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OPINIONS

The Oriental Literary Digest, Poona,
writes :

“A journal of all-India character,
solely devoted to music has been a serious
and long-standing desideratum. Though
the Sangita, a quarterly published from
the 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 IMAM 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
the length and breadth of India. Publi.
cation of original articles on musjc 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, societics and
institutions concerned with Indology to
this important journal,

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

in charge of the journal to see its grows
ing prosperity.”

The Indian Express: * The resumption
of the Journal is an event of the first
magnitude in the music world,*

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

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

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

The Adyar Library 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 cultu
The Journal fulfils a real need as it
the only Journal of its kind in India. **

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

The Visva-Bharati Quarterly,  Santi
niketan: “ The present issue of this
Journal like its predecessors, maintains a
uniformly high level of musica] research.
The contributions exhibit variety and
present music as a rich cultura) pattern
characteristic of the genius  of our
country. Those who care to study
Indian  music seriously, especially  its
Southern School, would be bappy to dis-
cover that each artic'e in this Journal

embodies some aspect of faithful research
in the domain of music i

Te.
is

USIC ..ovvviiiiienn . This
Journal should inspire the lovers and
patrens of Hindustani music to start a

similar magazine from the North.”
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THE XXXI MADRAS MUSIC CONFERENCE
1957

OFFICIAL REPORT

THE OPENING DAY

21st December, 1957

The Thirty-first session of the Annual Music Conference of the
Madras Music Academy was held at a specially-erected pandai on the
P. S. High School grounds, Mylapore. _

His Highness Maharaja  Sri Jaya Chamaraja Wadiyar
Bahadur, G. C. B, G. C. S. L., Governor of Mysore, inaugurated the
Conference. Sangita Ratna Sri T. Chowdiah, M.L.C,, presided over
the deliberations of the Experts’ Committee.

The inaugural function was held at a huge attractive pandal
specially put up and in the presence of a large and distinguished
gathering.

Representatives of Hindustani Music from the North took part
both in the concerts and discussions.

His Highness the Maharaja was received on arrival by
Sri K. Srinivasan Vice-President of the Academy, the Secretaries
and other members of the Executive Committee.

Sri Srinivasan introduced His Highness the Maharaja to
Sangita Ratna Sri. T. Chowdiah, President-elect of the Conference
and other Sangita Kalanidhis of the Academy who were present.

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

Dr. V. Raghavan, Secretary, read the Srimukham received on the
occasion from His Holiness Sri Sankaracharya of Kamakoti Peetham.
In his message of blessings, His Holiness stated that he had the
pleasure of paying a visit to the Academy’s office and appreciating
the good work in which the institution was engaged. He had no
doubt that the Academy which had as its objective the preservation
and development of musical knowledge would, by the grace of God,
occupy a prominent place in the world of music.  His Holiness also
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offered his blessings for the successful fulfilment of the Academy’s
endeavour to construct a building of its own.

Mr. K. Soundararajan, Secretary of the Academy, read the
messages received on the occasion :

Dr. S. Radhakrishnan, Vice-President of India, sent ‘ his best
wishes for the success of the function .

Mr. P.V. Rajamannar, Ag. Governor of Madras, stated in his
message that the service done by such annual conferences and the
music recitals arranged in connection with the conferences had contri-
buted considerably to the preservation and development of Carnatic
music.

Other messages received included those from the Governor of
Uttar Pradesh, His Highness the Maharaja of Cochin and His Highness
the Maharaja of Bhavnagar, Dr. C. V. Raman, Dr. C. P. Ramaswami
Aiyar, Mr. T. T. Krishnamachari, Union Finance Minister,
Mr. S. K. Patil, Union Minister for [rrigation and Power,
Dr. B. V. Keskar, Union Minister for Information and Broadcasting,
Mr. K. C. Reddy, Union Minister for Works, Housing and Supply,
Mr. C. D. Deshmukh, the Chicf Ministers of Mysore and Andhra,
Mr. B. Gopala Reddi, Finance Minister, Andhra, Mr. S. B. P. Pattabhi-
rama Rao, Minister for Education, Andhra, Mr. C. Subramaniam,
Minister for Finance and Education, Madras, Messrs. V. Venkatappa
and H. K. Veeranna Gowd, Mysore Ministers, and Dr. U. Krishna
Rao, Speaker of the Madras Legislative Assembly.

Sri. Kasturi Srinivasan, Vice-President of the Academy,
read and presented to His Highness Sri Jaya Chamaraja Wadiyar,
a welcome address. The address said :—

It is with great pleasure that we extend a hearty welcome to you
on this occasion of your first visit to our Institution for inaugurating
our Thirty-first Conference and the connected series of concerts.
We are glad that our endeavour for some years past to secure your
co-operation has at last borne fruit. We recall with pride that your
illustrious father was pleased to open our Conference in 1938.

The princely house of Mysore has been famous for its encourage-
ment of music, with the result that Mysore has become a flourishing
centre of the art and science of music and has contributed not a little
to the development of Carnatic and Hindustani music.  You, Sir, in
particular, are a distinguished savant of Indian and Western music,
and our vidwans consider it a privilege to render in the concerts,
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songs composed by you. We hope your association with us this
evening will blossom into an abiding interest in the work and welfare
of our Institution.

We believe our activities are too well-known to require a detailed
statement. Our conference and concerts, the Teachers’ College of
Music with Model School attached, the Bharatanatya School, the
Special Pada Classes, Compe titions of varied character, discovery and
encouragement of new and rising talents, bringing to light old com-
positions, encouragement of new composition, Journal of research
and publication of rare manuscripts are some of our progressively
expanding lines of vork. We contact foreign experts to mutual
advantage. All systems of music and dance come within our
purview.

We would like to draw your attention, Sir, especially to the
large number of junior concerts that we have arranged for the
encouragement of the younger generation of musicians.

We have begun the construction of a Concert Hall with the
necessary annexes. Our ambition is to have a large-sized hall in
which a fairly big audience could sit and listen to the real voice of
the musician without the distortion of the mike. Naturally this
specially designed structure involves high cost. We have launched
upon an extensive scheme in the belief that no great purpose was
ever achieved without a spirit of adventure. We have had the gene-
rous support of the public and we hope that further aid would be
forthcoming from other patrons and the State and Union Govern-
ments also.

We request you, sir, to declare open our 31st Conference and
series of concerts.

The address was presented by Sri K. Srinivasan to His Highness
in an attractively embossed silver frame made by Messrs Surajmals-

Dr. V. Raghavan presented to His Highness and Sangita Ratna
Sri T. Chowdiah prasadams sent by His Holiness Sri Sankaracharya.
Kumari Vegavahini, great-grand-daughter of Veena Dhanammal
presented to the Mabharaja a small souvenir. ’
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Speech of His Highness Maharaja
Sri Jaya Chamaraja Wadiyar Bahadur

At the outset, the Mysore Governor said that it was a great
honour to be invited to inaugurate the conference and the connected
series of concerts organised by the Madras Music Academy. It was
gratifying to learn that their activities were varied and all-embracing
and, that in addition to holding conferences and organising concerts
they had been running the Teachers’ College of Music with a modc;
school attached and the Bharata Natya School. ** Your efforts in regard
to the discovery and encouragement of new and rising talents, eg;—Iris
Highness observed, ‘ bringing to light old compositions co;xductin
a journal of research and publication of rare manuscri;;ts are reallg
praiseworthy. For all this, you deserve the gratitude of the musii
loving public, nay, of the entire nation.  Your contacts with forei
experts will doubtless enrich your knowledge and experience to mut 8’;
advantage. "

< I understand that you have embarked upon the construction
of a concert hall, and I wish you all success in your endeavour to be
the proud possessors of an edifice of your own. *

His Highness next expressed his gratefulness to Sri Kasturi
Srinivasan for the reference made to his family and to himself,

' Continuing, His Highness said : —

“India has held music in such great veneration that it is said to
emanate from the great God Siva. It is also a very ancient art, W
trace its origin back to the Vedas, which are believed to be tizx;el :
While the Rigveda and the Yajurveda had the touch of the mus?ssi
element in them because of the presence of the Udatta, Anudatta ;c%;
Svarita accents, the Samaveda was chiefly used as hymnal in sin n
prayers. Again, the three Vedic svaras—Udatta, Anudatta g;;](gi
Svarita—contain according to Panini, all the seven notes—shadja
rishabha, gandhara, madhyama, panchama. dhaivata, and nisha; s
which are in use to-day : 3,

Udatte nishada-gandharavanudatie-rshabha-dhaivarqy
Svaritaprabhava hyete shadja-madhyama-panchamah '

(Siksha, St. 12)

(The notes nishada and gandhara are contained in udatta

rishabha and dhaivata in the anudatta and the notes shadja, madhyamz;
and panchama originate from the svarita).
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The existence of the Gandharva Veda as one of the important
Upavedas is a well-known fact. This Veda dealt with the theory of
sound, its metaphysics and physics. The little knowledge that we
have about this particular branch of the theory of sound leads us to
believe that a profound study had been made of the properties of
sound—not only of musical sounds, but also of physics, of medicine
and of magic.

Megasthenes pays a tribute to the Indian love of music when he
says that Dionysus “ taught the Indians to worship the other gods
to the accompaniment of cymbals and drums.” He thought that the
Indians were ‘¢ of all peoples, the greatest lovers of music **. The
fact that in the Puranas there are portions dealing with music and
that we find the names of great exponents of musical theory and
practice such as Narada, Bharata, Matanga, Matrgupta, secems to
show that Megasthenes’s remark was by no means an empty compli-
ment.

There is a North Indian school of music and a South Indian onc
as well. The philosophy of sound (nada) occupies a pivotal position
in the music of both these schools. Of this nada, it is said :—

Sukhini sukhanidanam duhkhitanam vinodah

Sravanahrdayahari manmathasyagradutah |

Atichaturasugamyo vallabhah kamininam

Jayati jayati nadah panchama-schopavedah |/

(Sangita Bhashya)

(Nada is the abode of happiness for the happy, the diversion of
those who are sorrowful, the delighter of the listeners, the first
messenger of the god of love and the beloved of the damsels. Hence,
victory to Music, the fifth approach to the Veda !)

Sounds are of two kinds, one being etherial and the other
aerial. The former is unstruck or anahata, and the latter is struck
or ahata. According to tradition, it is the unstruck which gives
liberation. The Yogi is enjoined to meditate on it to achieve libera-
tion :

Siddhasanasthito yogi mudram samdhaya vaishnavim

Srnuyat dakshine karne nadam antargatam sada |

Abhyasyamano nado’yam bohyamavrnute dhvanim

Pakshadvipakshamakhilam jitva turyapadam vrajet |,
(Nadabindupanishad, 31, 32)
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{The sage having taken on the Vaishnavi posture and the
siddhasana pose, shall always hear the sound within by his right ear.
This sound, practised thus, envelops all outcr noise and the meditator
having conquered all inimical sounds reaches the state of beatitude.)

The sounds used in music are those whose mutual relations form
an image of the basic mathematical laws of the universe. Thus
musical sounds reproduce the first creation of the Primordial
Intellect. This creation is at the same time a rhythm and a thought.
In correspondence with this, the main characteristic of musical
sounds is that although they form simple physical relations, they
convey ideas. Iudeed, they are expressions.  This is why the sound
of music is called ° Nada '—* intelligble sound **, and, this is said
to result from the union of physical breath with the fire of the
intellect.  * The syllable ¢ Na > means breath ; ths syllable “da’
the fire (of intellect). Born of the union of breath and fire, intelli-
gible sound is called Nada.

Ragas form the basis of Indian music. The word itself denotes
gaiety, variety, ‘ Ranjayatiti ragah —because it delights, it is called
araga. The word is often mistranslated as a tune, an air, or key.
What a raga does is to colour or tinge the mind with some definite
feeling and a wave of emotion sweeps over us when it is sung. Itisa
sonal composition of musical notes (svaras) having a sequence, form
or structure of peculiar significance. Some of its component notes
stand in a significant relationship to one another in order to give a
character to the raga. Thus, the starting or initial note (graha svara),
the predominant or expressive note (amsa svara), and the terminating
or the final notc (nyasa svara), have each a peculiar significance in
the composition of a raga.

The idea of a raga, as the definition of it makes it clear, is to
create an all-pervading atmosphere based on a particular emotion
until it influences the audience to experience through sound a deep
feeling of love or devotion or any other emotion. It is also claimed
that the ragas in their infinitude are meant to evoke spiritual respon-
ses in addition to the different emotions mentioned above, Tradi-
tion Jays it down that some ragas are to be sung at a particular time
of the day. Thus, for example, the raga “Saveri * is supposed to be
particularly appropriate to the early morning, and the raga * Madhya-
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mavati * specially appropriate to the midday. Indeed, the Samgita
Makaranda decries those who practise untimely melodies :

Evam kalavidhim jnatva gayedyah sa sukhi bhavet |
Ragavelapraganena raganam himsako bhavet /|
(Samgita Makaranda, 23-24)

(He becomes happy who sings appropriately to the hour of the
day ; and, he who does the contrary, hurts only the melodies.)

In Indian music, there is a close emphasis on the resemblance
between the joy of music and the joy of spiritual experience. The
final purpose of music is to create a deep joy similar to the one that
arises out of the realisation of God. Indeed, the Narada Sambhita
quotes God as saying : “ O Narada, I dwell not in Vaikuntha, nor in
the hearts of Yogis, but I dwell there where my devotees sing of me.”

Naham vasami vaikunthe
Yoginam hrdaye na cha ]
Madbhakta yatra gayanti
Tatra tishthami Narada /|

Or again, we have the statement—* Gayantam trayatiti
gayatri >’—* Gayatri protects those who sing her praises.”

Thus the joy of music is to help one to merge in Brahman ;—
and, Brahman is defined in the famous statement ¢ Ananda is
Brahman »’—* Anando brahmeti vyajanat.”” (Taittiriya III-6-1).
The realisation of the latent Ananda through the medium of musical
sound is to help the ordinary man to attain moksa. An aesthetic
experience lasts only a short time no doubt—it is ‘ kshanika ’. None
the less, it is worth having since it helps us, though temporarily, to
attain the highest plane of Ananda.

Therefore, it will be seen that in Indian music, the realisation of
joy through sound, is the means for the attainment of the highest
eternal joy—bliss. Thus, Nadasudharasa is equated with Brahma-
panda-— Raso vai sah.”” The Indian attitude makes music the
bridge to further spiritual conquest. We experience a rapture of the
mind when we listen to sweet musical sounds. While this rapture
lasts, there is a cessation of desire and strife. And, we may even go
further and say that this rapture, depending on the quality of the
music, will have beneficial after-effects. It mellows the mind ; and,
the man who experiences this kskanikananda may well be induced to
delve deep into his own self in order to experience the bliss of an un.
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heard melody and harmony~-the melody and harmony of the soul.
It is to develop such a mental attitude that music strives. Nor
would it be improper here to recount the soul-stirring nature of music
as also the cause for it, so ably presented by the great Indian poet
Kalidasa :—

Ramyani vikshya madhuramscha nisamya sabdan
Paryutsukibhavati yatsukhito’pi jantuh |
T achchetasa smarati nunamabodhapurvam
Bhavasthirani jananantara-sauhrdani |/
(Sakuntalam, V. 2)

(At the sight of charming objects and the hearing of sweet
sounds, a being, though happy, entertains a mood of longing. This
is because, he remembers friendships of former lives made permanent
through mental impressions )

In India, everything was organised according to sastra and
nothing was left to chance.  This is why, even in the field of music,
we see so much of the elaboration of rules and regulations in the
practice and theory of music. A musician had to be an inborn
genius with vast learning and free from blemishes. His mind had to
apply itself intensely to the task of composing music : * Naisargiki
cha pratibha > (Kavyadarsa, 1.103)---an inborn genius was to be his
great qualification.

I have shared with you some thoughts about music that have
occasionally occurred to me. I have no doubt that at a conference
like this, your minds will be exercised about the philosophy and the
technique of music. I am sure, you will realise the importance of the
¢ sastra ’ side of music since you are the inheritors of the Indian
tradition. You will have a number of problems to face and to solve.
For instance, how far is the idea true that a certain time of the day
is suited only to a particular raga which is after all the product
of mere association of sounds ? Again, while it is true that such raga
is the expression of one dominant emotion, can other emotions
be introduced within the limits of that raga ?---these emotions being
made to act as feeders to the main emotion very much after the pattern
of the judicious admixture of rasas in an Indian Kavya. You will no
doubt approach such problems in a spirit in which reverence for
tradition and the critical method of enquiry are harmoniously
blended. T wish you every success in your deliberations. Meanwhile,
may I close by quoting a statement from the Samgita Darpana where
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music is described as the sole art which is instrumental for securing
Dharma, Artha, Kama and Moksha ? :

Dharmarthakamamokshanam
Idamevaika-sadhanam.’ (Sangita Darpana, 1-29)

Vote of Thanks

Proposing a vote of thanks Dr. Raghavan said :—

On behalf of the Music Academy and those assembled here
I request your Highness to accept our sincere thanks to you for
your coming here to inaugurate our 31st Conference. We cannot
express our indebtedness adequately for this, for we know you have
undertaken this journey despite the fact that you have been indisposed
for the past few days. While on one side we are sorry to have
imposed this strain on you, we also feel highly encouraged when we
refiect that it is out of your regard and appreciation for our sustained
work in this field that you have fulfilled this request of ours.
Really, we have been after you for some years ; as a learned body
which has taken up the task of safeguarding and fostering one of the
priceless aspects of our cultural heritage, we have always held you in
highest esteem, not only as a scion of a royal house which had
extended its help to us from the very beginning, but as an active
participant, in a creative way, in that cultural tradition. We
express to you our most profound gratitude for associating yourself
with our institution and its 31st Conference.

With your leave, Your Highness, I want to take this opportunity
to express the Academy’s deep appreciation of the wide and whole-
hearted support that we are receiving from the musicians. We have
served the musicians these three decades with the sole objective of
promoting the art. The members of the Executive of the Academy,
distinguished members of different walks of life, have all their own
heavy official and personal duties and if they have come forward to
give so much of their time and energy to the ardous task of running

‘efficiently the institution and the annual conferences, it is solely in

the interest of the art and the artistes. We would urge upon the

musicians to appreciate this and make their co-operation more

complete. The only considerations that guide the deliberations of

the Academy are the interests of the art, its integrity and healthy

growth ; there is no room here for any misunderstanding based on
2
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personalities and if one or two senior vidwans have still some hesita-
tion lurking in their hearts, they should now banish such feelings.
The Academy is a public body and it belongs to the public and the
artists in the measure in which they co-operate and contribute to its
work and growth. We make this public acknowledgement of the
invaluable help of the vidwans and vidushis who have been
co-operating with us consistently, and also this appeal to those who
should, by virtue of their long association with the work of the
Academy in the past, continue to be with us and share in the satisfac-
tion and joy of what has been universally acclaimed as the most
signal event of the year in the field of music not only in South India
but in the whole country, namely this conference and music festival.”

Election of President

Sangita Kalanidhi Tiruvizhimizhalai Sri Subrahmaniya Pillai,
the retiring President, next proposed Sangita Ratna Sri T. Chowdiah
for the presidentship of the 31st Conference. In doing so, he said
that the musical talents of Vidwan Chowdiah had been universally
appreciated and it was but proper that they should give expression
to it by choosing him as president of the conference.

Seconding the proposal, Sangita Kalanidhi Sri Musiri Subrah-
manya lIyer said from a young age, Vidwan Chowdiah got his in-
tense training from Sri Bidaram Krishnappa and attained perfection.
The innovation Vidwan Sri Chowdiah had introduced by the addition
of more strings to the violin was worth mentioning. The President-
elect had knowledge of Sanskrit besides other languages. It was but
proper that he should be chosen as President of this year.

Sangita Kalanidhi Mudikondan Sri Venkatarama Iyer supporting
the choice of the President paid a tribute to the importance Vid-
wan Sri Chowdiah attached to constant practice and said it was no
wonder that Vidwan Sri Chowdiah was an outstanding musician of
the present generation.

Sangita Kalanidhi Dwaram Sri Venkataswami Naidu, speaking
in Telugu, expressed his happiness at the choice for presidentship
of Vidwan Sri Chowdiah.  Sangita Kalanidhi Semmangudi
Sri Srinivasa Iyer paid a tribute to the support that the Mysore royal
household had given to music and to vidwans and said that it was an
honour that this year’s president should be Vidwan Sri Chowdiah
who came in that line.
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Vidwan Sri G. N. Balasubramaniam said that besides being
a talented vidwan Sri Chowdiah was a good sportsman.

PRESIDENTIAL SPEECH

Your Highness, the Maharaja, Governor of Mysore, the President
and members of the Music Academy, Madras, Sangita vidvans,
brothers and sisters !

Allow me first to offer my respectful gratitude to the Academy
for choosing me as the President for this year’s Conference and
to His Highness the Maharaja, Governor of Mysore, who is our most
beloved Ruler and a great patron of music and musicians, for inau-
gurating this Conference.

In my opinion, I am not fit for the position of the Presidentship
of this august Conference, as I am only an infant before the learned,
senior scholars in music.  This selection shows only the affection of
the Academy and of the Dakshinadi music vidvans towards me, and
certainly not my merit, for which I should ever remain grateful to
this institution and its members. I wish to state, at this juncture,
that the inauguration of this Conference by our beloved Ruler His
Highness the Maharaja and Governor of Mysore, Sri Jayachama-
raja Wadiyar Bahadur, G.CS.I.,, G.B.E., is certainly a sign of
prosperity and success to the Academy.

Sri Jayachamaraja Wadiyar Bahadur is a descendant of the
illustrious Royal family which ruled Mysore and extended its
patronage to all branches of arts and particularly to Carnatic music.
Many of the kings of this dynasty were themselves distinguished poets
and musicians and great patrons of this art. The fame of Mysore
has been through them firmly established. Our present Highness Sri
Jayachamaraja Wadiyar Bahadur is himself a poet and scholar in
Sanskrit, Kannada and English and a musician and musicologist.

I want now to say a few words about the importance of our
music. Music is a Moral Law. It gives a soul to the Universe,
wings to the mind, flight to the imagination, a charm to the sadness
and gaiety of life. It is a friend of pleasure, a solace to pain, and
wisdom’s aid. Music is a gentle, universal, unfathomable speech,
which leads us to the very edge of the Infinite and lets us for a
moment to gaze into it. Music is loved by one and all. By its



12 THE JOURNAL OF THE MADRAS MUSIC ACADEMY  [VOL. xxix

charm it can control and rule over the Nations and Nature. The
present day scientists too have come to the conclusion that some
diseases can be cured by music and it is well known that savage
animals can be tamed by music and many miracles have been
performed by music.

Let me quote a few instances. When there was a dreadful famine
in the country due to the failure of rains, Sri Muthuswami Dikshitar
played ‘‘ Amrita Varshini” on his Veena and brought plenty of
rains ; Sri Tyagaraja by singing * Na Jeevadhara > in Bilahari gave
life to a dead man ; similarly Sri Tansen lit the lamps and drove the

darkness out of the court of Akbar by his Alapana of “ Deepak *.

We have also heard that by the divine music of Lord Krishna, the
Universe, both animate and inanimate, was completely absorbed. In
the West also the. universal sway of music has been sung by poets and
extolled by critics. According to Shakespeare, ‘“ the man that hath
no music in himself, nor is not moved with concord of sweet sounds,
is fit for treason, stratagems and spoils. ” Such is the power and
potency of music.

Such a great and divine art is getting degenerate at the present
day. Tt is because of this decadence that we are not in a position to
understand and benefit by the full glory of music. The cause for it
is to be noticed and scrutinized by us. It is due to the absence of
perfection in knowledge in the musicians, affection and broad-minded-
ness in the masters, earnestness in learning in disciples, reverence of
the youngsters towards their elders and masters and a mutual
co-operation among the artistes. To maintain the sublimity and charm
in our music, the musician must try to lead a pure and saintly life;
he must be a good scholar ; he must think that he is a student
throughout his life, he must have served his masters well, in his
training period, and he must always try to use music for devotional
purposes and for pleasing himself and the audience. He must have a
broad outlook and an affectionate heart in teaching the science of
music and the art of presenting it to his disciples. The disciples
should have regard towards their masters and be keen in their
practices.  They should cultivate decent manners and should avoid
all indecent modes.

Among the learned, professional jealousy should be eradicated,
particularly between the accompanists like Violinists and the
Mridanga artists, and the main Vocalists ; and on the platform, at a
music performance, a non-co-operative tendency should not be
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present, Co-operation between them is very much required. The
absence of such a mutual co-operation between them has become the
root cause for the loss of the charms and delicacies of our music. If
such a co-operation is not present, among the three artists,. each will
have his own way and there will be no harmony with one another.

To achieve this harmony the vocalist should not adopt any
¢ hide and seek * either in raga, or in tala, and should not intend to
mislead and defeat the other artists before the public, thinking that it
is his victory over the other.  He should not sing any raga using the
improper ‘Swaras though it ‘was being sung in that way by their
elders. .

The violinists should closely follow the main artistes. His play
on the violin should be as much as the singing of the main artistes.
He should neither fail to play on his violin what is sung by fhe main
artiste, nor should he go ahead. The speed of Swaram (Gati) on the
violin should be equal to the speed of the Swaram uttered by the
vocalists. To attain this proficiency the violinist should also be a
well trained practical vocal musician; he must h_ave a 'p.erfect
knowledge in music. Then, and then only, hf’ will be in a Postnon to
follow the vocalists closely and play on his mstrumen_t scxentlﬁcally_
Such a violinist alone, will be fit for a side-accompaniment for music
and as a main artist for solo performance. '

With regards to the Mridanga artiste, I would like to say a f?w
words. The Mridanga artiste also shoulq support .the vocalist
in maintaining his charming mode of presentm.g,{ns music. .For that,
he should have a great control over his “ Gati " T<? get his perf?c-?
tion in * Gati ”’, he too should have a gp9d training in vocal mus:}:,
at least, up to Varnas. The greater tl:ax.nmg he has the greater will
be his l;erfection. But without the training up to at least ‘the Varna,
if the artist sits on the platform, as an accompanying artist, he can

never follow the main artiste, and create harmony and beauty in the

performance. . - -
Considering the importance of _music, the divine qu.ahtfes and
powers of it and the present degeneration of such a music, in our
untry, our Central Government aufl the State Governmen.ts are
cov .t’heir best to foster the scientific systems of Carnatic and
‘;-;)i:dgustani music and preserve ?h.eir authentic idioms by .giving
liberal financial aid to the musicians, to students of music and
to music institutions. Tam glad to mention that the end and aim of
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this Academy, which was started as a remedy for the defects and
degradation which we found in our music, is also the same. Its main
aim is to remedy the defects that have crept into the field of Carnatic
music by the ignorance and non-co-operative mentality of the musi-
cians. It took its birth thirty years back and from that time
onwards, till to-day, it is striving hard for the promotion of musical
knowledge in our country, greater co-operation from and among
musicians and perfection in music. It has already earned a great
reputation for its achievements, by its sincere and dedicated service to
the cause of music. Iam proud of the fact that this is the senior
most institution of its kind in India. Many great men have offered
their most valuable services to this Academy for the bemefit of the
musicians and for the development of the art and science of music,

Now, I am chosen as the President of this Conference for this
year. Ido not know how far I will be able to succeed in discharging
the duties of the President. But my ardent desire is to offer my
humble, sincere services for the sacred work of promoting scientific
musical knowledge among our people, to create the broad-mindedness
and mutual brotherhood among the musicians and to make Carnatic
music as sacred and charming as it was in the time of Lord Sri
Krishna, Purandara Das, Muthuswamy Dikshitar, Tyagaraja and
Tansen. All that I intend to do can be done by me only under the
shade of this Academy, and only if I am fortunate to gain the
co-operation and support of the office-bearers of this Academy,
Sangita Vidvans of our country, the great patrons of this art, the
scholars and the Government at large. 1 am sure that I will have all
these.

Before closing my speech, I must offer my regards to the
Academy, which has conferred on me the high honour of the office
of the President and that in the very presence of our own beloved
Maharaja ‘Sri Jaya Chamaraja Wadiyar Bahadur, G.CS.I.
G.B.E., His Highness the Governor of Mysore. ’

I request most humbly and respectfully His Highness the
Mabharaja, Governor of Mysore, to be kind enough to accept my loyal
regards and bless me,

May the Almighty Lord shower His best and choicest blessings
on His Highness the Maharaja, Governor of Mysore, the Music
Academy of Madras, the scholars, artiste, students, lovers of music
and all the members of the present assembly.
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There was then a musical concert by Vidwan Sri Chowdiah (solq
violin), Palani Sri Subramania Pillai (Mridangam), and Alangudi
Sri Ramachandran (Ghatam).

Gonference Souvenir

In connection with the 31st Conference, the Ml:lsic Academy,
Madras, brought out an attractive and informative Souvenir.
Besides the annotated programmes of all the concerts and recitals
of the Conference and other information relating to the activities of
the Academy, the Souvenir carried a number of portraits ef composers,
musicians, the past Presidents of the Acade:my’s Conference, etc.
Among the articles in the Souvenir are Impressxons.of the Acad‘emy’s
Conference and Concerts by the British musician Sir Steuart Wilson,
Alain Danielou’s article emphasizing the international role that the
Madras Music Academy has played, two articles on .the scope of
research in Indian music by Sri Rabindralal Roy of Visva Bharati
University and Prof. Vissa Appa Rao, Dr. V. K, Nara.tya.na Menon’s
article on the increasing appreciation of Indian Musuf in the West,
an appreciation of Tyagaraja’s Kriti Kotinadulz{ .by Sri T. V Subba
Rao and an account of forms of Music comgosmon by Mudikondan
Sri Venkatarama Iyer. There are two spe_clal supplements, devoted
to the Violin and the Academy’s new buildn.lg.. In the former, there
was an article on the Indian origin of the Violin by Dr. V Raghavan
and the portraits of the two foremost masters Pf 'the: instrument,
Tirukodikaval Sri Krishnier and Sri GoviPdasaml P111a1 , there were
also pictures of other leading violinists in Fhe Carnatic field and
reproduction of pictures of two special violins. Tl.1e slfp.plen.lcn‘ts
devoted to the new building which the Aca.demy is raising in its
own premises set forth its architectural details and reproduced the
plans of the same. There was an article on the Prgsxdent _of tpe
Conference, Vidwan Sri T. Chowdiah, as also his Presidentia

Address.



Experts’ Committee Meetings

THE FIRST DAY

22nd December 1957

The Experts’ Committee of the Music Academy convened in
connection with its 31st Conference opened this moraing at the P. S.
High School Hall with the President, Vidwan Sri T. Chowdiah,
in the chair.

Singing of Tiruppavai

The programme began with a recital of Tiruppavai by Vidwan
Sri B. Rajam Aiyar, accompanied by Sri P. Ramachandraiah on
the violin and Madurai Sri Krishna Iyengar on the Mridangam.
The following pieces were rendered :

Margazhitingal-Nattai ; Mayanai-Sriragam : Pullinai-Athana ;
Keechu keechu-Bhairavi; Thoomani madattu-Hamsakalyani ; Orutti-
mahanai-Behag and Vangakkadal-Suruti.

‘Nagka Charita of Sri Tyagaraja

After thanking Vidwan Sri Rajam Aiyar for his recital of
Tiruppavai, Sangita Kalanidhi Sri T. V. Subba Rao introduced Sri
Subrahmanya Iyer of Pudukottai who read a paper on the Nauka
Charita of Sri Tyagaraja. In a detailed analysis of this story-poem
in songs by the great composer, the speaker showed, with extensive
quotations, the devotional ideas of the composer, the conception of
Xvatara, the background of the composition, the theme, the incom-
parable setting and beauty ?f the composition and the spiritual
suggestiveness and inner meaning.

Music of Assam

After thanking Sri Subrahmanya Iyer for his paper,
Dr. V. Raghavan presented on behalf of Srimati Sabita Devi, Rani of
Bijni, Assam, her paper on the traditional songs of Assam. The
Rani, who is the Secretary of the Assam Sangita Natak Akademi,
had sent a group of Assam musicians last year for demonstration in
the Academy’s Conference. In the paper contributed by her this
year, she gave a description of the religio-musical culture of Assam,

#3
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of the Epic and Puranic background, the Vaishnava movement of
Sankaradeva, the songs on Devi, Ojhapalis, Nam-Ghoshas, Kirtans,
Bhattimas, Geets and Bar-Geets.  She made reference to the Ragas
and the accompaniments of these songs and also to the literary and
linguistic medium which was Braj-bauli in some cases and Assamese
in others.

Kanjira

Vidwan Palani Sri Subrahmanya Pillai opened a discussion on
the Tala-accompaniment called Kanjira. He referred to the marvel-
lous mastery of the late Vidwans Sri Dakshinamurti Pillai and Sri
Mamundia Pillai on the Kanjira. He refuted the allegation that it
could not blend with the Sruti or would mar the vocal music. He
appealed to the Academy to include the Kanjira as played by some
who could do it well in the concerts of the Academy.

Sangita Kalanidhi Sri T. V. Subba Rao explained the position
with reference to the concerts of the Academy in respect of the
Kanjira. He said that it was primarily because this accompaniment
could not blend with the Sruti and also because the increase of the
Tala accompaniments would reduce emphasis on the music that the
Academy bad decided not to include it.

Sangita Kalanidhi Semmangudi Sri Srinivasa Iyer said that there
was no objection to the inclusion of Kanjira as played by the distin.
guished vidwans and that it could really add to the effect of vocal
music.

Sangita Kalanidhi Mudikondan Sri Venkatarama Iyer agreed
with the view that as played by distinguished vidwans the Kanjira
added to the effect of the music and could be included. On the
question of the antiquity of this accompaniment, the President said
that a number of Tala-accompaniments were mentioned in the texts
and in the dance of Siva, and that we could not be dogmatic about
this being a recent innovation. All-India Radio also gave a place to
the Kanjira. A general appeal was made by all Vidwans that one
more Tala-accompaniment might be added to the Mridangam.

THE SECOND DAY

23rd December, 1957
‘“ Bhaja Govindam*’

At the Experts’ Committee meeting of the Music Academy held
at the P. S. High School Hall, Mylapore, to-day, there was a recital
3
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instruments had to be played to-day on the modern instrument. He

then took illustrations from the Sonata which were long compositions

and represented the major form for Western Key Board Music. He

played the Sonata Pathetique of Beethoven. As examples of shorter
pieces, he chose three of Chopin, the Nocturne which had beautiful
melody, as if written for voice, a Waltz written for the Piano and
showing the influence of popular music on serious music and the
very short piece styled popularly the * Butterfly Etude.’ Inciden-
tally, the speaker said that most of the titles of pieces were fanciful

and given by people rather than the composers themselves. At
present the speaker said there was of course a decline in Piano-writing
but there were some who were making their contributions in these
branches to-day. Mr. Cooper finished his demonstration by playing
one of his own compositions for Piano. H-: then answered a few
questions relating to Tala and improvisation in Western Music.
Referring to what he had been able to hear so far during his short
stay in this country, Mr. Cooper said that on the question of har-
monising Indian Music about which some had spoken to him, he was
not vary enthusiastic about the results and added that Indian Music
had better kept its purity.

