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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 pub-
lished from the Marris College,
Lucknow, and the Journal of the Music
* cademy, Madras, (J MAM), were start-
varin 1930, both had unfortunately, to
be suspended after issuing a few excel-
lent numbers. . The re-appearance of the
JIMAM 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 publication from where
1t was broken,

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

be overlooked by serious students of
Indian music.

““This alone should suffice to draw
the attention of all scholars, societies
and institutions concerned with Indo-
logy to this impoitant Journal.

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

The Indian Express: * Theresumption

of the Journal is an event of ’EPC first

magnitude in the musical wprld. ¢ this
The Hindu: < The revival © wudy

valuable Journal devoted to the ?11 be

and promotion of Indian Musi¢ wnentS

welcomed by all lovers and expo

of the art.”

o
The Madras Mail: «“ We are glad to

e
note the revival of the Journal Oftetr};)'
Madras Music Academy (a quatf the
devoted to the advancement O

science and art of music)......Fulfilling.

; e
as it does a real need of music lovel'iwa\lhl:e
are sure all lovers of art and cu
will support it.”

H.H. The Maharajah of Digaraml’“'t'c;
““...His Highness is also del{ghted .
read the articles in your magazine whi
are undoubtedly very interesting an
instructive. He is also pleased to l‘ea,s
the proceedings of the Academy
Music Conference...”

The Adyar Library. Bulletin: * T}?’i
resumption of the publication of thi

journal devoted to the promotion of

research in the field of music must be

welcomed by all lovers of Indian culture..

The Journal fulfills a re_al peed as l,t’ 1s
the only Journal of its kind in Indla._

S. N. Battacharya, Benares Hu;_du
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 jts predeccssors, maintains a
uniformly high level of musical research.
The contributions exhibit variety and
present music as a rich cultural pattern
characteristic of the genius of our
country. Those who care to study
Indian music seriously, especially its
Southern School, would be happy to dis-
cover that each arlicle in this Journal

embodies some aspsct of faithful re-.

scarch in the domain of music......This
Journal should inspire the lovers and
patrons of Hindustani music to start a
similar magazine from the North.”
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THE XXXilird MADRAS MUSIC CONFERENCE
1959

OFFICIAL REPORT

THE OPENING DAY
24th December, 1959

The XXXIIIrd Annual Conference of the Music Academy,
Madras, was held in a special pandal erected in the grounds of
the P.S. High School, Myiapore, Madras, from 24th December,

1959 to Sth January, 1960.

The Hon’ble Prof. Humayun Kabir, Minister for Scientific
Research and Cultural Affairs, Government of I.ndia, opened ‘
the Conference and the connected seties of rausic and dance
performances, and Vidvan Madurai Mani Iyer presided over the
Conference and its Experts’ Committee meetings. The Conference
was attended by musicians and musicologists from other parts of
the country and abroad. The opening function was at.tended by
distinguished visitors, members of Government, High Court

Judges, musicians and rasikas.

On arrival, the Hon’ble Prof. Kabir was received by the Office-
bearers of the Academy. Dr. V. Raghavan, Secretary of the
Academy, introduced the Hon. Minister to the Members of the
Executive Committee, the President-elect of the Conference and
the Members of the Experts’ Committee of the Acaden-xy'. There
was a Group Photo of the Office-bearers alnc'l the musicians and
Experts of the Academy after which the Minister was led to the

dais.

After prayer by students of the Academy’s Teachers’ College
of Music, Sri K. Soundararajan, Secretary, read messages
received for the success of the Academy’s 33rd~Confercncc.
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His Holiness Sri Sankaracharya of XKanchi Kamakoti
Peetham sent His blessings to the Conference.

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

Sri Bishnuram Medhi, Governor of Madras, sent his best
wishes and said: 1 had the pleasure of inaugurating the last
year’s Conference, and. I know the Music Academy has a long
record of devoted service to the cause of music since 1927. Such
confefc.nces held annually afford opportunities for musicians
practising the various styles of music, and other artistes from the
various parts of our country as well as from foreign countries to
take partin the learned discussions. I need hardly emphasize
?hat the contribution of art, music and culture of diffcrent States
1? India towards the building up of a united nation and preserva-
tion af\d maintenance of its ancient heritage is very great. 1 hope
t}}c' c.hscussions and deliberations of the Conference will help in
dxvx.f.mg ways and means for the rapid development of art and
music, and the daily concerts held during the period will be

greatly appreciated by all lovers of music. 1 send my best wishes
for the success of the Conference.”

The following other Governors of States sent their good wishes
for the Conference :—

Dr, B. Ramakrishna Rao, Governor of Kerala, who presided
over the Sadas of the previous year.

Sri Sri Prakasa, Governor of Boma who
Academy’s Conference in 1952, v opened the

Sri H. V. Pataskar, Governor of Madhya Pradesh.

Sri N. V. Gadgil, Governor of the Panjab and
! th
of Rajasthan, ] n e Governor

Dr. B. V. Keskar, Minister for Information an

who opened the Academy’s Conference in 195
message :

d Broadcasting,
3, said in his

‘“ The Academy is doing notable work in the progress of
music. Iam glad to know that the work is continuing with the

-
e
rd
1
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same cnergy as before. My best wishes for the success of this
year’s Conference.”

Dr. P. Subbarayan, Minister for Transport and Communi-
cations, Government of India, said in his message:

“This Conference is an event which is looked forward to
by all the musi¢ lovers in Madras. I find that this year, the
Academy is giving a rich and varied fare to the public of
Madras, The Music Academy has built for itself a place, second
to none, among the many institutions in India which Rave, as
their object, the promotion of art and culture in the country.
The Annual Conferences have laid down standards of perfection
for the musicians of the future. The Academy has my best
wishes on the occasion of their Annual Music Conference this

year.”

Messages had also been received from Sri K. C. Reddy,
Minister for Works, Housing and Supply, and Sri Mehar Chand
Khanna, Minister for Rehabilitation and Minorities. ’

Sti ¥. T. Krishnamachari, Deputy Chairman, Planning
Commission, said in the course of his message:

I send my best wishes on the occasion of the 33rd Annual
Music Conference organised by the Music Academy, Madras.
The Music Academy is doing very valuable service by holding
these annual Conferences at which the best Karnatic musicians
give performances. The Academy also organises research in
Karnatic music and discussion of problems relating to it. In
these and other ways the Academy stands for high standards
in Karnatic music and keeps traditions alive. The Music
Academy has a carefully drawn up plan for a new building in
which all these activities will be expanded to meet growing
needs. I hope the enlightened public of Madras and other States
will give this project the financial support it so richly deserves.”

Sri J.C. Mathur, Director General of All India Radio who
was to preside over the Sadas of the 33rd Conference sent his best
wishes.
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The Hon’ble Sri M. Bhaktavatsalam, Heme Minister, Madras,
sent his good wishes for the 33rd Conference of the Academy.

Message of good wishes had alsobeen received from Mr. B.D.
Jatti, Chief Minister of Mysore,

Dr. Sir C. V, Raman, who opened the Academy’s Conference
in 1933, said in his message :

““The Music Academy of Madras is doing great work in the
cause of music and its annual conference and festivals are a
notable event in the life of the City. I am writing to send my
heartiest good wishes for the success of this year’s functions.”

