 deafet
qaEAtsl TR SAET S || <Ak |l

93

1 fafR i gaws: |

2 Ok gfa qEars: |



gasERar TR %

T gzEdren fadfisraaaan | arat gefFae aar FRARS |

Faat o M AATEE @ F | €qo | YL FFRYY T qUT QRS |) <x¥y ||
Tt QREAEY T qnEd g | ST ard 7 gt 7 (A | ~
Ut AfqEeary qar Mg Il eze |l TEIRT AT ek @FAGAE: || cwg ||

qerE=d qarat #faat A |

- FIH[TIAAEACA FIASGOT
I A1 quE engdaEagey || e ||

TRNRIETIF FIFREHI | 78 gaadael [T ardes: g |

. = hal i 0y ~
Frmfeosaard MarerAiedt | cve | &% faim 997 T AT g SRaa: (oo |
TeMAS Teqara sfadt g Tama | ' wared Frkad quﬁfrna&ﬁ 7|

f d fe AT SIFERIRE T
a9t T FUat qur g faaEd I ove | IERIET AALHAT wr:f; qIEHr 797 ||
JIAATITAFSES: GSEEFGAAE: || w2 ||

SR AEBE] FEAES 6: |
ALFRIRAGIER IR DAy |
47 W ¥ FUd qust % gww: | ok i

FUX FAYT T qUT QEIRNAS |
@EFAGATAIST Bfua: gwa: fea: |
AT FINST HUQ ATIFAR || <) |

fer sonfe | Feateq gfe wewl g} wfua: ¢ |

o faeard s |
HIRATATATETS o
AMeR? wrEmRsiralea: Magara: w1 | eny || A 0y |

AT GEFFAAIA qAT —

AT B8 Aeasarfy

T MA qur @) wAard=t qar aq )
TR QA+ Fer® geR T Ty | cwy I

: TaTgERERAshTRN gur —
1 fedrmzasgan sfy qASIUS: |

2 fafed sfy mmars: | AR [l 7 2997 WA 2 o |
3 F1=9 gfq q@r3: | faqeazaer et 9 fgesg: afver || ewr |



96

gagiERtar

FAFSINATAT T Q%7 G q9a 7 |
FARSIRY argraefEa 5 )
SYSUTAl G Gedt AIGSTN g 7IgS: || <ug ||

357 fasla 7@ argt s-afan |
TRTEQTERT FaAgRg 3 3a9: I euy |

AT g FRAL TG WAN 7w |
qUT GRIMT IFT SRAT GT W@ T || <uy )

A 39 Rl 7 WAt @ W |
HIFS: N=qq I TAAXTT G T || 2ug ||

HYq ASgEAT AT Fug oy
FFOSTRET PATA g wqr ()}
Al aggEdr @ 37 f@kga: g || cuo )

fregry geify |

aEEEFE i sAfRTETEeRT: | cue |
EAASIF

swif aagErEl? QU qrarfa gafr

g g AR A6 aei | e

\
sguTaly wash garenq Famar |
Fegq TaEEA! THETRIFIRT || <Go |
Y TOEEH JAT ~

Fawrdt frarrm Wdlsaaa: )
TIETANZTIT: Ta: qgI59d: || <§2 ||

ZRALHIRN

SAAT TAGE: A (R |
o gearelisTeEsege: § < i

FRRISAAF: FICAEATATES) |
qreinveery wagsaAvseHify ar | cgr-¥ ||

givs: efasaly qEadarwar |
Fheed quenEeadT Tesagd:! || <&y ||

HouAqaa? qagaERfad:s |
FredfunRasRgd ° aufafa:  <kg I

FIA-agE:

oy ¥l qul —

way FREATA qeed Twar (7 aarg?) Redt |
Proar Tar geat waEaar wa: ) oego i 2

A agE:

o1y (HaF gAr—

Froaret 71 gt fraraena Radt |
agaeREEEa fasa: Fiua: & || cee | AR ]

g

Iy Waar qui—

garatargn (7) A dmueR |
quesnarfcaria WEd aFd aq: | <& || A 2y

9

1 afeia: sfy qears: |
2 w3 T T A R

1 geoqe: 3 A0S | SUEAH: S ARRIETIIIS: |
9 YT HSIFAEIN Afd AW |
3 suFatAqg g AERE | '



08

gaghrlaat

S fEed:

ARl qar —

wF: FERAS & Gdr azwmga: |
TN § fE gEaseaaEa: || coo || A ¥ ||
IFEET:
g 1T~
ezl gRUETgRt eeEgat |
FARFATN TGENST GIeET: || <on || H: u |

a'gaafa:

gt aur —

&aqe 937 g gaanRgea: ferat |
AISTARNTATIEIAEGR! wa: || <9 || Y § |l

RICEASE

qzq qur —

Afad gazren qgaat T4 gat |
faftepdredt quedt ar wQs 9zd wa: || <o LA o |

qeygfeadeEd:

qgafEat 7ur —

F5t Nl e geadt Braaredt |
721 @al a& - qgAlEasT F4 A |leoy | A < ||

AGEGIES] 99

G ETAE

araP A1 —

Feqt et g afrerafrafaat |
gaugs 87 wRaf TggEs: || coo | A |

Rsized:

faster} gur —

TSR &eugt waral wa: fat |
A a1 @ ar GEAsES Aa: | coe | 3 1R ||

ENCECEEEAGH

afazasl gar —
sSta giEaEuat afeat ot | 2
sigEarafeaTatst gadt ag: || e || o a2 )

Al
aeqre gt —

avrferalag® adael farereiia |
B g Pefaagearenist 7@ wa: [ cco |f ot 2wy

Y BELIHEET:

JUSETTIGE! T —~

S AT WEHD GIHGE: |
TEARYA: FA: @EHE: qUTHE: || ce |

1 s<0fad s geats: |

1 siganat gfy qEwa: |

2 Ty FOgd F@ qeaadr 5 aeE: |

3 weglmsfadt sfy G@ars: |
P



102

gasERar

SRICHERAGE

T q41 —
Rroarat aeT g framartaat |
Fhadl FOd @t F SaAREa: || e’z | A RE

afedlmrRTEa:
afedggF qur —

FHAt KrgErara a5 aRafat |
QA FQ Earat e || <oy | A e |

fRfageaq,
surtaeay frfEgeaa qur —

Aty wahan @ R gfER aur |
ol gfsy g B AFdfed I

FEATY Fq T AT 73 gIfay |
qafeafy qut 9 qarRgd wiE | <’§ |

a4 a9 Ay Faaml Arg |
a5 St 8 quigIR T 47 || <o ||

39N T 927 fan¥ 7 qfn |
QATHEN Ta FET GREAN (1<< ||

sy w7 99 qe qur |
gl seqgl® T FIEGIEFRTT || <% |

TFISTIE ATH T TASTASK U |
TRAMTAY: FI QY TIFROM || Qoo |

SRR ' 103

ageal gIgeiie! gadssawT |
AT iy TTRTRRA: || 301 I

gysIgeR 2gfaa g fufa: |
ggr gfteauar gEsqur Mol GuIal || Re: & ||

TRIRATE AN 7 |
areadn: fagenfy (Gaar Qs §ag: || Q3 ||

Sgwmi agenat Rzl |
TE qZ A=A qAAT QITRATAT || R0¥ ||

arpwEt gar T weaafEl e )
a7 fgar g5 Rgui emgagan || jey |l

9t @ gar UL W WE: Fa |

TR oaa qgf g8 araraEd ||
fraa: ggoRT sREaTaa: || 2og ||

FEFN: AgFEaa ATHLT TARAL |
amgata gar avel frdt & Qo i g0 |

qEATAIATGE YFAT Rrag-alaF: o |
TaTEs A HSRMERISTAr: | R0 ¢

ey TR g MqEeaklas |
gt gERaTT qosr A7 aEdl]] ok ||

TEART 7T TASTATTLACEAT |
gagaae 7 Fragr! Feaagar | qe |l

FArghaarel f@te Migeraly |
gt aEdnarafarg  fEgan? || qe )

T wOui ggrat N TES qaq | 1 frrar gfa q@9s: |\
3 & Aora fofad @ RITaq Qo || 2 qrdRaATEd e 5 ges: |



7
SO AT AT B AT B A A T S A T S A A A A AT A O,

g; The
| Musm Academy Series

LS

Sangita Sudha of ng Raghu-
natha of Tanjore, Sanskrit Rs. 2-0-0

Chaturdandi Prakasika of

Venkatamakhin, Sanskrit ,, 2-0-0

)

%

)

% . Tamil ,y, 2-0-0
§ Sanglta Sara Sangrahamu, |
% Telugu sy T1-0-0
g Sangita Saramrita of King

% Tulaja of Tanjore, Sanskrit |, 3-0-0
3

)

]

)

)

Kritis of Pallavi Doraiswamy

Iyer in Notation 5, I-0-0

Kritis of Mysore Sadasiva Rao
in Notation 2-0-0

»

Summary of Raga Lakshanas ,, r1-0-0

A e N e R e R e R R " R Tt R B L8 ol L b i L it LB L

xwwmwmmxmwwm
Printed at The Business Week Press, Madras~14
and published by Dr, V., Raghavan for the Music Academy,
No, 115.E, Mowbray’s Road, Royapettah, Madras—14

-

-



104
SUEDETE YUSTESTLILS BT L,
by, Glesranar-600 008,
S 61 6 9T & FHT6iT .
€5 aer: 323465 U, eTeiw ¢
Gy | Bmbdu B | SubiIu
. BT 6T, Biraer. Brar. 1 Brrer,
e (1) (2) (1) c2)
SRR S -8 38 . fq..avq | ‘
3 \l A J‘;
; (s 3

]
— 9

S.F. 259A-6—1,60,600—20-1-84.

2 quat @ar (war?) €f qours: |
3 geag §fa qamrz: |

DAy Ye RS~ VP RO oY GO Yol Y RO T R ST R oY RO
THE TEACHERS' COLLEGE OF MUSIC
MUSIC ACADEMY, MADRAS.

Principal—Sangita Kalanidhi T. V. Subba Rao

_ ¥
Vice Principal & Professor of Vocal Music—Sangita Kalanidhi G
Mudikondan C. Venkatarama Iyer

{

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

Instruction is imparted here to pupils not only in theory and
practice of Indian Music, but also in the correct and approved 4
methods of teaching music. The trained pupils will be competent '
to teach at least the School Final Class. There are three specially 9
qualified Teachers for Practical Music, Theory and Pedagogy, and {.
Model Classes respectively. o '

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 aM. and 4 p.uM.

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 be held and diplomas awarded to .
successful candidates. The first in rank will also get the Rajah
Annamalai Prize.

{

é

5

Persons of both sexes are eligible for admission. Only those Q

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 G
music Teachers. Applications for admission shall be in the

prescribed form. The final selection of candidates for admission %

will be made by a Committee before whom the candidates shall <

3

g

$

5

<

!

present themselves on such days as may be notified.

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

SPECIAL PADA CLASS for advanced students is conducted
by T. Jayammal. . . 7

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

The Correspohdent, The Teachers’ College of Music,

- THE MUSIC ACADEMY,
Royapettah _ ' 7 . . Madras-14.
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