Thanking Mr. Cooper on behalf of the Academy, Sangita
Kalanidhi Sri T. V. Subba Rao expressed the hope that ’he would
stay adequately in India and carry with him such ymelodic ideas as
could reinforce creative activity in the field of European music,

THE FOURTH DAY
25th December 1957

Folk Mausic of Yugoslavia

When the Experts’ Committee of the Music Academy met to-da
at the P.S. High School Hall, Mylapore, the musicologist froul:
Yugoslavia, Mirka Pavlovich gave an jllustrated talk on the music
of Yugoslavia. Dr. V. Raghavan introduced the vig itor.

Thanking the Academy for the opportunity given 1o her to attend
the Conference and to study the South Indian Music, and after convey.
ing the greetings of the musicians of her country to the Indian musiczl
experts the speaker started her exposition of the folk and art music
of Yugoslavia with a preliminary account of the historical back-
ground. The subject, she said, was a vast apg diversified one.

THE XXXI MADRAS MUSIC CONFERENCE 21

Geographically, Yugoslavia is at the cross-roads of the West and the
East and consequently it was open toinvasions and influences from all
around. Though they could trace their history to as early as the 5th
Century A. D., they could become a unified State only after the first
World War. Though frequently subject to alien rule and always pre-
occupied with their struggle for freedom, their achievements in the
artistic fields, — frescos, sculptures, literature, etc.—were not negligible.
In music and music folk-lore especially, they could boast ofa rich and
varied culture. Development of art-music as such could be said to
have begun only in the last century, when really significant and origi-
nal contribution began to appear. The Yugoslavs made use of the
technical experience and creations of European music, but at the
same time they strove for specific Yugoslav musical expressions.

There were three types of musicians, those who followed a path
independent from folk-lore, those who drew their inspiration from
folk-music and those that drew upon music of their own and other
countries, As an example of the first type in which the originality
of their composers was illustrated, the speaker played a record giving
a sample movement from ‘Sonata Antique’ for Piano and Orchestra
by a young, talented Yugoslav composer, Euriko Yosif.

But more important, the speaker said, was the music of the
second class, which was inspired by Yugoslav or outside folk music.
This folk-lore of Yugoslav, which was, so to say, a bridge between the
West and the East naturally reflected diverse colourful elements. Writ-
ingdown of Yugoslav folk-tunes began only about 1815. This musical
folk-lore comprised four stands, Slav, Middle European, Oriental
and Gypsy. There was discernible a fifth element also representing
some archaic strands of the oldest form of folk-music. With the help
of a chart in which the speaker had given rough Indian notions also,
she showed that the folk-tunes of Yugoslavia could be analysed into
the major, all the three varieties of minor, the original variety of
minor antique, the Gypsy minor and the local variety of the last.
Along with this some old church modes could also be detected.

The melodies of the North-Western part of the country were
simpler and more uniform than thos; of the East and the South-East.
Most of the melodies were in small intervals, but one could find also
even big jumps, such as to the 7th. The most melodic phrases were
clear and often short. The folk-music was monodxc. with rare

of polyphony in two voices, in unison or in octave :
:::;g:::ic sisoginy: wai also known. The rhythm of the folk-music
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of the Western part was simpler and more uniform and could be
grouped into those of 2, 3, 4 beats as also in a very popular rhythm
of six beats. In the East and the South-East, rhythm was rich and
diverse going up to 7, 11, 13, and IS beats and these in diverse
groupings and occasionally also in rhythmic contrapoint,

The main folk instruments of their country were several kinds of
pipes with one or two reeds, the bowing instrument, the Mandoline,
the Tambur and the Brach; percussion instruments were not much
in use, the chief of those used being Tupen or Goch. The occasions of
Yugoslav music were those connected intimately with life, ritual
songs, songs for holy days and dance songs. The text was important
in the folk-songs. Epics were more or less declaimed to the accom.
paniment of the bow-instrument Gusle. The lecturer said she would
speak more about the lyrical folk-songs and she played a humorous
folk-song from the central part of her country. When utilising folk-
material Yugoslav composers harmonised and stylised the melodies
or they took only the tunes of folk-music for their own compositions
for chamber music, solo orchestra, stage or film.

Mirka Pavlovich continued her lecture on another day of '

the Conference.

THE FIFTH DAY
26th December, 1957
Mysore Sadasiva Rao’s Kritis

At the meeting of the Experts’ Committee of the M
held this morning, Vidwan Chennakesaviah of
Mysore Sadasiva Rao’s compositions.
the Academy published a few of Mysore Sadasiva Rao’s composi-
gions the Mysore Kalabhivardhini Sabha had been able to collect 35
kritis of this composer, who belonged to the sishyavarga of Sri
Tyagaraja, and published them in a book form. The Vidwan had taken
enormous trouble in meeting several persons living in various parts of
Mysore State and who had manuscripts of this composer’s kritis. It
was unfortunate, he said, that many compositions had been lost to us
by neglect of manuscripts. The Vidwan said that he had, however,
been able to get the sakirya alone of 12 pieces and only the pallavi

of 8 Saveri kriti, * Dorakitivi.” He had subsequently been able to
get the swara sahitya of six kritis also :

usic Academy
Mysore spoke on
The Vidwan said that since

of Pudukottai W

(1) “Namami” in Chandra.

-
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3 i d Misra Jampa tala ;

llied to Kamalamanohari) an : tala;

Ch“f{an;aga gi::nalnnu” in Sahana and Rupaka. (3) <“Sri Ragukulatzlaka. .

§2) dip:nd Adi: (4) “Sri Ramana” in Narayana gowla and Adz’:
?;)Bfgzgamnannu » ju Begada and Adi and (6) * Kamalakanta

in Lalitha and Rupaka.

i i istics of Sadasiva
i described the special characterist .
’The Vld:i’:il:ms, bhakti bhava, the easy flowing sahitya, the
Rao sa::ln:gfa beauties and fully rendered the first three of the above-
prasa

‘mentioned six rare pieces unearthed by him.

Mridanga Practice

: i Sri Subrahmania Pillai then gave a talk and
Vldwal'] Pzrlr]r:r:l;;ga practice. Explaining the various lfessons
dcmonstr&:itéoilof mridanga has to get trained in, the Vidwan said that
tha & & nd atient practice for several years could make one pro-
only hard ax;l q tala instrument.  He gave examples of a few lessons
ficient on | l'sls and said that traditional teaching included the vocal
taugh t t? pup; the various sollukattus for talas by the student bet:ore
Pnuncmt'lon c:he:m on the instrument. He added that it was against
he prac;‘lls;;i to follow the kirtana on the mridanga in the same style
ra

samp rendered by the vocal musician. He emphasised that the
as it was

the thoppi so that
i be used to a larger extent thag '
valanth;';::gzh;‘;gt not be a hindrance to the main singer. He gave
the mri

i d that the fact
kulavasam of his days, and state' .
= ao?oumtlffr iv:;u l,:is guru did not make any difference in th.e
that b ::s f)f the training. The Vidwan appealed to the Music
rigorousn

demy to start a class in mridangam in their Teachers’ College of
Academ

e Kanjira: Talk and Demonstration _

Sri Swaminatha Pillai, son of the lats Sri Dakshina-
. of Pudukottai then spoke on the Kanjira, and gave &
io how the instrument should be played as a _p1¢a§1ng

The Vidwan said that it was sri Mam\lr}dla-Plllal
ho brought this instrument into })rommence afld
:cident in which be played th? kanjira at a .bha]an
e us Mridanga Vidwan Sri Narayanaswami Appa
the fafgothat Sri Narayanaswami Appa was very much
oy ent and expressed appreciation of it.

Vidwan
murthi Pilla
demonstration of
accompaniment.

parrated an
organised by

Tanjore, sai
:afptivated by this instrum
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THE SIXTH DAY

27th December, 1957
‘“ Tana ” on The Veena

At the Experts’ Committee meeting held this morning Vidwan
N. C. Venkatanarayanacharyulu gave a demonstration of Tang play-
ing on the Veena and Vidwan Ganesa Pillai, of Pallavi singing.

Introducing Vidwan Venkatanarayanacharyulu, Sangita Kala-
nidhi Sri T. V. Subba Rao said that he was a great composer.

Vidwan Sri Venkatanarayanacharyulu explained the origin of the
word Tana and said that the Tamilians traced it as having come from
“ tenna ', for which they quoted the lines from the Nammalvar
Pasuram, namely, * Tenna tana vandu mural tiruvengadathu ennane
ennappan emberuman ulanagave . Further he stated that the fast
repetition of the name * ananta ™ in worshipping God gave rise to
the word Tana. He then said that there were 21 Tanas and demons-
trated on the Veena 14 of them. He narrated how the late Bidaram
Krishnappa of Mysore and the late Tiger Varadachariar used to sing
in an inimitable way the Nabhi tana, one of these 21 Tapas.

Pallavi Demonstration

Vidwan Sri Ganesa Pillai then rendered a Pallayi in Sankara.
bharana, “ Siva Saravanabhava kumara, kumara gurupara muthy
kumara>. Counting khanda jati ata tala on the right hand and
tisra triputa tala on the left (both chatusra nadai), he sang the
pallavi in three kalas and wound it up in risra nadai in the tradi-
tional manner.

The vidwan then sang the Pallavi with the addition of #;
t .
maintained by his two feet. isra nadai

Vidwan Mudikondan Sri Venkatrama Iyer spoke in

appreciation of Vidwan Sri Ganesa Pillai’s attainments and added

that he was a true son of his great father Vidwan Srj
ot s i Ka i
Pill ndaswami

The President, Vidwan Sri S. Chowdiah, commended the sruti
and raga gnana of the Vidwan, which was very much in evidence i'
h.is demostration, which, he said, was not'a mere mechanical ex silf
tnon' of laya. He expressed the hope that other vidwans ango the
music-loving public would give him all encouragement.

THE XXXI MADRAS MUSIC CONFERENCE 25

THE SEVENTH DAY
28th December, 1957
“ Dhrupad

Sri Shib Mitra spoke on the Dhrupad, the most ancient type of
standardised North Indian Classical music, at the Experts’ Committee
meeting this morning held in connection with the 31st Conference of
the Music Academy at the P. S. High School Hall. Mr. Falguni
Mitra sang a few pieces and he was accompanied on the mridangam
by Bhagavanji Pandya.

Sangita Kalanidhi Sri T. V. Subba Rao, introducing Sri Shib
Mitra, said that he hailed from a great family of musicians of Bengal,
who later migrated to a town in Bihar. Sri Mitra, bhe said, got
training under great vidwans and had specialised in four different
styles of Dhrupad.

Sri Mitra said that the proper Dhrupad was automatically pre-
ceded by Alaap.  Therefore Alaap was the foundation of Dhrupad
so far as'the designing of Ragas was concerned. A full-fledged Alaap
was sung in the four styles of Nauees, Dagar, Gourhar, Khandar and
Nouhar, in four angas, Asthayi, Anthara, Sanchari and Abhog. The

"words that were originally used for Alaap were Om, Twang and

Ananta Hari Narayana. These being too theoretical and cumber-
some to pronounce in the fast tempos had now given place to the
following meaningless words, Om, Tom, Nom, Ta, Na, Ri, etc. It
was essential that the voice must be produced from the three
Nadis, Ida, Pingala and Sushumna, thatis, the voice should be
produced in a natural way and not in an artificial way, the speaker
said.

Sri Mitra said that mostly Alaap and Dhrupad were composed
in the Shanti, Karun, Sringar, Veer and Adbhut rasas. All the ragas
could not be depicted in all the ragas. The raga had to suit the par-
ticular rasa, he said.  Classical music, Mr. Mitra said, was indepen.
dent, and, therefore, independent of literature. For instance, the
Alaap or the instrumental music barring the percussion instruments
was independent of literature. As such, both the singer and the
audience forgot about the wordings of the song when the raga design
was established.

4
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Dealing with the talas, Mr. Mitra said that in North Indian
music, the Tal Paddhati was based on two systems, the Sama tal and
Asama tal. In other words, the beats were in Sama tal at regular
intervals, whereas in Asama ral at irregular intervals. Adi tal which
was supposed to be the first tal was a Sama tal made of strokes at
regular intervals of two matras, i.e., it had a rhythm ip the cyclic
order of 2 plus 2.  The basic rhythm of Asama tal was 3 plus 2 or 2
plus 3. These 2 plus 2and 3 plus 2, by permutation and combi-
nation, had given birth to all the other ralas like choutal, sool,
Jhampa, Dhamar, ctc.

Ashtapadis

Earlier, Srimathi Susila Achutaraman rendered Ashtapadis
accompanied by Komalavalli Srinivasan on the violin and Madurai
Sri Srinivasan on the mridangam.

THE EIGHTH DAY
29th December, 1957

Vasudevacharya’s Compositions

When the Experts’ Committee of the Music Academy met this
morning, Vidwan Sri T. Chowdiah presiding, Sri D. Pasupathi of
Kalakshetra rendered seclect compositions of Sangita Kalanidhi
Mysore Sri Vasudevacharya, Sangita Kalanidhi Mudikondan Sri
Venkatarama Iyer spoke on and demonstrated Thaya. The veteran
musicians Sangita Kalanidhis Mysore Sri Vasudevacharya and Veena,
Sri Sambasiva Iyer were present,

Sri Pasupathi rendered a varna in Kadanakutuhalam, a kriti
« Srimad Adi Tyagaraja ”’ in Kalyani, * Kalinarulaku’>* in Maya.
malava gowla, ‘‘ Pranamamyaham *’ in Ranjani, * Mama hridaya”
in Reethigowla, ** Balam Gopalam ™ in Bhairavi, * Parakela *® in
Sama, *‘* Mahatmule > in Rishabhapriva and * Mari mari ” in
Kambodhi.

Sangita Kalanidhi Sri T. V. Subba Rao said that Sri
Pasupathi’s rendering of the pieces was very appealing and faithful
and reminded one that new raga forms were still possible in the hands
of expert composers like Sri Vasudevacharya. ‘

Vidwan Sri Chowdiah referred to the excellence of these
compositions and their rendering and added that music lovers were
glad that the Kalakshetra had been creating the necessary atmosphere
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and providing facilities for masters like Tiger Varadachariar and
Mysore Vasudevacharya.

* Thaya

Sangita Kalanidhi Mudikondan Sri Venkatarama Iyer then gave
a demonstration of raga alapana of the style called Thaya. He
explained that * thaya ' was an aspect of raga-singing. By this'
method, a raga could be developed in a systematic, orderly and
artistic manner. He said that * thaya >’ was a corrupt form of the
word ‘“sthayi ”’. According to Sastraset forth by Sri Venkatamakhin
sn the * Thayaprakaranam ’® of his Chaturdandiprakasika, and
Sri Subbarama Dikshitar in his Sampradayapradarsini, the Vidwan
explained that any “ Jeewaswara ” of any particular raga could be
taken as ¢ Sthayi - swara * and from that, four swaras should be taken
in the ascent, one by one, and the raga developed without touchit_ig
the next higher note. In the same way, the raga should. be sung in
the descending order taking the notes, one by one, until it reached
the *sthayi-swara.’ Then from the Sthayi-swara, the raga should
be developed for a while, according to raga alapana, and .endcd on
the madhya shadja. The Vidwan took Bhairfzvi-raga for his demon§-
tration, taking the madhyama as the sthay.l-note and developed .1t
accordingly. While rendering the descending phase of the raga in
the thaya-form, the Vidwan showed how the ren.dermg should start
on the note on which the rendering in the ascending phas?e.was ended,
and come down, adding the notes one by one, to the original sthayi-
note Ma. The demonstration concluded with short rendering of tana

and pallavi.
Sri S. Srinivasa Rao said that a few * thayas ** of Purandara.
dasa were available in swara notation.

Sangita Kalanidhi Sri Subba Rao said that * thaya  actually
comprehénded both composition and {aga-alapana. He observed that
what Vidwan Sri Venkatarama Iyer did, was based on the authority
of Sri Venkatamakhin and they were glad that, at every year's session,
the Vidwan had been bringing to light and demonstrating some Tare,
difficult or hidden form.
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THE NINTH DAY
30th December, 1957
Oriental Influence on Yugoslav Music

At the meeting of the Experts’ Committee of the Music Academy
held this morning with Vidwan Sri T. Chowdiah in the chair, Sri S. Sri
nivasa Rao gave atalk on *Voice Culture’, Kumari Vegavahini, a
great-grand-daughter of Veena Dhanammal, gave a recital of

Javalies and  Mirka Pavlovich continued her talk on Yugoslav music
and dance,

~ Sri Srinivasa Rao explained, with demonstrations, how Sadha-
kam should be done of the various aspects of vocal expression to
achieve ease and control over the tempo, volume, facility in different
octaves etc.  He laid emphasis on the need to intone swaras correct-
ly, as also to render the anuswaras and gamakas properly and above
all, to enunciate properly the vowel * A ’. While emphasising the last,

he paid a tribute to the intonation and enunciation of the musicians
of Tamil Nad.

Introduced by Dr. V. Raghavan, Kumari Vegavahini, accom-
panied by Srimati A. Abhiramasundari, rendered the following
Javalis: Paripovale (Bilahari): Era tagu (Kedaragaula); Enthati
(Kalyani); Idi Neeku (Byagada), ( Kamas); Mariyada (Suruti);
Darumaru (Natakkuranji) ; Smara (Paraju); Vanipondu (Kanada)
and Sami (nadayagade).

The recital was greatly appreciated by the audience and in com-
pliaenting the young singer, Vidwan Sri Chowdiah paid a tribute to
the late Veena Dhanammal and the richness and beauty of the musical
heritage of that family,

Raga Lakshana of “Nalinakaati’’

Nalinakanti, suggested by one of the members of the Committee,
for fresh discussion, was taken up and the Tyagaraja piece in it Mana-
vyala was sung by Anasuya, a pupil of Sri T. Chowdiah, The raga
belonged to the 27th Mela and took Sa Ga Ri Ma Pa Ni Sa—Sa Ni
Pa Ma Ga Ri Sa. The President himself, as also the last year’s Pre-
sident, had both recorded it on violin and nagaswara and there was
no room for any point of difference on the raga which was embodied
in its solitary lakshya, Manavyala.
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Yugoslav Music

Continuing her illustrated talk on the music of Yugoslavia, the
musicologist from that country who had come to attend the Aca-
demy’s Conference, Mirka Pavlovich, played a large nu?nber of re-
cordings this morning, showing sample's of folk-.mus.lc ?nd art-
music, the composers of the latter taking ideas and inspiration from
e f;;:n;i:st played pieces which were closest to Western European
music, especially Alpyan, which was full of energy- The next exam-
ple was from Croatia showing how folk-music was used by the com-

poser Nicola Hercigonia for voice and orchest}'a. . .
She then played sample recordings showing thc'. influence of Ori-
ental music. The first example showed Tux;co-Arablc elemgnts. . The
folk-songs of the north-eastern part of Serbia were f}xll of Gipsy influ-
ence. She showed how the influence of this music was seen on the
classical composer, Stevan Mokraniatz, who vx./rotcf at. the end of the
last century, and continues to be the greflt.cst 1nsp1rat}on of modern
Yugoslav composers. Most of his compositions are written for chorus.
Two examples of this were playec} by her: She then took an example
of the music of the southern region, which was close to that of the
eastern and showed a wealth of melody and'rhythm; the .rhythm
showed beats of 5, 7, 11, etc,, whicfh' were rare in western music. As
an illustration of a ballet composition, the. l.ecturer plzjlyed a sample
from the  Legend of Ohrid”* of Steven Hristich. A piece of eas,te.rn
folk-song by Stanilo Raichich played by her s'oundefi very much like
an Indian song. The examples from Macedonia, wblcl? Iooked very
much like Indian, followed parallel lmes. c?f melody. Thislast exa}npl’?

played by herwas a remarkable composition “Symphony of Oncrft
f Yosif Slavenski, an original composer, who, unfortunately, died
oh ears ago. This composition has separate parts embodying the
saree ¥ d effect of Indian, Hebrew and Muslim music. In the first
mﬂltlen;?c:nis Indian, there is an orchestral introduction conveying the
ff;o:vpt:ere of the Indian temple with the ringing of the b.ells and tpc
main composition is sung and played on the Sanskrit Buddhist

mantra *Om Manipadme Hum.
Paper on Yugoslay Dance

The distinguished visitor presented also a paper on Yugoslav
dance and dance-music contributed to the Conference by one of her
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account of the musical instruments used. He spoke about the ragas
of Orissan music and said that Orissa preferred the Vilambita and
Madhya layas and did not favour Druta. The four angas of the
Orissan singing comprised Khandaswata or Khanda Tan, Gitabasha
or Bani, Ukkutta (bols) and Sargam or Swaras. Padi is the singing
of a portion of the song in a variety of talas, as different from
the one in which it had been set. Dhruva is known in Oriya as
Ghosha. The Veena was not very prevalent and the work Sangita-
nargyana written in Orissa stated that the Veena might be learnt
from the southerners. Orissan musicians were well-known in the
past as the Akbarmama mentioned a distinguished musician of
Orissa. A number of Sanskrit works on Orissan music were also
known and the lecturer Mr. Pattanaik showed also a photographic
copy of a palm-leaf from the manuscript of the Sangita Damodara of
Raghunatha of the 17th century which was interesting for the
etchings of the Ragini-figures in it.

In the demonstration of Orissan music which followed at noon,
Sri Balakrishna Das from Kala Vikash Kendra, Cuttack, sang two
pieces in Saveri and Kalyani, the latter having a touch of Bhupali in the
Avarohana. He was followed by Kumari Angurbala Ray, who sang
the raga Natamanjari, which used both Ni-s and was rather popular in
Orissa. Dr. Raghavan thanked the Kala Vikash Kendra and Mr.

Pattanaik for their co-operation in the proceedings of the Experts’
Committee.

Raga Lakshana

Taking up the discussion of Nalinakanti, Vidwan Maduraj
Subrahmanya Iyer who had suggested its reconsideration, said that Mg
Ga Pa occurred in his version of Manavyala ; Jaru was important as
also the note Ma; Pa Ni Saand Pa Ni Pa Sa were admissible.

Sri R. Anantakrishna Sarma observed that Pa Ni Sg appeared
to be rare. Pa Sa Sa occurred in Anupallavi and Ni was a crushed
note not to be prolonged. Vidwan Subrahmanya Iyer maintained that
Pa Ni Sa and Pa Dha Ni Sa occurred. Sri Sarma considered Pg Sg
to be natural and Ni as not important ; Pa Ni Sa was definitely not
permissible. The President was of the view that Ni could be prolonged
or stayed on in Avaroha, though not in Aroha. Tt was, however .
agreed that Ni was not to be emphasized.



V. Dragoi and P. Bodeut, leading Members of the Rumanian Cultural Delegation

the Music Academy’s Conference. With them are Vidwan Chowdiah, Conference

sident, Dr. V. Raghavan, Secretary of the Academy, and Mrs, Kapila Vatsyayan
Officer of the Ministry.
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Rumanian Music and Dance

Dr. Raghavan then requested ‘Srimati Kapila Vatsyayan of the
Union Education Ministry to introduce the two distinguished mem-
bers of the Rumanian delegation. Srimati Kapila Vatsyayan said
that they were all really happy that the Rumanian experts were
amidst them to take part in their Conference. She said that the two
musicians of Rumania who had come there, would speak on the music
and dance of Rumania. Sabin Dragoi, she said, was at present
Director-of the Rumanian Folklore Institute, and had done a great
deal in the field of both classical and folk music. The second speaker,
Mr. Peter Bodeut, was the foremost choreographer of Rumania.

In the first paper, Sabin Dragoi spoke about the work they were
doing in Rumania in folk-lore through their Folk-lore Institute. The
subjects of their interest comprised song, dance, popular literature,
oral and individual and collective creative activity in Rumania. They
were also collecting archival material and recordings of music and
folk-lore.

The paper on Rum®nian folk dances by Mr. Peter Bodeut said
that the Rumanian dances comprised those of magic and ritual, some
of these with masks, those of fertility, funeral, and folk drama and
those of children and youth and elderly members of the society,
wedding dances and others connected with the joyous activities of life.
There were separate dances of men and women as also mixed dances,
and in open or circular patterns and variations or in single file, dances
in which the dancers sang or cried calls. The Rumanian dance art
was somewhat abstract and geometrical. The paper then described
the different varieties of folks songs used in the dances mentioned
above. There was a ceremony of inducting a girl into dance. There
were also an endless variety of styles in the dances in different regions
and even in different villages of the same region, a single village some-
times offering 30 different dances. Consequently, there was also a
rich variety of songs associated with these dances, which the paper
then described. The rythm of the steps included many stresses and a
great deal of syncopation achieved by beats and the shifting of the
weight of the body from one leg to the other. The technique was
vertical, most of ithe steps without much lateral movement. The

S
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characteristic instrument accompanying the dances was called
* Taragot * with a brass or string band, violin etc.

On behalf of the Rumanian musicians and dancers, Mr. Sabin
Dragoi conveyed greetings to the Indian musicians and dancers and
good wishes for the success of the Conference of the Academy.

Tape recordings of select samples of Rumanian music were then
played.

The visitors from Rumania were thanked by the President of the
Conference, Vidwan T. Chowdiah, and Dr. V. Raghavan. A set of
the volumes of the Journal of the Music Academy was also presented
to the Rumanian Cultural Delegation.

Orissan Dance

Speaking on the dance of Orissa, Mr. Pattanaik referred to the
beautiful sculptures of dance-poses found in the famous temples of
Orissa and inscriptions which also bore testimony to the high state in
which the dance-art flourished in Orissa. Chandra Devi, daughter of
King Ananga Bhima Deva III, was herself an exponent of dance. The
wnnals of the Jagannatha temple showed that’ dance was part of the
ordained services of the temple. It was in the 16th century that men
in women’s dress began to take the place of traditional women
dancers. Astudy of Orissan dance in the texts, sculpture and practice
showed that it was based on the technique of Bharata Natya Sastra.
A number of Sanskrit treatises on Natya were written in Orissa.
There were eight preliminary positions introducing actual Nritta;
these positions called Boli comprise Utham, rising or Utplavana,
Bhaita or sitting, Thia which is Sthanaka, Chalis which are graceful
movements forward, Buda which was Bhramari or wheeling, and Pali,
the act of going backwards. The order of presentation in a dance-
performance in Orissa was (1) Bhumi-pranama or Salutation to carth,
(2) Vighnarajapuja, salutation to Ganesa, (3) Batuka Bhairava Nritya,
with swara and vadya (4) Ishtadeva Vandana, salutation to the
favourite deity, (5) Swarapallavi Nritya, (6) Abhinaya and (1) Jhula
(Dhruta and Ananda Nritya). There were also some Mudras which
Orissan dancers used and which were not found commonly in texts.
Maddala and Mandira ot Gini formed the normal accompanying
instruments. |
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Later the talk was followed by a2 demonstration of this dance by
Kumari Samyukta Misra in full costume, accompanied by her teacher
Sri Kalicharan Mahapatra on the Maddala. The recital was valuable
and it revealed certain elements of traditional Natya and certain
striking and difficult movements and poses which had been preserved in
Orissa but were not surviving in the traditions of other parts of India,
particularly certain Charis, Bhramaris and bending backwards called
Khati. The President of the Conference and Dr. V. Raghavan
thanked Mr. Pattanaik and the party from Kala Vikash Kendra,

_ Cuttack, for their demonstration of the Orissan form of classical

dance.
Concluding Function

After a group photo of the members of the Expert and Executive
Committees, the musicians who took part in the concerts and the
delegates from Orissa and the visitors from Rumania, the Experts’
Committee reassembled for the concluding function. The President
moved a resolution of condolence touching the demise of Violin
Vidwan Sivasubrahmanya Aiyar, Guru of Bangalore Nagaratnam
Ammal and a pupil of Ettayapuram Ramachandra Bhagavatar, Sri
T. R. Balasubrahmanyam, pupil of Sri G. N. Balasubrahmanyam, and
pandit Krishnachar, Guru of Srimati Saraswati Bhai.

The President of the Conference, in bringing the discussions to a
close, referred to the pdas being classified under light music in the
A.LR. and observed that the padas should be given a more important
place. Speaking on behalf of the Vidwans, Sri R. Anantakrishna
Sarma of the Sri Venkateswara Oriental Institute, Tirupati, conveyed
the gratitude of the musicians and scholars to the Academy for hold-
ing these Experts’ Committee meetings. Vi‘.iwan Chennakesaviah of
Mysore also expressed appreciation by the vidwans of the discussions
and congratulated Vidwan Chowdiah on his successful conduct of his
duties as President of the deliberations.

Sangita Kalanidhi Sri T.V. Subba Rao, Vice-President of the Music
Academy, thanked those who were responsible foE’ making the Con-
ference a success, Yidwan T. Chowdiah who presided over the Con-
ference, the vidwans and scholars who took part in the Experts’
Committee proceedings, the foreign delegates from Yugoslavia and
Rumania, representatives from Orissa, the vidwans and vidushis,
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juniors and seniors, Hindustani and Carnatic,
Concerts, the press, particularly ** The Hindy,
P. S. High School, the Boy Scouts, the members of the Executive
Committee and particularly, the secretaries, and Messrs R. Eswaran

and S, Natarajan. He paid a tribute to the audience both in the
Experts’ Committee meetings and in the concert pandal.

who took part in the
* the authorities of the

Members’ Day

The Members’ day of the Music Academy wag celebrated this
given to the President of the Con-

mbers and members® children, Sri
Y. Sankaran and Smt. Brinda, Sri N. R, Bhuvarahan, Smt. Rajeswari

Ranganatham, Kumaris Priyamvada ang Nandini, Smt, Lakshmi
Subrahmanyan, Kumari Padma and Master Pattabhiraman, and others,
Sri M. O, Krishnaswamy and Syi Nanjundiah imitated the famous
Camatic musicians, and the Boy Scouts enacted a farce called the
‘Tribulations of a Bhagavatar’, Dy, v, Raghavan announced the pub-
lication of Vol 27 of the Journal of the Musijc Academy.

st January, 1958

Sadas

Vidwan T. Chowdiah, President o
Music Academy, was presented with the birudy apd insignia of
Sangita Kalanidhi, this evening, when the Sadus marking the concly-
sion of the Conference was held. Sangita Kalanidhj Sr
char presided over the Sadas of the 3ist Conference
Academy, Madras, which was attended
gathering of musicians and music-lovers
P. S High School grounds, Mylapore,

f the 3ist Conference of the

by a large and distinguished
at the special pandal on the

After invocation, the convoking of the Sadas

was done by
Sri K. Soundararajan, Secretary.

Sri K. Balasubrahmanya Aiyar welco

med Sri Vasudevachar and
the Sadasyas.

. TRE XXXI MADRAS MUSIC CONFRRENCE: a7

Presenting Vidwan Sri T. Chowdiah, Sangita Kalanidhi Sri
T. V. Subba Rao, read the following citation :—

The Citation

Born on Ist January, 1895, at Trimakuta, My§(sfe St.ate, of
wda and Sundaramma; started musical training .m 1?04
Agastyag ° le and later under Gana Visarada Bidaram Sri Krish-
under his uncle a ied his master Sri Krishnappa and then all the
T s 1n Carmatic music was honoured with the tile of
Ieadi?g V:dwax;s 1:1he Mysore Samsthanam in 1940 ; was nominated to
Sanglta.Rat.na g ncil of Mysore for Arts in 1952; received the
the I.,,cglsl.atwe ol:d for Carnatic Instrumental in 1957; has
I"res;c?en::;]e(i/;k nw:nrichi"g violin-sound by addirg further strings to
experim

i t : one of the leading violinists of Carnatic music ; l.xas
- mSIrummd .active career as a popular and successful accompanist.
had z’ir :’ngt;::a of Sangita Kalanidhi was then conferred fm s‘,;
Chowd;h by the President of the Sadas, who also presented him wi

insigni idst cheers.
the birudu patra and insigma amidst
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Presenting Vidwan Sri R. Ananthakrishna Sarma, Dr. Vv, Ragha-
van read the following citation :—

The Citation

Born on 23rd January, 1893, of Sri K. Krishnamacharya and
Alarmelu Ammal at Rallapalle ; studied Sanskrit and Telugu ; inheri-
ted his musical gift from his mother and studied the art under Sri
Karigiri Rayar, Chicka Sri Rama Rao and Bidaram Sri Krishnappa ;
learnt vocal, violin and veena; has been a court-musician and
Sanskrit composer at Mysore and honoured as a Telugu writer and
poet ; served the Mysore University for 38 years as Telugu lecturer ;
is now Reader in Music, Sri Venkateswara Oriental Institute, Tirupati,
where he has been editing in notation the songs of the great Tallapak-
kam composers.
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presenting Vidwan Sri M. Ramalinga Bhagavatar, Sti G. N.
T

Balasubrahmanyam read the following citation:—

The Citation

. 1896 at Tiruvaduturai, Tanjore District, as the sec?nd
Borﬂ' l::iuthu Sastrigal, Sanskrit vidwan and composer of T.“ut
.l Adhinam ; younger brother of the late Sangita Kala:.m.ihl
vadutor Bhagavatar under whom he learnt music ; has been giviag
Sri Vectl:flt?or thcg past fifteen years, has been working on the Kritis of
concCeris

Sri Muthuswami Dikshitar and their propagation.
ri

son of ST



40 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. xx1x

Presenting Vidwan Sakkottai Sri Rangu Iyengar, Sri C. K.
Venkatanarasimhan, read the following citation:—

The Citation

Born on 21st March, 1898, of Sri Krishna Iyengar, in a family of
Sanskrit and Music scholars at Kumbhakonam; started learning
mridangam in his thirteenth year, first under Sri Jagannatha Bhaga-
vatar of Kumbhakonam and then under Sri Rangaswami Iyer of
Puducheri ; has accompanied all the leading vocalists in the field of
Carnatic music of the past and present generations.

THE XXXI MADRAS MUSIC CONFERENCE 41

Presenting Vidwan Sri P.N. Angappa Pillai, Sri R. Eswaran read
the following citation :—

The Citation

Born on 30th June, 1889, at Perambalur; started learning Nagas-
waram under his grand-father Sri Rangaswamy and began playing
from his 12th year onwards; later had his further training under the
Nagaswara Vidwan Sri Rangaswami of Lalgudi; a distinguished player
of the instrument, he has been a popular figure in all the great temple
festivals of the South and has received many honours.
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Presenting Vidushi Veenai Shanmukhavadivu Sri K. Soundara-
rajan read the following citation :—

The Citation

Born in 1889 of a family:devoted to music, daughter of Sri M.
S. Swaminatham and the violinist Akkammal ; had her first training
in vocal music under Karur Sri Venkatarama Bhagavatar; took to
the Veena later and began giving Veena recitals in her fifieenth year;
has given numerous performances and gained the appreciation of the
public and the approbation of the veteran vidwans ; trained her
daughter Srimati M. S. Subbulakshmi and gave many recitals along
with her young daughter of gifted voice,

The souvenir was received, on behalf of her mother, by Smt,
M. S. Subbulakshmi.
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Felicitations

Semmangudi  Sri Srinivasa lyer then fclici(a'lcd Vidwan
Sri Chowdiah and referred to the mastery h'c lfad nuamu.i over ‘thc
violin. Kumbhakonam Sri Rajamunikkafn Pillai aflso associated hlmt
self with the felicitations offered lo'Srl f:how.dlah. Marungap'»un
Sri Gopalakrishna Tyer spoke felicitatmg.\{ldushl ‘Sl?anmukhava::iwu.
Dwaram Sri Venkataswami Naidu felxcnlat.ed Sri Anantakrishna
Sarma. Mudikondan Sri Venkatarama lyer Salfi that hc.wns extremely
happy that they had honoured Vid.wan Sri Chowdiah. Hc' alsc?
offered his felicitations to Sri Ramalinga Bh.ag:?vamr am‘! ASakkoubu
Sri Rangu lyengar. Sri P. N. Angu;?pa.Plllm was felicitated l‘y
Tiruvizhimizhalai Sri Subrahmanya Pnllu:.. w?\o said tha(’ :Sleld (.e
members of the family of Sri Angappa Pillai were well ve in

music. Sri P. S. Veerusamy also felicitated the Nagaswara Vidwan.