The Hon’ble Mr. Justice PV, Rajamannar, President, Central
Sangeet Natak Akademi, said in his message: ‘I send my best
wishes on the occasion of the 32rd Conference and Music Festival
of the Music Academy. The Conference with which the Music
Festival is integrated has become an important event in the
history of Music in South India. One connat adequately com-
mend the good and great work done by the Music Academy in
the preservation, fostering and development of Carnatic Music in
particular. I believe that this achievement }as been possible
because it has all along been run not as a < partment of the
Government, but as an independent instituti-n by a band of

devotees to Music. May the Academy flourish, is my wish and my
prayer.”

Dr. C. P. Ramaswami Aiyar, who inaugurated the Academy

as an Institution in 1927, conveyed his best wishes for the success
of this function,

Dr. Douglas Ensminger of the Ford Foundation sent his
best wishes, *

Dr. Henry Cowell, eminent American composer, the author
of the Madras Symphony dedicated to our Academy, said in the
course of his cable: * Unfailing grateful remembrance. A
life-time’s supreme experience of music at your 1956 festival,
Envious congratulations to our American colleagues amidst you

PTs. 1-1v] THE XXXJT MADRAS MUSIC CONFERENCE

today. We join you in spirit with admiration, devotion and
) bas
respectful affection. Sydney and Henry Cowell.

Dr. Mantle Hood and Robert Brown of the Music Depart-
ment of the University of California, who ha.d both been at the
Academy during 1957-58 and the South Indxan. St-udy Group
of the University of California, Los Angel-es, said in the cctursc
of their cable: ¢ All our thoughts are with you. Best wishes
for the 33rd Apnual Conference.”

Mrs, Juliette Alvin, Honorary Secretary, Society for Music
Therapy and Remedial Music, London, said in the course of
her message :

«The Society for Muasic Therapy and Remedxal‘ Ml;]s-lcé
London, is sending our most cordial wishes to the Tertydt ir
Annual Conference and Music Festival of the Madr'fas cademy
of Music. We are sorry that none of our members.wx]l be able to
attend such an important occasion. But across time and SpaC(;
we are linked to your activities through the spiritual and cultura
forces of Music. Music has been created by. Man all oyer tlIle
world ; it expresses his deepest emotions and highest pu.rsuxts. Thn
return, Music brings to Man her incomparable blessings. '1;
activities of our Society make us discover ev?ry day th(.: beneficia
influence of Music on man’s soul and body in the medlcal,lc(:ult.ttxl;
ral, ethical and social fields. We much hope to share our wor 'wxat
yours sometime in the future. May 1960 be a prosperous ye
for the Madras Music Academy where East and West mee,t’
harmoniously ! We wish you a happy and successful Conference.

Welcome Address

Dr \ Raghavan then read and presented an Address of
Welcome, on behalf of the President and Members of the Academy,

to the Hon’ble Minister.
The Address said:

DEeAR ProFESSOR KABIR,

«“We are deeply grateful to you for readily agrcein.g t(;
inaugurate this our 33rd Conference and the connected series o
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concerts, e 18 i i i
There is a special appropriateness in the association

with ini
N our Conf.erence of one whose Ministry is directly concerned
¢ promotion of the art in which we are working here, and we

are
. therefore happy that you acceded to our request to come and
1naugurate our Conference this year.

* The Madras Music Academy is already known to you and
the good work that we have done here in this institution for the

past three decades and more has received recognition from
your Ministry.

. ¢ The Music Academy, Madras, came into existence at a
time when the ruling Government had no provision for the
promotion of art and there was need 10 organise a non-official
body to foster the art and promote its educational, academic and
scientific pursuit, The Music Academy, Madras, has been
pioneer institution in all these lines of work. We a,re conductin;
a Teachers’ College of Music recognised by the Government of
Madras, and publishing technical treatises on the arts of music
and dance and editions of rare compositions. We are publishin
a Journal, which is the only one of its kind in all India, pcrhapi

in the whole of South East Asia, and we, have issued so far 30

volumes of this journal. We have under our patronage a Scheol

for Bharata Natya for the teaching of that art on authentic lines

We have' also students from foreign countries studying with us
both music and dance,

“The most important activity of ours is the Annual
Flonfercnce which, this year, you have kindly
Inaugurate. Here we bring together experts in musi
and practice and savants who have specialised in different
branches of the art and arrange for discussions, demonstratio nw
and reading of papers on the various problems of the art \7\;’
have discussed during the Conferences of the last quarter.of .
century all the ragas in vogue and codified their lakshan .
which by itself constitutes a substantial achievement. The pr af’
dentship of our Conference is for a Karnatic musician, th iy
his career. e aemel

agreed to
cal theory
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«In our Conference, we do not confine our attention to
Carnatic music but invite experts and scholars of Hindustani
music, as also musicians and musicologists from foreign countries.
This year we have representatives from Bombay, Declhi, Calcutta
and Orissa, and also composers and musicians from the U.S.A.
We have been consistently working for the greater appreciation
of East and West in the realm of music, and we feel gratified and
proud that two new compositions The Madras Symphony and The
Madras Sonata by two distinguished American composers, written
under the influence of Indian Ragas, Talas and instruments, are

dedicated to us.

«The Music Academy has been co-operating in the work of the
Government in your own Ministry and in that of Information and
Broadcasting, as also in the work of the Central Sangeet Natak
Akademi, some of whose research and publication projects are
being carried out here by those connected with our Academy.

« Ay part of this Conference, we are having what is perhaps
the biggest series of music concerts and dance recitals in which
no less than hundred and eighty artistes are being presented,
You will be glad to know that we have a special programme for
encouraging promising young artistes and during the season we
have two concerts, for juniors and sub-seniors, to which we
admit the public free ; three of the junior performers, adjudged
as best during the season, are given special awards. Besides,
we hold during the session competitions in twelve departments
of music for which young amateurs come in large numbers—
nearly two hundred this year—from places as far away as
Trivandrum, Bombay and Delhi.

s As in our discussions, in the concerts also we have a definite
programme of providing for Hindustani music, vocal and instru-
mental, and for Kathak dance. This mingling of the artistes of
the North and the South in which we had taken lead over years,
has led today to very fruitful results in the practical as well as
theoretical spheres.

¢« In recent years, our work has developed on all sides
requiring whole-time service and also increased facilities,
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improveme i
p nts to our College, library and equipment and above

all a buildi i

danccl}:sl:qmlg and an auditorium for holding our music and

baiding al;/:rs. hWe have embarked on an ambitious project of
ge hall where, with the help of advisers like the

e .
xperts of the National Physical Laboratory in Deihi

to achieve the e

i s nee;efg;xrls:;t; :c:ustic flual.ity whereby we couid
advanced stuge by senp rtiste t.o sing into the mike. We have
st age byt ge in our bu.lldmg. programme, thanks to the
Atways and derns att):zcﬁzs t:;u:}:lc-]ovmg public which has been
;:le.si-re of all that this Auditorium, ethﬁc?oduerjr:lz.tiof)t (i:' :Ivl:x'e:me“
i:uiht;yl;l;;r;w:;r:d II’rix.nc Minister of India, should be co:]pl:::;
it aro i .alsot ﬁ]a matter of sincere gratification to us
e e cnioy e conﬁd?nce and appreciation of the

€ hope that they will continueto evince the same

interes ic i
t which they have shown in our activities in the past,”

 This visi .. .
- dvnsxt of yours, 3ir, is an indication of such interest and
proved a great encou .
ragement to all th
. 7 ose who h

! a
St?nnectf:d with the conduct of this Tnstitution e e

Ir, to Inaugurate this, our 33rd C .
series of concerts.”

We request you,
onference and its connected

Prof. Kabir’s Opening Address

Declari

- evena;ntntghoepe;::et (;onference, the Union Minister observed
ha even ai | inpan r;th ayf, they found that scientists who were
o reresed In hy er orm'of' humanities had
muse: anz zet (:: hgr;at physicists of the modern
Topians and ! \gus e thfz conYerse was also true. “If we in
india B , observed, ‘“achieved that converse, then

ave solved one of the major problems ., be

a passion for
world were

H
was happy they had an Academy which had “devote(ziwft‘;e;f -
elf to

the pursuit
o t}:’ and development of Indian music and to the i
€ muses over a long period of time.” service

The Academy, the Minister stated, w

' . as start i
when music had not enjoyed any patrona e e

whe ge from the powers- -
¢ would say the supreme-powers-that-be -—bicau:: tt::rte
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were various intermediate and tertiary powers which did give to
some extent patronage to art and music. It would not, therefore,
be fair if they did not pay a tribute to the many prioces and
Indian States who served the cause of music ata time when
State patronage on a large scale was absent. Their service,
patronage and interest in music, he said, kept music alive and

flourishing in our country.

Prof. Kabir then referred to the origin of music and observed
that music had been traced to the Sama Veda. It was indeed
as old as man himself. Perhaps man started to develop music
as an art as soon as he became a conscious rational being. Man
evolved a form of expression which transcended limitations of
language and sometimes limitations of conceptional analysis
itself. In music human heart spoke to human heart and that
was why even if they did not understand it, they were stirred to
their innermost depths. Close association of music and religion
was noticeable from the earliest times in this country and else-
where. Many of the chantings at religious ceremonies had
« gradually developed into articulate and classical music of the
different countries,” They had a long wradition in India, a
tradition which went back beyond times. Music brought to man
solace and triumph in moments of tribulation, and encourage-
ment and hope when they were necessary. From early human
history, music thus became codified and scientifically analysed.
They had in this country very old traditions—how old they were
most of them did not know. But there was no doubt that music had
been enriched by many traditions through many ages and many
people had contributed to their music. Its origin might be Sama
Veda. But it had grown like a mighty river which had its
origin in some inaccessible range of mountains and had passed
through many hills and valleys. Music had been strengthened
by many traditions, concepts, emotions and ideas. In that way
it went on increasing and they had at the present day what was
regarded as a mighty symphony. In this way had all music
grown, and had also continued to be a solace to humanity. It
had brought strength and, so to say, “ watered the mind of the
people.” It had given them a fresh vitality.

2
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In recent times, Prof. Kabir observed, music had fallen into
*« disrepute,”’

They would remember forty or fifty years ago if
a man or woman belonging to what they called higher strata of
society wanted to make music not merely a hobby but a vocation

there was a kind of social condemnation and this applied not only
to music but to many of the arts as well. In the last thirty or
forty years, he said, as the Indian spirit awakened again after a
long slumber, the regard, prestige and esteem for music and the
musical spirit revived in India. Here again, one had to pay
tribute to Rabindranath Tagore who had been responsible for
restoring prestige and dignity to music particularly in North
India and this spirit spread in South India also.

The Minister said that the Academy had gone on from
strength to strengih and they had been attracting musicians
from all over the country, not only from the South but from the
North, East and the West and the Academy had a fairly long
tradition. They kad torealise, he observed, that basically music
was the same and during the last 400 or 500 years there had been
a constant interchange between the music of the North and
South, He was therefore happy to learn that these different
manifestations of Indian music were encouraged, developed and

fostered here side by side. ¢ It is the true spirit of catholicity in

music anywhere in the world,” he remarked. Indain music, he

was sure, would be enriched by whatever they could incorporate

from the traditions of other countries based upon their own
traditions,

In counclusion, the Minister referred to the progress made by
the Academy and remarked that they in the Government would
also try to help the Academy in all possible ways, He had
briefly visited that morning the magnificent modern auditorium
they in the Academy were trying to put up here. It was a very
ambitious project and he wished them success in this venture.
He had no doubt that if their endeavours were pursued in the
same spirit as they had in the last 33 years, if they had the same
devotion and dedication and a devoted band of workers who

would placc the interest in their institution above everything else,

: 11
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me
then their ambitions would be fulfilled, perhaps sooner than 80

of them expected.

th
The Minister than declard open the 33rd Gc?nfelrcnce of the
Academy and the connceted music and dance festival.

1 i the
Sri S. Venkateswaran, 1.C.S., Vice-President of

Academy thanked the Minister for his address.
Election of the President

T i osed
Sangita Kalanidhi Musiri Subrahmanya Aly'z:lr ttx:;igrgg o
i i Al for the Presiden
i Madurai Mani Aiyar : tshi b
de‘:izncc In doing so, he said that Vidwan Mani A\ya;rr;caxnz‘
c . s
d::;rved the honour since he came from a reputed paramp

had adhered to sampradaya.

ident of the
brahmanyam, Presi
i a G. N. Balasu o
YldswaConference, seconding the pro-pos;lzl, (_)bsc:}r‘vemuﬂical
‘\)/'r'cdvmu Mani Aiyar enjoyed a unique distinction i t c“ ool
10 iti i d him to all.
i hich endeare
d had certain qualities W : n to The
world::ll was further supported by Sangita K.alamdk:}x)saDwAiyar
%mplj taswami Naidu, Maharajapuram V.lswana e
T:xr" avizhimizbalai Subramania Pillai, Mudikondan
iru

rama Aiyar and Vidwan T. K. Jayarama Aiyar.

i 2 if of
Sri K Chandrasekharan supporting the proposal onvbv;l:)aw:s
i K. ng ! °
'kz observed that Vidwan Mani Aiyar was on
rasikas,

always the hero of the crowds.

O behalf of the North Indain musicans, Pandit
n be

S. N. Ratanjankar supported the proposal.

manya Aiyar then presented Vidwan Mani

Sri K. Balasubrah 1d blessings received from His Holiness

i with mantrakshata and : |
‘g"y;rankaracbarya of Kanchi Kamakoti Peetha
ri

Presidential Address

Mani Aiyar then delivered his Presidential
hich he exhorted students of musicC a'nd
tion to the traditional grounding

Vidwan Madurai
Address in Tamil 10 W
teachers alike to pay greater atten
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and training in the first lessons,

Lackof this had been responsible
for fall in standards, he added.

The Vidwan also appealed to the Government to establish a
University for Music and help the Academy achieve its aims.

At the outset Vidwan Manj Aiyar thanked the Academy for

the high honour done to him and expressed the hope that with the

blessings of his gurus, Sri Rajam Bhagavatar and Sri Harikesa-

pallur Muthiah Bhagavatar, and of his father Sri Ramaswami
Aiyar and uncle Vidwan Pushpavanam Aiyar, he would be able

to perform the onerous role of the President of that year’s
Conference.

Music, said the Vidwan, lent beauty to life.

It pleased the
mind and removed depression.

Practised on correct lines with
sincerity and devotion music had a lot of benefits to offer. It
could give a zest for life and a new strength which did not exist
earlier. The devotional songs of ours sung with a faith in God

stirred our soul, These characteristics were well noticed

particularly
in our Karnatic music,

A natjon’s culture was reflected in the
growth of the music of its people. Music was a universal language
by which the art and civilisation of one country were understood
by another. It is our good fortune that music had grown and
prospered by the industry and perseverence of our forefathers.

Our elders set great store on the devotional aspect of music,
the speaker added. Songs of devotion sung with a knowledge of the
sahitya united the singer and the listencr spiritually. Qur sangita
never pleased the senses only. It helped to foster bhakti and
pursue the path of self-realisation. The songs of the Musical

Trinity, replete with rdga bhiiva and bhakti, formed the bedrock of
our music.