Sri K. Chandrasckharan said that experts in music and I'Cl\OWl?ed
ichns.hﬂd given them thought-provoking lectures and pleasing
;:::cm all these days, and they should be thankful to them.

Sri K. Pattangik of Orissa thanked the .Acnd'cmy on bchalf.qf ;he
Kals Vikash Kendra of Orissa for providing him an opporunity for
participating in the Conference. )

Dr. Narayana Menon, Station Dircc-lor, AIR, Niadfas, s-a,c

. sidered it a rare privilege for .hl.m to be able to associa
v h]efc:lti)th the felicitations to six distinguished musicians. He
e icians to emulate these Vidwans.
appealed to the younger mus

Special Awards

introducing the special awards instituted
Dr. V. Rnghag)nw:’:"c " ‘Amcricanb composer, and Miss Ruth
by Dr Hmr{can Musicologist, said that members might remember
DouglaS, An:;rcmincnuAmcrican composer Dr. Henry Cowell, who
the visit o the fast year's Conference.  He had. as a memento of
pgﬂitlpa'.'d' . with thc' Academy, given an endowment for a prize in
his assoc Ao As he said, he was mostimpressed With the ricliness of
the Amdcr?y. haracterised Indian music and accordingly in consulta-
rhylhﬂf wh‘.Ch c-l had been agreed togive annually a prize in his name
tion :elt:c?t“:‘;‘:ng Mridangam player. The Governing Body of the
for t



44 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. xxIx

Academy had decided to give this to the best young Mridangam player
in the junior concert series so that it might prove an encouragement
to the young Mridangists.

Similarly, Miss Ruth Douglas, American musicologist and
scholar, who visited the Academy last year had also sent a contribu-
tion for the award of a prize for Raga-improvisation. As this is consi-
dered the most significant characteristic of Indian music, according
to her desire, it has been decided to award this prize to one of the
ladies taking part in the competitions this year.

Dr. Cowell prize for mridangam was awarded to Master
P. S. Raghavan and Miss Ruth Douglas prize for raga singing by
ladies to Srimati Ponnammal Ramiah.

The students of the Teachers’ Coliege of Music, introduced by
their Principal Sri T. V. Subba Rao, then received certificates.

President Chowdiab’s Speech

Sti T. Chowdiah then addressing the gathering at the Sadas, said :

The President, Office-bearers of the Academy, Sangita Vidwans,

Brothers and sisters! 1 will be failing in my duty if I do not express
the following :—

It is a great pleasure for me to be honoured by Sri Vasudeva-
charya whom I consider to be ¢ Vasudeva *° Himself blessing me as
guru though T have lost Sri Krishna, i.., Sri Bidaram Krishnappa.
This is really a matter for gratification that the Academy is doing its

best for the development of Karnataka Sangita in such a way that it
has become the model for others.

Karnatic music, which is maintaining its individuality without
getting itself mixed with other music, developed greatly from the time
of Sri Purandaradasa of Vijayanagar times. Saint Purandaradasa gave
shape and form to this music. To this music Bhava was added by
Sri Kshetragna. After the Vijayanagar kingdom, the Music was
further nurtured under the distinguished patronage of the Tanjore
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i ici ike Sri Sonti Venkatara-
j time of the great musicians like _

2?;;5 ® 'tl'l;ieya‘gabrahma, Dikshitar, Syama Sastri, and Subbaraya
Sastri. They popularised and refined this great art.

After this the Maharajas of two Southernstates in our own times,
Mysore and Travancore, further supported this music and the
Mﬁ;rajas themselves composed kritis, e g. Sri Swati Tirunal.

: ; ; -4wans like Sri Veena Sambiah, Veena
During ]zh |si ﬁn;day:waubbarayar, Veena Seshanna, Veena
Shamann. a(r; gru Bidaram Krishnappa, Ananthakrishna Bhagava-
Subbanna,'my y vatar and now Sri Vasudevacharya have further
an Mmh""h Bhagz;uch eminent personalities are shining like stars in
eariched {1 : r;;amatic music. The times then changed. At this
the heat OA demy came out as a boon to us, and is working as a
juﬁgtll":oﬂ:an;:uch organisations. This Academy has, in the past
mode

jce in taking up the responsibili-
30 years, ,ﬁ:ﬁereiu:i‘;:;: i:e sr:ch a way that the patronage of our
ties (.)f .“ph‘.’l :;g n to the shoulders of the public. Thg Academy is
music ’® §hlﬁ (;ndian music and Bharatnatyam. It brings up youn'g
engo:xragl;ﬁc:: l;s no distinction of language nor of country in music
artists.

d this is very well understqofl_and put into practice by this
:\ncadcmy as js clear from its activities. .
. , . reason why the Academy has organised and
This is the ’very ference insuch a way asto be called a Mysorean
carscc:lontl:at some of the vidwans of South India
Im?:sed the opportunity of attending. the .Confercnce
¢ not taking part and co-operating with t?ns Academy
yearaﬂeryear,af3 cars. All vidwans should recognise t%xa't tl.xe
in the Iast_ 2 or yof art and culture. Weare the people living in
Academy 15 3 ho“fzhing it. We should, asa matter of rule, attend
that house for ennher we are paid or not, and work wh.oleheartcdly
its activities W.het inence. 1, therefore, request all the vidwans, 'who
for furthering “slﬂ:those who are not present, to forg?t't.he differ-
are present and als ves and fully co-operate in th'e activities of the
ences among (!,e“:‘se hat we are all brothers and sisters wo.rkmg for
Conference thmklll‘gh ;pc that those persons who are not taking active
the same causé.

ual.
part will join this Conference as us

managcd thls y
Conference.
who had never
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Kindly accept my heartfelt and sincere
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With the co-operation of the Secretaries, Members, well-wishers

and the Madras public 1 had had no trouble in conductin

ference to this successful end.
thanks. I am at a loss to enumerate the names of all those with

whose co-operation this became possible.
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I have to express my gratitude to the Members of the Academ

for electing me as the President for this year’

SY4ONOQa

suolinaduwo))

‘spismy uonhiadwo)) SApy

SVIAAVYIK - AWNAAYDY DISAOW dHL

y

s Conference and honou-
g the
as the

y to become

United Nations Organisation in

Jai Hind !
Prize Distribution
Medals and prizes were then distributed by Vidwan Vasudeva.

charya to the winners in the several competitions held during the

conference.

The following is the list of the Competitions, Prize winners, and

Finally, I pray tothe Almighty to bless this Academ
the Donors of the prizes.

such a centre for music like the
individuality of our national art through such organisations

World Politics, and pray to all Indians to work for maintainin

ring me although I am not fit for that august office.

Music Academy, Madras,
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Music Competition Awards— (contd.)

Winners

DONORS

Competitions
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THE MUSICO-RELIGIOUS TRADITIONS
OF ASSAM

By
SRIMATI SABITA DEvVI, RANI OF BUNI

In Assam the religious feeling is reflected in many lyrics of the
common folk couched in the most simple language conveying a
deeper significance of life as sung by the minstrels even now. It is
difficult to say when this originated, even as it is difficult to say of
the consciousness of God in mankind. The universal attitude in quest
of peace and the philosophy of immortality is such, as could be
understood from the direct expression of the wandering minstrel of
Assam :

¢ Kathare tokari loi Hari Nam
manishe nepale tak *

—Tokari Nam
‘“ Even the wooden Tokari says Hari Nam when the men are
ignorant of such.” Tokari is the name of a musical

instrument.

The traditional musico-religious schools of Assam fall into two
groups, Puranic and Vaishnava, as could be seen from the
different varieties of literature and drama. The texture and colour of
traditional songs and literature have been retained through the
customary practices of community life as far as they can be traced
back to a time when human expression was in its prime and
was handed down from generation to generation. It is also
difficult to give singular importance to any particular art, for music,
dance, drama and literature and other branches of such art are all
interdependent in the composite expression of the life of the people
in all walks of life. It is equally true that richness of culture had
evolved through the process of urge and reponse, and the more the
conception developed, the more the aspects of art and language
have progressed.

The mythological themes of the literature and songs of Assam
are mainly of the human conflicts and struggle, with action and re-
action, taken from the two great epics Ramayana and Mahabharata,
and these were not spoken, but sung; and the more vigorous
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the expression became, the more did the rh
i ’ th
(symbolic) develop along with it. ythm and - mudras

In Assam such songs are retained in the Ojapali
both Puranic and Vaishnav. The Vaishnav Ocj?c-z’:z?i.? d?t:’;r?anm,
themes of the Goddess. The two Ojapalis differ in the executl'ng e
songs .and dances and in the variations of the performan o
Pur.amc Ojapa{is singing on the themes of the Goddess a o o
panied by mridanga and cymbals, whereas the Vais S apali a
sung by only small brass cymbals, called Khuti T

R la. Thi
Ojapali was subsequently adopted by Sri Shankard:\,a. This form of

he first initiated his distinguished £ o) through this
.. orm of m -religi
and this is marked bysthe assignment of ra usico-religious culture

‘ sa
who centributed to the literature on sucia th:iet:lazc;hekp(:ts
udra

Kandali, Hem Saraswati, Nar
daali, »aras ) ayan Dev, Madhav Kandalj i
Kas»:;a_tna Sarasvati and Durgabar. The texts of the son a:l’a Sy
posed in several cantos and the tunes can be traced as thoge p::v:i(l)'m.
ing

in those days; some. songs in which raga
’ . ra a o
are known as Durgabari Geets. re assigned by Durgabar

hnav Qjapalis are

Rag—Manijari

¢ Ram ailore banera mriga mari
Ram ailore,

mriga mari nedekhya Sita,

Sita Sita buli dake Raghunath, *

—Ramayana, Aran
. , ya Kanda, by Dur
The portion of the text describes the emotjo o
Rama when he found Sita missing from the cottag

Some of the names of the i
X ragas which can be te
Chalengi Rag, Kau, Belowar, Barari, Suhai, Sh f:?ed as rare are
and so on. The cantos are interspersed with so yamgara, Ramgiri

lead of the Padas are taken up by the Ojas, and ngs and verses. The

Dialogues are held in between the Padgs with t lf; agsj ;'o;lnodw‘;n chorus,
¢ Daina

Palis. The portion of the Padas give i
the beauty of Sita : ives an idea of the description of

n and anxiety of
e.

* Mukhachandra heri amritar abhilashe
grasibak lagi Rahu asi bhaila pashe ,
bhruva yuga dhanut katakhye Jjena s’ar
chamkia Rahu gaila gagana upar ’

—Ramayana, Ram Vanavasa, by Madhay Kandalj
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“The exquisite beauty of Sita had been like the moon to which
Rahu had been attracted by desire for nectar, but seeing the eye-
brows like the arch of a bow ready to strike, the startled Rahu
disappeared in the sky.”

The tales of Behula and Lakhindar from Padma Purana as sung
by the Ojapali is poignant and rouses pathos and sympathy for the
struggle and devotion of Behula—trying to bring back to life her hus-
band. The story of the Padma Purana is sung during the worship of
Goddess Manasa by the non-Vaishnavites.

The text of the song given below is when Lakhindar, bitten by
the serpent, was trying to wake up his wife Behula who was asleep
under the spell of a charm :

¢ Behula jago utho mor priya ’ - Diha.
¢ Utho utho praneswari kata nidra jas,
mok khaila kal nage chakhyu meli chas’
— Behula Lakhindar by Sukavi Narayan Dev

«When Lakhindar was calling out to Behula, “ How much dost
thou sleepest, Behula! Tam bitten by a serpent. Awake dear, open
thine eyes.”

The Vaishnav era in Assam reached a period of richness in
literature and songs in Kamrupi language and Brajabuli between
1450 A. D. to 1600 A. D. After Sri Shankardev a host of
followers in Vaishnavism continued to contribute numerous works
of literature. Sri Shankardev had been the founder of a new school
of thought in Vaishnavism, in the sentiment of oneness in God, Sri
Krishna and His attributes. Sri Madhavdev, his disciple, also left
numerous devotional songs.

The Kirtans, Nam Ghoshas, Bhattimas, Geets and Bar Geets are
essentially religious songs sung in the Nam Ghars where congrega-
tional prayer takes place before a Thapana, which is the placing of a
Puthi, a religious document on a Sarai, a vessel of brass or silver;
the prayer is performed by the followers of Sri Shankardev,
belonging to the Mahapurushia sect. The Kirtana, Nam Ghosha ete,
bring to the people the significance of religion embodied in the actg
of divinity, the richness of the language, and the consciousness of

titerature.
9
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The Bhattimas consist of praises and appreciation by Sri
Madhavdev. The Bhattimas can be dedicated to a person. Sri
Shankardev dedicated one of his Bhattimas to King Naranarayan of
Koch; similarly Sri Madhavdev who had been a close follower
of Sri Shankardev dedicated a Bhattima to his Guru Sri Shankardev.
The Bhattimas are mostly in Brajabuli and are more of lyrical value ;
the Bhava herein is generally the feeling of personal appreciation ;
eg.: ‘ jaya jaya malla nripati rasaban

jekeri guna gana sama nahi aan®
and again,
: * aisan nripati kabaho nahi pekhi
udayagirit jaise sryak dekhi *
- ' — Bhattima, Sri Shankardev
The above Bhattima is the dedication to the Koch King Naranarayan,
under whose patronage Sri Shankardev remained the rest of his life.

The Bhattima by Sri Madhavdev is dedicated to Sri Shankardev
as such :

‘ Jaya guru Shankara sarva gunakara
jakeri nahi upam,
tohari charanak renu sata koti
barek karaho pranam’

—Bhattima, Sti Madhavdev
The Bhattimas in praise of Vishna or Ram are sung before the
enactment of dramas dedicating the performance to the divine entity,

Geeta Kirtans are the teachings from Geeta written in Assamese
with Pada and Ghosha.

Sri Ratnakar Misra was the poet who composed Geeta Kirtans,
Ghosha : * ¢ kara daya kamala lochana dev swami
tamaro bhakatik mane karo urdhagami *
Pada: ‘ aponat jar priti santa bhaila chitta
Brahmananda jiva jane bhaila nibritta °
—Geeta Kirtan, Sri Ratnakar Misra
The Ghosha is addressed to the Lord entreating, ‘ with the eyes like
petals of lotus, Oh, Lord ! uplift my sou! in enlightenment.” The
meaning of the Pada is that the love for the Lord makes the
self virtuous to those who forsake all in the glory of divine entity.

The Nam Ghoshas are classed as Bhajans.

The Geers are also
similar in nature and denote a devotee's way of r

isigning his egoism
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and surrendering to God. The Geets are composed by the Vaishnav
poet Aniruddha. Some of the Geets are in Ragas:
¢« Govinda charana dhana bhaja meri man
an jata dhan dekhi sabe akaran ’
—Geet by Aniruddha

ion of the Geet conveys the abstract sense. of the cult
?(ele:?t)i‘;zz?hined in dedicating all to God, who 1?‘ all in onf. .
The Bar Geets, though devotional songs, are classified asha d;sttn:;:t
school, the authentic tradition of whlch. is conﬁ.ned to the o? me,
the monasteries. The Bar Geets are sung in the @ly routine .
religious procedure by the Bhaktas, t?xe Satra inmates. The ar
Geets are in Brajabuli whereas the K'lrtans are sung in Ka}mampn
language. The Bar Geels are sung in ragas au.d talas assigned to
the songs composed by Sri Shankardev and Sri Madhavdev. Bar
tain the philosophical value of religion in the abstract sense
e oo between the Lord Sri Krishna and the bhakta. The ma.’a
9f cont;l(c_t RZsa well-suited to the expression of devotion in
p Bha’t:ie of servitude, wherefrom all the essence amd resourceful-
e attf!bl°ss in thought and fecling abundantly fill the hearts. of
bbakt lS" Shankardev and Sri Madhavdev have left behind
bhakus;xs v:':)rks full of feeling in the natural fulfilment of the
nnmi:: in God and all that is essential for such fulfilment.
deve Rag - Nat Mallar
« Madhura murati mararu
man dekhi hridaya hamaru
rupe Ananga sange .tulana’
i suruja unyaru.
taon koth suriia WY ~ Bar Geet, Sri Shankardev



SOME GLIMPSES INTO THE MusIc
OF YUGOSLAVIA

By
PROF. MRs. MIrxa Paviovicy, YUuGosLavi

First let me tell you how happy [ fee]

musicians to their Indjan colleagues.

Because of the broadness and diversity of the material and the
short time at my disposal, I am obliged to speak only about basijc
facts, although I am sure that many of yYou would be interested
in a detailed analysis of various aspects of the subject,

What I would like to do is

my country, folk and classical, to draw your attention
characteristics and facets and trace its development,

at that culture.
But before I attempt to speak about the mus

one of the first things to bear in mind is the fact ¢
the Balkan Peninsula, This fact hag determined

and cultural development, Yugoslavia’s
such that it is at the cross-roads of the West and the East,
of the importance of these roads and of the stratep;

these regions, the territories occupied by the Yugos

Austria, Hungary, Germany, etc. Thus
began to settle in these areas gs carly as the 5th century A. D., while
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they created their first independent states as early as the 7th and
8th centuries, while they had one kingdom in the 10th century and
a great empire as early as the 13th and 14th centuries, they did
not have any possibility of uniting into the single state until after the
First World War (1918).

The whole history of Yugoslavia is a bloody struggle to liberate
itself from a foreign yoke, a fight for freedom and independence.
Needless to say, this fact deeply influenced, or better said, hampered
the development of the Yugoslav peoples in the spheres of art and
culture. On the other hand, contacts with various peoplesand
different cultures enriched and rendered fecund their creative genius ;
as a result, both in their most difficult and in their best years, their
artistic achievements were of extraordinary value. Let us mention
only the wonderful mediacval monasteries with their unique frescoes,
scattered all over Serbia and Macedonia; the monumental
religious structures adorned with magnificent sculptures which are
found in Dalmatia ; or the beautiful popular epics and poems in
which the Yugoslav peoples described many an event in their history
wpto their recent struggle for freedom during the years 1941 to 1944.
As far as Yugoslav music is concerned, one may say that it is as
difficult to find a country with richer and more varied natural
beauty, as to find a country with richer and more varied music
folklore.

But, as you know, the development of ¢ classical’ music is
dependcnt on conditions which permit the development and existence
of professional musicians, masters of their art and craft, who have
dedicated their whole life to the progress and enrichment of music.
Such conditions the Yugoslav peoples had only in the last century.
And although many inscriptions mention musical performances in
the castles of the old Yugoslav rulers ; although many mediaeval
frescoes depict various instruments in use in those times ; although
we know the names of many Yugeslav composers and musicans, who
became ‘famous in Western Europe in the 16th, 17th and 18th
centuries, we can only, as far as the history of Yugoslav music is
concerned, refer to the last century, that is from the time of the
first great Successes of the political and cultural struggles sustained by
the Yugoslav peoples to free themsglves from foreign domination. -
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It is from this period that we can date the first attempts made
by the Yugoslavs, on the basis of an exceptionally rich folklore, to
create a specific musical expression in art-music. The first attem’ms
which represent a really significant and original contribution date
from the end of the last century. Thus, as far as music is
concerned, the Yugoslavs covered in fifty years a road which
European music nceded several centuries to cover. Heowever, one
must not think that the Yugoslav composers limited themselv.ec to
adopting the achievements and styles fostered in Europe. That
would only be a limited success. The significance of the achieve-
ments of the Yugoslav composers lies in the fact that they made use
of these technical experiences and realisations of European music
which suited them, while they searched for a specific Yugosiav
musical expression.

You will certainly be primarily interested in knowing which
paths the Yugoslav composers followed in their claboration of
Yugoslav ¢ classical ” music, or rather art-music. We will give
preference to this second term, for in the West, the term * classical *’
ijs applied to music referring to a determined period and style in
FEuropcan music. As far as the search for and development of
specific musical language in the field of art-music is concerned
I can tell you right away that the paths followed by the Yusmlm;
composers were extremely diverse. The Yugoslav com
searched for these different ways according to their individual bent.
However, for the sake of clarity, we could roughly divide them into
three groups : first, those who tried to find an independent road,
completely distinct from folklore ; second, those who looked for
inspiration in folk-music, and third, those who, in elabo-
rating their own specific musical expression, found their inspiration
in the popular music both of their own and other, sometimes remote
peoples.

Among the composers of the first group, that is those who do
not base their work on folklore, we naturally find personalities which
are more or less original, more or less talented. To give you a rough
idea of such a kind of Yugoslav music, we shall listen to one exapmple.
Only one, because I am sure that the more interesting ones for you
are works by Yugoslav composers inspired by folklore. The example
which you will hear now is one movement from a ‘* Sonata antica *’

for piano and orchestra writjen by 2 young and very talented
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Yugoslav composer Enriko Yosif {Josif). (Illustration: Tape :
Enriko Yossif - Sonata antica).

Such compositions are interesting und important for us
only as a proof of talent and originality of a single individual,
because in no case can we speak of a style, tendency, route or school
which became common or gathered larger number of composers, so
that it would be characteristic or specific for the Yugoslav musical
creation.

But works by Yugoslav composers inspired by Yugoslav or
foreign folklore, have for Yugoslav art-music a much greater
importance. On such kind of work, and before all, on those which
are inspired by Yugoslav folklore, T will, today, speak in detail.

However, before 1 introduce to you the compositions of the
Yugoslav composers, 1 would like to give you some idea about
Yugoslav folklore as such. As I said before, Yugoslav musical
folklore is extremely rich and full of diversities. Before I dwell on
its forms and characteristics, it is necessary to draw your attention
to the fact, due precisely to the geographical position of Yugoslavia
and the history of her peoples, that is, Yugoslav art is, in the true
sense of the word, a living bridge between the West and the East.

Now, when this fact is known, the diversity and colourfulness of
Yugoslav folklore-music can be more easily understood and better
appreciated.

The writing down of Yugoslav folk-tunes began relatively early
0 the beginning of the last century {1815) and still continues.

On analysing the Yugoslav musical folklore, we can observe
four main branches : folklore of a distinctly Slav character, folklore
close to Middle European folklore, the folklore with clear
Oriental elements, and the folklore with Gipsy elements. We can also
find in some parts of Yugoslavia (e.g., in Istra or Montenegro)
very interesting and specific remains of old folklore with strong
archaic elements. When considering the tonal bases of Yugoslav
folk-tunes, the modes in which they are built are sometimes very
difficult to identify. The main ones we can find are : major (Ex.
No. 1), all three kinds of minor, that means, natural minor or so-called
minor antique (Ex. No. 2), harmonic minor (Ex. No. 3) and melodic
minor (Ex. No. 4), plus an Oriental variety of minor antique (Ex.

10 -
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No. 5), then the so-called Gipsy minor mode (Ex. No. 6), and the
local variety of Gipsy minor (Ex. No. 7). We may also sometimes
meet with certain other modes, for example, some of the old church
modes, etc.

Melakarta

No.

No.1 CDE FGA B C = SR, G, M, P D, N,S 29
No.2 CD Eh FG Ah BhC = SR, GIM,PD,N‘S 20
No.3 CDE:h FG AR B C = SR, G,MlPD]N’S 21
No.4 CDEr FG A B C= SR, G‘MIPD,N,S 23
No.5 CDEh FGA BhC = SR, GIM!PDINS 22
No.7 CD Eh F+GAR B C = SR, G, M, P D,N,S 58
No.6 CD FEh F+GA BhC = SR, GlM,HDNS 57

SR, G, M, P D, NJsS
PD,N,SR, G, M, P
v

N~ —~ o~
(Melakarta No. 15) S RReG, M p D, N, §

TN~

‘/_\ /\
P D,N, S R, G, ™,3%

We are inclined to analyse in Ex. No.
first, but as a fourth degree of a scale,
importance in the gipsy’s melodies So, the

N , ab ]
correspond to Melakarta No. 15, and not Mclakar(t)z‘:eN:)ca S?I ';vould
Mayamalavagaula and not to Simhendra Madhyama. et

6 _the Sa not as the
to which is given a special

The melodies of the North-Western
simple and more uniform than those of the East
v . and South-
Yugoslavia, where the melodies end very often not only on tﬁzsf;rzf
de;rce of tl.xe scale (i.e., the Tonic), or on the fifth (Dominame)
third (Mediante), but also on the second one. This makes not oncl,;

an interesting impression but also brings many difficulties in idens:
i ties .
ing the mode on which melody is based. n identify

part of Yugoslavia are more

Most of the Yugoslav folk-melodies are i small intervals, but
we can also find some with big jumps, even the seventh ,Most
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often, melodic phrases are very clear and usually short. The Yugo-
slav folk-music is monodic, with rare examples of polyphony in two
voices. When many are singing, they sing unisono or in octave, seldom
in other intervals, may be sometimes even in seconds. The antiphonic
way of singing is also known. Let us listen to one example. (Illustra-
tion : Chorus song from Serbia).

The rhythm of Yugoslav folk music in the Western part is also
simpler and more uniform and can be grouped into those on 2, 3
and 4 beats. Here we can meet also a rhythm very popular in the

West in 6 beats, groupedas 4 [ | M a rhythm which we cannot

find farther to the East and South-East of Yugoslavia. The rhythm of
this part of Yugoslavia is much more rich, we can even say extremely
rich and diverse. There we can also find examples of rhythmic con.
trapoint. At one and the same time with the rhythms of 2, 3 and 4
beats, we can a'so find rhythms of 5, 7, 11,13, 15 etc., or different
variations of rhythms of 6 grouped as 4 plus 2, of 8 as 5 plus 3, or
9 as 5 plus 4, or beatsgrouped as 7 plus 5 etc. But songs which accom-
pany dances, especially of Slav origin, can have a very simple thythm,

for example s I i | or Sr|r
71 M| sorasvariety ﬁ I_"l_ . Also common are the

so-called “‘upturned’’ rhythms, asforex. J [ r )  asthe division

g
)

of unit alternate into 2 and 3, going T Jrl

or with irregular division of the unit into 5, 6 or 7 parts etc.

The people in Yugoslavia sing with or without instrumental
accompaniment. Also, instruments can be used without voices. The
main folk-instruments in Yugoslavia are: several kinds of pipes with
one or two reeds, which may be a type of flute or a type of shahnai,
and the bagpipe ; then the instrument with the bow, the gusle, which
can have one string of horse-tail or two of gut; in the Northern
partof Yugoslavia, the more popular instruments are several kinds
of mandoline, especially an instrument called the tambura, and the
big one, the braci. It is very characteristic of Yugoslav folk-music
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ion instruments are not much in use. The main
:::npic:?;smpan or goch, a kind of big drurfl which h§n
on the player who plays with both hands with two dj
o stl;‘;:- folk-instruments are made by the common people but,
unforiunately, they are being replaced more and more !)y i‘nstruo
nts like the violin and accordion. But the accordion in the
Ilggrlh-Westem part of Yugoslavia is really a kind of folk-instrument.
The occasions on which the Yugoslavs sing and dance are
diverse : in brief, we can say, th: son'g accompanies' their life from
birth to death. For the sake of clarxt){ some musicologists divide
Yugoslav folk-songs into thfef groups : first, “acupn“ songs ; second,
songs which accompany dancing; third, songs of Cifcumstance, among
which we have ritual songs which are sung only on spcgal occasions
or holy days; these by virtue of the rarily of these Occasions, have not

changed much, and so can be mentioned without doubt as the oldest
examples of Yugoslov folk-songs,

among
8s straight
flerent kinds

I must also draw your attention to the fact that
folk-songs great importance is given to the text,
the music. Sometimes such importance is give
music serves only as a background. In menj
thinking of epics which are performed more 3
song, accompanied by the gusle, the bow instr
ed before. Here, | am speaking only about t
songs, in which the text can even push the
background. Asan example of such kinds of songs, we shall listen
to one folk-song from Croatia, the central part of Western
Yugoslavia. The text of this song is hUmOrous, and 1 may tel vou
by way that in Yugoslav folk-art we may very often fing humour.
the elment which even the bloody ang long-drawn-out < truggles of
history could not eliminae &om. the spirit of the Yugoslavs. (lllus-
tration : Tape : The folk-song from Croatia),

All these details which I have given
music are only basic elements and facts,
help you to understand, feel and _compare the examples which 1
shall demonstrate. For more detailed analysing, | said, we have
no time today. I can only add one fact more, (1,5 is, that all foreign
clements and influences have m.)d"g(me & tranvlormation in the
hands of the Yugoslavs. In music also, they always gave their speci

in Yugoslav
which always inspires
D 10 the text that the
oning this, [ am pot
s declamation than as
ument which | mentjon-
he so-called lyrical folk-
musical element into the

You about Yugoslav folk
which do little more than
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stam “ in the
fic sta observed, ‘‘we can speak in

p, so that, as somebody bserved eat

cal,ling of the word about a phenomenon of osmosis
true m

; s of using original folk-music

But, when speak;zs :ob:]:;:t:::vye can disfinguish four essen.tia!
sources by the Yugo:st simple, the harmonisation pf folk melodies ;
kinds : firs!, 1hc'm ion ; third, the use of original fo_lk tunes as
second, t he stylisat m;;osition ; and fourth, quite original musical
themes in a-ﬁ:csp(;(r)it close to folk traditions. . '
language but | give examples only of original folklore and its

Today,_l s.hal rtfnusic, compositions based on folkiore, espe-
transformation m'aed by folklore. Both treatments are used by
cially thosc inspir in all kinds of music ; chamber, for so!o;st, f;r
Yugoslav composers ballets, films, etc. My ﬁrst' example is a f:ol -
orchestrs, for operas’(h-Western part of Yugoslavia, where music is
song from the NoFf rope’s folk music, especially to the so-called
closest to Western tuis music full of energy anq serenity which
Alpyan type. Tha rati‘cr than to meditation, music pervaded by a
inclines 10 actwnly."ation : Tape : Folk-song from Slovenia). .
sense of life. .([llus to show you how Yugoslav composers applied

1 would hk? now n in att-music.  We shall takeﬂas an exa}mple
folk music of this resloown Slovene composer Matija Bra'vm.char.
a work by a wellk'n eur will know immediately. that this is the
Although any CORNOIsS oser, its style shows, that, like t.he folklore (_)f
work of a Yugoslav c?mzloscr’ to the musical expression found in
these regi(;sns' p: l(smustratim“ Tapz: Matija Bravnichar -
Central Europe.

¢ Kurent ™).
My next cxan.lplc
of West Yugoslavia.

ic i ia, the central part
of ‘::;: 1:]:;;; ft;moartn t(lizoa\:']:stern frontiers of
lo:ntg:r so near. The musical. folkk;;-c tot; ttll::;sc
Yugosla'via are ﬂ;cmclv interesting and very specific. (Ilustr :
regiorts ;zo(:tl;tse:n;xfrom Medjumurie, Cf°at‘l‘:'o  how folkomusic from
Tape And now, we Shfol:“:g:ifliz:efzas;?ce a'nd orchestra bi’ atic;(:ln-.
Croatia was ustl“:l ac omposer, Nikola Hercng’c’mla. (Mustra :
tcmpOrary_Yug(;S{ :rcigoni a -+ Kipci i popevke ). .
Tape : Nikola . one example of a Yugoslav fol}<song or e
Now let “s'l'swnv::’y clear element of TUICO‘-AI';blc rsr:;: k o
Oriental ltyp;»n :-:lh ;\rt of Yugoslavia, from Bosnia where
is from the
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of music is also specific. The melodies are full of sorrow and rich
with graces. (Ilustration : Tape : A folksong from Bosnia),

Our next example will be a folksong from the North-Eastern
part of Yugoslavia, viz. Serbia. The music of that region is remark-
able for its richness of expression and feelin
influence of Gypsy music began to affect deep
expression. But the example which you are now to hear is ap
original and quite characteristic example of pure folklore without any
foreign influence. ([llustration : Tape : Folksong from Serbia).

The composition which you will listen to now is a wonderful
example of work based on folklore, and I would like to draw your
special attention to it. It is written by a classic of Yugoslav music-
writer Stevan Mokraniatz. Mokraniatz lived at the end of the* last
century and the beginning of the present one. His compositions are
the best illustrations of national Yugoslay style in art-music and even
today he inspires all composers who take as their basis Yugoslav folk
music. Most of the Mokraniatz compositions are written for chorys,
Today you will hear two of them. :The first is made up of folksongs
from Serbia, ie. that part of Yugoslavia from where the last
example which you heard was taken, (Miustration : Tape : Stevan
Mokraniatz - 8th * Rukovet **),

8- Unfortunately, the
ly its original musijcal

The last example of original folklore w
today, is a song from Macedonia, southern par
music of that region is also very close to Ea
characteristic is a wealth of melody and rhythm, among which we
find rhythms of 5, 7, 11 and other beats, that is, rhythms whijch are
never found in Western Music, or even in music from the Western
and North-Western regions of Yugoslavia, (lllustration -
A folksong from Macedonia).

hich I shali give you
t of Yugoslavia, The
stern music, g chief

Tape :

And now, let us hear how the folk-
its way into ari-music. This piece is
(Mustration : Tape : Stevan Mokraniatz - The 15th “‘Rukovel").

The last three compositions by Yugoslay composers which you
shall hear today are of -three different kinds. The firgy s Origina)
Yugoslav folkiore used in a composition for orchestra, The folkiore
on which this work is based is from south of YUgoslavia,

the same part as that of the last composition yoy heard,
suite from the ballet * Legend of Ohrid

music of thjs region finds
also by Steven Mokraniatz.

ie. from

It is the
by Stevan Hristich, one
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of the most important contemporary Yugoslav composers of the
older generation. (Illustration: Tape : Stevan Hristich - 1st Suite
from ** The Legend of Ohrid **).

'The short composition which you shall now hear is an example
of music inspired only by the spirit of fol'klore.. Herc are tf’.our songs
for voices and orchestra written by Stanoilo Raichich, one o the most
i t contemporary Yugoslav composers of the middle gene-
‘mt;i,::ar(‘ Illustration : Tape: Stanoilo Raichich - ¢* 4 Songs on the
::xt from Bran Radichuvich ). i -

i ill hear one piece by a Yugoslav composer inspire.
by mllzlls?::i :)li)" 3 3;; remote country. That is the third part of the ‘;Sym-
phony of Orient * from Yosif Slav?nsky, one of the sitrongest and most
original personalities in Yugoslavia music who died two years ago;
In this work he attempts to express the development. of the (}1ffcficnl

ligions. The third part is inspired by the Budfihxs‘t tcmp.c 1i ua.xf
o g'c and is based on a Sanskrit text. (Illustration: :I‘apc’ : Yosi
ISt;::\sllcnsky - 3rd movement from the * Symphony of Orient ™),

With this piece, Ishall finish my talk. The purpose :Ya; io
introduce you to the music of my country, t.o.dr.aw your att.i;\l 1(S>0m:
its characteristics and diversities, ?o famllxarl§e you wi ome
compositions by her musical authors, in short to give yofu SO}TC}: fea of
the musical culture of my country, the p0pulauop of w ':c hf tn
numerically large, but whici.\ ‘has shown so many times in its history
how great and rich is its spirit.



YUGOSLAV DANCE

BY
Miss MiLica ILin
Musicological Institute, Academy of Sciences of Yugoslavia

L. RASNICA (Pirot)—Songs for women’s working parties :

(a) IDE STOJAN NA ORANJE
(b) LETELO PILE

(Performed by a group of women dancers.)

From September up to late autumn, peasant women gather every
evening in the street in front of their houses or at cross-roads,
where they light a big fire, spin wool or hemp, and sing far into the
night, often by the light of the moon. When the period of autumn
rains sets in, they work and sing inside their homes. This custom is
called * sedeljke ** (i.e. * sitting party **), and the songs sung to it
—* sedeljacke pesme ', i.e. ¢ sitting party’s songs *’.

Sometimes, young men also come to these parties, but they don't
take part either in the singing, or in the work ; they only go round
the various *“ sitting parties® in the village, tease girls, dance an
occasional dance (kolo) with them, take jumps over the fire, etc. In
some villages, dialogues are exchanged by various ** parties ”’,
through the verses of songs. From a distance, the burning fire and
songs make an enchanting impression of an autumn evening.

The old ““ sitting parties’ songs ** usually end with a protracted
“i-i-i ™ cry. [Each verse is sung alternately—first by one group and
then by the other, as an answer to the first. (Illustration : Tape)

2. KRUSEVICA (Vlasotince)—Ritual songs and dances :
KRALJICE (Queens)

(Performed by a group of young girls.)

Eight to ten girls with different roles participate in performing
the out-lived vestiges of this rite. They are the king, the queen,
two standard bearers and several singers who sing in twos or threes,
while the others dance. All are dressed festively, while the standard
berers wear sashes and small bells.

Folk Dance of Yugoslavia
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These dances are performed on St. George’s day (May 6th) and
at Whitsunday. The verses of these songs end with the refrain of
‘“ Lado ” or * Lielie ** (names of the old Slav gods). (Illustration :

Tape).

3. SOPOT (Mladenovac)—Dance :
TROIJANATZ

. (Performed by a mixed group, accompanied by the frula
(flageolat). 4

This kolo (dance) originate from the central part of Serbia
(Shumadia) which abounds in folk-dances, Most of them are gay and
joyful and the dancers formerly * embroidered **, that is, make very
small, even and quick steps, developing them later towards higher
and more leisurely steps. (Hlustration : Tape.)

4. KUMANE (Zrenianin) - Song :
ZVONI ZVONCE

(Sunf by Rade Stanisavliev to the accompaniment of the gajde
(bag-pipe).

5. DUPLIAJA (Bela Crkva) - Dance :
NUMERA

(Perfomed by four dancers, accompanied by the gajde.)

Many improvisations appear in the men’s dances of the northern
part of Serbia (Danat, Vojvodina). The “ Numera * is a competi-
tion among individual dancers. The dincing here with a glass on the
head, around a stick or a knife, reveals both the skill of the individual
participants as well as their desire to show off.

6. HALOVO (Zajechar) - Dances :
(a) ORO
(b) POLOSKA
(Perfomed by a mixed group)

Wallachians in the eastern Serbia sustain the same kolo (dance)
for a very long time, sometimes for two hours. They keep their feet
parallel and the powerful stamping of feet on the ground is characte-
ristic of many of their dances. The girls wear knives round their
belts. The origin of the custom can’t be traced, but blade is 4
protecltion from the ** evil eye *. (Illustration - Tape.)

1
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7. VASILJ (Kniazevatz) - Dance :
KATANKA

(Perfored by a mixed group to the accompaniment of the gajde.)

The older folk-dancers from eastern Serbia, with their well
preserved national costumes, have kept up the alternately quiet and
lively way of dancing. No matter what step they perfom, whether
kicking out slightly, or lightly jumping from the whole foot, they
give the impression (the leader especially) of never standing on the
ground at all, although they really keep very close to it. The
* Katanka " is specially interesting by reason of its form ; the first
and the last dancer pursuing each other throughout the dance.
(Illustration : Tape)

8. VRANIJA - Dances
(a) STARI COCEK
(b) TESKO PEMBE

(Performed by a mixed group to the accompaniment of the
zurle (shanoi) and the tapan (big drum).

In south-cast Serbia, in the town Vranje, the dancers put their
whole soul into every detail of the dance, taking an insatiable pleasure
in dancing. Oriental fragments dating from the times of the Turkish
rule have been merged with the local Serbian character of the dance,
The women dance in a restrained way, while the men, among whom
there are dancers of great skill, hypnotised by the beating of the
tapan, fill the dance with improvisations (specially the leader of the
dance). (Illustration : Tape.)

9. SUBOTICA - Dance :
MOMACKO KOLO

(Performed by a mixed group to the accompaniment of an
orchestra).

In the most northern part of Serbia, in Backa, the women
dancers make small light steps, while men (who have metal tips on
their boots) perform various cross-steps and clap their feet together.
The “Momacko kolo” is performed by a youth between two girls (the
girls dancing more quietly and timidly) and represent the most com-
plex type of Vojvodina’s dance.

Y

ODISSI MUSIC

By
SrRI KALICHARAN PATTANAIK*

Kala Vikash Kendra, Cuttack

1 thank the Music Academy, Madras, especially Dr. Raghavan,
for inviting the Kala Vikash Kendra, Cuttack, to send representatives
to participate in your learned deliberations and give demonstrations
of Odissi Dance and Music. I also take the opportunity to thank the
authorities of the Kala Vikash Kendra, Cuttack, for giving me this
opportunity to read two papers in your Conference on the characte-
ristics of Odissi Music and Odissi Dance. Before I deal with the
main characteristics of our classic music, Odissi, it would not be
unjustified for me to present you with a brief synopsis of the origin
and development of Odissi music in the past. The oldest
treatise on dance and music that has come to our hand, as we all
know, is the Natya Sastra by Bharat Muni. The sage Bharat
has divided this art into four Pravrittis according to the socio-
geographical condition prevalent in the country at that time.
This conception of division is based on the difference of place,
taste and the like. He mentions among these the Pravritti peculiar
to Orissa-Magadha region.

chaturvidha pravrittischa prokta natyavedibhih

avanti daksinatya cha panchali chog!ramﬁgadhi f

Natya Sastra mentions four Vrittis, Kaisiki, Arabhati,
Sattvati and  Bharati, and when viewed in the light of the phonetics,
composition of words and expressional modes of the Odiya language-
Odissi music appears to be of Suddha or Gaurhar Vani.

Though our Sastras have mentioned two branches of music—
Margi and Desi—only the latter variety has come to be followed in
the country. Ragavibodha, Sangita Parijata, and Sangita Ratnakara
pave made mention of Desi Sangita. A 17th century musician of
Utkal, Pandit Raghunath Rath, has made a reference to Desi music
in his Natya Manorama.

jagajjanamanohari desi sangitam uchyate

In the same treatise he has written under the chapter,

raganam sthananirnayah :—** anga-vanga-kalinga-telanga -utkala-

odhra............ nibandhadisu rdagah pracharanii...... »

Though the same principles of Indian music have been followed
everywhere in India, the technique of,its representation has under-
one several changes at different parts of the sub-continent. Utkal,

% The writer has heriditary rights of waving chamara in Jagannatha’s
temple.
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the modern Orissa, has adopted the classical music in its own style,
Odissi. Orissa enjoys a unique geographical position being the path.
way between Aryavarta and Dakshinavarta. It is therefore no wonder
for us when we find that there exists a close intercourse between these
three regions in the spheres of their cultural and social lives and this
mutual contact, 1 believe, has gone a great way in the flowering of the
special qualities of the people of these respective regions. Utkal
has preserved its glorious distinction in art and architecture, in its
magnificent temples of Konarak, Bhubaneswar and Puri. In the
past, ‘it was the kings and zamindars who used to patronize the
artistic activities in the country and during those days, their tastes and
temperaments undoubtedly played a great role in the development of
artistic activities. The inscription of the great Jain king of Utkal,
Kharavela, on the caves of Udayagiri, in the first and second centu-
ries B, C. is the earliest record of history of Orissa discovered till
today. The inscription, besides other things, reveals that the Emperor
himself was a musician and a great patron of music and dance. Some
of the caves of Udayagiri also hold for us beautiful panels for dance
poses. Unfortunately, we know little about the history of Orissa
after Kharavela. The curtain of obscurity falls immediately after the
rule of Kharavela and lifts up again at the dawn of the 7th century
A.D. heralding the glorious era of temple architecture in Orissa in
the period from the 7th century to the end of the 14th. We find that
magnificent temples were built at different times of history around
Bhubaneswar, Puri and Konarak. Onc would be amazed at the
skill of the sculptors by seeing the beautiful dance poses, the
panels of dancers and musicians and varieties of musical instruments
engraved on the walls of these temples.

It is not possible for me to discuss in detail here the architectural
excellence of these temples ; I only wish 1o mention that the arts of
music and dance were very popular with man and woman alike in
the past, following a special method of expression and style. The
architecture of Orissa and other historical documents and inscrip-
tions corroborate this assertion.

Another proof of Orissan dance, songs, and instrumental
music can be found from the inscriptions of” Magheswar temple,
of 1193-95 A.D.

vdsam netrojjvalataralima visvavasyaikamanti ah
padanydsas tribhuvanagutistambhakam samvidhatte
arityarambhe valayamanibhir nirmitda yaira dipas-
tasmai datta tripurajayinastena tasta mrigaksyah
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The inscription at the Ananta Vasudcv? temple .dated ‘1278
A. D. informs us about the extraordinary dancing skill of
' d-ra Devi, daughter of the Emperor Anan.ga Bhima DeYa I1.
?:;n ives us a glimpse of the high esteem with which ’musnc an.d
8 being treated in the then royal courts of Orissa. It is
da'n“ w“(e]handra Devi herself exhitited her supeib dancing poses
said tha; culptors to enable them to depict such poses in stone
:d:::sl er:;usic had the pride of being treated as a noble art during
gures. . o
in Orissa.
tbosel:a):!;ﬂ (1)2th century A. D. Jaydev.a of Orissa composed the
Gi:a Govinda. Gita Govinda contains Yati, Yamaka, Anuprasa
Iy h are followed by Oriya poets. The Ragas and Talas
o wht“;n Orissa at that time have also been mentioned in: the

Gita Govinda.

Chlll:_;-: inscriptions of Ananga Bhima Deva in’ fhe 13th century

ake use of a lot of Oriya words. The century witnessed also the
mae of musical compositions. Kesava Koili by Markand Das,
begmmtr;)ge first writing of poems in rhythmic musical pattern, after
ma.rks Chanda Ragas came to be composed in Orissa.  Prabandhas
which aomposed in great number during this period. Chandas
were alsoc.ﬁed according to treatises of music under the chapter
can be classx,) as Adhruva Panchali. The Chanda composition
(K‘Shud'..agee enjoys 4 distinctive  position in Indian music.
of orxssad nJot have Diruva Pada. Chanda is both Orissa’s
Chanda-:e a:d music. The musical composition of Chanda is unique

literatu ce that it is an excell*nt combination of Rasa, Raga and
n

in the s¢
Rag™™*- any Chand composcrs in the 19th century A. D. They
We find pularity for the simplicity of language, literary and
ained extreme {"g ese Chandas follow the Sanskrit rhythmic pattern :
musical valve. ¢ and fine specimens of Odissi music and QOriya
al umque time. Modern Oriya literature owes much to
da:?g:' jts modern development. Though _they cannot be

these Chan .~ music of Orissa, yet they are the main structure of
called the classic all the important features of a good literature
Odisst, l'olloW‘:‘ﬁ nkara, Chandas, Bandha, Anuprasa etc., including
I aka, 'gcrem ’Rasas. Chandas are written within the range
; and dlo“ly and each Chanda is composed of several stanzas.
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Most of the musical Chandas resemble the tune of popular Oriya
folksongs.

The composition of Ray Ramananda Patnaik in the 15th and
16th centuries A. D. reflected certain unique traits of notable Ragas
and Talas of Odissi music. 1538 A. D. may be considered as the era
of Ramananda. Krishnadas Goswami (1496-1572) with the disciple
of Ray Ramananda and Haridas Goswami (1573-1608), the eminent
musician of India, had his training in music from Krishnadas, the
f;m(-):s ml;sicizsm. The celebrated Tansen was the discip'le of

aridas. Io 1563 A, D, he was t -musici i
e, o L he greatest court-musician i the

It is natural therefore that Ray Ramananda Patnaik, the
musician of Orissa, might have influenced his disciple. Perhaps due
to this, there exists some similarity between the techniques of
presentation of Hindusthani music and Odissi music.

Treatises on Odissi Music

A few treatises on Odissi music were written during the 161h and
17th centuries A. D. and they are still in manuscript form and have
not been printed as yet. The following are the more important
amongst them :—

Gita Prakasa by Krishna Das Badajana Mahapatra : Natya
Manorama by Raghunath Rath; Sangita Narayana by Gajapati
Narayan Dev; Sangita Sarani by Kaviratna Narayan Misra -
Sangita Mukiavali by the Rajkumar of Kanika, Birabara X

; Harichanda
and Sangita Kaumudi.* All these treatises deal with six Ragas ghin;.
six Raginis and nine Talas. Mabuscripts of these tmti.

. " S¢s a
available with me also. e

The bifurfaction in Indian music into Hindustani and Karnatak
took place towards the middle of the 16th century, but such
a clearent division could not make any headway in Orissa. Odissi
music continued to flourish in the traditional way. )
Deterioration sets in

Utkal never knew good administration, peace or tranquility
after the end of the 15th century A.D. Her cultural and artistic life
became degenerate due to lack of patronage and proper care
Gradually music and dance came to lose their proper place of csteeu;

1. For an account of these Orissan works on Music and Dance. s 1.
Jourpal, Vol. ““Samskrit Sangita Literature.” By Dr. l{:’:cgfmv?:“p‘;' .;;f.,.,‘h"
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in the society. Konarak, perhaps, is the best and the last production
of Orissan art worth mentioning.
Oriya Songs in the 16th Century and Before it

Oriya songs before the 16th century that have come donn
o us make use of Sanskrit words having only tlfe verbs in
Oriya-Prakrit. These songs closely follow the prosodial rules of
Matravritta as in the Sanskrit compositions. Though these compo-
sitions cannot strictly be ascribed to the category of Bhasha Gita: yet
they try to follow the order of Guru and Laghu in the composition
of words. '

A remarkable change took place in the 16th century by the
composition of Oriya Bhagavata by the saint-gomposcr Jagan_nath Das.
It was for the first time that easy, collogial apd true Or{ya words
came to be employed in the composition of Oriya songs in greater
pumber. This age in Oriya literature is called the glorious age of
Panch Sakha. Oriya literature came to evolve its own laws for
compositions of verses and songs.

Champu

Champus are composed according to the rules of Sanskrit
rhetoric. The poetical poifion of the Champu follows Raga and Tala.
Of the several Champus, Kishore Chandran.ana ?hampu written by
Kavi Surya Baladeva Ratha is loved by all in Orissa. Its language
js sonorous and can be understood by the educated ar‘1d uneducated
alike. Champus were written till about two c:nturies ago. The
theme of the Champu is generally based on the love of Radha and
Krishna. In 1932 I collected these Champus and after arranging
them in dramatic fashion, preseated them on my stage. The per-
formances Were highly praised and becat'ne extremely popular at that
time. The speciality of Champu song is that the ﬁrs.t letter of the
word at the begining of each linc of the song is arranged in
a1ph;;betical order from Ka to Ksha. In spite of this difficult
omposition of words there is found no fault in the composition of
’ usic so far as the Rasa of the composition is concerned. The prose
:ortion of the Champu is written in Sanskrit.
Writers of Odissi Songs

Amongst the writers of pure Odissi songs the following are the

ular :—

mOStBionl;mali Das, Gour Krishna Adhikari Kavi-Samr{:t Upendra.
Bhanja, Bhakta Kavi Deena Krishna Das, Asu-Kavi Jadumanij
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Mahapatra, Kavi Surya Baladeva Ratha, Bishwanath Raya Guru and
Hanuman Raya Guru.

There are also many other writers of Odissi songs who have
employed a mixture of Karnatak and Odissi Ragas and Talas in thei
songs. Amongst them poet Gopal Krishna Patnaik and Gour :
Parichha of Parlakhimedi arc the most prominent.

The Uniqueness of Odissi Song

Unlike the Khayal of Hindusthani Sangit, Odiss; music gives
more importance 1o its literature. Most of the Odissi songs are of not
less than four stanzas. Each stanza is composed to €xpress a definite
idea in its entirety. Yamaka, Yati and Anuprasa are
tance in the song. As far as possible melodious an,
are employed in the songs. Though the Odissi
Raga, it is more literary, Kavyadharmi if we may
Speci!“ﬁ” of Odissi Tala

The Talas like Jhulla, Pahapat, Sarim .
Adatali are the specialities of Odissi music. Thea;:]:,‘:,l,- p’::'“’“" or
a swinging rhythm. This Tala is very popular in Orissa. Tg;&cses in
bas some similarity with the Jata Tal of Hindusthan; muoygh it
Misra Chapu of Karnatac style, yet there is a remarkable dﬂ;::ng

in the rhythmic progress of Adatali. The Tal Jhuy
Dadra Tal in Hindusthani and it is used generally in la):’s:';;bles the
-laya,

The Oriya songs in Tals, Matha, Kudduka, Tripatta, and g,
have been popular in Orissa since a pretty long time. ’Kudd ampa
similarity with the Hindusthani Chautal. The Oriya music; uka has
discussed the Jati Tal at many places in their Wwritings ‘;’al:ls have
find the Jati Tal amongst the 120 Tals described in Sangita R ‘: 0 not
We also do not get these names in Sangita Parijar, Poct‘;"akam.
has used this Ta/ in many songs of Gita Govind. ayadeva
Musical Instroments

The oldest instruments that were used t
called Varana Hastoka and Ravana Hasmka,o &;‘:ﬁ?;z‘;z :tyi:?n?; were
altogether. The present Kcndra used by the Jo 25, a class ;fobe form
is the deteriorated form of Ravana Hastaka. The architect 8gars,
Orissian Temple shows that musical instruments having :rc of fhe
were also in use in Orissa. The Vina, popular in the South ne string
in common use in Orissa. The writer of Sangirqg Narayana i‘was not
Iy stated that the playing of Vina should be learnt from (has clea{-
cians of the South. The writer of the same treatise . d;' m:::t

Hari

given due impor.
d sonorous words

song is based on
say so,
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a different kind of Vina called Nee-Sari Vina was used in
Orissa. Sari means iron or brass reed. Reedless Vina resembles the
modern Tambura or Tanpura.

Pakhabaj is used as a Tal instrument for accompanying the per-
formances of dance and music to measure the Tal. This is of two
kinds, Mardal and Pakhabaj. Generally Pakhabaj of eighteen inches
or a bit less than that in length having Keerans on both the sides is
called Mardal. At the left side of the Pakhabaj dry rice of Chhuda
is used as Keerans according to the tune needed for the purpose. As
this system is a bit difficutt one to administer Pakhabaj having Keer-
ans on both the sides are now being used. Keeran is called Gaba
in Oriya language. The tunes of Gaba made of dry rice are a bit
grave and best suited for the Orissi Music. The modern Bayan and
Tabla are not fit for Orissi dance and music, because Orissi music is
generally sung in Vilambit or Madhya Laya and its Ukurta or Vani
(Thekka) are composed according to the Lasya. The Vanis resemble
the Dhrupad technique.

Sarangee, Violin and Sitar are also popular in Orissa. Flute
has been popular in Orissa since a pretty long time. Ginnies or Man-~
dira made of brass have been in use since centuries.

Instruments like Tumba, Ghudki, Changu, Dhola, Maddala,
Tuita, Kathi etc,, are popularly used to accompany folk songs and
dances in Orissa.

Odissi Ragas

QOdissi Ragas follow the Ragas described in the old musical trea-
tises like Sangita Ratnakara. Sangit Parijata, Sangita Darpana,Sangita
Sarani and Sangita Narayana, keeping a special style in their pre-
sentations ; Ragas and Raginis in Odissi music follow the
Murchhana-system,

Alap : Odissi music like the Hindusthani music of India, gives
opportunity for Ragalap in three Saptaks in three different Layas.

Triranga : There are certain  old Odissi songs (music) which
comprise of Vani, Saragam and Ukkutta (Bols) ; this type of songs
are called Tribala or Triranga in Oriya. Many of the songs of
Tribata type have remained popular in Orissa till today.

Chatauranga : The Khanda Swara or Khanda Tan, Gita Bhasha
or Vani, Ukutta and the singing of songs with Saragam are practised
in Odissi music.

12
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Padi: The use of Padi is the most important feature in Odissi
music. The expression of varieties of Talas suitable for the particular
song adding to its beauty is called Padi. Though the song may be of
a particular Tal, the Padi portion of it can be sung in different Tals
altogether. Dhruva is known as Ghosha in Oriya song.

Sangat

Orissi songs generally are not sung in Drutalaya. It is a speciality
in Orissa that even most of its folk-music and songs are not present-
ed in Drutalaya.

Odissi songs are sung either in Vilambit or Madhya Laya. The
Vani or Ukutta (Bol) of Pakhabaj suits best to accompany the per-
formance of Orissi music and these Ukurtas in many respects
resemble the technique of Drupada. 1ts Bols are selected.

In Orissi music the accompanying instrument does not follow the
rhythmic pattern of the song sung. Only the Laya of the singer is
followed on Pakhabaj by the accompanist.

Odissi music does not follow the practice of using Katgna or
Muktai at the end of each couplet or pada or charans of the
song. Nor does the singer wait at the end of each Pada for the
accompnist to complele the Ukuttas of the Muktai.

The performance of a Odissi song starts after the Alap in the
Vilambit, Madhya and Druta Layas. Khanda Tans are used
at the end of each charana or couplet. The performance
ends with the Saragam and Tans according to the Raga of the song,

Most of the Odissi songs are in more than onc couplet and each
couplet resembles the other in tune. Hence the Odissi song is a bit
lengthy one. The melody and sweetness of Odissi music are increased
with the use of Padi.

Conclusion

There was a time when musicians of Orissa were enjoying a
glorious and respected position all over India. The Akbar Namaq
mentions that a musician from Orissa named Mahapatra adorned the
court of Akbar ; he was ** unrivalled >’ in the arts of Indian poetry
and music. Many musicians of Orissa have written treatises on
Odissi music in the 16th and 17th centuries A. D. Indian classical
music was not bifurcated till the middle of the 16th century. And
Odissi music, therefore, has followed the principles of the main
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branch of Indian music preserving, however, certain specialities in
the techniques of its presentation.  Though the language and the
style of the Odissi music became different from those of the main
branch of the Indian classical music, the science of Odissi music,
however, followed the footprints of the main branch with certain
varieties at places.

It is a happy sign that popular enthusiasm for the culture and
preservation of the Odissi music has become remarkable since the
attainment of Independence. Many institutions for imparting
training in music and dance have now been established in Orissa and
some of them are really doing good work in this direction. I would
be doing injustice if I do not meation the contribution made by
Sarvasri Laxmikanta Choudhari, Baldev Dhira and Syamsundar
Dhir in preserving the culture of Odissi music in the modern times,

In the Music Seminar held at Puri, last May, under the auspices
of the State Academy, Prof. P. Sambamurti of the South apd
Sri Birendra Kishore Ray Choudhary of the North gave their opinion
that though elements of both Karnatak and Hindusthani music are
in vogue in Orissa at present, the Odissi music had preserved a
distinctness in its tradition. They opined that this art needs proper
nourishment by way of research work.

Proper training in Odissi music cannot be undertaken until
musical notaions of Odissi songs are completed. This is a great task
and I must thank the Kala Vikash Kendra for evincing genuine
interest in this work.

I am obliged to you all, ladies and gentlemen, for the interest
you have so kindly shown for the Odissi music by allowing me to
read this paper of mine. I am confident your interest would go a
long way in encouraging the musicains of Orissa to develop and
regenerate their own traditional art Odissi music. Let Lord Jaganath
help us all ! Jay Jagannath!



ODISSI NRITYA

KALICHAVAN PATTANAIK,
Kala Vikash Kendra, Cuttack

Introduction

Like other class dances of India, Odissi Nritya was also evolved
as a part of offering Puja to the gods. The inscription and the figures
of dancing damsels cut in the rocks of Udayagiri, in the Ist to 2nd
century B. C., during the reiga of the great emperor Kharavela hold
for us today the proof that dancing and music were highly popular
with the people at that time. The differz1t rhythmiz figures of Natas
and Natis on the walls of the temples built from the 7th to the end
of the 8th century A.D.make usthink that those temples being
the abodes of gods were also fine dancing halls.

Dance and the Temples

We find Lord Siva in the pose of Lalita Tandava (Pradosha
Tandava) in the temples built in the 7th cuntury A. D. during the
reign of the Ganga kings of Orissa.

The Brahmeswar temple was built in the middle of the 7th
century by Kolavati Devi of Kesari dynasty. From the inscription
of the temple it appears that she introduced the Devadasis for regular
service of the Lord. The inscription reads :

ratnalankritibhushita : sushamaya dedipyamana divah

kridantyastadita : sthira iva kuchasronibhiravyakulah 1

sundaryokshikaninika iva drisan antah pravishta nrinim

asmai chanchalakhanjanabhanayana dattastaya darikah

The Mudras of the Lasya and Tandava fi
Orissa generally follow the Natyasastra,
Natavara figures exceeds the number of
temple sof Utkal. This reveals that though the Tandava style of dance
was-appreciated in Orissa, the Lgs ya style was more popular with the
people. And that is why most of the dancing figures in the temple-
walls are in Naravara or Tribhanga style.  Figures of this style are
very prominent in the temples built after the 8th or 9th century A.D.

Daace and music enjoyed a place of respect and distinction jp
the society during that time. Both males and females used to partici-

pate in the concerts side by side. The figures in the temples of
Chandeswar hold proof to this assertion.

The figures of
danga and Pakhab

gures in the temples of
However, the number of
those of the Nataraja in the

dancing girls and girls playing on Mandir ., Mri-
aj in the temple of Konarak are perfect in their
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i ir beauty of poise. Many of the
exection a:lldst‘)l!lllga r::‘lc:;(:scmﬂtg:res devi);te from the canons of
)1:! ‘:d'aisas?:a and are quite original in Odissi style. ‘

» inscription of the Ananta Vasudeva temple, in the
From the :‘D it is known that Chandra Devi, daughter of
3th ce“;‘;{m 1 'De:ia [if who bvilt this temple, was herself an
Am?:u of the art of music and dance. ‘ .
expo . ded in the Madala Panji (the daily chronicle of Lord
o rec(:‘:at king Cholaganga Deva introduced th: Maharis or
)agannaﬂﬂ D vdasis) in the temple of Puri for regular service of the
Sura-vesya-( eritten in the same chronicle that the performances of
Lo“!' feis v erc made on the occasion of every festivity of the
music and dam;e:;; chapter of Skanda Purana it is mentioned that
[I:IOT};& vfr::st?::c of the important Seva offerings of Lord Jagannath.
ri

tatha pi jopahdrais cha bhakiya lzhojya.idikais'htafhti 1

pujayitva jagannatham toshayet gitanrityakail « .

This custom is followed even now Am tnan).' temples of Orissa.

Dancing as an art was also cultivated in the .palaces_.’ Even'
Padmavati, queen of Raj Raj Deva, was presented V{lth a Puja Sari
as rcmunération and reward for her dance-seva in the temple of

rd Jagannath.
- Maiaris were also employed in the palaces as court-dancers.

They were called Raj-niyoga or  Khurda (the then capital of
Utkal)- niyogas.
Dance in the Middle Ages

fegi inued to enjoy a place of esteem till the middle

Odissi dancteucr:znt During th:‘ reign of the Bhoi dynasty, Utkal

of the 1éth fen dis.turbed again and again due to the attack of
continued u-)rhis rpetual disturbance to the social life of the country
intruders. decapyein Odissi music. So in the place of the:Devadasis
hastened tbe d gradually Goti Puas (men in woman’s attire) as
there aPpeare( mples and the courts, This system was introduced
dancer_s in the hcangra Deva, the first king of the Bhoi dynaty. In
by. St Rz;macle dancing became neglected in the society as a fallen
this W2 em’?ution stepped into the lives of the Devadasis. Though
art and p.r ?su f keeping Devadasis in the temples is still preserved
this tradition © n Oqissa, we de not find any trace of true artistic

in many temples l‘danccs’ of these Devdasis or Maharis. The credit

expression in the
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for preserving the spirit and form of the traditional Odissi dance, in
some degree, goes to the Goti Fuas.

Odissi dance : Its features

(4 palm-leaf dance-manuscript from Urissa)

Treatises on Odissi dance and music, Sangita Sarani, Sangita
Narayana, Natyamanorama and Abhinaya chandrika haye discussed
from various angles the music, Tal and form of Abhinaya of Odissi
dance. Though the principles of dancing as embodied in the
Natyasastra are generally followed in Orissa, Odissi dance preserves
its own traditional style, and certain specialities with regard to
Mudra (Parija), the movements of hands and fect,

Though Odissi dance includes both Thandavg and Lasya types
the latter is given importance over the former. ’ '

Odissidance is performed with the singin,
accompanying musician. At the end of each
the danaer shows the meaning of the couplet
which is followed by Nritta in  Drutg laya.
Parija in Odissi dance.

Odissi belongs to the Kaisiki - vritti and it fo
Abhinaya as described in the Natyasastra.

1 am quoting below an old saying prevalent jn
nature of Odi-si dance :

utha baithd thia chali, buda bhasa bhaunri pali

udiri natata ath hali s

Utha is Utplavana. Baitha is Unnatakarana, Thia i ,
Chaliis Chari, Chalan. Buda is Majjan (the f:xpr;_lssil;ns(:,tl d;:.k "
saturated in Bhava) Bhasa is the expression of swimming in Bhamg
Bhaunriis Bhramari. Pali is the act of going backward. v

These eight priliminary positions of the dancer
actual Nrtta, are called Beli in Odissi Dance.

The Order of Presentation of Odissi dance s a5 follows :—

1. Bhumi Pranam 2. Vighnaraj Puja 3, vaqy N

rit
Swara (b) on Vadya-Ukuta 4. Ista Deva Vandany 3. Swayraa l(’z)llzin'
1

g of Odissi songs by the
Charana in the song
through Bhavabhinayq
Mudras are called
llows the canons of

Orissa about the

which initiate the
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Nritta 6. Sabhinaya Nritya 7. Jhula, Pahapata Nritya (Druta and
Aananda Nritya) .

Odissi dance has some Mudras which are not found in the Nat-
vasasira. The following are the important ones amongst them :
] Viniyoga
Mudra Akarshan, (union)

Akunchana

Biraja Alasyg (languor)

Banahasta Shoot}ng of arrow (of Kamac:lev)
Gajadanta Dividing, separating something
Kalika Bud ; to show a little of some-

thing ; freedom.

pidhahasta The act of lifting somsthing up.

The following are the musical instrumepts used fil_:rmg the per-
formance of Odissi dance :—Mardal, Mardira or Gini, Tanpura and
th't;h ere is an Oriya saying conveying exactly the meaning of a

. . a.

Sloka 1» : blz:: )ﬁ(xz'sf):;lr::; to the pandal and after offering Pranams

thgur?ln the Instruments and the Eartp, begjns the first item in
Nritts Vi m’ Vartu Nritya is the act of offering Puja to the Lord Maha-
Nritta-va N' itra has 16 featurcs resembling the Shodasa Upacharas of
dcY. Vatu ’N ritta is followed by the Vandana, which is performed to
Puja. szll: Vighna Vinayaka, Ganesh. Vandana is followed by
offer Puja ; gpallm'i is of two kinds, Swara Pallavi and Geeta
S“’bh“'_y_‘l’_'t" ﬁng;]lows the actual Nritya with the accompaniment of
(I))gl'la;"}n usiec The dance comes to an end with the Jhula Pakapata

iss .
e Iy since ten years or so thatlittle girls of respectable fami-
. It 1s;>n yshowi"g interest in Odissi dance. It is however a pity
lies have c?: Je adult girl has taken up Odissi dance as her life’s aim
that not a :),digssi at pr;senl, does not provide opportunity for such
and gogl. o :rlnere is also the danger of teacking this traditional
professiona ls( .Orissu in cheap forms for easy commercialism. We
dance-style kothe Kala Vikash Kendra and its able teacher Sri Kelu
should than ra Eor making a true effort in reviving this ars-form.
charan Magax;‘atcachi ng Odissi dance and music at the Kendra really
dTeh::rT:sthc(:)m?ncndation from all quarters. The Research Bureau of

i ing commendable progress. .
the [?Cﬂglf: ::sn:in alkllhgnk you all, ladies and gentlemen, for allowing
n ,

¢ you.
me to speak bero;aiyl(ala : Jai Kalakar !



ORGANISATION OF THE FOLKLORE
INSTITUTE, BUCHAREST, RUMANIA

BY

SABIN V. DRracGol
Folklore Institute, Bucharest, Rumania

The rich, varied and lively folklore of the Rumanian People’s
Republic contains a vast treasury of songs, dances and popular litera.
ture, oral, artistical, individual and collective creations, that are in a
continuous process of creative transformation expressing the life
struggle and ideals of the people in the past and present in thei;
wonderful artistic realisations.

The collections. researches and studies of folklore, begun in our
country since the last century, revealed and recorded ag interesting
and valuable material. Even in the past there were a great number
of Rumanian folklorists who, animated by their love for popular art
founded the Rumanian folklore and adopting an advanced, SCicntiﬁc'
conception, left us a precious inheritance serving as foundation for
the researches of today.

Soon after the inauguration of the popular democratic regime i
our country, there arose a new appreciation for popular artistic crc;n.
tion in the struggle to forge a new culture. An illustration of this is
among others, the founding of the Folklore Institute in Buch ,
in the year 1949. The foundation act laj arest

d down the maj
the Institute as follows :— n tasks of

.

(a) The collection, dissemination and scientific study of folklore
(b) The initiation and training of folklore researchers, .
(¢) The stimulation of the interest in folklore.