Stating that ihe standard of our music had gone down,
Vidwan pointed out that it was due to lack of proper trainin
the early stages. Without the foundations of Sarali, Alankira

Gita and Varna, the singing of kirtanas and ragas got defective,
He would impress on students

the
g in

the need to practise sarali and Janta
in four measures of speed, alankirg in three and gita in two before

Prs. 1-1v] FHE XXXIII MADRAS MUSIC CONTFERENCE

tin
assing on to varna. At least fifteen varnas should be learnh
‘ i il eachers
:)wo measures of speed before proceeding to kirtanas. 'tI'I:ie t oher
. .. a ]
should also insist on this strict training if the presen y

comings were to be rectified.

The Vidwan urged that the pieces of Sri Tyagaraja ?wazn,

i i ther

Sri Muthuswami Dikshitar and Sri Syama Sastri dz.l:dn:l ;«)orm

in the correct traditio .

sers should be learntin t : .

grtca:i:e;(t);nft?ould listen to senior vidwans rendering thesc:fsocrlyge;

) 8

Musical training could best be begun between the ages o

and ten.

Addressing the junior vidwans the speaker saidf;lgt t:]iy
i including those of Gopala-
t continue to learn new plCCC'S, e
:ll-xshnc'i Bharati, Arunachala Kavi, Patnam Subrahm?nzaé::aa-
l\'?stht; Thandavar, Poochi Srinivasa Iyengar, Mut.hlal. ”l_lgna
? . — . — h ,
‘:ar Kotisvara Aiyar, Tevaram, Tiruppavar, pada,_]avadz, : o
V:‘ ’A larger repertoire helped to increase one skno'w;e ge;rence
con i th rev .
jor vi d be listened to wi
f senior vidvans shoul - ce.
ionccr::lguld be sung with a knowledge of the sakilya, the enuhnclilad
b'cmgsf the words being clear. Sangatis lacking raga bhava 8 0-n !
i i
tb;onc(s)che:wed While one or two rare ragas mli?thbe sur;gll 2
; . which are
juni Id largely handle ragas :
‘;ox?cc” JEu::r)xrsas:lzl:ng rarég ragas such of those as are .SImplC ar::i
h‘";‘:l' be appreciated by the listeners should be sung in conc;n:h;
u . o
(t:;c obscure ones being reserved only for Practlcc pur;:o:eilow e
sruti must be fixed to suit the singer’s voice, blt;t mus e i
dara panchama. During
ice to clearly reach the man : i :
:r?ilgc;t (;)e adv);ntageous to have a little higher srutt.

i he adhara
While beginning a corcert a singer must start fromt

a with the bhava of the
"hadj"‘ and‘ rea}Chn:il;cd.ma',llf:la:z ip:n:z‘;msamc ruga bhava h.c must
reach mg‘:lhlz panchama and stay there. After elaborating th.c
e betwee t-lyle madhya and mandara panchamas the upper shadja
o t:tweear::hed. From there the raga could be elaborated up to
lttilus:ar: str}fayi madhyama and if possible the panchama: lt\fstcrth:
he t raga prelude on these lines for five to ﬁftecn.nl:]m‘t)l e s,un
sj’c'i(r)trana gand sparas in two measures of speed might be g
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Each £irtana might be handled in this manner. At every oppor-
tunity it was good to stop at the adhara shadja, panchama and upper
shadja. Tt was necessary to do the elaborations with thege three
places as the base in turn. In the case of some ragas the jiva
svaras also might be utilised as the base. Vidvan Mani Aiyar
also advised junior vidvans that in addition to following the
styles of their gurus they could incorporate the good features
found in the styles of other singers and develop individual styles
of their own. He would also appeal to the music sabhas to
encourage junior vidvans by giving them monthly concerts.
The radio had done a service to Karnatic music by carrying it to
the nooks and corners of the country and outside. If they would
also broadcast the programmes of juniors they would be bring-
ing these vidvans before the public to a larger extent, If the
vidvans also, on their part, would work hard and get fully trained
they would receive adequate public recognition in their time.

Raga singing occupied a unique place in Karnatic music,
said Vidvan Mani Aiyar. It provided the best opportunity for a
vidvan to show his creative talents. Rigaslike Todi, Sankarabharana,
Kalyani, Bhairavi and Kambodhi had been handled by generations
of vidvans in the traditional manner. They never tired us although
the style and presentation of each singer might depend on the
quality of his voice and his imagination. For the last two gene-
rations a few rare rggas had been popularised and had come to
be presented in a beautiful form. Experienced vidvans could
handle these ragas to a larger extent. He would remind everyone
that the identity of a raga should be made known even at the
start before any elaboration was attempted.

Pointing out that there were increasing number of versions of
one and the same composition, the speaker urged that one should,
as far as possible, learn the pieces of the Musical Trinity in their
old traditional forms, sing them as they were with bhgva and
preserve them. Vidvans could mutually help in the learning of
traditional forms and preserving them. Facilities should be given
for vidvans to get at these old forms and patha. It would be

appropriate if this service to Karnatic music was rendered under
the auspices of the Academy.

d 15
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Vidvan Mani Aiyar continuing, said that th.e phrases taken
from a kirtana for neraval should be chose.n with an ey; c;g
the bhava of the piece which under no c:rcunistanc? shou
get damaged. Swvara singing should keep to fhe raga bl,:aua uzxfll(gl
the necessary gamaka. Tana should be begun in the mad yamg a
and maintained in it with snatches of fast-tcm.po-phrases t :own
in. Pallavi-singing in two kalais or four'kalau could best;az;
tive if the original time measure is sufficiently slow to ado o
the second and third measures. The less the number c.>f wor l:.u ca
the greater was the scope for elaboration of a.pallrzvz: Ma ‘:r;%th
passing reference to sruti bheda the spea!;er s'lald that ;lt‘w:asf roreh
considering whether it is advisab-lc to brlgng in the chhaya o
rdgas when one is singing a particular raga.

Vidvan Mani Aiyar then referred to the various nfusical
instruments of South India. Gcnerati?ns of Nagasva.ra v1dvafls
had rendered service to Karnatic music by elaborating ragas in
an inimitable manner. Veena had an honoured placeﬁ}n ;u:
music. If the voice could only render what the veena o ere ‘11
would undoubtedly be gandharva gana. The flute haddn}sj1 sp.ecl::r
appeal. The violin, as an accompam.ment, had hel[?cd.t e:sr;ile
to improve his manodharma. The mridangam was indispe sabls
for the maintenance of tala and added lustre .to z?‘;:-o % l
Jalatarangam, Kanjira and Ghatam had each its individua

beauty.

Karnatic and Hindustani music were sisters, said the spcl:xk‘cr.
Each had its peculiar attractive features, several of: them ex?'g
common to the two . But it would be advisable to sm\grld{ama n;

i i istic style. idvans o

ic wi from its characteristic s
music without straying . .
both schools could, however, benefit mutually by listening to the

rendering of the other school.

The Government had been doing their best to foster m:slic
by means of scholarships and prizes to students. A greaterbl.chp
to the cause would be done by the Government by the esta : -
ment of a University for Music. The nucl‘eus f(:; sudc re:
University might well be the Music Academy which ha rlcx:j eand
service for thirty years. The Academy had now struggle
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arranged to have a permanent building of its own with the
co-operation of rasikas. The speaker appealed to the Govern-
ment to render all assistance for this construction, The musical
world was grateful o Sri K.V, Krishnaswami Aiyar for his

untiring work and zeal in looking after the progress of the
Academy all these years.