Parallel with the Bucharest Folklore Instiiute the
founded in Cluj a branch-section for the collection and
the national minorties’ folklore and their reciprocaj influ
Institute got initially two archives of folkloristic
one belonging to the Rumanian Composers’ Society and

re has been
Tesearch of
ences, The
Materials,
the other
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of the Ministry of Arts, both founded in 1928. In the same year an
experimental popular orchestra called * Barbu Lautaru® was also
created, which after having reached a high level of interpretation was
converted into a representative professional ensemble, and put in 1953
into the care and administration of “ George Enescu’ State
Phitharmonic Orchestra.

Starting its work with a small staff, the Folklore Institute
expanded its activity comprising today of 42 specialists, an up-to-date
technical means department and a rich archive that in the last eight
years rose from 20,000 folklore records to 65,000. To this, should
be added 20,000 pieces of oral notations collected by our classical
forerunners pertaining to the former Auxiliary Fund.

The recording was made at the beginning on 14,602 cylinders,
later on 2,715 gramophone-records and from the foundation of the
Institute on tape recorders (1,000), the number of which is steadily
increasing .

The recording of popular prose by means of tape recorders
enables the registration of the most subtle shades peculiar to local
idioms, phonetically transcribed with the utmost minuteness and helps
in the study of dialectology. One can well imagine how difficult it
was before, when this was done by dictation, interrupting the thread of
the story, with insufficient phonetical signs and inadequate shorthand
writing.

The entire scieatific body consists of three sections-the three
branches of speciality - music, literature and choreography. It is
organised in small groups, each one working at its specific problems,
periodically gathering in sections for the discussion of more difficult
problems of speciality.

A distinct section of documentation, library and card-index is
open to the public at large, to whom it gives consultation and advice.
To this section belongs also a particular department, organised for
the Institute’s relations with foreign countries.

The Institute also has a technical department containing

a workshop and a studio for the handling and upkeep of the mechanical
13
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sound-recorders. There is also a photo-cinematographical section
which has 9,000 photos representing customs, costumes, types of
different regions of the country, dances and popular artists. There
are also eight short documentary films, representing the various
movements and figures in dancing.

There is, finally, an administrative department entrusted with the
organisation of the material conditions and work of specialists.

Collecting expeditions and field investigations are carried out
either for solving specific scientific problems or for the completion
of the folklore-material of a certain region by groups of folklorists,
composed of 4 to 10 persons, selected from each of the three sections,
assisted by a technician for mechanical recording and a cameraman,
These field investigations last from 10 to 30 days. The group is
headed by a leader who is responsible for the work. Before leaving,
the members of this expedition carry out an exhaustive study of the
extant material in the archive of the Institute. Thereupon a small
advanced group is sent out to prepare and examine the material on
the spot. Only when this has been accomplished does the entire
group leave for the field investigation.

Besides the mechanical recording, the music and texts are also
taken down “by ear”. Additional information is collected regard-
ing the song and the folksinger, filling out certain forms. Reliable
information with a vast repertoire is brought to Bucharest to be
recorded in the studio of the Institute in more favourable conditions,

On their return the group proceeds to draw up an inventory and
catalogue, working out a classification and transcription of the collected
material. Thereupon a report is presented before the whole staff of
the Institute, illustrated with the newly gathered material. On the
other hand periodical public lectures aiming at the inititation and
popularization of the folklore material are organised outside the
Institute.

The collected material is used either for special folkloristic studies
for compiling anthologies and monographs for publication. Thi;
material is available to composers, the Rumanian Broadcasting
Company and other music institutes.
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The Folklore Institute has published some anthologies of songs,
dances and popular literature as well as works on folklore. Numerous
collections are at present under print. These publications are
exchanged with similar foreign publications and our Institute is in
constant and close connection and correspondence With more than 110 -
foreign institutions and folklorists abroad.

The * Revista de Folclor * is one of the main instruments in the
development and dessemination of the Rumanian folklore school.
This review, which appears quarterly since 1956, has been highly com-
mended by the folklorists in our country and abroad. The results of
our researches are thereby made known to the whole world.

In 1958 the publication of a great collection of Rumanian folk-
lore will be commenced ; this is to be completed in twenty years and
will include approximately 40 volumes (2 volumes of about 1,000
pages being published each year). Five groups of folklorists have
been established for the elaboration and printing of the first five
volumes for which the unlimited help of the State-authorities has been
obtained.

A folklore bibliography, a thematic catalogue of folk-epics and
an atlas of Rumanian folklore are likewise in preparation.

Our staff has become insufficient to meet the Institute’s steadily
increasing tasks. That is why in many provincial centres we have
founded circles of amateur folklorists guided by the Folklore Institute
and materially subsidised by the Popular Council.

This is a brief survey of the system of organisations of the Folk-
lore Institute. Its method and the results obtained form a work
accomplished with love and devotion towards the folk creation,
without which the phenomenon would not reveal itself in all its depth
of beauty. Under the wise care of the Rumanian People’s Govern-
ment we continue our work with ever growing zeal, conscious that we
serve the culture of our fatherland and by it, universal culture.
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MR. PeTer BobeuT
Rumania

It is a pleasure for us, as messen
, gers of the art of the Rumaniap
people, to ?nsent to the great Indian people and their age-old cul
a short review of our national folk dances. e

We are fully aware of the signi i

gnificance of the jdeals of i
culture and of the features that distinguish Asian culture ﬂl‘ndllln
from the culture created by the peoples of Europe. generslly

But, we realise, that whatever is human in a culture off.
despite all its peculiarities, a vast domain of study and knowled o
the entire mankind. wiecge to

We are inclined to believe that, even i y
! » even in the djstinguishi
features of tl}e two great Asian and European cultures liikssh;ﬁ
be fo.und which might offer to mankind the possibility of’a new and
creative synthesis. a

The' more 0 as the features of the Rumanian people’s cujt
having inherited a tradition of thousands of years, have devul ed
at the cross-roads between West and East, keeping a constant etope:
with nature. The latter fact seems important to us as Eur:uc’s
culture is a town-bred culture cooped up between walls Wesreem
and Eastern influences have been brought to bear on ot;r culture
the primitive foundations of its structure dating back to a pcrioci
when the differences of culture between West and East were possibl
less marked than they are today. These foundations have bee:
unyieldingly preserved through a mode of life in permanent touch
with nature. ¢

Through its origin and its powerful links with Greek and
Roman cultures, and subsequently, with that of the European peoples
Rumanian culture belongs to European culture, ’

However, a most potent influence assimilated through organic
similitudes, has been that of Byzantine culture, which likewise
represenjed 2 'rlch and flowering synthesis of West and East
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During hundreds of years, through a process of original
creative synthesis, the history of the Rumanian people,a welter
of oppression and aspiration, has fashioned the innermost
springs, the deepest significance of Rumanian folk culture.

This holds good for the Rumanian folk art, an art which
the world over consider as the richest, the
rt in Europe, a fact which the

udy of folk dances should bear

many scientists
most varied and lively folk a
research workers bent on the st
in mind.

And this has brought us to the subject of our lecture.

t that Rumanian folk dances, in their movements,
reflect the entire history of Rumanian life, is due to their having
preserved throughout their original character of acts of creation
and of direct and immediate practice of everyday life. Rumanian
folk dances are not merely shows but they represent life itself.

Like all the other peoples, indifferently of their social classes
whose links with nature have been preserved, the Rumanians
perform their dances, on different occasions, their subjects being
childhood, youth, love, fighting, wedding, old age and death ;

o refer to the earth, seeds, rains

besides, the subject may als earth,
and crops, and the sky with the dreams and aspirations it arouses.
Although the Rumanian people have in their history known a
feudal period with its princes, pagc.ar'lt and scrff!om. the Rumanian
dances are not courtly dances with rigid, f:opvcnuo.nal rules, which in
the Orient have produced impressive artistic creanogs of great value
d style. Close contacts with nature have

their perfection an ;
through pe manian folk art, a feeling of

instilled into them, as into the cmire' Ru i
ternity, for which equivalents can easily be

. fra
:‘:\]::;?;y’th: fEast. The Rumanian word for folk dances actually
means ‘¢ games »  for these are the games of the peasants and
shepherds, free and direct games —the ga ian
life.

That is why the rcpcrtoire. of th
represents, in the evolution of mankind, t

of everyday life.

The fac
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There are magic and ritual dances, some of which are danced
with masks (dances for healing the sick, and others rendering
battle scenes): the Calus, for instance, in which are preserved
remnants of the convulsive dances: dances designed to bring
fertility : the Calus. Dragaica and Paparuda ; funeral dances: the
Wake—to cite only the most important ; dances belonging to the
folk drama and connected with certain dates : Capra (The Goat)—
“ Vicleim ** (Bethleem Play), Plugusorul »* (the Plough), etc. ;
children’s dances, dances for the youths who for the first time take
part in the village dance ; wedding dances and aocient dances per-

formed by elderly people, as well as dances reflecting the exuberant
vigour and joy of life.

Rumanian dances are danced by men and women, men alone,
young women alone, or by couples, the dancers being in a closed
or open circle, with different variations, or in a single file ;
there are dances during which the dancers sing or cry calls.

Before examining in greater detail the different Rum
we will mention two features which account for most
characteristics of these dances.

anian dances,
of the general

Like the entire Rumanian folk art, Rumanian dance
of an abstract nature. The number of imitative da
small. Rumanian folk dances are therefore, to a
geometrical. The fact that their abstract, geometric
degenerates into lifeless abstraction and hieratic for
a European balance, and especially to an artistic insginct which always
gives preference to the charming unending  ** clumsijness * of

the organic, living elements over elaborate, perfect and artificial
virtuosity.

$ are chiefly
nces is very
certain extent,
al quality never
malism, is due 10

Including these diverging tendencies—an abstract and
quality—Rumanian dances are characterised by refinemen
by boundless vitality, glorious exuberance, tenderness, and
all blended into a harmonious, balanced and life.
which there is nothing far-fetched, for everything s
astounding though natural intuition.

an organic
t as well as
discretion,
like whole in
prings from ap

Another fact whigh should be mentioned here is

the great
variety of Rumanian folk dances of which several tho

usands are
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known. Like the costume of the dancer and the musical accompa:'li-
ent ilumanian folk dances show peculiar features and a peculiar
?e)chn,iquc according (o the region of the country where they
orginated. .
* This variety which can be observed in every group .of villages,
d to which constant evolution is added through an adjustment to
mr)escnt-day life and reciprocal influences, makes one strongly aware
gf an impressive picture of exuberant life.

We will now proceed to examine the various Rumanian folk

dances in greater detail.

Their great variety renders acla§siﬁ.mtion' imperative, thou.gh
it i ost difficult task. The criteria ruling such .a <‘:lass1ﬁ-
e o be of different natures, but, whatever criteria are
cation oY number of dances will always be found to belong
adopted, 1aroups at the same time, because their significance
0 sevef; ldg Therefore, although we will make such a classifi-
S o am% .sim lest possible—in order to have a general outline, we
ca.uon-—t euentll;r examine only the most important types of dances
Yvdl SUbs'c . of the classification adopted. Finally we will try
lrrest:’::at::::rize the peculiar styles and the technique in every region.
to ¢

This, together with the examples we intend to give, is meant to
»

draw a general, though summary picture of Rumanian folk dances.
raw ’

Rumanian dances might be described as: (1) magic and ritual
. designed to bring fertility, or else work dances, dances for
danc.cS e ick. rendering battle scenes, wedding and funcral- dances)
hczhn(gz)l h:asncc; reflecting exuberant strength and the joy of life.
an

ories include dances for children,

Both the ﬁr;t i?:e:ll‘; S;Ez;?:at’el‘ghc dances which come . um.ier the

and youns anc enerally connected with certain dates or thh. impor-

first category g agn’s life. Such dances, belonging to ceremonial occa-

tant events 1 ter stability and traditional fixity, on accoun't of thCl.l'

sions are offgrmtion of the people’s respect for the ceremonial. This

ceremonia) u::scrv; their stylc and the character of their movements
is why the)l" ‘:heir old significance has sometimes been forgotten.

e ;':ouiances that fall under the sccond heading are much more

e

ﬂum ’ ’
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we will therefore give the characteristics of their style and technique

in a survey of regional dances. We will now review some of the
more important dances.

The agricultural ceremonial regarding the drought includes a
large number of dances and songs which go under the pame of
* Paparuda”. The * Paparuda® dance which originates in an age.
old magic ritual, is held on the third Thursday after Baster. It is
danced by young girls clad with green foliage, - dwarf-elder and
wormwood - and with willow twigs and flowers. The tune to which
it is danced is sung by a dancer who, together with two companions
dances in a circle or around the two other dancers. During the dane;
the onlookers sprinkle them with water. The words are ap invoca-
tion calling for rainfall, the tune being simple, rhythmical and melo-
dious, of a reciative nature. The melodies are sometimes borrowed
from dirges or from the more evolved songs which show a more
advanced stage of melodic evolution, Here is a song for the
*“ Paparuda > dance :

I’'m a puppet bringing rain—
Come, rain, come.

Come from cloudy zones of wet
Pouring down upon the earth,
Come, rain, come.

Over all the crowds in glee
Digging hard and lustily,

Come, rain, come,

Let the rain pour down upon us
When the plough our tillage furrows—
Come rain, come.

Let the rain pour down like butter
Sifted down with gentle patter—
Come, rain, come.

Let the rain fill our barns full.
Woman, hand the keys and pull
The gates open,

Come, rain, come.

Let the rain come pouring down—
Come, rain, come,

K4
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This is a dance found throughout the Danube lowland - in the
south of Rumania - as well as in Banat and Transylvania.

Another agrarian ceremonial occasioned by droughts is the

* Dragaica® dance which is named after the wild flower of the same
name, hardhay of John’s wort. It is again a ritual dance performed
by young girls alone when the harvest has been plentiful The
‘“ Dragaica > dance, a hymn of praise, is danced on June 24th. The
dancers carry baby bonnets tied round their waists, and wear beads
round their necks, a waistband round their waists and a kind of
sandals—in Rumanian, opinci—with little balls hanging from straps
round their legs. The prettiest girl wears a wreath of corn spikes. A
young man plays the shepherd’s pipe to them; while dancing, the
young girls sing :

Let us quickly, floweret dear,

Sow good grain again,

For we know the plight we’re in

When we feed maize and thin

Fish soup in the winter.

Flowers delicate have come

To help in the reaping

Lavish summer showering

Gifts galore and plenty.

Look not down upon your sandals

Or I'll have you eat’em

Together with babies’ bonnets,

Fine girls’ beads,

And women’s bracelets.

This ritual dance is held in the South of the country at harvest-
ing time ; in the old days it was also danced in Moldavia.

Harvesting songs which are likewise part of a ceremonial, are
sung in certain parts of Transylvania while the crop is being gathered
in ; the singers are groups of women—both married and unmarried—
marching in ceremonial procession from the field to the house of the
person whose grain has been reaped.

The words of an epic nature, with, sometimes, a legendary flavour,
are usually sung to tunes both noble and solemn; they are simple
14

pec2 v
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tunes in form and sonority, resembling those of other ceremonial,

mostly in rhythmical style. These tunes vary from one region to
the other.

One of the most popular traditions of the Rumanian people—a
deeprooted tradition—is the age-old dance of the *‘“ Calusari ™
(Hobby-horse), which is held only once a year at Whitsuntide.
It is a pantomime dance of a complex nature with a dramatic setting
a dance, archaic in form and with a complicated technique whicl;
does not resemble any other Rumanian folk dance. Its many signi-
ficances have drawn the attention of a large number of research
workers ; indeed it is a war-dance as well as a fertility dance and one
for healing the sick, and includes many magic formulas.

The “ Calusari” are folk dance bands which form into brother-
hoods in the spring, at Whitsuntide, to hold their dance. These bands
must bave an odd number of dancers, i.e., seven nine, eleven or
thirteen, under a leader called ““ Vata'”. Each band moreover in-
cludes a young man who carries tha flag of the brotherhood, and two
or three musicians. Generally the dancers are unmarried. Formerly
one of the main conditions for participation was to submit toa perioci

of fasting and of retreat. The leader is older and the best dancer in
the village.

The “ Calusari®* dancers are usually recruited during the year at
the village dance, when the “* Calus > hora or sirba is danced. Such

c.lanccs al.-e performed only by men, the women being allowed to join
in. During the week preceding the *“ Calusari’s* oath they reJ :
their special ceremonial costumes and on the last da’y of t:c Par:
they go to the forest and select a pole for their flag. Fro wz
moment that the pole has been hewn by a woodcutter. it ;s consF:l rc:
*“ sacred ”’, and must not touch the ground except at, the bas e
though the flag has not yet been attached to it. The flag is : e
richly.embroidercd ornamental towel 1o which a buﬁch m: he o.f a
hcrb:fx is tied : garlic, wormwood and water-hyssop. Garlj i ea]ufg
empiric. medicine as an antirheumatic and anticholera drﬁ S aain
irom th'ls', garlic is supposed, according to an old traditiong. Apiart
evil spx'rlts away. The other plants are likewise of cy oot drch
combating diseases, being considered as deterrents t "e'n't oty
ghosts. 0 spirits and
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As has already been said, the most important person in the band
is the leader, an unsurpassed dancer, a courageous man and especi-
ally one well versed in magic formulas which he can only reveal to
another ** Varaf”. Another character who has an important role to
play in the band is the “ Dumb Figure”’, who wears a mask, and
clothes quite different from those of his companions. The * Dumb
Figure” is not allowed to speak throughout Whitsuntide. In certain
regions, instead of the usual sword, the ¢ Dumb Figure” carries a
phallus. Formerly his mask showed the head of a horse, stork or
goat. The « Dumb Figure” does not dance, his role consisting of
comic buffoonery. :

As part of the Calusari ritual, the Vataf and ** Dumb Figure ”
play a most important role in the treatment given to the sick whic
consist of magic formulas. The disease which is treated is given
the generic name of *‘ caught from the Calusar” or ‘‘ caught from
the sprites ’,—the sprites, in Rumanian *“ Iele '*, veing deities of
the Rumanian mythology which can interfere with man’s everyday life
for good or evil. Their influence, as legends have it, made. itself felt
especially at the close of winter and up to the period when the vege-
tables crop up, that is in midspring.

~ The “ calis ”—dance is danced for ten days from Ascension Day
to Whitsunday. The sick person to be healed is laid on the ground;
the dancers dance around him and at a certain moment they tread
over him one by one, from head to foot, after which they whisper
certain set words (magic formulas) into his ear, ordering the
disease to leave him. The ceremonial must be repeated three times
for three days runaning.

The dancers are dressed in white, wearing on their feet,
s opinci ” from which hang bits of metal that clink at the slightest
touch. This clinking sound throughout the dance makes it very
spectacular. Their bats are adorned with feathers, beads and multi-
coloured ribbons hanging down the dancer’s backs : in their hands
they carry sticks which are supposed to have superseded the swords
held in former days.

The ritual of the * Calusari is made up of several dances
succeeding each other in a well-defined order, namely :—

1. Thewalk. 2. Ononeleg. 3. Cross-step. 4. Holding
waists. 5. The spur. 6. Dance for two. 7. Marking time.
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8. Themint. 9. The mirror. 10. The river. 1I.

12. The wheel. 13. Little flower. The gimlet.

The complex ‘“ Calusari* dance, i

Y,hc col'le;tive spirit, with all its magicpri:ns;:::::iti::sa dre"]v:: om
its ar-nthuity, with allits significances as a war dan:: -
brmgnngi cures and fertility, a dance of spring and sunlight; : —
unleashing of manly strength, a dominating integration int ShOWS.lf\
of nz‘uural forces ; it is a forceful hymn to life ando ‘f eotom.
The ‘. quusqri ”. dance performed in all the villages of the A rosdom.
Olt districts is still very much alive. With its difficult arend ::‘:n;l:d

X

technique, this dance is a vivaci
’ acious and forcef
forgotten culture. orceful legacy of an old,

Of the dances devoted to outstanding events in man’s life
b4

S ha (- lh i 1

- A wedding is aun occasion of entertainment dancin ingi
it s cemonil made P of ons s daces g bch
and elderls neon] tke people’s history, and in which children, youn
nature, azel:)er;;oen:‘edcxr:h . :‘)4;:3'. dances, most of them of a ritua?

Hare sion ; t i
bride’s dance, the dance of the bride's do:rey ‘:1:3 ddl:rgxcﬁr ;i the bride
putt.mg on the matron’s apparel, the dancc’ that a o th'c pride
serving .of certain ritual dishes, the dance wh‘i::l?mpames e
ccrem?‘mal meal and finally the well-known wed d,e“ds the
—the * Geampara > or ** Perinitza "—are among the\;lost"i‘lipjﬁoe

nt

of those performed on th i
. . € occasion i .
village life. of this outstanding event in

And now a few details ; .

the bestowal of gifts has ::::;,m":i;hftr §§:f9rTance. Before
the young people to come out into courtyard '“c(‘i calls out to
alfeady night the dance takes place indo a‘n dance.
wnfe ’ordcrs the musicians to play a dance ‘?;:1 The :
tail’ f.or thF bride’s dance is to begin, with :ng a.s thF hare’s
cash. It is again the sponsor’s wife who starts the brid:'l;‘;;:uctenons‘ in

Saylng,

« come and dance with me, bri
, bride, for every _
are lame or not ", ’ ryone to see whether you

If itis
Sponsor’s
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Next to the sponsor’s wife come the sponsor, the standard-
bearer and then all the guests. There follows a long interval without
dancing during which the sponsor’s wife together with several other
women takes the bride into another room where they adorn
her afresh with coloured silk gauze headkerchief ; the dancing is
resumed in the house, everyone dancing now with whomsoever he
pleases, without pay. Everybody rises from the tables, making up a
dance-chain that goes round the courtyard, including the bridegroom,
the bride, the sponsors, the father and mother-in-law, the wedding
guests and all the relations.

The dancers are all light-hearted ; they look at each other for
they all form a circle holding hands and are carried away by the same
rhythm. This large circle creates unity of thought and feeling, self-
lessness and elevation. After a time the bride and bridegroom [eave

the circle and enter the house.

The elder people are the last to stop dancing and conclude with
a lively  Briu™ dance.

We should like to say a few words about the special ceremonial
held for the young men and girls when they join the village dance

for the first time.

For the young men this is the occasion of a festivity invested
with some pomp. The young man has prepared his new clothes in
good time. The parents announce to other young men that their
son is to join the dance and, on the appointed day, musicians hired by
the most hardworking and oldest of the young men, are taken to a2
dinner given by the parents of the young man who is to join the
dance. Five or six of the young people who have already joined the
dance are of the party and, after drinking a glass of brandy offered to
them by the respective young man and his parents, they perform two
or three dances. After this they all leave the house, the musicians
playing them the while, 1o go to the Dance House. Here the young
man joins the dance and shakes hands with all the other young men
who congratulate him. The dance is started by the young man,
being joined later by mothers with their daughters. The young man
who has joined the dance for the first time on that day, shakes hands
with all the young girls who are glad to find that there is another
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young man to dance Wwith them. In the evening, when the
sun sets and the dance comes to an end, the young women go back
home and all the village learns that so-and-so’s son has joined the
dance.

Nor is the young girl's first joining the dance an insignificant
event. Before this happens the young girl prepares her new costume
and beautiful shoes. The parents are already preparing dowry, for,
as soon as she has joined the dance. a young girl may have suitors
and it is better to be ready for the event.

The young girl’s friends who have already joined the dance
inform the young men and the other young women thit on such
and such a day so-and-so’s daughter will join the dance. On
the appointed day the girl goes to church and has a religious
service read for herself after which she returns home and, having
had dinner, dresses with the help of her friends.’ When
she is ready, she is taken to the dance by her mother and
her mother’s friends. The young men shake hands with her
t?ke .her around to the other young women with whom sh;
likewise shakes hands, and then invite her to join the dance; on
tha.t day she is always the first to be asked to dance. Hos’vcver
plain or poor she might be, all the young men, to the
ugliest and poorest, must dance with her that day. By evening

the whole village knows that so-and-so’s daughter has joined the
dance.

The young women who want to be courted by young men
and have a foremost place at every dance, never go to the
dance without first reciling some spell. When they have dressed
and are ready to go to the dance, they recite, the following

poem, at a distance of threc paces from the th i
poem, & reshold of their

Holy Sundays,

Walk before me

And visit all youths.

On their toes to tread,
Hands and shoulders spread,
Their hearts piercing hard,
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Make them turn

With words of kindaess,
With sweet words,

That none may g0

To anyone but me,

My right hand to take,
And the dance to lead,
And with me to dance
Until night is advanced.

On their way to the gate, again three paces from the threshold,
they fan their faces with their gown and then recite the followin_g
verses while looking up at the sun ;

Sun most holy,

Lordly sun,

From the earth I raise my eyes
That thy beams

My head may crown ;

That thy beams

My lids may gild ;

Sun most holy,

Forty-four beams are now thine,
Four give me

And keep the forty.

Two beams for my shoulders

And two for my face and lids,
That all youths to me may hasten,
And with me alone may meet,
That all youths with me may dance,
Until night is far advanced.

From among the dances occasioned by funeral ceremonials, we
should mention the ritual dance called the Wake, during which masks
are worn. Such dances are still being performed in the mountain
regions of Rumania. A funeral dance of pagan origin, the Wake is
performéd on the nights preceding the burial, in the courtyard of the
deceased where tables have been laid and dishes are served. A big
ponfire is lighted in the middle of the courtyard to show that there
js a dead man in the house. 1t is a merry ritual, the general impression
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being that left by a very pleasant entertainment. The Wake
occasions surprisingly lively scenes, with ritua]l performances.
The women do not lament aloud ; they recite verses for everyone to

hear, waving their hands in a typical manner as a symbol of the death
ritval.

As we have already said, Rumanian folklore includes an extremely
rich repertoire of dances, with an endless variety of styles in
the different regions and also in the different villages of the same
region presenting nevertheless common features throughout the country
The repertoire does not display the same variety everywhere ; a single
village may offer up to thirty different dances, as is the case in Oltenia
and Muntenia, while another may have only three are four dances to
show, as for instance in Transylvania. The dances are performed by
men alone, some of them by one man to show his virtuosity, or else
they are mixed dances performed in a circle, in columns or in pairs ;
again some of them are danced only by young women. The simplest
tunes are made up of two or three musical phrases, while others

have ten to twelve phrases and even more, as is the case in
Muntenia.

The musical phrases are repeated either freely or in a certain
order. Most of them have a common rhythmic measure with the
:xception of some of the Transylvanian * /nvirtire” and of the dances
in the south of the country—the ** Geampara®’ and the * Briu »’ of
Banat, where the rhythm is asymmetrical. ¢ Dealungul **, a dance
of impressive solemnity performed in the centre of Transylvania and
which greatly differs from all the other Rumanian dances, is another
exception with its triple rhythmic measure.

A great rhythmical and melodic variety and richness make
these dances genuine folklore treasures. They are played by solo
instruments or bands and are often interspersed with rhymed calls
of a facetious or satiric nature. Sometimes these calls of the dancers
are mere directions given to the other dancers. The calls at times give
rise to genuine humorous duels between the participants. They are a
characteristic feature of Transylvanian and Moldavian dances, but are
less often south of the Banat. In certain parts of Transylvania
they assume a melodic scheme played with a specific rhythm
by an instrument, this rhythm often being different from the dance
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itself and|from the steps, the result being an interesting poli'-rhythmi.cal
music. A number of dance tunes, arc pl.ayed on various 'fcstwe
occasions without being danced to, hence their name : Tf’ be listened
to’. On the other hand, thanks to the close link between
instrumental and vocal music, the best part of the dance tunes can be
arranged for some piece of poetry and thus enter the vocal
repertoire.

We will now try to define the Rumanian folksongs in
every region  which will be an oqmsiqn' to' enumerate
the main types of dances. Rumania 1is d.mded into §cveral
regions —Muntenia, Oltenia, Dobrogea, Moldavia, Transylw{anna and
the Banat. We will give a short description of the dances in each of
these regions.

Muntenia boasts of one of the richest and most varied repertoires
in Rumania. Its dances are more widcspr'ead than those of
any other region of the country; tt{c Sibra and the H?ra,
characteristic of Muntenia have passed into 'all the oth_er regions
and are now to be found in all regional repertoires. The richness .of
Muntenia's repertoire is due to the large number of da““’f .thh
variants known under different names although they ongm?te
from common roots. The most frequent and specific
dances are the Hora and the Sibra. Another da.mce charac-
teristic of Muntenia is Floricica (Little Flower) with numerous
variants.

The * Briu® is a dance originally danced in  Muntenia
by the men though nowadays the women- al:so take part
in it. The dancers place themselves in a line or in a
semicircle, with their hands on their companions’ shoulders or
‘round their waists. The technique of the steps—a most elaborate
technique—requires  great virtuosity ; .(hxs is an cxtrem_cly
dynamic dance, the dancers indulging in a genuine rhythmical
passion. The dance unfolds in sequences made up eof walks
with syncopated steps alternating with the so-called ‘ hooks
which consists in marking time, striking one heel with the
other foot, counter-time and syncopated .bcats, cross-steps in the
air, etc. The Briu is the most representative dance of the style of
Muntenia.

15
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We have already spoken about ritual dances—the ¢ Calus **
« Paparuda and * Dragaica . The dancers perform to the tunes
played by string bands with an accompaniment on the dulcimer and
¢ cobza ™

Oltenia. The specific nature of Oltenian dances resides in
intense dynamics. '

The richness and variety of the repertoire is shown by the fact
that in most villages more than thirty dances are regularly
performed.

Most of the dances are danced by both men and women,
though dances performed by men alone, by couples or by
young women alone are also frequent. Nearly all mixed
dances are performed in a circle or semicirele, the
local populalion calling them *‘‘ Hand-Horas” or * Shoulder
Horas " when the dancers put their hands on their partners’
shoulders. The latter are mostly variants of the * Sibra”
dances.

The young women’s dances performed in a circle or semicircle—
the ** Craite >, *“ Mindre ’, and ** Ite **—are danced at weddings
work bees and sometimes at the wusual village dance. As
in Muntenia, the Oltenian style is best characterized by the men’s
dances. These are performed in a line, the dancers crossing the arms
and linking hands. The technique is that of the ** Briu* of
Muntenia.

Oltenian dances are generally named after flowers animals
objects of everyday use or women. Their movements are’ very swif.t
and light. These dances create the impression that the dancers have
winged feet. It is the forepart of the foot that mostly comes into play
the weightof the body resting on the toes. Calls characterised by higl;
pitched tones are cried throughout the dances. The young women

are not outstripped by the men and their dancing is no less lively than
theirs.

The basic dances throughout Oltenia are the Horas * de minag™
the Sirbas, the Oltenian Brirui and the Rustems. Of al| Oltenin;
dances the Rustems, Alunels and Trei Pazeste are characteristic in
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their form and contents, their specific features being rhythmical runs
along the circle formed by the dancers, with swift movements of the
head, marking time with simple or double cross-steps, energetic beats
against the floor and light concluding beats.

The whole village attends the dance and most of the villagers also
take part in it. The children who are always there have a Hora of
their own with an accompaniment of shepherd’s pipes. The music
is provided by small string bands—a fiddle and a “ cobza™, some-
times with the addition of a dulcimer and a double bass.

Dobrogea. Although this region of the country has neither a
specific repertoire nor a style of its own, the most frequent dances
being the Sirba, Hora, Briu and Geamparale, it is interesting to note
that the old forms have been preserved in the manner of dancing,
which is accounted for by the fact that the tunes are mostly played
on the shepherd’s pipe and on the bagpipe.

Moldavia. Compared with the exuberant dances of the other
regions of the country, Moldavian dances are more subdued. The
movements are quiet and harmonious with a lively, ingenious rhythm

" without strong stresses and brusque movements. Small steps with

numerous beats are predominent.

Alongside the Hora and Sirba we meet here with a number of
local, specific dances, performed in a circle or in a chain. The best
known are the ¢ Corabeasca®* ** Arcanul’‘, *‘ Briusorul’, *‘Raig"
and * Ursareasca’. Of the dances performed by couples, the *“ Bolo-
bocul, ** Traraneasca”, and * Musamaua’ are the most charac-
tereistic.

The bands accompanying the dancers are usually more compre-
hensive being made up of first and second violins, double bass and
dulcimer.

Transylvania. Although in this region the repertoire is less
comprehensive than in Muntenia and Oltenia, it is pre-eminent by the
extraordinary richness of its contents, due to the fact that the region is
subdivided into a number of zones showing a great variety of aspects.

(a) The *‘ Purtata™, ** Invirtita’, ** Hategana ™, “ Fecioreasca®’,
« Sirba’’, ** Briul> and, on certain occasions, the ** Horg' are
danced in the South of the region—Sibiu, Tirnave and Fagaras—

mostly in pairs.
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Cycles of dances follow one another. For instrance, three dances
are performed in a pre-established order without a break, after which
follows an interval and the same dances are resumed.

The village repertoire includes also other dances which do not
belong to the usual cycle but are performed on various occasions such

as weddings, christenings, work bees, socials, harvesting festivals,
or else to invoke rainfall, etc.

The basic dance throughout Southern Transylvania is the
* Inpirtita’® which is generally made up of two parts, a walk and a
jig. In certain parts there are two more phases: ‘‘The Young
Woman’s VYalk ”’, a slow walk with syncopated steps and ** Under the
Arm” during which the young woman spins in double pirouettes
which r.t‘.quire great virtuosity. The ** Hategana’, like the ** Invir-
tirta” is performed at every dance-meeting. It is made up of two
parts : a walk in a wide circle, with the youug woman and young man
holding each other by the hand or putting their arms round each
other’s wa.ist, and a jig in quick steps, the duration of a quaver. The
Briu considered as a very old dance throughout the region, is per-
formed by men standing in a column and greatly resembles thc’ ‘¢ Briu
pe Sase” of Muntenia. The “ Sirba™ imported from Muntenia
is danced with great pleasure throughout the region. * Women’s
!)am:es »—group dances with vocal accompaniment—are frequent
in the Tirnave region. Originally ritual dances, they are now currentl
performed at the village dance and are also called ** Women's Walks ’)”
They are most suggestive on account of the dancers’ noble beari -
the slow rhythm and the lovely song with lyrical words. e

Young men's dances: The * Calusari” and ** Fecioreasca
Originally a ritual song, the ‘“ Calusari’ has lost its significance as a.
ritual in these parts, and has been handed down from generation t
generation as a traditional dance performed on the occasion of th:

Winter Feasts by men, both married and u i
: ’ nmarried, grouped in
of nine to twenty-five. grouped in bands

In Southern Transylvania the musical accompaniment is played
by a first and a second violin. The clarionet is fairly widesprca% an
is often used alone both to maintain the rhythm and play the melody
of the dance. At other times there is a second clarionet or a small
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string band including a double bass. The shepherd’s pipe is more
seldom used nowadays.

(b) In Maramures, Bihor and Tara Oasului, in Northern
Transylvania, all dances are ‘* Dances for Two »’, and the repertoire
is restricted, comprising three or four dances in every village. On the
other hand the dances are most impressive, being characterised by very
small stamping sieps, on the spot. The technique is vertical, that is,
most of the steps are leaps which do not require great space sideways.