Vidvan Mani Aiyar recalled the first Conference of the
Academy in 1927 in which his father read a paper and he himself
gave a concert. He had been taking part in the Conference

every year since then. He was happy that he had the opportunity
of presiding over the Conference that year.

The following is the Tamil text of the Presidential Address.
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After the Presidential Address th
Nagasvaram by Karukurichj
N. P. Raghava Pillai and Need
on Thavil,

€ré¢ was a concert on
Arunachalam accempanied by
amangalam Shanmukhavadjvelu

Conference Sonvenir

In connection with the Conference, the Aca

an attractively got-up Souvenir. The Souvenir carried, besides
an account of the activities of the Academy and a detail,d

ed anno-
tated programme of the Conference, tricolour portraits of the

demy brought out

following special articles: Gopalakrishna ] ;

Venkatarama Iyer, Nadaippallapi by fih:r:‘iz;‘am?yVIf:kdlfondan
Iyer, . Cowell’s Madras Symphony—1Its  Indian Inspi a:_arama
R. Vaidyanathan, Upanishadbrahmendra Yoginby Dr. v Rra tl:n >y
and a n.otc on the Music Academy’s new b.uil'dinag av:n’
construction by Resident Engineer Sri V. B, Thammiah 8 e

Experts’ Committee Meetings
THE FIRST DAY

23th December, 1959

The meeting of the Experts’ Committee of the Musi
Academy, Madras, convened in connection with its 33rd Conf:c
rence, opened its sittings this morning at the special “onfe-

a
P. S. High Schoo)l grounds. pandal in the
Vidwan Madurai Mani Iyer,

President of th
. . e Conferenc
was in the Chair. €

Tiruppavai

The President announced that the proceedings would begin
with the recital by Vidwan K, V. Narayanaswami of the auspi-
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cious psalms of Andal which were particularly appropriate
to the month of Margasirsha when they were having their
meetings.

Vidwan K. V_ Narayanaswami then recited select songs from
Tiruppavai, accompanied by Sri T. N. Krishnan on the Violin
and Palani Subrahmanya Pillai on the Mridangam. He first
rendered two invocatory verses Neelatunga in Sanskrit and
Annavayal in Tamil, both in Bhoopala. The selections from Tirup-
pavai included Margazhi-t-tingal—Natta ; Ongi ulagalanda— Arabhi ;
Azhimazhai—Varali; Keechu keechu—Bhairavi ; Undumada—Saveri ;
Toomani-madattu—Hamirkalyani ; Male manivanna—Kuntalavarali ;
Vengakkadal—Surutti.

Vidwan Mani Iyer complimented Sri Narayanaswami on his
excellent rendering and thanked him and Messrs. Krishnan and
Palani Subrahmanya Pillai,

Tyagaraja’s Bhajana Sampradaya

Sri S. Subrahmanya Iyer of Pudukkottai then read a paper
on the  Bhajana Tradition of Tyagaraja”. Quoting profusely
from the Saint’s songs, he pointed out the devotional background
and the various moods of the devotee, the recital of the Lord’s
Name and other modes of adoration leading upto mystic expes
rience and oneness with the Lord. The President thanked the
lecturer for his drawing attention to this important aspect of
Tyagaraja’s music,

Veena Demonstration

Vidwan Devakottai Narayana lyengar, assisted by his
daughter Kumari Vedavalli, and accompanied by Sri Karaikudi
Muthu Iyer on the Mridangam, then gave a demonstration of
gamakas and the way in which they were to be practised and
rendered in Veena-playing. Taking the raga Mayamalavagowia
first, he played sarali in three kalas and three sthayis and showed
how gamakas figured there and contrasted the same with alapana
in the same raga and the rendering of gamakas in such alapa. He
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emphasised that swaras were not t¢ be sounded in

: a ba
but should always he rendered with T ¢ manner,
S gamakas. The meetus, he

said, she and ¢ i
\ uld be few and aceerding to what his tes
o Sold be few g 4t s teacher had tanght
» the player should be able 10 Piny o least six sq i
A Wast g 'aras 1 one
et arayana Iyengar they plavod ihe Tyrga raja-kirtana
In the same raga i | 5 ;
in the y fg » Merusamana. 11 e, rendered Bilahari in raga
. n » .« - )
v @ and followed it up with the Prwee Nanukontini, to which
is gur : atkvdi il .
gurus, the Karaikodi Brothers, had added a brilliant chin
M : ' AL an iant ¢ -

swara. The Vidwan then revdered ooppe rare v ‘f T a
e . : . ! Y Dieogs o aga-
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“ . ' i el Paripalay
mam . Darbar; and I Trijagallisy in Surang "I'l 4 a}(ll
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et e Srivens ©Nadupar in it and a

Thanking the Vidwan, the Pre
said that he endoried what V
about the gamalas in Vecna.

: ALerd Sri Maduraj Mani Iyer
idwan Nuravapa Iyengar had said
] . N 3 . )
VI Lot desiied! 1o add
the \ sired to g that all
those zc.marks would apply equaiiv 1o Practice in veice also, H
emphasised that fangaiis sung shonld haye full vivg ' )
: ave Tvaram,

THE SZCOND Day

26th Degember, 1959

When the Experts’ Gomrmiree ol b

1Sy & d y
I\I S1C L ‘aem met
thl mornir g, r. Andnta I\ri!ql Q and D2rty il" m ()] resente
9 1 I\f{ i ) 2 pA sen \_d
a I)d])(} > oca it il S I3t 3, On fhe \l/[u 1C f
T \Vl]h v l ar ll % 11 ! b (o]

. (3} .
Orissa ”, and Vidwan Karaikudi Muthn Iyer gave a tajk d
: v - T gave alk an
demonstration on ““ Methods of learning Mrid » 3 J
g dangam”. Vidwan

Madurai Mani Iyer, President of the Conferenc i
i ( tice, wasin the

Music of Orissy

Introducing Mr. Ananta Misra and party f ]
Dr. Raghavan explained how tire had been revcY o Orissa,
versy as to whether the musie of Ogigs bfnzly a contro-
Hindustani or the Karnatic School and h #a belonged to the
mittee went into the question at the )

how a fact.ﬁnd,'ng com-
Sangeet Natak Akademi. In hig paper l\l/?rsmnCe of the Central

Ananta Misra advo-
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cated the view that the music of Crissa belonged to the Karnatic
school and in evidence of this, he referred to the Karnatic ragas
and falas and the compositions in them found in the music
treatises of Orissa of the 17th ard {8th centuries. He refuted the
theory which was being recently built up by some influential local
enthusiasts shat Orissan music was a distinct category different
from the Hindustani or the Karnatic. Mr. Misra alsc said that
till recently leading writers and autheritizs in music in Orissa had
h:'d cnly the view that they belonged to the Karratic school and
it was only rccently that scme bad charged theilr minds.
Sri Ananta Charan Patro, providing the illustrations, sang songs
composed by Orissan composers of the end of the !7th and
beginning of the 18th centuries, Gopalakrishna Patnaik,
Raghunatha Pariccha, the author of the Lakshana
Chandrodaya, and Padmanabha Pariccha. The pieces were
in  Pantuvarali — Rubakam, Kalyavi—Adi, Saurasiira — Rupaka
and Arabhi — A4di, all in ;egrelar Karcatic form.  Tu answer
to a querry from Sri S. Parthasarathy, Mr. Misra said
that the composers of these songs hailed from Ganjam and the
music of these songs were learnt by the singer from his guru who
was a Telugu, himself a pupil of a Telugu Vainika. The
members of the Experts’ Committee wanted a song frecm North
Qrissa, and accor:iingly a plece in Kedara by Kavisurya of
Athagadha was sung but that was also in Karnatic mould.
Mr. Ananta Misra showed alio some interesiing manuscripts and
snme early printed texts of songe, ragas and talas in Qrissa. The
most interesting manu:cript was, of course, the one called the
Lakshana-Chandrodaya, partly in paper and partly in palm leaves
which contained several coloured illustrations depicting the per-
sonified forms of swaras, talas, as also of the hastamudras of dance.

Winding up the subject, Dr. Raghavan observed that the
materials presented were net adequate for their Experts’ Committee
to pronounce any opinion ¢n tha question whetber Orissan music
belonged to the nurthern or the southern style; just hke Southern
M:harashtra, Orissa was also musically a bi-lingual area and as
it was clear in the specimens they had heard that morning that
Southern Orissa wasinfluenced by the Karnatic style. Naturally
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they should expect that in Northern Orissa, there was more
affinity to the Hindustani style. They could only say that what
was presented to them was in Karnatic style, that more material
was necessary and that the question must be more completely
examined.

Mridangam

Vidwan Karaikudi Muthu Iyer then explained the beginning
lessons in Mridangam practice. He illustrated orally with
Konippu, while hisson and a pupil of his played on the Mridangam.
Vidwan Muthu Iyer referred to his having learnt his art from
Thirugokarnam Sivananda Pillai, a classmate of the famous
Dakshinamurti Pillai. He explained the different Pathas for the
five jatis and the moharas made up of four avartas and three
Korappus. Sri C. S. Iyer wanted the Vidwan to explain the
finger-work in Mridangam, the production of susvaram and the
synchronisation of the two hands. Sri Muthu Iyer explained the
work of the hand on the right side, the chappu, the half-chappu and
also a quarter-chappu as the late Dakshinamurti Pillai used
to refer to a peculiar action of his right palm, and also meettu and
Pottu-meettu and gumuki on the left side. The subtleties of these,
Vidwan Muthu Iyer said, could net be explained and they could
be mastered only by continuous sadhaka.

Thanking Vidwan Muthu Iyer for his very clear instructive
discourse, the President, Sri Madurai Mani Iyer, emphasised the
need for the Mridangam artiste to learn orally all the Kenippus,
as thereby they gained a mastery and facility for playing on their
instrument as an accompaniment in concerts.

THE THIRD DAY
27th December, 1959

When the Experts’ Committee met this morning with the
President of the Conference, Vidwan Sri Madurai Mani Iyer, in
the Chair, Calcutta A. K. Raghavachari gave a recital of some
of his new compositions and Prof. R. Srinivasan gave a talk
and demonstration on ‘“Ideals and Standards in Harikatha
performance .
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New Compositions

Introduced by Dr. V. Raghavan, Sri Raghavachari, pupil of
Namakkal Narasimha Iyengar, recited four of his new composi-
tions : Sarasijalochana, a varna in Neelamberi—Adi; Saranga-
chapadharam—Saranga— Adi : Pankajalochana—Byagada ; and
lastly two verses in Natakurinji and Darbar from the Sristuti which
he had set to Ragamalika.

The President, Sri Madurai Mani Iyer, complimented the
composer on his new compositions, his swarajnana and good
sampradaya.

Harikatha

Prof. R. Srinivasan then gave a talk and demonstration on
how to perform a Harikatha. He said that the basic character -
of Indian culture was spiritual and that Bbajana and Harikatha
formed an essential part of the devotional life of the people. The
Harikatha was a very potent medium and in South India, even
in the field of music, it had once enjoyed much greater vogue than
even concert music and they could recall to their memory
some of the wellknown singers who had preferred to do Harikatha,
viz., Muthiah Bhagavatar, Anantarama Bhagavatar and
Vedanta Bhagavatar. The speaker referred to the contribution
to the art by Krishna Bhagavatar, Sulamangalam Vaidyanatha
Bhagavatar and Panchapagesa Bhagavatar. He referred to the
rhytbms and talas suitable for the songs in Harikatha, Em-
phasising the fact that the performer should have the gifts
required for mono-acting, the lecturer said that at the same time
it was necessary, particularly at the present juncture, to draw
pointed attention to certain tendencies among Harikatha perfor-
mers to indulge in undignified expressions with a view to please
the audience or to provoke laughter. The speaker then took up
the interesting theme of the incident of Collector Price and his
association with the building of the dam in the Madhurantakam
lake which he, the speaker, had set to a Harikatha form with the
necessary musical compositions in different patterns.

Thanking Prof. Srinivasan for his exposition, Vidwan Mani
Iyer said that he agreed completely with the lecturer that the
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purpose of Hankatlhia was the spread of devotien and that there
was need to eschow joles and unseccwnng remarke,  Sri Mani
gval part of their music
traditien and that shey shouid b thankiul to the Al Tndia Radio

for givieg epporiunities fy ol shose ot arpeciy of their

Iyer also snid that Harilnehae was oo hute

wusic iradition including Hurikatha,

Thankirg the accompanics an Vieln zrd on Mxldangam,
Se1 Tiruvaiacgada Suadarcea fver, Kacaikudi Mutbu Iyer and
Vellore Ramabhadran, the President complimented Vidwan
Sundaresa Iyer for the excelicnt way in which he accompanied
and also hiy ability to bring vut the raga with a few touches.
Referring to*h Miidangam, Sri Madurai Mani Iver said that
many outstanding artistes cen that inctiument like Azbaganambi
Piilal were closcly assouated with ilariketha as ac&ompanims
and thatuocalivtle of thar elliciency as accempanisis was due
to the training they gained in accompauying reputed Hzrikatha
artistes like Panchapage:a Bhagavaiar.

THY ¥OURTH DAY
25th December, 1959

At the weatiag of th= Bxjer ) G aanitice thia morning at
the . S. Iiigh School grounds, there wae a recital of the com-
position of  Sri Rajagancsa  Dikshiiar of Chidambaram, a
demornstraiion on Seskha-vadram avnd 2 recital of select pieces
from the Krishualiletarangini. 'Yhre President of the Conference,
Vidwan Madural Mani Ive;, wes in the Chatr,

New Coupositions

Sri Rajaganesa Dikshitar, Dr. Raghavan said in his introduc-
tion, had perticipated in the 1955 Confercnce of the Academy
when he read anerudite paper on a scheme of the 32 Melakartas.
He was not only keenly interested in music-thecry, but was alse an
original ccmposer.  He bad breught out a volume in notation of
34 songs of his in Sanskrit, Tamil and Telugu. Some of these
pieces were in many rare ragas, three of them being new ionnova-
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tions of his, viz., Prabhavati in Harikambhoji Mela, Leeiavati in
Natabhairavi Mela and Sankari in Sankarabharana Mela. The
select pieces from this forthcoming publication of his, Keertana-
muktavali, were sung by Sangita Bhushanam T. K. Subrah-
manyam, accompanied by Kumbhakonam Srinivasan and
Karaikudi Krishnamurti. The pieces rendered were Sevs’nisom
in Prabhavati, Sabhapate in Nagagandhari, Maramana - Raga-
malika, and Ajavahana in Lilavati.