The rhythm of the steps includes many stresses and a great deal
of syncopation, which are achieved by beats, the weight of the body
being often shifted from one leg to the other. The movements are of
restricted scope, the body being swung briskly from left to right,
though it stands upright, while the legs perform leaps and strike
against each other in the air or on the floor. The dance is characte-
rised by great and sustained swiftness. The musical accompaniment
is often provided by a single fiddle playing a tune repeated ad
infinitum.

In Nasaud, Somes, Cluj and Turda, another zone of Northern
Transylvania, the dancers do not mark time ; their movements require
a wide space, especially in the specific dance of those parts, which is
called “ Dealungul”. Throughout Transylvania the repertoire includes
a small number of dances, mostly “ Dances for Two”, which are
specific to the entire region. The dances are “‘ Dealungal™, * Invir
tita” and the ¢ Birbunc'’—a young man's dance.

“ Dealungul™ is a slow dance with long steps, consisting of a
walk taken by young men and young women, after which the young
women pass under the men’s arms. The rhythmical forms of the steps
are elaborate, interspersed with syncopation and counter-time stops.
The young men’s dance makes a harmonious whole with the dance of
the young woman which requires great virtuosity as she performs
double pirouettes on her heels, while the young man makes short,
conclusive movements, striking his boots with his palm during his
leaps. The “ Dealungul®’ and * Invirtita” dances are usually danced

in succession, forming a cycle.

The ¢ Birbuncul” is a young man’s dance with various figures
which usually begin in the intervals when the musicians have stopped
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playing—a more complex arrangement which lends to the dance a
specific quality. Generally the dances of this

region include many
flourishes which create an old

-fashioned atmosphere, though the tempo
is not a very swift one. The musical accompaniment is provided by
one or two fiddlers with the addition of a clarionet which takes the
leading role.

Finally in the Western Mountain and the ** Tara Morilor "o
third zone of Northern Transylvania—the predominent dance is the
“ Tarina’’—which is the Rumanian expression for * Ploughed field ™.

It is a couple dance, made up of two parts.
dancers holding each other by the hand, and a jig d
young men hold the girls by the waist while the
rest on the young men’s shoulders.
dance with differences in the accomp
dancing : “ Tarina Mocaneasca ”,

A walk, with the
uring which the
hands of the latter
There are three variants of this

anying tune and in the manner of

the oldest dance, “ Tarina
Vasarilor >, that is the dance of the potters, * Taring Minerilor >,
the miners’ dance.
The dance tune is played on the violin and, legs often, on the
shepherd’s pipe.

The Baoat. This is a region with a v
includes men’s dances, dances for two apd
brought from Oltenia. The men’s dances,
and Banat ‘‘ Briuri—are the most represe

ery rich repertoire which
a small number of Horas,
the so called * Posovaici
ntative in the repertoire.,
The steps are very quick, interspersed with frequent leaps achieved
on one or the other leg, or one leg while the other is swung
forward. The steps are most elaborate, with flourishes, genuine
ch is specific to the Banat

. nia where the steps do not
follow only the rhythmical accompaniment of the music but are
closely linked with structure of the melody. This gives to the dance
variety and harmonious balance. The

most representative of the
men’s dances is the “ Sorocul ". The dances for pairs
are similar to those of Northern Transylvania

with small, stamping
steps.

However, there is even more variety and richness in the dances
for pairs of the Banar. Most of thes

¢ dances are performed by
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while they face each other.
dancers holding mh,a:;:;rinb);ot;lt:nfgrming a column plamfi i1.1 a
The dancers 8"? ar]ively dance with the young women often .spmm.ng
semicircle. It 1s am’s ) s or going round the young men'wnh quick
under the young :‘ arms have an original part to r}lﬂy, being sw.ayed
leaping lsllcgz.d yTo: else describing flourishes or being swung  briskly
along the DO et
during he p‘m“e“‘zst"c instrument accompanying the dance is. t}le
The charactcg:a'ss band or a string band which includes a v:ol.m,
;‘tafag‘ft’,’ wxll:iaa double bass. The rhythm of the 'dance being
2 dulcull;er“:::ly the * taragot  players make a showing of great
extreme ,

virtuosity. ing represent a brief sketch of Rumanian folk

The fO{egon:ﬁc material of great variety .and richness as
dances. Usmg.‘ the new life in Rumania is now  creating
a starting h';:;manrt’ equal to the aspirations and possibilities of the
choreographi

present €8 to create an outstanding style as part of the desire

The endcavou{an folk dances to their best advantage, has gone
to present Rumamta s. In towns and villages, song and dance
through scveralb;ng:et up mostly devoted to folk songs and dances»
ensembles havz': d experts, choreographers, composers, ethnogra-
led by well-tralle®. & igners and skilled interpreters of folk art-
phers, writers, stage operate with Folk-art Museums, the Fo}klore
These formations ;o;t;sts‘ Unions. The material is selected in the
Institute ax.)d the teams of experts, one or two choreographers, a
various regions by designer. The team endeavours to grasp the
composer and a slagicn which the song or dance has been create{i,
specific atmosphre he steps and costumes arc noted, and _magnetxc
sketches are made, ! :aken Such material which constitute the
tape recmdci}tllisvsc a;‘: the e.nscmble» is arranged for the purpose
folklore ar

requirec: in the first years the material was o:.ﬂy
he ﬁrst. e uirements of the stage, great care being
suft the red in order to strike an authentic note.
hie accm::rios were made blending and arranging
rtlho‘: s:iecw to obtaining a style with the most

During t
slightly altered to
given to ethnograp
During the second pe!
various clements Wi
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spectacular effect. The experience and technj
long, detailed and full analysis of all com
it possible to enter a third stage.

productions is being enhanced, the
different plane by different means, without any compulsion derivin

from ethnegraphical accuracy. Though moulded from the substap s
supplied by a profound study and knowledge of the ethnographic da:

the final result is a new art which the pecple ack )
own. nowledge as their

qQue thus acquired and a
ponent clements have made
The deep isignificance of folk
resulting Creations reaching a

KRSNANATTAM

By .
Dr. K. KUNJUNNI RAJA, MADRAS UNIVERSITY

The Krsnanattam* is a popular devotional dance-drama of
Kerala, depicting the story of Lord Krsna, in eight parts performed’
on eight consecutive nights. It occupies a unique place in the
history of fine arts in Kerala, not only by its intrinsic merit of
giving utmost importance to Bhakti, but also by the position it
holds as a connecting link between the Kiitiyattam, or the ancient
staging of Sanskrit plays, and the later developed, popular Kathakali.
There is a fairly extensive literature on the Kathakali, both in
English and in Malayalam ; and Kitiyattam has also been made
widely known because of the Bhidsa controversy. But very little
information is available outside Kerala about Krspanattam. An’
attempt is, therefore, made in this paper to give briefly a descriptive
and historical study of this important dance-drama. o

Many of the classical Sanskrit dramas like Ratnavali,
Nagananda, Ascaryaciid@mani, Subhadradhanatijaya, Tapatisam -
varana, Bhagavadajjuka, Matiavildsa and the Bhasa plays such as the
Svapnavasavadatta and the Pratijhiayaugandharayana were staged in
Kerala by the Cakyars, or the professional actors, and the Nannyars,
the women of the Nambyar community. This staging was called
Kitiyattam, combined dance. This was kept strictly as a temple
art, and was performed only in the Kuittambalams, or dance halls or
theatres inside temples. From a reference in the Kuttanimata it is
clear that Sanskrit plays were staged in other parts of India as. well. ®
The history of the ancient Kerala stage goes back at least to the tenth
century A. D., when King Kulasekharavarman, author of the
Subhadradhana¥ijaya and the Tapatisarnvarana, is known to have
reformed the stage with the help of a Brahmin scholar popularly
known as Tolan, who may possibly be identical with the author of
the Vyargyavyakhya commentaries on the two dramas.® Since the
Sanskrit texts were not quite intelligible to the masses, the Vidisaka

—_—

Paper read at the Fine Arts & Teghna—s_ﬁc.a s&zﬁf&?&
19th All-India Oriental Conference, Delhi, 1957, = ° ST
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was made to explain in the local language, or a macaronic Sanskrit-
Malayalam mixture called Manipravila. the meanings of each
utterance ; the Vidasaka was also made to recite verses in that
mixed style in parody of the Sanskrit verses recited by the other
characters. The action is microscopic and very claborate ; only a
single act of a drama is selected for the performance at a time. Even
that takes several days to be completed. Each character has to
explain in detail by gestures the role he has played till the beginning
of the scene that is going to be enacted ; this, called Nirvahaga,
takes a very long time. The real Kitiyattam starts only after the
Nirvahana of all the characters who are to appear in the act selected.
Every word in the text is explained in detail, and all the minute
ideas suggested by it, and the purpose served by the word, are indica-
ted by gestures. The Vidusaka will explain the meaning of the
Sanskrit passages, and in the case of Prakrit passages he will first
give the Sanskrit Chaya, and then its meaning in Malayalam. Thus,
the performance is a sort of detailed commentary, or study of the
text, rather than a faithful representation of the text itself. That is
why we find the author of the Natankusa criticizing the Kerala
actors for deviating from the path prescribed by Bharata.

The Kiutiyattam was the only type of classical drama in ancient
Kerala. There were also the popular folk-dramas, both religious and
secular like the Tiyyattu and the Sabghakkali; but they were
rather crude and unrefined. The Krsnanattam started in the middle
of the seventeenth century A.D. by Manaveda, prince of Calicut, was
based partly on the Katiyattam and partly on the folk-dramas.
Mainaveda discarded all the elaborate gestures and hand poses of the
Kutiyattam, but retained some of the dances. The costumes and
make-up were also based mainly on the Kiitiyattam, and partly on
folk-dramas, Instead of the elaborate and microscopic acting of each
word in the text in the Kiitiyattam, Manaveda decided that only the
main idea of the story need be represented. Another important
change he introduced was to separate the role of the actor from that
of the musician ; the text is to be sung by the musicians standing
behind the actors who are not to speak, but only to act and dance.
The Krsnanattam also gave great prominence to dances, as well as to
music. The music in the Katiyattam is rather unrefined; Manaveda
followed the Gitagovinda of Jayadeva, and wrote all the dialogues in
musical songs to be sung according to the Sopana style in which the
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songs of Jayadeva were sung in the temples of Kerala. The text of
the Krsnanittam serves only to give the musical background to thé
action and thc dances ; ncither the actors, nor the audience can
usually understand the Sanskrit text ; but the story of Krsna is so
popular that there is no difficulty for any one to follow the story
performed.

The Krsnanattam is a devotional dance-drama performed
every year at the famous temple of Guruvayir and some'Other
temples of north Kerala; and occasionally in some Brahmin
houses or the houses of other high class people connected in ’tétng
way with the Zamorin’s family. "There is only one troupé of actors
for the Krsnanattam, and that was formerly being maintained by
the Zamorin of Calicut and is now under the Guruvdylr Dévas-
vam. From the beginning up to the present time the Krsnanattam
has remained without any significant change, unlike the Kathakali
which grew up step by step, with changes and innovations added
from generation to generation.

The eight sections into which the Krsnanattam'is divided thema.
tically are respectively called Avatira, Kaliyamardana, Rasakrida
Kamsavadha, Banayuddha, Vividavadha and Svargarohana. These
names indicate only the part of the story with which the evening's
function starts, and has no other special significance ; the entire
story of Lord Krsna's exploits is depicted in the course of the eight
nights. There is a convention that the-Avatara portion should be
staged once again soon after the performance of the Svargarohanpa ;
thus a full performance of the Krspanattam takes nine consecutive
nights.

Every night the performance takes place only during the §eoond
and third Yamas, i.e., from 9 p. m. to 3 a. m., and therefore it-does
not interfere with the daily routine work of the people. The v.vhole
story is divided into a large number of small scenes ; the first night’s
portion itself consists of 18 scenes. Scenes follow one after another
rather quickly, and the action is not elabor?te. Only the ge:?eral
story is represented by means of rhythmic dances, sometimes
reminiscent of the western ballet dances. The actors do not. speak ;
some of them make inarticulate sounds. .But unlike the Kitiyattam,
the Krsnanittam does not give prominence to Paddrthabhirtaya
or shov:ving gestures and hand poses for every word given
in the accompanying music. The actors use some of the well-knewn
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poses and gestures, and the general story is somehow conveyed ; they
are not usually great experts in Bharata’s Natyaidsira.  The story
gives plenty of scope for dances.

.Bhakti is the main sentiment of the Krsnanittam. Devotion to
Krsna reigns supreme in every scene. Special care is taken to see
that all the other sentiments depicted are completely subordinate to
this main one. Eyen in the scenes of Pitanamoksa and Kamsavadha
ft is Bhakti- that predominates. Love scenes are depicted in the
Rasakrida and Rukminisvayanivara sections ; but Krsna is the hero
in all these scenes, and therefore they serve only to enhance” the
séntiment of devotion. Among some of the unforgettable scenes in
thé Kysnanattam are the Piiccuttal flower dance in the Avatara scene,
the fondling of the child Krsna by the Gopis, the dance of Krsna
on Kaliya, the Rasakrida dances, Krsna’s fight with the wrestlers in
the ‘Kamsavadha scene, the devotion of Jambavan, the intoxication
of Balarama, and the Anantagayana scene in the end.

The number of characters involved in Krsnanagtam goes
above fifty, 1t is said that in ancient days there were very good
actors ; but with the development and popularity of the Kathakali,
the Krsnanattam lost its importance. But even now it is being per-

formed at Guruvayiir and some other places, mainly as a religious
rite, rather than as an entertainment,

A separate study of the various Ra
the Krsnanattam is given by Dr. V.
The Ragas of Kerala. For the accompanying instrumental music
the Suddha Maddala is used instead of the Centa drum, along with
Cennala and llattilam. The costumes employed by the actors in
e Krsnanatam are not so elaborate. or costly as those in the
modern Kathakali, but they are more realistic and simple.

The basic text used for the Krsnanittam is the Krsnagiti
which shows clearly the influcence of Jayadeva and Melpputtir
Nirayanabhatta. Asin the Narayaniya here also the verses are
composed addressing the Deity directly. Even in the selection of
the metres Manaveda has followed Narayanabhatta ; thus he uses
Totaka for the Kaliyamardana scene, and Kusumamagjari for the
Rasakrida.® Itisin the songs that the influence of Jayadeva is
felt.” There are 68 songs in the Krynagisi; but there is no restriction
tbat each song must contain eight feet as in the Gitagovinda.

gas and Tilas employed in
Raghavan in his paper on

Vishnu in Krishnanattam
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The Kathakali which is mow the most popular of the dance-

dramas of Kerala owes much to the Kitiyattam and the Krspanattam.
The whole scheme of acting and the hand-poses and gestures were
bodily adopted in Kathakali from the Kaitiyattam. And in the
facial make-up and the costumes it borrowed both . from the
Katiyattam and the Kyspanatam.  Krsna is almost -the same in
Krsnanattam-and Kathakali. There are five different types of make-
upin the Kathakali: Katti, Kari, Pacca, Tati (both Vella and
Cuyanna) and Minukku ; but in the Krsnanattam there is more
variety. The latter also makes use of masks quite frequently.
. . The great importance given to the clement of music in the
Krénandttam was taken up -by the. Kathakali. The rule that the
actors are not to speak, but their words are to be sung by separate
musicians standing behind them, was also first made in the
Krsnanattam and borrowed by the Kathakali. But whereas the text
of the Krsnanattam is in pure Sanskrit, the texts for the Kathakali
are in the local Malayalam language itself. The method of acting
in the Krsnanattam is very simple, and not at all similar to the
elaborate method found in the Kathakali. There is very little con-
sideration for the unity of sentiment in the Kathakali, each play
being a combination of various sentiments like love, valour and
terror ; but in Krsnanattam Bhakti is the one predominent senti-
ment. There is no Ninom aniccal (blood-shed), or the frightening
Cuvanna Tati type of make-up and costume in the Kr3nanattam as
we see in the Kathakali. For the instrumental music the Kathakali
has later added the Centa also.

There is an interesting popular story about the origin of the
Krsnanattam.® It is said that during Manaveda's early days there
lived at- Guruvayiir an extremely pious devotee of Visnu known as
yilvamangalam Svamiyar who could visualize the Deity in his
mystic trance. It was even believed that Lord Krsna was at the
beck and call of this Samnyasin. The story goes that Prince
Minaveda who used to frequent this temple, and who was a pious
devotee of the Diety, approached the sage one day with a request to
show him the Deity in person. Secing the sincere devotion of the
prince, the Svamiyar promised to help him. Accordingly the next
day Prince Manaveda was able to visualize Lord Krsna as a little
boy playing under a bakula tree (or a karpikara tree ?) in the
temple. The prince was so overcome with the blissful vision that he
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forgot himself‘, and went forward to embrace the child. But the
bolzw eyaded him, saying that Vilvamangalam had not told him about
allowing the prince to touch Him. Manaveda could not control

himself, and tried to embrace the child without his permission, when

the divine vision suddenly disappeared ; however, a double-eyed

pa!cock-fcathcr which had adorned the hair of Krsna was left behind
h.dfnaveda realized.his folly ; but was very h‘ab‘py to have h'l: ,
vision of fhe Lord in person. A brilliant idea occurred to him H‘
;:u]thmmtory of Krsna in the form of a musical pla): un;
m\‘;e 1u‘;::r: e by. dancers. Being an erudite scholar in Sanskrit

quite familiar with the Bhagavata and its epitome written by hi;

ekder ]c_:ollxtem?orary Melppultﬁr Narayapabhatta, Manaveda had
very little difficulty in composing the text of the Krsnaglti. He

med ;t iou?dof dancers and started the Krsnanattam dance-
WhiCh. - said that he had a special crown made fo'r.KrSna, in
Whi Peacgck feather got from the real Krsna wa.s“ﬁxed
crown is said to have been destroyed later in a fice id '
The great Krsnalilasuka, ——

e well known as Vilvamangalam

who is the author of the Krsnakar
rsn pdmrta, flouri
(t,ltx.c Liqurteenth een.tury AD and could not have bee’n a‘::zsnltl:; o
anaveda. Still this miraculous story of the divine visionp(::z

not be considered as entirely baseless. Melpputtir Narayanabhatta

says in the beginning of his Prakri
! yasarvasva com i
that his patron King Devanarayana Pempataomle

initiated into Bhakti by 8 sago fron ez of Ampalappula was

! hakti . ana who co
see God Visnu in his mystic trance, and that the ki:gldw:zn::‘g

eager to have a vision of God for himself.
Yo vrndavanavasino niyaminah saksatkrtadhoksa jad
dusprapam khalu ndradad dhruvas iva p;apopad.eéim
ya:syapdstasamastavastukulukam krsnavalokotsava- porem |
kridakautuki manasam vijayate so.’i’;zm mahatma nrpah

Probably it is this sage from Vrndavana who is .

Vilvamangalam Svamiyar who initi 1 mentioned as the

Bhakti. initiated Prince Manaveda into
Minaveda was a student of Krsna Pj i

R . rsna Pisaroti of An; .

There is a story that it was to show his écholaAr:;?att.u family®,

grammar to his preceptor that Manaveda composed l: ™ Sanskrit

tllgi P-urvabharamcc.:mpﬁ. The date of composition of‘su, first work,

3 A. D, as is clear from the chronogram PdpodvalI:tI ok i

L a.ro’yam
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referring to the Kali date givenin the text itself. The Krsnagiti*®
was written about ten years later ; its date of composition is indica-
ted in the text by the chronogram Grahya stutir gathakaih, which
gives the Kali date, equivalent to 1653 A. D. Minaveda was still a
prince at that time. It was at the death of Manavikrama,
Tiruvonam Tirunal Tampurdn, on 28th August, 1655 A, D., that
Mgnaveda ascended the throne. He was a great patron of literature
and art. His fellow student Narayana Pandita, author of the com-
mentaries on the Raghuvamsa and the Kumarasambhava, who wrote the
second part of the Manameyodaya left unfinished by Melpputtir
Nirayanabhatta, was the most outstanding among his court poets.
Manaveda passed away at Trichur on February 15, 1658 A. D.

The Kathakali, called Ramanattam in its early days, was devised
by a prince of the Kottarakkara Svartipam in south Kerala in the
latter half of the seventeenth century A. D. The text of the
Rimanattam is divided into eight sections, as that of the
Krspanattam, and contains verses and songs. And as the name
suggests it is the story of Rama that is described in the text. The
attempt of P. Krishnan Nair ** to show that the author of the
Ramandttam lived much earlier in the fifteenth century is based on a
casual identity of two names, and has been rejected by scholars. The
influence of Melpputtir Narayanabhatta secn in the text of the
Ramanattam, ** and the absence of any other Kathakali text before
the eighteenth century may also be noted. It seems that there is

much truth in the popular story that the Kathakali owes its origin
to the Krspanattam.*® Tt is said that the R3ja of Kottarakkara
once requested the Zamorin to send the Krsnanattam troupe to
him for a performance ; but the Zamorin refused to do so, and
remarked that there was no scholar in the south to appreciate it. So
in a spirit of rivalry, the Raja of Kottgrakkara wrote the Rama-
nattam in Malayalam, depicting the story of Rama in ecight sections,
and got it staged. It is this Ramanattam that later developed into
the present Kathakali.

There are several stories ¢ about the sanctity and power
associated with the Krsnanattam, The actor playing the role of
Krsna is considered to be the Deity Himself, as long as he is on the
stage. And witnessing the Krsnan@ttam is belicved to be a merito-
rious thing. This eclement of sanctity associated with the
Krsnandttam has kept it without any appreciable change all these



ANALYSIS OF MUSIC
IN MARKANDEYA-PURANA

By
SWAMI PRAINANANANDA

Indian classical music has a very long history from dim antiquity
and the onward march of that history has not yet concluded, nor will
it come to an end so long as its science and art have life and force.
Itis bound to change and be modified owing to the impact of
changing circumstances and altering phases of the Indian mind. But
amidst such changes and modifications, sincerc and serious study of
the treatises on music will enable us to discover the foundation on
which the cultural evolution of Indian music has been buijt up. We
are still in the spade-work stage and have to carry on re.search
patiently and indefatigably.

. A study of music in the epics is most important and essential.
History cannot afford to ignore the facts of this eventful epic period.
Many things of music that are now obsolete might be found
to have been current in the epic period. In the great epics like
Ramayana, Mahabharata and Harivamsa we get ample materials of
Gandharva music. Systematic discussions on music are also found
in puranas like Markandeya Purana, Vayu Purana, Agni Puranag
Brihaddharma Purana, Visnudharmottara Purana* etc. The epic;
and puranas are the mytho-historical literature and they deal with
the social, political, geographical, cultural, religious and philosophi.
cal aspects of the Indian societies. Though they are not arranged in
a chronological order, yet their historical value and importance are
not affected.

Most of the historians are of opinion that the compilation of the
great epic Ramayana began from 400 B. C., and those of the
Mahabharata and the Harivamsa from 300 and 200 B. C. Vincent
Smith, the historian, says that the Vishnu Purana was written during
the Maurya period (326-185 B. C.), Matsya Purana, during the reign
of an Andhra King (end of about 225 A.D.), and Vayu Purana
~when the Gupta Kings were on the throne (about 320-330 A. D.).’
According to Pargiter, the oldest part of the earlier Markan-
deya Purana might belong to the third century A.D.
* On Music in Puranas, see V. Raghavan, Journal of the Music Edlm.

adras. Vol. I 31-2, Markandeya, Vayu and Vishnudh
;; ff., Brikaddharma; XV1, 65 ff. Adbhuta Ramayana; xf;(, '55'5'%7"1'.},.‘;2',' 1%,
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Some are of opinion that puranas like Markandeya, Vayu,
Brahmanda, Vishnu, Matsya, Bhagavata and Kurma are older ones.
Dr. Winternitz says that the Markandeya Purana is probably one of
the oldest works of the whole Purana literature. Dr. R. C. Hazra
is also of opinion that the Markandeya Purana has much of the
older materials.

Now, let us discuss the music section of the Markandeya
Purana and analyse the same. The Markandeya Purana is divided
into 237 chapters, and only a portion of the 23rd chapter has been
devoted to the discussion of music. Besides, there is some discus-
sions on dancing, singing and drumming (nritta, gita, vadya) in other
chapters. The main discussion on music begins with an allegorical
dialogue between the serpent-king Asvatara and his brother Kambala
on one side, and Goddess of Learning or Devi Sarasvati on the other.
The names of king Asvatara and Kambala occur in the Ramayana,
also in Mahabharata, Harivamsa and other Puranas. In Sarngadeva’s
Sangita Ratnakara (1210-1247 A. D.) we find the mention of *‘Kam-
balasvatarastatha’> (1. 16). In the Mahabharata (300 B. C.) we
get the names of Kambala, Asvatara and Kaliya together : ““Kamba-
lasvatarau capi nagah kaliyas tatha” (1. 35. 10). Sarngadeva men-
tions again the names of Kambala and Asvatara, while he determines
the jati or genus of music. As for example, he says,

etadalpa-ni-gasvahuh kambalasvataradayah
alpa-dvi-srutike ragabhasadavapi tanmatam (S. R. 1. 7. 22)

The celebrated commentator Kalinatha (1446-1465 A.D.)also quotes
the views of Bharata and says: ¢ panchami-madhyama iti Bharata-
matdnusarina vachanena etadalpa-ni-gasu iti kambalasvataradi-matanu-
sarina vachanena’ Vide S.R. (Poona ed., p. 78 ; (Adyar ed.); vol. I,
p. 117. The commentator Simhabbupala (1220 A. D.} mentions :
“alpa-nishada-gandhare ragabhasadavapi svara-sadharanam prayoki-
yamiti tesham Kambalasvataradindm matam™ (VideS.R. (Adyar ed.)
Vol. I, p. 178.

From this it is clear that Asvatara and Kambala wrote some
authoritative book on music and we often  find it referred to by
ancient authors. We notice that like Kohala and Dattila, Narada and
Tumburu, the names of Asvatara and Kambala are mentioned toge-
ther in many places as ‘old authors’ on Indian music (‘vriddha
sangitdcharyas’).
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The Markandeya Purana says that the king Asvatara made a
severe penance for many years together. He seems to belong to the

Naga dynasty (naga- vdmsa) about whom, however, scholars held a
variety of views,

The serpent-king Asvatara was very fond of music. His intense
longing for knowledge in the art and science of music made him take
a vow of severe penance for getting a boon from the Goddess of
Learning. The Goddess was very much pleased with him, Observing
bis austerity, she appeared before him and offered him a boon : She
said to the king : )

“varam te Kambald-bhratah prayachhamy uragadhipa
taduchyatam pradasyami yat te manasi varigte™
“O king of serpents and the brother of Kambala' I have been
pleased with you. I wish to confer upon you a boon.
- ask whatever you desire.” Asvatara was very glad to see his vow
-fulfilled.  His heart was moved by the sweet and affectionate words
of Devi Sarasvati. He said to the Goddess with awe and reverance :

sahayam dehi devi tvam purvam kambalam eva me
" samasta-svara-sambaddham ubhayoh samprayaccha cha
“ O Devi, if you are pleased with me, at first make my brother
Kambala a constant companicn of me, and then bestow upon both of
us the divine boon of the art of music, by means of which we two can
master all the science and knowledge of the notes ',

Now, who is Devi Sarasvati, the Goddess of Learning ? In the
Samhitas and Brahmanas, Sarasvati has been described asa river
‘ nadi-rupa’ like Drishadvati, Indus (Sindhu), etc. Most of the
European scholars have interpreted the word * Sarasvati’ as
river. In the Satapatha-Brahmana (2.2.4.2.7) we find an allusion of
the stilling of the Soma creepers by the semi-divine music-loving
Gandharvas.  The Gandharvas, it is said, were the dwellers of the
north-western province of India. The ancient musicologists like
Narada, Tumburu, Haha and Huhu, Visvavasu, Asvatara and Kambala
were all included in the stock of the Gandharvas. The allusion in
the Satapatha-Brahmana proves that the Gandharvas were the born
musicians and practised traditionally the Gandhariq type of music
that evolved in the beginning of the classical period in the 600 B. C.,
out of the remains of the Vedic music Samagana. 1In the Markan-
deya Purana, the Goddess of Learning has been called the
 Tongue of Vishnu *  (Vishnu-jihva Sarasvati’). In the Vedic

So, my son,
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; ificial fire Adgni was conceived as the Sun of the
period ‘t)l:led s:::g:;, The Sgun in the sky was conceived as Mitra
netlferw 1 friend of the world) and the sky, as Varuna or the ‘ ocean
(unwgrsit (l;l(shiroda-:amudra). The Sun is worshipped from very
of -mﬂk i and gradually it was conceived as the presiding deity
ancient urq:is. Consequently, the Sun was looked upon on the earth
of th_e saancc.{. or the Fire or Agni was considered as the repre-
as F“F or g;:,',;,wu) of the Sun in the sky. With the evolution of
sentative (77 morphicideas of gods and goddesses, the Sun and the Fire
the a'mhmr"w(:ed a: Vishnu. As the Sun pervades the whole universe
w.ere c‘oncel so Vishnu pervades everything phenomenal with His
‘mh. its rays, nd magnanimity. In the epic literature we find the
s“bh.me ‘l?-n-}:ivikmma or Vamana, who stretching His three strides
allusio? © rvaded the three worlds, while accepting the boon from
covered OF ]I:e Bali. In truth, Vamana’s three strides represent the
the dcmO.!l “ﬁokas) earth, ctherial space or sky and heaven, (bhuh,
three rcglogs vah) ;vhich again convey the idea of all-pervasiveness
bhuah l.mals(:nva) ’ The mythological god, Trivikrama-Vamana has
(sarva-yap ed as t.he Divine Incarnation of Vishnu or the Sun. So
been ‘?on?gwnoc of the word ¢ Vishnu' holds the same idea of all.
the sig™ csas The rays of the Sun together with the flames of the
pewaslve:;ﬁc;ial Fire were conceived as the ¢ tongues’. The God-
sacredfs;l‘c.-.amin;_z Sarasvati, was afterwards considered as one of the
dess_o. deities, being identified with the sacrificial Fire. . Thcreforg,
pres:dmgd ‘ Visl"mu-jihva ' became an epithet of Devi Sarasvati.
the .wo;e.n a part and paicel of learning, education or knowledge
(M.;su:). Salragsvati was conceived as the presiding deity (adhisthatri

viaya), .

; inds of learning also.

ded & a“fk:: Devi Sarasvati, an embodiment of the rays of the
Thcl;:;es, of the Fire, Vishnu, being earnestly. asked by the

S}m or Gandharva, Asvatara, for getting proficiency in  the 'flrt and

kl?g of : usic ’grantcd the prayer and said with a smile ‘ be

scnem:e ?, I,r;l,as,u”), The Goddess then bestowed the desired boon

e Agvafara and Kambala saying,

nsapta-svara gramaragah sapta {’1“"”“8::“‘;:’"'“

itakani ca saptaiva tavatisvapi” murchana

5 haiskonapanchasat tatha gramatrayancha yat

tanasc rvam bhavan gata® kambalascha tathanagha®

Je',’:,; :Zse mat-prasadena bhujagendraparam tatha

upo

i schaiva te'nadya
- - . 1. tavatyaschapi 2. vetta 3. Kabalaschaiva
variant readings :
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chaturvidham padam* talam® tri-prakaram layatrayam
yatitrayam® tathatodyam® maya dattam chaturvidham
* * *
asyantargatamayatiam svara-vyanjana-sammitgm?®
tadasesham maya dattam bhavatah kambalasya chq
tatha nanyansya bhurloke patale chapi pannaga
pranetarau bhavantau cha sarvasyasya bhavisyatah
patale devaloke cha bhurloke chaiva pannagau

*

“O king of the serpents, both you and your brother
Kambala will be able to master the seven notes, seven gramaragas,
fifty-nine tanas, and three gramas. Moreover, 1 bestow upon
you the boons of getting efficiency in the four padas, three 1alas,
three yatis, and four todyas (atodyas). By my benediction and
grace, both of you will be able to acquire these arts,
and consonants. Iam pleased to bestow all these boons upon you
and your brother Kambala. Now I have given everything you and
your brother want. 1n Heaven, human world and netherworld—-—every—
where you will be honoured.”

their vowels

On a perusal of the Markandeya Purana, we find the names of
the seven laukika notes, shadja, gandhara, madhyama, panchama,
dhaivata and nishada as opposed to the vaidikg ones. The sixth
century B. C. is an epoch-making period, as the Vedic music was
replaced by the newly devised Gandharva type of music at that time.
A demarcating line has been drawn in history of India between the
Vaidika and the Laukika svaras. The Vaidika or Vedic music Samqg-
gana, with its varianis were sung with the seven notes, prathama,
tritiva, chaturtha, mandra, atisarya and krushta. The Pioneering
dramatist and musicologist Brahmabharata (commonly known as
Brahma, D:uhina, Pitamaha, etc.) is credited to have devised the new
type of the Gandharva music. Asmost of the materials of the Gandhar-
va type of music was sought for and collected by him, it was known
as ‘ marga’ (mriganveshane). The micronotes ( sruli) being consi-
dered as the subtle notes, the Markandeya Purana does not feel the
necessity to mention them separately.

dvitiya,

The seven gramaragas are shadava, panchama, madh yamagrama,
shadjagrama, sadharita, kaisika-madhyama and kaisika. In truth, the
grama-ragas are six in number, as kaisikamadhyama and kaisikq are
one and the same raga. As the ragas have their foundations in the

4: param ‘5, }c}zla; 8, gitatrayam 7. kalam 8. svaravyanjanayoschq yar.
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basic scales, shadjagrama and madhyamagrama, they are !m.own as
« grama-ragas'. They evolved out of the jatis, 1.e.' Jatiragas :
“ jati-sambhutatvat grama-ragani ”. The jatis are the primal ragfzs:
They have becn mentioned in the Ramayana (400 B. C.). Valmiki
says :

pathye geye cha madhuram pramanais tribbir anvitam

Jjatibhih sapiabhir yuktam tantri-laya-samanvitam |

The wandering bards, Lava and Kusa, used to sing the Ramayana-
gana, impregnated with pure type of jaatiragas (suddha-jatis). They
were seven in number and were known as the gandharva music. Out
of them, six grama-ragas, evolved during 400.200 B. C., as we find
them in the Mahabharata and Harivamsa, and they were played even
in the gandharagrama : ‘‘ a-gandhara-gramaragam gangav.atartfnam
tatha ** (vide H.V. Vishnuparvam, 89th canto). In the Naradiya-siksha
(first century A.D.), Narada has mentioned seven types of gramaraga,
and from this it seems that the author of the Markandeya Purana
(third-fifth century A.D.) we find also seven kinds of the gramaragas,
and from this it seems that the author of the Markandeya Purana
has followed Narada of the Siksha. These seven grama-ragas are
also supported by the Kudumiyamalai Stone Inscription, inscribed
by king Mahendravarman in the seventh century A. D.