Complimenting the composer, the President, Vidwan
Madurai Mani Iyer, observed that both the Sakitya-texts and the
musical parnamettus of these compositions were good. Sri Mani
Iyer said that it was a wrong notion of some composers that Varna-
mettus should be totally new and the sancharas should be such as
were not found in other pieces, for appealing prayogas of ragas
would always be there and their absence would deprive the
composition of beauty. He was glad that in the present case the
composer himself had a good grounding in svarajnana. This was
not a case in which one composed the text and another set it to
music, As regardsthe handling of apurova ragas Sri Mani Iyer said
that there again the Arokana and Avarohana should be such as
would lend themselves to be easily and naturally executed by the
voice and should not be hard to negotiate. In this respect again,
he said, the present composer showed a capable handling of
the apurva ragas. On behalf of the Academy he thanked Sri
Rajaganesa Dikshitar and the three young vidwans who partici-
pated in the recital.

Sankha Vadyam

Sri Tiruvarur Mahalingam then gave a demonstration of
music on Conch. He was accompanied by Sri Ramamurti of
Madras on the Violin and Sri Tiruvarur Krishnamurti on the
Mridangam. Opening with a Thiruppugazh in Mayamalavagoula,
Sri Mahalingam played the pieces Nadatanum anisam, Sarasa-
samadana, Paratpara and Manasa sanchara re. He then showed
also the possibility of raga-alapana on the Conch by rendering a
raga-malika. The Conch as he used was examined by the
members’ of the Experts’ Committee including the North Indian

5
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Vidwans present; there was of course a tube attached to the
normal opening of the conch but no reed was employed. The
President thanked the Vidwans for their demonstration.

Krishnalilatarangini

Sri T. V. Seetarama lyer and his son T. S. Vasudevan then
gave a recital of select songs (Tarangas) from the Krishnalila-
tarangini of Narayana Tirtha. Introducing them Dr, Raghavan
said that SriSeetarama Iyer hailed from Tiruvenkadu and he was
one who belonged to the Bhajana Sampradaya in which the Tarangas
had been preserved well in their authentic ragas and Varnamettus,
Their recital was accompanied by Messrs. Alandur Natarajan
and Venkatesan Pillai and included the following Tarangas
together with their introductory verses: Jaya jaya swamin -
Mohanam ; FJaya jaya Ramanatha - Natta; ; Mangalalaya mameva—
Kedaragowla; Bhuyo bhuyo yache—Punnagavarali ; Vikshe’ham kada
—Ahiri; Govindam iha—Bhairavi ; Jaya jaya Gokulabala— Kuranji ;
and Fayamangelam—Ghanta.

Thanking Messrs, Seetarama Iyer and Vasudevan, the Presi-
dent of the Conference observed that the Bhajana Sampradaya had
indeed the form of manyold ragas. Tt was these old songs in
which these ragas lived and the revival of interest in the Bhajana
tradition was therefore 10 be welcomed in the interest of music.
They were beholden, the President said, to Sri Secetarama Iyer
who, in spite of bis advanced age, had come to give that recital
along with his son,

THE FIFTH DAY

29th December, 1959

When the Experts’ Committee reassembled to-day with
Vidwan Madurai Mani Iyer, President, in the Chair, Sangita
Bhushanam S. Ramanathan read a paper on « Gramgs and
musical Intervals” and Vidwan Sermadevi Sri Subrahmanya
Sastri gave a recital on the Veena of the < Rare compositions of
Ramaswami Dikshitar .
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Gramas

In his paper Sri Ramanathan described the nature of Grama
as seen in Bharata and Sarngadeva and the conception of con-
sonance (samvaditva) as set forth by Bharata. Hf: adduced
evidence to show that Bharata was aware c.)f the idea of the
interval (antaram). Further correlating t%lc evidence of Bharat?
with that found in ‘Silappatikaram and its commentary by Adf.
yarkkunallar, he showed how there was agreement al.)out. 22 fmm
and the three kinds of intervals namely cha'tussrutz, tr‘zsrutz and
dvisruli between these two sources. Sempalai of :I‘aunl sources
corresponded to modern Harikambhoji a.nd from this other scales
were derived by the model shift of t.omc,. and one of ttlmese, .Arum-
palai, could be recognised as the Shadja'Gmma. .S,haataja and
Madhyama Gramas, he said, were in vogue in Bharata s'txmcs as
his observations on the employment of these Gramas in dr'f\ma
howed. He then dealt with the Madhyama Grama as described
X 0S ngadeva and Ahobala. As regards the Gandhara Grama, he
:):id a;ngthe basis of the Sruti values of that .Grama given by
Sarngade\}a, that it was identical with the .Dhawatar.nurc.hkana' of
the Shadja Grama and could be equated with the Vzlarz{)palaz of
the Tamil sources. He opined that'th.c ga-Grama fell into the
disuse owing to the difficulty of negotiating two ma-s. In conclu-

. N red.
sion he said that Bharata’s scales were not equi-tempered

Dr. Raghavan observed that the statement in the pap.ef that
after Bharata it was only Sarngadeva that gave ,any f‘leﬁmu.on of
the Gramas was not correct. In fact Matanga’'s Bnl’mddest con-
tained a detailed account of Gramas and thi-it Matanga’s work was
of great importance in the history of musx'c. He also observ?d

he statement in the paper that the Vina had fixed frets in
t:attti;e‘ of Sarngadeva could not be justified, as the fixed frets
the

were of much later date.

Prof. Ratanjankar said that the North Indian Bhairavi That

1d co.rrcspond to old Gandhara Grama. He wanted the nature
“;'0; ti to be exactly defined as to whether it was a tonal unit or
of Sru

1f it was not, it was to be explained how it could be used
not.

for defining Samoaditva.
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The President, Vidwan Madurai Mani Iyer, ob
the human voice was not a reed; there were i;\: !Cl‘vsd that
varities .of the same note and the Kampita Gamaka o dlff?rent
our music. As regards the value of the old texts V:a:;lthe fife of
the President said that they were indeed of importancI:a a:c;earc:)d,
cou

P1s. 1-1V] THE XXXIII MADRAS MUSIC CONFERENCE 37

not be thrown aside. He thanked Sri Ramanathan for his

paper-
Ramaswami Dikshitar

Vidwan Sermadevi Subrahmany2 Sastrigal assisted by his
son then gave 2 recital of the rare compositions of Ramaswami
PDikshitar, father of Muthuswami Dikshitar. The first was 2
Swarakshara-Padavama in Todi raga and Adi Tala on the com-
poser’s patron Manali Venkatakrishna Mudaliar. Sri Subrah-
manya Sastrigal then played ten sections of the 108 Ragdtalamalika
composition of Ramaswami Dikshitar, beginning with the words
Natakadividyala, the ragas 2nd talas of the sections rendered being:
Nata - Dhruva ; Gowla - Madhya ; Varali - Rupaka ; Bowli - Jhampa;
Saranga naié - Tripula : Sri-Ata; Arabhi - Eka ; Lalita - Leelatala ;
Ramakriys - Udikshana tala; Sama - Ratilila tala and Manirangu -

Darpana tala.

The President, Vidwan Madurai Mani Iyer, expressed the
profound thanks of himself and of the other Vidwans for the
exposition of such little-known compositions which a Vidwan
of the type of Sri Subrahmanya Sastrigal alone could take the

trouble of bringing to light.

THE SIXTH DAY
30th December, 1959

At today’s meeting of the Experts’ Committee, Swami
Prajnanananda of Calcutta read a paper on the « Historical
Development of Dhruvapada-Prabandha-Giti”, Prof. Robindra-
jal Roy, Delhi University, read a paper with demonstration on
the «Significant use of srutis in North Indian Ragas” and Vidwan
Veeriah Chowdhry of gavea talk and demonstration on Tanam
Singing. The President of the Conference, Vidwan Madurai
Mani Iyer, was in the Chair.