The seven gitis, as mentioned by the Markandeya .Purana, ar.c
the ragagitis or ragas by themselves. Bharata deals vtlxth the giris
like magadhi, ardha-magadhi, etc., which were used .m the dhruva-
gitis. But Matanga (5th-7th century A.D.) fully describes the seven
gitis, which were, in truth, known by the ragas. Matanga 'says that
the gitis were : suddha, bhinna or bhinnaka, gaudi or gaudika raga,
sadharani, bhasha and vibhasha or vibhashika. There are controYer-
sies regarding the number of the gitis or ragagitis amo‘ng the ancient
musicologists, Kohala, Yashtika, Sardula, Durgasakti and others.
The Markand>ya Purana has followed the method of Matanga of
Brihaddesi. From Sarngadeva’s Sangita Ra!nakfzra (car]y. .l?th
century) we come to know that there were gther_ !und_s of giti like
Brahmagiti, kapalagiti. etc., which were devised,it is said, by Brahma,
i.e. Brahmabharata, of the pre-Christian era. Sarngadeva also
describes seven gitis like ric, gatha, panika, etc., but the Markafz('ieya
Purana is not concerned with those seven types of Gandharva gitis.

During the time of Markandeya Purana, Gandharagrama was
absolutely out of practice, and so when he says about the seven
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murcchhanas. it should be taken that it describes seven murcchhanas of
cach grama of shadjagrama and madhyamagrama, which i ot
in its time, The murcchhanas of the shadjagrama are : utlara m;n
rajani, uttarayata, asvakranta, abhirudgata, i

5 matsarikriia suddha
shadja, and those of the madhyamagrama are - sawviri ani:zrinasv
kalopanata, suddha-madhya, margavi, paurvi, and hrisya)ca a,

‘ TANAS : TEe Markandeya Purang admits forty-nine .
* tanaschikonaparichasat >’ But Bharata differs from it in b; anas .
sastrq. Bharata admits eighty-four tqngs : * tanas ch lsNaly?’.
Patula follows Bharata, and he says that the lanas can i)ca'wasi.:i .
into the categories of complete (purna), incomplete ( classified
intricate (kura). But it is interesting to note that Narad apufm) and
A.D. describes in the Siksha forty- a (Ist century

3 nine tana
shadja, gandhara and madhyama.i.e $ Of the three gramas,

. » he admits 14
in madhyamagrama+ 15 in gandhary $14in shadjcigs:‘ama +20
nusarma

rama =
mentions in his Panchatantra (me-Sthacen‘:zr;a"Zs‘D i
tanas : * tanastvekona-panchasat *. + ) forty-nine
The Markandeya Purang says
‘“ gramatrayamcha > i.e. there are t;lr
shadja, madhyama and gandharg. But
we know that the Gandharagrama was
the Christian erz, Regarding the type of compositi
says: “ chaturvidham padam ', i ¢, the padaspoa‘ l?n, i
and Bharata says that everything, which is com posed
known‘asf pada. The pada makes the note; audpost::ln of lette{s .
and so it is known also as ¢ vgsry " ** padam tasya bhgy Zos st
talanubhavakam *’. Bharata divides pada first into twowni;:;:;‘hwam.
, a and

anibaddha, and then into sarala (with rhyt
rhythm). Bharata says : ythm) and arala (without

nibaddham chanibaddham cha 1q;

atalom cha sarlalm cha dvispraka
Sarngadeva admits this division
satala nibaddha padas are possesse .
six lirf\bs (shadanga) = sv:ra, v.-mga,o;a,f:,";cm“::“:mr ts of .dhams.
pada' 1s an alapti or alapa. The Markande‘,\’m P atala anibaddsq
considers those nibaddha and aribaddha, and sarqiy "'gna probably
as four, without making any distinction jn their innan .au?la padas
But Bharata and Sarngadeva have really classified er slgnl.ﬁcanccs.
groups, satala-nibaddha and atala-anibaddha, 1 them into two
four in number. #d. though they appear as

like Narada of the Siksha
¢ ancient scales or gram ’
from Bharata’s wii

padam dvividhgm smritam
ram cha 1ad bhayey 4
of the pada and 5ays that the
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RHYTHM: Regarding rhythm, the Markandeya Puirana says
“talam "’ and by this it means that rhythm is of four kinds and they
are: avapa, nishkrama, vikshepa and pravesaka. These rhythms or
talas were manifested in three kinds of tempo and they were slow
(vilambita), medium (madhya) and quick (druta). The Purana
admits these three tempos (* laya-trayam ). Regarding prakara,
yati and todya, i. ¢., atodya, the Markandeya Purana says that three
kinds of prakara, three kinds of yati and four kinds of atodya were
current in its time. The three kinds of prakara are: samudga,
samudga and vivritta. Three kinds of yari are: sama, srotogata
and gopuchha. And four kinds of atodya are: tata, sushira,
anaddha and ghana. The Sangita Damodara of Subhankara (middle
of the sixteenth century) says:

tatannaddham cha sushiram ghanam iti chaturvidham i
tatam veenadikam vadyam anaddham murajadikam
vamsyadikastu sushiram kamsya-taladikam ghanam 1

That is, the word * atodya * signifies musical instruments, and
they are divided into four classes: (1) tata, i.c., the musical instruments
that are played with the help of steel and gutted strings like veena
and veena class of instruments, saroda ot sarada-veena, the
tambura or tamburu-veena, the sitara or sapta-lantri-veena etc.;
"(2) sushira or wind instruments like venu, sanxkha, vamsi, gomukha,
sringa etc.; (3) anad7ha or skin covered instruments like the differemt
kinds of drums ; and (4) ghana or the instruments made of iron
or brass, like the cymbals etc. '

Besides the vocal music, the Markandeya Purana describes
different kinds of musical instruments, and the art of daacimg.
Regarding musical instruments, the Purana says : :

(a) veena-venu-mridanganav(?)itodyasya parigraham
karoti garatam vitiam nrityatam cha prayacchati (68
canto)
(b) pravadyanta tatastatra venu-veenadi-dardurah
panava-pushkaras chaiva mridangah patahanakah
devadundubhayah sankhah sataso ‘tha sahasrasah
gavadbhis chaiva gandharvair nrityadbhis chapsarogancih
turya-vaditra-ghoshais cha sarvam kolahalikritam (106

canto
18 )
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"(€) jaguh kechit tathaivanye mridanga-patahanakan
avadayanta.chaivanye venu-veenadikams tatha (128 canto)

From these slokas we come to know that various kinds of
musical instruments, like venu, veena, dardura, panava, pushkara,
mridanga, pataha, anaka, devadundubhi, sankha etc., were practised
at that time. The art of dancing was prevalent among both classes
of people, aristocratic and common. The dancing was also] practised
by the ladies of the harem. Inthe royal courts, the dancing girls
had free access. The Markandeya Purana says :

(@) Pragita-gandharvaganah pranritiapsarasamganah
hara-nupura-madhurya-sobhitanyutiamani cha (10 canto)

(b) Visvachi cha Chritachi Urvasyatha Tilottama |
Menaka sahajanya cha Rambhas chapsarasam varah
nanritur-jagatamise likhyamane vibhavasay
hava-bhava-vilasadyan kurvanto ’bhinayan bahun (106

s canto)
From these, it is evident that the courtezans like Tilottama,

Rambha, Visvachi and others used to take part in the dramatic
plays. Their dances were accompanied with different gestures and
postures and acsthetic sentiments and moods,

Now we find that the Markandeya Purana furnishes us with
the materials of music that were traditionally handed down from
very ancient times. The type of music was purely gandharva, though
some of the regional or desi materials are also found mentioned. It
is a historical fact that during the time of the Markandeya Purana
(3rd-5th century), the work of formalisation of the aboriginal
regional tunes bad begun, and some of the folk tunes had also
got into the main stock. However scanty may be the materials of
music described in the Markandeya Purana, their historical value
and importance are immense. The epics and Puranas are also the
foundation of inspiration that supply us the materials of music to
compile a reliable history of Indian Music. We should, therefore,
study the epics and Puranas and analyse the ingredients of music
therein, so that we might have a synthetic vision of cultural history
of India.

MUSIC THERAPY*

By
Miss JULIBITE ALVIN, LONDON

I am glad that the Indian [nStitute of World Culture have asked
me . to speak on a subject that I have very much at heart. And
especially because, through my work with the Society for Music
Therapy and Remedial Music, I have been in touch with an Indian
organisation called “ Illumination through Music ”’, Although this
Indian organisation seems to be mostly concerned with the mystieal
side of music, both societies have in common their belief that music
can be a path towards a healthier and better life. Mausic is to them
both a living force that can harmonise mind, soul and body.

Music therapy is the use of music in the treatment of illness
therapy being a medical treatment leading to healing. It is easy to
define therapy, but much more difficult to say what is music. It
possesses many attributes and therefore has many definitions. Music
is an art and a science. Every student of music learns that music is
the art of souad. It is as well the language of the emotions; it has
been defined as the art of thinking in sounds without concepts ; a
philosopher has called it *the creation of the mind of man >, and a
physicist would say that music.is an accoustic phenomenon. Darwin
found that the enjoyment of music was one of the most mysterious.
faculties of man, and a Freach humorist called it ‘the most expen-
sive of all noises’.

It is well known that music has a powerful effect on the behaviour
of man. Music has been used in magic and medicine, by the society

sThis paper represents a lecture delivered recently by Miss Juliette Alvin
at the London Branch of the Indian Institute ot World Culture.

Miss Juliette Alvin is a well-known cellist and player of the viola da
gamba, who has studied at the Paris Conservatvire of Music and later with
Pablo Casals. She has performed in most of the European musical centres and
frequently toured the U.S.A. She has lectured extzusively in Great Britain,
America and the Con‘inent and has many publications to her credit. She isa
member of the ‘‘Am:rican Association for .Music Therapy’ and the Hon,
Secretary in England of the “Society for Music Therapy and Remadial
Music, "’

The attention of or readers is also invited to Vol. XVII of their Journa},
pp. 5865, where we have a coatributioa on the subject of the present paper.
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and by the individual throughout history. Church and State have
used music in order to create moods, religious or reverend. Music
can provoke excited or even hysterical states, as in primitive tribal
-dances, or even today in Rock’n Rol), It canactasa sedative or
ward off physical fatigue as with marching songs. It cap also act on
our subconscious as with background music, and may alleviate the
Feeling of loneliness, create 3 feeling f security and SUppress irrita.
ting or unexpected noises. Each of us, even i we call ourselves
wmevusical, have been in some way influenced by music,

. - Throughout the world, philosophers and physicians pave
expressed their belief in the influence of music on mental, emotiogal
;.nd ‘phy;ical health. Confucius believed that Ritual and Music

eze the clues to a harmonious life.  Plago thought that heaish in
body and souf could be obtained throughout life through mugic and
&ymnastics. The Greek educationists said that the Dorian mood
could help the young athlete to become strong and virile. The
isfinite number of scales in Indian music represent different moods
aad influences, and are for performance at different times of the day.

Jt was also observed that music could act not only as a preventive to
illness, but also as a treatment. Pythagoras made some experiments
and selested some pieces of music for the treatment of meotal illness
Which he called * musica] medici

ne . In the Arabian hospitals of
the Middle Ages, music was played to

Pression. Some old books refer to the subject, as for instance the
*Anatomy of Melancolia ’ (1720) by Robert Burton. In the 19th
century experiments were made on the influence of music on bodily
functions, breathing, pulse, blood pressure etc. It was found that,
apart from the emotional elements, musica] sounds can influence
both_ the lower and the higher cerebral Centres. But a]l these
experiments have always been made by philosophers or physicians,
never by musicians. This fact explains why music therapy has never
- Yeveloped fully now, since it requires much musical knowledge which
only a fully trained musician possesses, The nature of music js S0
eamplex, its scope of action and application is 30 wide that its uge

in medical treatment is extremely difficujt even leaving aside the
complexity of the illness itself,

patients suffering from de-

Music is the most complete of al} arts,
entire man, at the conscious and sub-consci
the primitive instincts which exist in th

because it can reach the
ous levels. |t appeals to
¢ subconscious, and st the
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i i intellectual Occup‘ﬁom.
: time i f the highest aesthenc.and inte
i umnsm " :?nzn-verbmmmunmnon which can succeed whcnv.
Itisa s (of communication) have failed. It can provoke physical
mean
‘::rements and nervoys reflexes.

i i i individual with a
tional side music provides tl.\e in
N l:‘::plr:ssion at his own level, which may mean a deep
means of ”‘_ just a recreation. Music can also be a group expe-
i : n:hi:hj has a socialising effect, very beneficial in social
vien

rehabilitation.

i ic caa b a fully conscious and real oae to
experieace of music ca cious
i The gpi:re full atteation At the same time it may act on the
wl:’-c:o:;:ious in a mysterious way aad without our knowledge.
su

These 3 nly in a general way how music can affect

..n:‘ t:k;s?:;:somzsic ingall its aspects, the fundamental

w ylusu oy bzsed on the constant inter-relationship betwce.n our

Pdmf‘ple belog mind aad oar body, and on the fact that music can
;:!p;tmi’r;l,;rionship 10 a healthy and harmonious one.

the app-.icatioa of musc to a trzatment, one has to decide
. h'crllnbranch of musical activity cin be effective :
wai 4

Composition of music

Performance of music
Listening to music.

The illaess may affect the mind, the emotioas or the body, sad
mausic should be applied accordingly.

music used should be right in mood, style and
';‘he I:‘ye;:fpatient patforms, he should be. made to use'thc
leng:ol;fi ate medium, voice or instrument, and either alone or in a
app
voup- *, s . f
. It is obvious that the patient should be sensitive t? music <:r
treatmeat to be successful. I have found th?t very few people
the insensitive to all branches and types of music, A‘\n insensitive
are. s be brought to respond, with time and skill and under-
p‘mﬂ?t maySomctimcs one will find that a patient does not respond
‘wm&music is associated in bis mind with some unpleasant previous
::::.l:noe, and not because of innate unmusicality, :
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. - -1 have. been working - with many t :

moment I am directing a music groupyaty rl: ;:;a:;:::;, ;:: & the
at'St. George’s Hospital in London, with good results. T ) Shab
of music therapy are very difficult to assess, except i.u he results
thl_drcn v_yhere progress can be tested more 'casily, Th lh? case of
be rarely a direct one. More oftea it is indirect but:; effect can
valuable. For instance, music can help to put, . ti)m.: t!:c less
necessary state for another treatment to be successful :a il in the
relaxa.tion of mind or body is important. Music ca;: li’:;‘:ullly w!:en
to be in a receptive mood, and create most beneficial p‘a.Paupfn
bgtiv.een ‘him’and his physician. ‘Music can break anre ano‘,‘sh'P
barrier or resistance and make psychiatric treatment more :;e::il%al

ve.

In cases of crippling diseases, music i . .
physical mo.vemcnt and motor control.uSl’(I:‘l;: ic:;:'g:}e s}llnm}l!us . to
wqu, exercises and so on is much greater when appr. r? ab"“a.uon
being played du-ring the treatment. The rhythm l:)? OPpriate music is
cvery}vhcrf.; basic rhythm is deficieat as in speech :;“Fslc is useful
spa_st’nc children. Music is of the greatest help in the :dcct or with
training of the retarded and the mentally deficient chil:‘:;c‘;:n and

use jt

acts as a powerful stimulus, and can also develop sense percepti
ption.

In social rehabilitation, music can play a tre
Music.c in make patients join a group aad be accepte jn?;:n
If hc'slngs in a choir, or plays i1 a band, he is parti;:i ag th'c: group,
activity and at the same time expresses himself throup[l 188 12 group
can also be part of a listening group, sharing the sagm musxc.. He
This does not apply only to meatal patients. Ap he cxperience.
illncss'creates a barrier that cuts off from the norma); ]'?ndlcap, any
can bring p:ople together in a way that nothing else Ca:l :l.oaml musie

dous part,

. At the deep emotional level music can reach unknown regi

is non-verbal communicationand can bring to the surface d cglons. |t

memories. It can spirtualise many of our experience; o ¢ep-seated
b

harmony and beauty, and there the maladjusted cap findgive them

linking emotion with harmony, order and beauty. Tk ey of

principle of primitive magic that ¢ Like ac ’ ¢ “lso
ts upon like *

18 Ofwn

applied in music therapy. In that case the music

patient should reflect his own mood of the moment Played to the

He may theq
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find in the music what he is seeking, a harmony between himself and
the world outside. His emotion may become sublimated. Moreover
it may be possible as the mood of the music changes when it is being
played, that a similar and benef jcial and gradual change could take
he pati:nt's mood. This observation shows that much
g of music and of the patient is needed in order to bring
al and not disruptive effects. The therapist and the
d work hand in hand with mutual confidence and

place in
understandin
about benefici
physician shou!
understanding.

The work of a music therapist is very exacting. He must be
able to play, to siog, to conduct a band or a choir, to give individual
Jessons, to know which is the right type of music for every case.
Above all the music therapist must be able to communicate with the
patient, t0 understand his illness and his needs with warmth and
sympathy, but without getting emotionally involved. This is one of
the most rewarding tasks a musician can undertake. Music works
through peaceful and harmonious means, and music therapy should
appeal to the most humane aspects of medicine and philosophy. As
I said atthe beginning, Music can show the path towards a better

life.



TWO MUSIC WRITERS OF ORISSA

By
V. R,

A brief notice of music treatises in Sanskrit produced in Origsa
is given above on p. 86 of the present issue of this Journal, and
reference has also been made there to our earlier notice of these
works in Volume [V, pp. 73-77 of this Journal, based on manuscript
material brought from Orissa and preserved in the Madras Govern-
ment Oriental Manuscripts Library. Attention may be drawn here
to some more information relating to some of these Sanskrit music
works of Orissa given in an article entitled * Two unknown Sanskris
Poets of Orissa’ in the Orissa Historical Research Journal, Vol
VI, pt. 2, July 1958. The two writers dealt with here ar;
Krishnadasa Badajena Mahapatra and Haladhara Misra.

Krishnadasa wrote the Gitaprakasa, a manuscript of which jg
preserved in the Manuscripts Library, Orissa State Museum
Bhubaneswar. The work is in seven chaplers, of which the last i;
devoted to dance. Krishnadasa is quoted in the Sangita Kalpalata
of Haladhara Misra (1623-30 A. D.) 'and mentions King Mukunda-
deva Gajapati (1559-1568 A D.) in whose court he flourished,
Akbar entered into an alliance with Mukunda Gajapati and
Abul-1-Fazl mentions that the musician Krishnadasa, referred to by
' him as ‘Mahapattar*, unrivalled in the arts of Indian poetry and
of music, was sent on a diplomatic mission also. Among the authors

and works quoted in the Gitaprakasa are : Harinayaka, Vishnuprakasq
prabandha, Gangadhara Guru (teacher of Krishnadasa), Ramananda-
raya, Krishnavijaya, Balacarita, Gandharvaraya and his son Nimaj
Sangitaraya, and Sangitadamodara. .

In illustrating Ragas, compositions in Sanskrit, Oriya and
Vrajboli are quoted.

Haladhara Misra wrote the Sangita Kalpalata, manuscripts of
which are preserved in the Museum, Bhubaneswar, Many Oriya
songs and composers and patrons are mentioned in the work. d

TWO NEW KRITIS OF SRI MUTHUSVAMI
DIKSHITAR

“ SAILESVARAM
in Sumadyuti on Varanasailesvara at Kanchi
and -
“HIMAGIRIKUMARI ™
in Amritavarshini on Parvati
EDITED BY
Vina Vidwan A. Sundaram Iyer
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IN MEMORIAM

VIDVAN KARAIKUDI SAMBASIVA Iver

The world of Carnatic music sustained irreparable loss in the
demise in August, 1958, of the foremost Vainika and “doyen of the
music world, Mahavidvan Karaikudi Sambagiva Tyer at Kala.x
kshetra, Adyar, where he was teaching in the last yedits of his life,
Sri Sambasiva Iyer was a musician who shunned ﬁmelight and
laukikam, and was all the time solely immersed in his twin devotions
worship and playing on his-instrument., He maintained she purity oi'
his life and the purity of his art and style, :

Sambasiva Iyer came of a family who had been Vainikas for.z
seven generations. Born in 1881 of the Veena Vidvan Subbiah of the
Pudukkottai Court, he, along with his elder brother Veena Subbarama
Tyer, began to give recitals from his teens. Soon the two became famons
as the Karaikudi Brothers and came to be referred to respectfully in
the musical world as the ‘clder * and the ‘younger °. The spell cagt by
thess Brotherscontinued unbroken till 1938 when the elder passed away
and there was.a setback anda disinclination on the pait ofthe younger
to play publicly. It was only a f.ew years bef?.;e ‘his” demise that
he was prevailed upon to play again befere thé public, In 198,
he presided overthe Academy’s Conf?rencc au-l it was most a
priate as that was the year of the Silver Jubilee of the Aﬁdemy.t i
He had received also the National Award. His death removed one |
of the few stalwarts who were lcft to us of this generation, one who |
had a link with the earlier age which might l_)echaracteri;ed as thct
closing phase of the ‘Augustan’ age of Carnatic music, i

|

T. V. SusBa Rao

In the passing away of Sangita Ka!a?idh'_i T4 V. Subba Rao, in
September 1958, the Academy, as an Institution, suffered one ofits
biggest losses. Sri Subba Rao was one of the foundg;s and builders
of the Academy and during the period of his association with the |
Academy, which was unbroken till his death, he was al_so comnected
with the Board of Studies ia music of the Madras and Andhrg Uni. -

versities. Theére was no activity of the Academy with which pe was

* For a fully documented and illustrated account of hig life see the
Silver Jubilee Sowyenir of the Academy. - R _»

!

SRI KARAIKUDI SAMBASIVA IYER
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0ot concerned. As in the Academy and the Universities, he played a
noted part in the All India Radio also where he was in main charge
of the. Soutbern Audition Pavel. In the Conference Souvenir of
1958, Sangita Kalanidhi T. L. Venkatarama Iyer, who was a close
colleagne of his in the Academy, has paid a special -tribute to the
memory of Sti Subba Rao, and we may pay our homage here by
drawing the attention of the music-loving public to his contributions
in the pages of this journal. Nothing would be more proper than
that the Academy should publish a collected volume of Sri Subba
Rao’s papers, but arrangements for such a publication have already
been made by his son. The Executive Committee of the Academy
called a public meetingto pay homage to his memory and founded a
prize in his name for the best junior Vidvan of the season. .

A list of the contributions of Sri T. V. Subba Rao in the
Journal of the Music Academy, Madras, is given below,

Vol.  Pages
Presidential address, The Madras Music
Conference, April 1930 I 217.232
Welcome address, The Madras Music )
Conference, 1935 VI-VIII 159-160
A Plea for a Rational Interpretation
of Sangita Sastra IX  49-61
Vina Dhanam IX 66-68
The seven lamps of Sangita X 55.63
Karnataka Composers XI  22-47
_Syama Sastri Xl 31-32

Presidential address to the Music Section, XIth
All-India Oricntal Conference, Tirupati, 1940 " 43.56

Kanakadas X1v 40-60
The Universality of Tyagaraja » 80-85
The Uniqueness of Indian Music Xv 27-28
The Ragas of Sangita Saramrita XVi 45-64

» XVIL 104-134

”» XIX 183-202
Sri Muthiah Bhagavatar XVIT 134-140
The Uniqueness of Tyagaraja Xvill 73-80
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The book contains also 175 son i .
which he sang on the deities in the digﬂ?er:;'tserl:riz:::;t.adﬂ Sm.mi
They are in Telugu language, with the exception of g f ited by him,
and are in the wellknown ragas, The Swami used to :W in Sanskrit,
of the Lord in the style of . Ahajan with tambyrg ‘:! ::?:l:lsm?zg
» . ']

songs inclade - a -few pieces belopgi ‘
Lali, Eccharika etc. U8Ing 1o the Bhajama-paddhati also

- . Thanks.are due to the author Sri V tect
. ; . . aradaramanujedase
;:s,gh;:mgmpmcalv-do?ils- and the compositions of this~h::; ot

wclul be very useful if the 'music of these songs wh pedmm.
are given here is also recovered and published. 5 font shome
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THE WORK AND ITS IMPORTANCE 9

satisfactorily idevtified. Raghavaraya introduces the scope of hig

subject as follows :—
TRgREEETY T TgFare |
Wer(:) @Rl srEeTEtaRERY |

He begins with giving the names of all the hastas of the Hastamuksa-
vali and the laksomas or descriptions of the single and combined
hands almost in identical lines, making little or no variation,
Then follows Raghavaraya’s real work, namely, the classification of
the topics of representation, which he sets at four hundred and
five (paricadhika vinirdista visayanam catuhiati) and the gleaning of
the modes of application of the hastas mostly from Subhaﬁkara’a
treatise under the heads of these subjccts. Very unluckily for us,
the manuscript ends in the middle of the 126th subject. There is no
doubt that Raghavaraya’s unique method of treatment would have
rendered his work most handy and useful to dance artists but for the
fragmentary character of the manuscript now available to us. The
names of some of Raghavaraya’s 405 visayas would give the reader
an idea of the extent of his task: (1) gods, (2) the ten incarpations
of Visnu, (3) heavenly women, (4) avatara, (5) fires, (6) Kamadeva,
(7) the sun and the moon, (8) Rahu, and (9) the stars.

The Work and its Importance

The Hastamuktavall is a treatise on hand-gestures (hasta) alone,
and does not concern itself with the movements of the legs, neck,
waist, eyebrows, etc., in dance. The main tenets of the art are
based on the great natfyq authority, Bharata Muni, who is actually
mentioned in two slokas: :

o ferfen aff sredw om0 sk

TR qU ARG NFATET: AT ACARAT: I 93 )
There are no specific references to other writers and writings on the
subject in the work, although here and there Subhankara refers in a
general manner to experts in natya:

fret am =S A Wl ) e )
wWiaw 7.: oY geanfEy: | e3 |
oreh: WY SR ) {4 1
TATNEHA: 1| 3R Ul
N g
T a9 WAt 1eaR |



0 HASTAMUKTAVALI : INTRODUGTION

He elaims that he has consulted all sangita-iistras before writi
this book (floka 911) : i

But he gives his own views also in many places,-as developed on what
great writers had already said :

TR S awnfimmiem 2y )
e e FIORR TEECTETEE: 19X N
e TR ek it 0
He has sometimes his own interpretations and explanations to give,
some of which are advances on what had been given by Bharata, the

oldest authority on the subject. He possesses the self-confidence
needed to introduce himself in the terms :

whfdmdRfifien afatargs: |y

gnd his work with the words :

WvitEws g dgratirmbaan
TRt A dwbatme i 0

Apalysis of the Work

~ ‘There are, as has been noted above, 916 dlokas,
anustubh metre according to the manuscript number
no strict chapter division in the work. The subject, however, is
dealt with very systema'ically and claborately, The t:o]lowing ’is a
short analysis of the whole work: Benediction and indication of the
subject .and the mode of treatment (vw.l-11). Classification of
hastas into asamyuia (single or separate), samyula (combined or
joint) and nrita (pure dance) hastas (vv. 12-14). Enumeration of
30 asamyuta-hastas (vv. 15-19). Enumeratijon of the 14 samyusq
hastas (vv. 20-22), ‘Enumeration of 27 nrita-hastas (vv 23{,'2‘9.
‘Appearance and character (laksana) of each of the 30 asam y;na-hast).
(vv. 30-63). Appearance or character of each of the 14 sam 'as
hastas (vv. 64-79). Enumeration of the objects (visaya) of eai;a;‘
the asamyuta-hastas followed by a description of.tbe character :r
way of manipulation of the hastas Tepresenting  respective objects
(vv. 80-736). Enumeration of the objects for each of the sgm J'um-
hastas followed by a description of the character or way of ma:i .
lation of the ha.fas representating respective objects 4

iti vv. 737- 5
Repetition of the names of nriighasias (wv. gsg,séﬁ)_ Diﬂ‘:f:,:,

mostly in the
ing. There is

THE SANGITA DAMODARA n

movements of some of the asamyuta-hastas in order to artmhte.
nritahastas (vv. 867-894). A few relevaat matters about the ‘hands’
and conclusion (vv. 895-916).

The Sangits Damodara

. Subhaikara makes very distinct references to Ha.!tamuktavq{i
in his Sangitaddmodara. 1 am grateful to Mr. Alain Daniqlon
for sending me some extracis from the latter work. The
references are to Prof Daniclou’s copy of the v.:oxk. prepared
from two manuscripts obtained by him from Paris and London

(see 8¢q.)
.  auREERREE @ AR qEgTTEE
WATR (FTATFN, 98 9¢) |
2. HATRIEHSTAITFI AR (T8 R9<) |
aeqY AT ZETFNIBTATIATR (TY 2] |
‘v wRweegeatt R wweme: )

¥ o

.. ehirerrtaeR
e TR g def: |
(FPTRIITARE TR, 78 «Sd) |

The Sangitadamodara has not so far been printed and publi-
shed. Dr. Raghavan® and Mr. Danielou gave notices of this work
in the pages of the Journal of the Music Academy, Maduas, vol.
IV, 1933, p. 73, and vol. XXII, 1951, pp. 129-31, respectively.
Mr. Danielou has prepared a copy of his own_ from two manuscripts
of the work, one in 67 folios, dated 1644 Saka[1722 .A.C‘, in
Maithili characters, now in the National Library, Paris and the
other, dated 1643 Saka/1721 A.C., in 52 folios with numerous
orthographic mistakes, preserved in the Inlia Oﬂi'cc lerar):, Londoa.
Another manuscript in 121 folios was kcpt. in th.e Krishnanagar
Library and was later transferred to the Asiatic Society of Bengal,
Calcutta® ; but it has not since been traced.

The work is in five stabakas, and deals with all the varioqs
aspects of sangita. The rdga-ragini division of six male melody-

1. He reports he has now procured copies of the Mss. of this work for the
Madras Music Academy. ,

s Recently a copy has been reported from the Calcutta Sanskrit Colége-
V. R)
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modes and their * wives® is admitted bere, § i

. - Subhankara gives al
dhyanas (imaginary personificat; gives also
melodies. Y Personifications) of these male and female

Subhankara mentions a number i
which are the Dasaripa, Nd,tyadar;;::r(lﬁ:: oo:‘;st:;no?ble' among
‘q'ngnapi (12th ?ent?), Ratnakosa (alsb mentioned ;y ) o glto-
dzth cent.), Sangliaratndkarg (13th cent.), and Nag yl ranyde,
names of persons mentioned include Bharata N;,{&v: ocana. The
of the Sangitamakaranda ?), Vitsyayana, Kalidasy and Ig?jl:u::mr.

Subbankara

The identification of $ubhaﬁk

confusion and nothing has so far bee : .
matter. In #loka 912 of the Has o fixed with cer

ap;:,als to “the great people of (the old A

rendering being * kusinara desar map, . ssamese

kindness : ahantaskal’) to treay his work with

g R B |
. Smmﬂmnmﬁlml(u\gau
Kaliram Medhi sought to read Kusilawa *

but the Assamese renderin
such an emendation. Kusin

Kusinara **

for ¢ Kusimara
8 of the phrage does not warrant

ara or Kusj :
place of the Buddl_la’s passing away, a:(liniasg a;;:r:{f"f:“mf’“ ast.hc
the presentday .vxllage Kasia, thirty-sevep miles y 1dentified with
Gox.'akhpnr. This was called jp olden days Ku’_to the cast o
capital of (south) Kosala (N. L. Dey, Te g, ) Sh‘,va"v being the
of Ancient and Mediaeval India, London 195100 ical Dictionary
attention ha} begn drawn by Dr, §. K éhu -a’ Prt,_lll ff). Our
Gauhati University) to the following extract fy 0 (Vice-Chancellor,
bbana sutta, 206, where Clirom the Mahaparini-

the B
Kuiavats, the capital of the Mallzy v uddha tells Ananda (hat

day and night : as fall of ten types of sounds
AT Ay | &) .
daai ; ~zf§:m R SRy afm iy i ¥

ST U et
!'i!ﬂﬁji‘l, &'"ngﬂ, aﬂqza_ﬂ ; m’ ’
wene g wEashy q-;haq W " 4, Sk, awat,

0drd, which was fy)) of musical (as
uddha’s days, came to have some

SUBHANKARA : IDENTIFICATION 13

musical importancé at the time of the composition of the Hasta-
muktdvali, and that Subhankara might have belonged to this place in
castern U. P. In connection with the question of his place the
occurrence of the word * Koca® in this hasta work (v. 518) as the
pame of a -race of people (the Koces or Koches of north-eastern
India) beside the word * Kirdta® (v. 348), which has been inter.
preted in the Old Assamese rendering to mean another Tibeto-
Burman group of people, the Kachiris, may also be noted. In the
same work Subhankara describes himself as

sRawafierficim it | (v. 201):

The Assamese translator takes this to mean * one whe has
acquired a knowledge of music by staying in the company of Kavi-
cakravartin *’, who has sometimes been identified with the court-
poet of this epithet of the Ahom kings, Rudrasimha (1696-1714)
and Sivasimha (1714-44) of Assam. But our frank opinion is that’
this phrase simply mzans *““a musician endowed with the title
of Kavi-cakravartin **. Ever since the discovery of the sattra manus-
cript Subhankara has been claimed as of Assam (K. L. Barua,
Early History of Kamdripa, Shillong, 1935, p. 326 ; B. K. Barua,
¢ A short note on Sri Hastamukatvali, Journal of the Assam Research
Society, Gauhati, vol. VIll, pp. 71 ff.). His Holiness the Sattra-
dhikira Gosvimin of the Auniiti-sattra writes to us to say that
the Hastamuktavali has always been considered as a special property
of his sattra. But it is extremely doubtful if this work with its
candid invocation to Lord Siva at the beginning could ever have been
written in a centre of Assam Vaisnavism with its strong intérdietion
against paying obzisance to any deity other than Visnu,

It has also been sought in some quarters to idenfify Subhankara

Kavi with the King Subhankara Thakura (1583-1619), who has
been culogised by old poets of Mithila as an expert in music,
The king has also been taken to be the author of the astrological
work Tithinirnay® on the onc haod, and of the Sangiradamodara
on the other {Pt. Paramesvara Jha Mithilatattvavimars, in the
section on Subhankara, cited by Danielou, op. cit.; Mishra, 4
History of Maithili Literature, Allahabad, 1949, pp. 34 f.f),

In his San'giraddmodara §ubhahkara Ka;vi gives his family tree
right from his great-grandfather up to his (Subhankara’s) four sons,
for whom this work of his was written, and the youngest of whom is
named Damodara. This definitely proves that Subhankara Kavi
is a different person from the Mithila king, whose father’s name is
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given as Gopala (?) or Mahefa Thakura. Mr. Danielou places the
Sargitadamodara between the middle of the 13th century and the
middle of the 17th century A.C, (op. cit.). It mentions the Sangita.
ratn8kara,probably that of §an'1gadeva, written between 1210 and 1247
A.C. (Mangesh Ramakrishna Telang, Sangita-ratakara, Anandasrama
Skt. Series, 1896, intro., pp. ii-iii ; Sangitamakaranda, Baroda,
1920, Intro., p. iii). ln its turn it is profusely quoted in the Rage-
tarangini, mentioned by Hrdayanarayapa (1667 A.C.).

The Sangitadamodara seems to have become popular in eastern

India soon after its composition. Sukladbvaja alias Cilariya,
brother, general and minister of King Naranardyapa of Koch Behar
(Kdmariipa) cites in his Saravari-fika on the Gitagovinda some
dhyanas of radgas from the Sangitadamodara ; the dhyanas of
Malava and Gurjari, for example, are taken from Stabaka [{[ {(8lokas
63 and 87). Sukladhvaja died in 1571 A.C. The Sangitadamcdara

must have, therefore, been written by th: middle of the 16th century

at the latest. Another writer, a contem

porary of éukladhvnja.
named Rma Saarasvati,

also incorporates into his verse rendering of
the Gitagovinda some rdga-rapas after Subhapkara's sangita work,

In the light of the above considerations our position for the
present would be that the Sarnigiradamodara and the carlier Hasta-

muktavall are works written some time between the middle of the
13th century A.C. and the middle of the 16th.

Sabhankara’s Treatment of Abhinaya

As we have already seen from the analysis above, the Hastamuk1a-
vali deals very elaborately with the 30 asamyuta, 14 samyuta, and
27 nrtta-hastas. 1t is, perhaps, the most detailed treatise on this
subject. The laksdnas and applications of the hastas are in general
conformity with the Natyaidstra and the Sangitaratnikara, although
the latter Work or its author is not mentioned by name bere, buy
only in the other work, Sangitadamodara, subhar’xkara scems to have
been little influenced by Nandikeévara 1

Asamyota Hastas
The NS and SR have the same set of 24 single hands, the latter
giving one additional hand, nikuficaka, a

: ccording to * another view °.
The AD gives 23 out of the hastas found in the NS and SR,
1.

The editions used here are :
Natyasast . . ishna i
X Nrg') ;ed by M. Ramakrishna Kavi, Baroda, Vol. 1,

ASAMYUTA HASTAS - 15

arnanib i , and adds ardhapataka, slmham_ukha,
ca;ldrak:lal, b::::a:l: I;l::: triii’fa, tllzzsmxln;:k::g ; at;;;al of 28 ; it also
1 : aei, vydghra, kat .

o m‘;{’:{' "i:,d:“’:”s::g‘i hands, which include beside the 24 in
the ;.geand SRgsimha;ya (which name appears in .ll-le AD as simh:‘zc-l
mukha), kadamba, krsnasdramukha, (in addition .to the ol
Mrgai)i’r:a) ghronika, ankusa and tantrimukha. a;hhe’:e’ :ls, moreover,
a \;ariaﬁ;)n of the bhramarahasta, called calanmadhukara.

‘ -201 ; 9.18-27 ;

A BANNER) : (HA, 31,81-201; NS, .

1'93 ;’: TASK: '(7, 102-08) : All the fingers are str?tched out, gll

AlD‘ 8| ains; one ’anothcr, and the thumb is bent, ' It. is the same in

:l?stheg works. In Kathakali alone, this hand is given the form
that pertains to tripatika.

5. PADMAKOSA (LOTUS BUD): (HM, 32,202:13 ;dl\::';
9 79-.83; AD, 134-37; SR, 7.142.43): All the fmgc:rsdanha
tl;umb are separated and bent at the ends to make a round shape.
This hasta has the same character everywhere.

3. HAMSASYA (SWAN’'S BILL): (HM, 3.3. 214.36; Nf. 9.

104-(.)-5: AD, 154-57: SR, 1.161-63): The middle ﬁngcr,. ore-

and tfumb combine to make the form of a swan’s bill, t.he

ool o fingers being stretched. It is the same in the carlier

:;‘:;Lrt‘i’:ies and also in Kathakali; butin the 4D the middle finger
also is stretched.

4. KARTARIMUKHA (SCISSOR-BLADES): (HM, 34.35:
237-84; NS, 9.39-41; AD, 105-07; SR. .7.119-21): Tl;:reb ar:
two forms of this hasta : (1) The forefinger in paqua ;tan . B:cnt
overlooking the back of the middle finger, and the nn.gL nﬁer tl[: o
forward. (2) The little and ring-fingers form a fist with the thumb,
: ther two fingers being joiatly stretched. T}le first ‘vanety
?h:' ?xnd in the earlier works; but in the AD it is slightly different.
'lls‘h: Kathakali has two kartarimukhas of its own.

s, ALAPADMA(FULL-BLOWN LOTUS): (HM. 36, 285-9.4;
NS 9..91-92; AD, 146-49: SK. 7. 147-51): All the ﬁngel:s. remain-
L separately side by side, move inward. Tpc NS variantly calls
1‘1;33 alapallava and alapadmaka ; the SR names 1t alapaliava.

4 : (HM, 37
. TRIPATAKA (TRICUSPED BANNER): ( .
295-3645'. NS, 9.26-32 ; 4D, 1¢0-02; SR, 7°109-16) : The ring-

— Abhisayadarpana, ed. by Asoknath Sastri, Calcutts, 1344 B.S.
AD)U

ra, ed. by S. Subrabmanys Sastri, Th Adm
. mw——.\dhym 7. (SR).
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finger in patdka-hasta is bent towards the palm. It is the same in

all. In Kathakali this position of the fingers is gi

given to the
The AD, 103-04, has another hand, ardhapaiaka, with the I;_‘:ll:::a.
bending of the little finger. er

7. MUSTIKA (FIST): (HM, 38. 346-67;

. N ] . NS’ .55-. .
AD, L1618 ; SR, 7.128-30) : The four tingers are élosed ingfi:f stzl
thumb resting over them.  In the SR the thumb presses the mi’d dl:

finger only. In others it is the same as in HM ;
. . It ;
earlier works. 18 mustiin the

4
8. SIKHARA (SPIRE): (HM, 39. 368-78
? . - ; N 3 . ~ .
AD, 118-21 ; SR,,7-130-31) : The thumb in mustika is fldg 5738,
upright. It is the same in the early works, ¢
Kathakali. ’

firmly
but different in

9. ARDHACANDRA (CRESCENT M .
6379-9 ; NS, 9-43-45 ; AD, 11113 ; SR, 7. “7? g?,) .}hHM' 40-41
forms f’f the hasta : (1) The four fingers are bent ;h ;fe are th,
bent * like a part of the bow * (kodand ikhandaya;. ;'t ok i
NS: capavat). This definition is formed after Ehe I\;’ SWT;fh echoes the
do not specifically require the bending of the fig -The ADand SR
(2) The middle, ring and little fingers are closeg ngers or the thumb.
for?-ﬁnger .afxd thumb are separated from each 0‘1’;0 a gist ; a‘nd the
This definition corresponds to the Kathakali ard:' Yy a distance,
additional hasta in the AD, candrakala. acandra, and the

10. SARPASIRAH (SNAKE’S-HO
85 . AD.137. -HOOD) : (HM, 42 ADR:
QV.S, 913184‘:5 ,bAD,. 137-39 ; SR, 1. 152-53. : All th’e ﬁn-a 397 408;
ding ¢ thumb are very close against each other and th gers inclu-
in the palm. It is the same everywhere bein' ere is a bend
sarpasirsa also. ’ g sometimes called

11. SUCIMUKHA or SUCYA
s
43. 409-42; NS, 9.64-T1 ; AD 12Y7/_43(1§EEDLE'P°INT’=(”M'

forefinger is stretched upright, the thumb iSR, 7.149-51)1 The

finger, and the remaining two fi s placed on the middl

‘. dien ngers ]

is different.from all others. Ths A Da::ﬁ:tt;"ige:
asta

12 KHATAKAMUKHA (CRAR'
NS, .9--60-63 ;. AD, 194,27’1 (°RAB

This definition
stci,

fingers are bent and rajsed’ gets, andthe lit i
i raised (je. sl » and the little and ring-
Assameso would have it, the gineg’. slightly benr). As the gloss in

finger is slighuly bent, andthe little

ASAMYUTA HASTAS 17

finger is held somewbat upright. Anyway it is different from
kafakamukha or khatakamukha according to other authorities,

13. ARALA (THE CROOKED): (HM, 45, 461-85; NS, 9.46-52;
AD, 114; SR, 7. 122-28)1 The thumb and forefinger bend like the
ends of a bow, the otber three fingers are extended towards the front
(agravalita). In the NS the three last fingers are separately extended
upwards (bhinnordhvavalita}. Abhinavagupta takes bhinnordhvavalita
to mean ° purvasydh prsthesvadire tisthanti,” which the SR empha-
gises still further, According to the AD the bending of the fore-
finger in patdka is sufficient 10 be called arala.

14. SUKATUNDA (PARROT'S BEAK): (HM, 46, 4836-98 ;
NS, 9.53-54; AD, 115-16; SR, 7. l37-32): The ring-finger in
arala is bent, the whole hand looking like Siva’s trident. The NA,
AD, and SR prescribe this bending, other details of their ardla

. remaining the same.

15. SANDAMSA (TONGS): (HM, 47, 499-542; NS, 9. 11-
16; AD, 159-61; SR, 7. 175-81) : The fore-finger in ardla strikes tho
thumb. The NS and SR enjoin the same change in their arala,
and further indicate the hollowing of the palm. In the AD the
closing and scparating of the fingers in padmakoia make for this
hasta.

16. KANGULA (SCORPION) : (HM, 48, 543-59; NS, 9. 88-89 ;
AD, 144.46 ; SR, 7.140-41): The thumb, forefinger and middle
finger come close together without, however, touching each other, the
little finger stands upright and the ring-finger is bent. It is the same
in the NS and SR. The NS defines the position of the first three
fingers as tretagnisamsthitah, and the SR as fretagnisamsthanah
which is explained by the commentator Simhabhiipila as tretagnivat
trikonakarah sthitdh. in the AD the bending of the ring finger in
padmakosa is called kanguls. The pame iself of this hasia is
explained in the Abhinavabharati as denoting the picking up of
kangus that is, priyaigu, or meaning a scorpion (vricika).

17. URNANABH 4 (SPIDER): (HM, 49, 560-71; NS, 9. 120.21;
SR, 7. 173-75) : The five fingers in padmakoia are bent. It coinci
des with @rnanabha hasta in the NS and SR. There is no urnanabha
in the AD.

18. KAPITTHA (ELEPHANT-APPLE): (HM, 50, 572-80; NS, 9.
£9.50 ; AD, 121-24; SR, 7. 132-34) :  The end of the forefinger in
$ikhara is pressed by the thumb. It is the same in all,
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19. MRGASIR§SA (DEER’S HEAD): (H '
' ; o A ¢ (HM

NS, 9. 86-87 ; AD; 139-42: SR, 7. 159-60) ; -i-he "hi:b 581-603 ;
finger are set upright, and the three other finger and little

s a .
same in all, but the NS demands that the bent ﬁn;irﬂ;r.e Itis the

~

downward. to point

20. HAMSAPAKSA (SWAN’S WING) :
NS, 9. 106.09; AD, 157-59; SR, 7. 163-67) :
the little finger is held upright, and the other fin
ward. It is the same in the NS and SR.
in sarpasirsa is stretched.

21. TAMRACUDA (COCK’S COMB) : (H
9.122-26; AD, 163-64; SR,7. 181.84) ;) -;h:d ;hss;J:LGfG;.NS'
finger come together, the forefinger is bent, and the little 0 m@dle
fingers are closed as ina fist. It is the same in the NS as alnd _ring.
SR, which again gives a second type of the hqss a“,wit: SO m'the
finger stretched, and the thumb pressing the other three p the little
close together. 1In the first variety Sirngadeva indijcag ngers bent

The thumb is bent
Bers are extended for:
In the AD the little fipger

of the fingers with a click, this being called chotika, s the releasing -

p- 11 of the text is not correct in point of the fo,e_ﬁng:l:l;e gﬁun on
of the hasta is explained by Abhinavagupta thus . b ¢ name
kukkutakaratvat timracidah. * CUdayukig-

. 22. CATURA(QUADRATE): (HM, 54, 627.47. |
AD, 149-52; SR, 7. 154-58) : The little finger i :Zi;‘i. 9. 93.:00;
three middle fingers are extended, and the thumb rem ?T.lght., the
midst of them. It is almost the same in the NS, (he :;leg in the
rati explaining the point in the midst of them * g4 b tinavabha .
middle of the middie finger. The SR further elucidates themg.on the
madhyamaya madhyaparvodare. But the AD places the point as :
the root of the ring-finger. ¢ thumb a¢

23. MUKULA (BUD): (HM, 5, 645.6; ns o
AD, 161-63 : SR, 7. 169-73) : All the fingers are h’eld Cl’o - 1721,
and high up it is the same in the AD. The NS is not ve Se]to?,ether
as it refers to the hamsamukha-hasta and says that the hz:c car here,
mukula when the fingers in it have their ends close 1, 218 called
themselves are close to one another, and are y 8ether, ang
Abhinavagupta refers to the five fingers coming f:ght. Bl'.lt
explaining its application to signify vitacumbgng - 8etl.1cr. in
rigu‘uh kuca-cibukadi-sthanésu  aguli-paricakena samq,, Lama.
nakha-sparsane  kamasatresvacchuritakam iti. The refe-:‘.asabdam
hamsamukha thus seems to be misleading. The SR enjoins t;nce' to
ing together of the tips of all the five fingers and the holdin :fbnng.
upright. ) § of them.

(HM, 2, goas;

© SAMYUTA-HASTAS - - B

24. BHRAMARA (BLACK-BEE) : (HM, 56, 665-74 ; NS, 9.
101-03 ; AD, 152-54; SR, 7. 167-69) : The middle finger and thumb
are joined, and the others are held up separately. In the NS gnd SR
the forefinger also is bent. In the variant, CALAN-MAD‘H._UKA\R4
(FLYING BLACK BEE) the middle fingerand thumb arejoined, the
little finger is raised, the other two fingers are bent, and the whole

hand trembles.

The following hands are not found in the earlief authorities,
except simhdsya, which appears in the AD, 142-44, as sitﬁhamg.kha

25. KADAMBA : (HM, 38, 675-86):  The padmakosa < has{a
is held in a more closed way. Itis thusa variant of ‘padmakqéa.f ‘

26. KRSNASARAMUKHA (BLACK ANTELOPE’'S FACE):
(HM, 59, 687-95) : The middle and forefingers and the thumb are
bent towards one another, (are joined according to the gloss), and the
other two fingers are held up being a little bent. .

27. GHRONIKA (BOAR'S SNOUT): (HM, 60, 696-99)s
The five fingers are brought together in front to look like the snout
of a boar. :

28. SIMHASYA (LION'S FACE): (HM, 61, 700-06 ; AD, 142-
44): The thumb and little finger are held separately, and the other
fingers are bent at the ends. In the simhamukha of the AD the
thumb is *mixed ’ with the middie and ring-fingers, and the other
two fingers are® stretched.

29. ANKUSA (GOAD): (HM, 62, 707-18): The foréfinget‘is
bent at the end, and the other fingers are very tightly closed in
a fist. ,

3. TANTRIMUKHA (LUTE): (HM, 63,719-3): The

* middle and ring-fingers are bent and held down, the three remaining

fingers being cach held separately.
SAMYUTA-HASTAS

The NS and SR have the same set of 13 combined hands, the
latter adding one ‘ according to others’ opinion’, namely, trisikhara.
The AD takes only 8 out of these (gajadanta, vardhamana, nisadha,
avahittha and makara being not included), and adds 15 others —
sivalinga, kartarisvasiika, Sakata, $ankha, cakra, samputa, paia,
kilaka, matsya, kiarma, vardha, garuda, nagabandha, -khafva and
bherunda. The Mirror of Gesture, of caurse, counts a twenty-fourth
hasta, gvahittha, already in the lists of the NS and SR. '
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The HM gives all the /3 sam
yuta-hastas of B
deva and one more, mardla, thus making a total ol:'a::ta nd samga.

NS 19 g:.g?D;éVT;A §§i§%HA§T‘S TUSKS): (HM, 55, 738-46 -
»9.1 ; SR, 7. . Two sarpasirs . .
front with a bend at the elbows. The NS givé?t::epsc::ietti‘::::do;‘o :ge

e

hastas as k#rpardinsocitau, which Abhinavagupta takes as being each

placed on the opposite shoulder (v@me bahau daksino dakgine va,
sin ne vamao-

mﬁ ass ;:ac"nb}y;kamve‘s‘ma. dantdkrii-yogdr). The SR tak

dibow (skan‘;)iz -ke'ld each midway between the opposite should:: th;
akeo cites 2 mni:lrg;r-a_?or madhyam anyonyasya yadd karau) . ::lllt

¢ 1nion, according to which the t Y
:;c;:lgd each other, are bent at the clbows towardsw:,h Sarpa.!ir._u.:s’
ers.  The HM conforms to this second form to a ;c;:epecuve
SR, 7 is5 sty TP EGION) s (HM, ¢6. 747.56

pla::eci o .em)b:ra cTehe two hands (patakas accordiné to the gloss)
The NS presoribe with e?ch other leaving a cavity in the 'dd“e
only. In the lAls)the placiu.g Pf the two bands in afijali on tlx:: '(:e.
(little) ingery and two'anjall-haslas with the wrists, tips ofs ‘ ;s
The SR dcscri%‘; 'l‘t"’ sides respectively together beéom'i kap;t :
as s i a.
hasta—kiirmaka, uch, and mentions a second name of he

NS, 9. 120-33;

3. VARDHAMANA
NS, 9. 158 SR, 7. (THE EXTENDING) : (HM, 67, 757.63;

Int it 3 . mrgasirsas ar . .

he NS it is two hanisapaksas placed back :ocol;l;]:llgn-«:, ‘::1 I?.on.t'
vardham@na-hast o ukula en.’b.mc‘d with kapittha m; tute o
a. 1In the SR it is two hamsq nstitute the

tka. The AD does not have this hasta paksas held like svas.

4. ANJALI (JOINT-HA
e -HAND) : HM
i?a'itesstif 71; 1§5-861) : The placing toge » 68, 764-70 ; Ns, 9, 125.
1s hasta, In the NS the placing
. placin
0:!]% and the Abhma.vabharuti is very il;sa:z;i?ﬁ““_l to the sides
g 4:1 anena sammukham sarvasam angulinam e 1S point :  samyag
and the AD are equally explicit he so laksyate. The SR

an opinion independent of others. e- The HM thus seems to hold

5. NISADHA (THE SQUEEZED
11) - ) : (HM, .

:1?39 :ulx):ep te'ghl:yex:;z::e clasped by the opposite6if:c:;75 ',r SR, 7.
round one mukula Butagupta. and Sar igadeva) places one khc g
according to varia;:t readi':ven~m Bharata there are diff Y e
ding ¢ 8 5 (1) one ilkhara squeegeq by
mrgaiirsa; (2) the left hand holding the (right) .m%::::‘d ] :’Y one
¢ of (that jg,

ther of the parakgs on the sides

SAMYUTA<HASTAS o 2t

above) the elbow, the right hand being placed above the left elbow ;
(3) two hamsapaksas being placed back to back. The ‘SR meantions
that some people call the first variety of gajadanta each hand holding
the other betweea the shoulder and elbow) by the name of nigadha.

6. KARKATA (CRAB): (HM, 70, 776-87 ; NS, 9. 133-35;
AD, 178-80; SR. 7. 188-92): The fingers of one band are dove-
tailed into the fingers of the other, the whole thing looking like a
cottage made up of creepers. It is the same everywhere.

7. UTSANGA (EMBRACE): (HM, 71, 788-95; NS, 9. 139-
40; AD, 184-85 ; SR, 7.198-201) : Two aralas are held upright (?)
and spread out in front, the palms facing upward. The NS would
use the same arila-hastas : aralau 14 viparyastd-vuttdnau vardhama-
nakau (two aralas contrarily placed, facing up and extended). The
SR gives as many as four alternative methods of placing the arala
to effect utsanga, besides citing the opinicn of some people to substi-
tute sarpasirsa for arala, which seems to be a reference to the AD.
The four methods are : (1) the hands cross each other and are placed
on the opposite shoulders asd spread in front; (2) the hands are
crossed to the right of the body ; (3) the hands are pushed into the
opposite arm-pits, the palms faciog downward ¢ (4) the back of the

bands turn sideward.

8. AVAHITTHA (THE HIDDEN) ..(HM, 72, 79699 ; NS.9.
156-57; SR, 7. 208-09): Two sukatundas are raised with a start
pointing upward in front of the chest. The NS and SR make the
two sukatundas first face the chest, and then go with the palms also
faciog downward.

9. SVASTIKA (CROSS): (HM,73, 800-10 ; NS, 9. 135-37;:
AD, 180-81 ; SR, 7. 192-94) : Two aralas are raised up on the left -
and brought together at the wrists. The NS has the same movement, .
while the AD substitutes pafakas for aralas. Abhinavagupta refers .
to the application of pataka in some matters where the svastika is
made up of aralas. The SR admits both arala and patika as.
alternatives for constituting the svastika.

10. MAKAR4 (SHARK): (HM,74, 811-17; NS, 9. 152-53 ;-
SR, 7.212:13): Two patakas, facing downward, are placed one.
above the other, the two thumbs going upward. The NS and SR
have the same picture of makara. The Assamese rendering of the
HM suggests the.placing of the right hand on the left, and the rais-
ing up of both. This hasta does not appear in the AD.
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Al. - DOLA (SWING): (HM, 75, 818-25; N ;
AD, 181-82 ; SR, 7. 195-96) : Two patakas hang d(sb;v: al;8.49.
palms are shaken in a low position. The NS requires the 's 't:l' the
the shoulders loose and at ease along with the hanging do ol oy
patakas. The SR would have all the fingers remain loose wnTCLF pes
places ‘the two patakas near the thigh (iirudese) T!;e AD o
DOLA and the NS and SR read variantly DOL4 an;i DOL4 rrade

12. PUSPAPUTA (FLOWER BASKET) (H |
N M, 76, 82679 -
9.150-151 AD, 182-83; SR, 7. 196-97): Two sqr 2§t,29,NS.
joined along the little fingers to form the likeness dfPas rsas are
- fan. " It is the same everywhere. : -8 Winnowing

13. MARALA (SWAN) : (HM, 77 ;;30.

. s 14y 43)
b?th the hands are separated and shaken, i
nised by other nrtra authorities,

' The fingers
This hastq is not reco:-f

14. KHATAKAVARDHAMINA (BIG
] : CRAB):
844-51; NS, 9. 137-38; AD, 187-88: SR, 7 2)020( HM, 7g,
kha_ta.kamu.khas are combined. The way in which th.e 8 04): Two
combined is not indicated in the text, astas are to be

The NS pl -
mukha on another, the Abhinava-bharati cxplainingpt;(;etsoone kataka-
other. The AD forms a cross (svastika) by joining t::; ﬁ;cc:ts ,t(lle

Laxa-

mukhas at the wrists to effect a katakava
! rdh -
acknowledges both these methods of combina‘::):"a hasta. The SR

NRTTA HASTAS

The NS and the SR give the names o
in the dual number. The SR adds a thirty e aanastas, and that
.at .the end. The AD gives 13 nritahastas. Of these 'ﬁvaradabh"}’au.
in its list of single hands : paraka, kapittha, ikharg }:, © are actually
alapadma ; and eight are among its combined h’ amsasya, and
dola, afijali, katakavardhamana, iakata, pa; a, kilak :il:; :kivastika,

urma.

The names of 18 nrttaiastas in the H ident:
in the NS and SR, while four (pakgavaﬁcil::,?;;:;::lczl With those
takamukhau, and urah parsvardhamandali) are ala fra, ?ra'ak"a'
(paksavaricitakau, dviddhavaklrakau,. .ardlakatak" st ldemical'
révardhamandalau). Then again, natamukha, sicyasq » Urahpa.
(ra-in MS) are in the older texts found as rg/gm ¥4 vaksoman dajy
and uromapt(alinau. SUbhaixkan a’s  ult@narecitq o Sucimukhay

wtlanavaficitau in Bharata and $arhgadeva. Twenty sli:g Named 44
- ouat of (he

NRTTA HASTAS 23

97 of Subhaikara’s nrt/ahastas are thus to be identified in the early
authorities. The algpadmonnatahasta of the HM does not appzar in
the earlier works. In its place we find alapallavau and ulbanau,
although some scholars would seek to read ‘alapallavau as an
adjective of ulbanau in the NS. There are two more nrttahastas,

lalitau and valitau, which are dropped by Subhankara. Subhankara
gives the names of each nritahasta not in the dual number but in the
singular. Although in the Sanskrit text there is only one description of
each hasta, the Assamese gloss renders several variations of it. This
is illustrated below from the first nrttahasta.

1. KESABANDHA (HM, 867, NS 9. 197, SR, 7. 242-43):
When two fripatakas are moved away from near the hair to its sides
and stopped there, it is keiabandha.

The Assamese gloss gives the following four different move-
ments of the hasta : (1) If two tripa.dkas are kept a little away
from the hair, and then brought and kept near it, (2) or, iftwo nipa-
takas are raised up with a start from near the ears and moved a
little apart, and then brought back near the ears, (3) or, if repeatedly
and gracefully two fripatakas are moved from before the forehead
across the shoulders to the back, (4) or, if two tripatakas are moved
from the front of the forehead further to the front, back again near
the forehead, and then in an upturned position across the shoulders
{o the back, then to the top of the ears, then to the sides, and then.
again to the front of the forehead, it is kesahandha-hasta.

In the NS it is the two hands (no particular hasta being men-
tioned) moved away from the hair and held on sides that make the
kesabandha. 1n the SR it is the two hands rising from the sidesand,
without touching them, going to the head, and like the nitamba-hasta
moving away from near the hair and again coming near it that consti-
tute the kesabandha.

2. NITAMBA: (HM, 868; NS, 9.196; SR, 7.238-39):
Two tripatakas move from °the root of the arms * to behind the
hips. It is the same in the NS, where the Abhinavabharatl (as also
the SR) takes the two hands to e patdkas.

3. RECITA: (HM, 869 ; NS, 9.193; SR, 7.235-37) : Two
hamsapak sas are taken swiftly from the lap, and spread on the sides.
it is called makara by some people. In the NS this hasta is made
by the two hamsapaksas movisg swiftly with the palms facing upward.
The SR describss the same movement (without, of course, calling
the constituent hand hamsapakgas) ; but then it gives two alternatives -
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(1) two hamsapak sas moving swiftly, and (2) a combination of both
these movements. Sarngadeva further says that this particular
nyitahasta is applicable to Nrsimha's tearing open the chest of the
Daitya (Hiranyakasipu).

4. ARDHARECITA: (HM, 870; NS, 9.1
one hand isas in the recita-hasta, and the second is
In{the NS the left hand is in caruraira and the righ
SR does not say which hand is to be in caturasrg,

94; SR 7.237):
in kofakdmukha,
tin recita. The

5. CATURASRA: (HM 871; NS, 9. 184; SR, 7. 216.
katakdmukhas are placed in front, six inches apart from the
elbows being placed on the same level. 1t is the same in t
SR, the latter indicating that the hands should be puromuk

6. UDVRTTA: (HM, 872; NS, 9. 185 ;S
Two hamsapakgas remain in front of the chest, and w
leaves, It is the same in the NS. The SR: Of
in caturaira onc is lowered with the palm facing up
is placed near the chest with the palm facing down

17): Two
chest, the

he NS and
hau,

R, 7. 218-20)
ave like palm-
the hamsapakgas

ward, the other
ward,

7. PALLAVA: (HM, 873; NS, 9.196; SR,
Two padmakoias are joined to look like a tree with |

both placed on sides or in front. The NS :
at the wrists. The SR gives several varieties.

7. 23943) .
caves, being
tWo paiakas joined (?)

8. PAKSAVANCITA : (HM, 874 ; NS, 9. 200 ;
Two tripatakas are placed on the head and near the wais
the same as in HM. The SR : almost the same.

SR, 7. 255) :
t. The NS :

9. LATA: (HM, 875; NS, 9. 198 ; SR, 7. 246-47) : Two
tripatakas are spread slantingly and placed on sides. The NS and
SR : the same,

10. NATAMUKHA: (HM, 876; NS, 9. 186; SR_ 7.2)
Two ham sapakgas, facing downward, are placed in fropt of the
and are then made to face each other and obliquely upward.

called talamukha in the NS and SR. , The NS :

caturaira are made into hamsapakgas,—remai
facing each other. ‘The SR : The two hands i
into hamsapak8as, somewhat facing each other.,

-22):
chest

Itis
The two bands in

ning obliquely and
R udvrita are made

11. SVASTIKA : (HM, 877; NS,9.187; SR, 7. 222): Two
kgas pointing upward are brougbt crookedly to be joined at
f:em ;arg:t: The NS ¢ The two hands in talamukha are joined at the

RN

- weists like a'cross. The:SR: A cross is formed 'be plaéing tht
' hamsapaksas against cach other. RS

12. VIPRAKIRNAKA : (HM, 878 ; NS, 9 187; SR,
7.223-24) : Two hamsapaksas looking away- from "each other are

laced in front of the breasts poiating downyvard or upward. 'I‘ho
I1'43 + The same as' svastika, the hands being held apart. The SR:
The.hands in svastika are quickly separated and held with the fingers

- pointing upward or downward in front of the chest.

A : ; NS, 9.190; SR, 7.
13, AVIDDHAVAKTRA : (HM, 879 3 , s
230-31) : Two aralas, facing downward, with the al‘louldersra:se.d
high, with the elbows joined together, are moved (ag;‘tate,d). __?t is
different in the NS and SR. : ‘

1. SUCYASYA: (HM, 880; NS, 9. 191-22; SR, 7.232-38):

" Two sarpasirsas, With the middle fingers touching the thumbs, are

slantingly extended with bent elbows. The NS and SR: Sabimulélga_ is
almost the same.

13. ARALAKHATAKAMUKHA : (HM, 881-82; NS, 9.188 5
SR. 7. 224-29) : The left hand arala, a little extended slat-xtlngly, and
the,right-hand katakamukha, facing ontward, are placed in front o(
the chest. The NS : ardla‘etakdmukha or aralakaga!ca H 'Itwo
alapadma (pallava)s, facing upward, change into padmakosas.

- 16, VAKSOMANDALI:(HM,883; UROMANDALINAU, Ns,
9.204 ; SR, 7. 264-67) : One (pataka) hand is placed ab‘o.ve.‘a‘x?d
the other below, circling near the ciest. The NS ur.omaadalqu‘a .is
the same with this hasta of the HM. The SR cites differznt variauts

17. URAHPARSVARDHAMNDLI.: (HM, 884 ; NS, 9.205;
SR, 7. 267-69): One alapadma and one ardl: move on the sides of the
che’st. The NS ; almost the same. The SR : different. ;

18. PARGVAMANDALIL: (HM, 885; NS,9 203; SR, 7.262-63):
One alapadma and one arala move each on one side. Tpe,NS :
The iwo hands (not specified) circle on one side. The SR : different,

19. URDHVAMANDALT : (HM, 886; NS, 9.. 203 ; Sl}: 7\,
260-62) : Two padmakusas, facing up_ward, are set wrist on wrist,
The NS: The two hands (not specified) m3ke‘ circling movements
near the upper part of the body. The SR : similar to NS.

30. MUSTIKASVASTIKA: (HM, 887; NS, 9.206; SR, 7,
270-71) : Two aralas arc bent to the shoulders where they are
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converted into khatakamukhas | The NS r .
e pt v 4 . ead with the Abhi

bharati gives the same thin se irava-

different, 8 as there is in the HM. The SR .

21 PAKSAPRADYOTAKA - (HM

s : , 888 ; NS, 9. .

255-56) : One tripataka placed on the hips and anou?e 201; SR, 7.
exchange places repeatedly. The NS : the same. T [ o the head
the same. . ¢ SR : almost

22. KARIHASTA: (HM 889
: . ’ i NS, 9, .
One mpat.&ka 18 extended on one side and is 9swlugn9 i SR, 7.248-54)
tripataka is kept near the ear, § across and one

23. DANDAPAKSA: (HM, 8
Two hamsapaksas are extended
nately) up and down. The NS -

90; NS, 9.202; sR
obliquely b » 1.257-58):

Y waving to face -
the same. The SR : diﬂ‘f:!‘ent(.a fer

24, GARUI_)APAK.SA: (HM, 891 ; N§ 9. 201 -
60) : Two tripatakas, bent down "

with th s SR, 7,259,
are obliquely extended. The NS : e elbows somey bat bent,
downward, are moved swiftly,

The hands with

. , palm i
Abhinavagupta addg from tshet:;::g'
, d25. ALAPADMONNATA ; (HM, 392y . Two alapag,

ifted up.  The NS and SR do not have this hand, b o Vet
of nrttahasta known as alapallavau and ulbanay Pt Two varieties

26. UTTANARECITA : (HM, 893 ; Ns
46) : Two tripatukas are obliquely ’exlen:i (o 1933 SR, 7, 244

ed, the elbows be
The NS uttinavaficita : the same. T ). 8 being bent,
tives, bie SR gives two other alterna.

27. NALINIPADMAKOS1: (HM, 894; NS, 9. 207.
272-76) : Two padmakosas, facing upward, are shake;l n'earlh’ SR, 7.
The NS : T-wo padmakosas are waved facing (alternage, ¢ knees.
down. SR gives several varian 's, one of which is as in 1he ?)&P and

VINIYOGA: APPLICATION

The encyclopaedic character of b

realised if we comsider tle clcar way in whi can be
Y n which the (b

hasta can reprgsent are listed, and the particular moevc( r;:c's which a

effect are described. The number of applications of nts to that

indicated below. ¢ach hand ig

Subhahkara’s work

ACKNOWLEDGEMENT 27
ASAMYUTA-HASTAS
pataka 213 sicyasya 112 tamracida 34
padmakoﬁa 35 kartarimukha 56 catura 124
hamsisya 83 arila 79 mukulaj 69
kartatimukha 82 gukatunda 28 bhramara i9
alapadma 34 sandaméia 166 kadamba 28
tripataka 74  kangula 68 kg'§r3a§éramukha 18
mustika 70  Grnanabha 18 ghronika 5
sikhara 36 kapittha 41  simhisya 11
ardhacandra 47 mrgasirsa 67 anku$a 18
sarpasirah 17 hamsapaksa 44  tantrimukha 25
SAMYUTA-HASTAS

gajadanta 11 avahittha 14

kapota 28 svastika 43

vardhamana 13 makara 15

anjali 14  dola 32

nisadha 14  puspaputa 17

karkata 17 marala 40

utsanga 29 khatakavardhamana 16

The NS applies the pataka-hasta to 30 subjects (3 more accor-
ding to a variant reading) through five different movements of the
hasta. SR gives 21 different actions. The AD simply enumerates
41 subjects to be indicated by patzka. The HM gives as many as
213 different subjects to be represented by this hasta, and describes
different movements of the hand to signify these subjects in very
slear terms.  The Assamese gloss further elucidates the do:scription
and brings things within easy understanding.
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8 Prospectus, syllabus and admission forms will be sent on receipt
; of postage stamp for the value of four annas,

SPECIAL CLASS for advanced students is conducted by Srj
Mudicondan Venkatarama Iyer.

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

; The Correspondent, The Teachers’ College of Music,

} THE MUSIC ACADEMY,
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