Dhrupad

Swami Prajnanananda, Dr. Raghavan said introducing him,
belonged to the Ramakrishna Vedanta Math, Calcutta, and was
well-known for his writings in Bengali and English on the history

of Indian music. He had received practical training in music
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under reputed teachers. In his paper the Swamiji traced the
stages by which the composition-form known as Dhrupad might
have evolved. The prevalent notion was that it had originated
in Gwalior under Raja Mansingh Tomar in the 15th and 16th
centuries A.D. References to this effect were also found in
Adin-i-Akbari, but what took place at that time wag only a
rcviYal or rejuvenation of an old form. In the Sanskrit texts on
music numerous Prabandha-gits were described, and under
Salaga-suda—Prabandha, a type of composition called Dhruva wag
also mentioned. Some of these Prabandhas comprised three
angas or Dhatus: Udgraha, Antara and Abhoga, and some six
According to Sarngadeva’s definition there was only one dhaty ix;
the Dhruva type, namely Udgraha, but which itself had two parts
or khandas. According to Kallinatha this Dhruva composition
came _under the Fati called Taravali. There were sixteen
varieties under Dhruva, all of which were described completely
This Dbruva Prabandha of the Salaga-suda variety should have:
been the forerunner of the Dhrupad. Mansingh and his musicians
should have adapted and spread it among the larger public. Bug
before Mansingh, Baij Baora and Gopala Nayak had developed
the Dhruvapada—gitis. The Swa:niji then referred to the part that
Dhrupad played in the field of music as well as on socia]
occasions during the period of Akbar and the subsequent times
He pleaded for the maintenance of the Dhrupads in all theix:
characteristic purity and importance.

Prof. Ratanjankar said that the main basis of Dhrupads was
devotion and it could be traced back to the music which was
sung in the temples from oldest times at the time of services
during the different parts of the day. Dhrupads had certain]
to be related to the Prabandbas described by Sarngadeva an;
other writers, and their modern development came in when these
devotional, austere songs were adapted to concert-singing and
entertainment. The Dhrupad style did not permit Tana-singin
and the word ‘Dhruva,’ in its name signified conformity tg
certain norms and rules and the avoidence of changes, There
was of course a preliminary extempore alap but in the actual
form of the song there was to be no change and in the Rampoor
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School of Dhrupad-singing descended from Tansen himself, even
the doubling of the tempo was prohibited. In more modern
times when Dhrupad came to be sung more and more to show off
the musical capacities of the Ustads, a short of duel developed
petween the singer and the Mridangi, but this was something not

suited to the Dhrupad style of singing.

On behalf of the Academy, Dr. Raghavan thanked the
Swamiji for his paper on Dhrupad.

Srutis

Prof. Robindralal Roy, Dean of the Faculty of Music, Delhi
University, presented a paper with demonstration on the
«« Significant use of Srutis in North Indian Ragas.” His talk
was illustrated by the singing of a number of ragas. There were
two aspects to srubis, the lecturer said, the mechanical and the
aesthetic. The mathematical division of the octave by cycles of
of Fifths and Fourths was something which had no relation to the
purely musical way of thinking. The lecturer took his stand on
the relationship of the major and minor thirds which was the
most important relationship in our music and to which he gave
the name Gandhara-Bhava (Ga being taken either as Komal or as
Suddha). The Gandhara—Bhava was more fundamental, not being
limited like the Panchama and the Madhyama-Bhava. This was
illustrated by the lecturer by singing some ragas. Phrases
which omit the Gandhara-Bhava did not yield a raga, whereas even
the absence of the consonent Ma and Pa yielded the raga when
the Gandhara-Bhava was strongly established, as in raga Marva,
which often ignored Sa itself. Even four notes could give a raga
like the Northern rag Hindol if; there was the strong Gandhara-
Bhava. He then reviewed the forms of certain important ragas
belonging to different groups and showed how srutis were
determined there by Raga-bhava. The structure of a rqga was a
very detailed and complex matter., The srutis could not be
produccd as isolated events, but always occured in gamakas
unconsciously. Being delicate and subtle and based on feeling
and sincerity of execution, it was indeed doubtful if any musician
could produce the same sruti twice. The lecturer was therefore
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of opinion that the musical calculation of srutis had no meaning
from the purely artistic point of view.

Prof. R. Srinivasan, agreeing with the speaker, said that the
Gandhara-Bhava was the natural interval and even in Vipadi
Melas its occurrence counted for beauty.

Sri C. S. Iyer observed that in the actaal singing there were
always the unpronounced svaras which were always important.
Vidwan Sri V. V. Satagopan said that nobody prevented a
straight course to the next note but what the lecturer meant was
that for Rakti the introduction of Ga-Bhava was important.
Winding up the discussion Prof. Roy said that Ga-Bhava was
foundational ; though they might find phrases without this, yet
it could be seen how Ga-Bhava was inevitable when one completes
these musical phrases and does not take them by bits.

Thanking the lecturer, the President of the Conference,
Vidwan Mani Iyer, said that there were some fundamental
agreements between music of the North and the South, as also
some characteristic differences in style in respect of Kampita, the
intonation of svaras etc.; it was not possible to mix the two, as
each of them was difficult for the votaries of the other without

adequate paractice. The Raga-bhava depended on the graces and
not on the bald intonation of svaras.

Tana

Vidwan Veeriah Chowdhry of Guntur, Member of the
Experts’ Committee, then gave a talk on Tana, as he had heard
it long ago, sung by old masters; in the old style of developing
Tana, he said, the three kalas were taken, but not in the way
they were taken at the present-day by the doubling of the
respective earlier kala. Taking the raga Todi, Sri Chowdhry
rendered the raga first and than sang Tanam in the old style,

Thanking him Vidwan Madurai Mani Iyer said that the old
vidwan had, though very briefly, sung the raga with correct
B},ava.
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THE SEVENTH DAY
31st December, 1959

At today’s meeting of the Experts’ Committee, Sri K, Ambika-
charan presented a paper and demonstration on ** Poetic licence
in Raga-singing”’, Pandit Ratanjankar, a paper and demonstra-
tion on ““Gamakas in Hindustani Music” and Sri T, N. C, Venkata-
narayanacharyulu a paper and demonstration on “ Annama-
charya’s Songs”. The President, Vidwan Sri Madurai Mani
Iyer, was in the Chair.

Raga-Rendering

Introducing Mr. Ambikacharan, Prof. Sambamurti said that
he was a descendant of Tyagaraja’s family and one devoted to
music which he had practised on the flute. Mr. Ambikacharan
dealt with the question of Varjasvara in ragas and to what extent
liberty could be taken by an artiste in rendering ragas in respect
of prohibited svaras or in skipping over svaras. In his opinion a
promiscuous adoption of note-variation in any sampurna.raga
from which other Fanyas had been derived might not produce the
desired effect of the raga in question but certain ragas like Tedi
were exceptionally suitable for note-variation. Just as it was
possible to reduce ¢ poetic licence’ to some understanding it was
also possible to reduce the practice of musicians in skipping over
gome svaras to some principles. The speaker took up Sankara-
bharanam, Todi, Harikambhoji, Kalyani and Dhenuka and illustrated
his point by playing them on the flute.

Thanking the lecturer, the President, Sri Vidwan Madurai
Mani Iyer, observed that musicians should be very careful about
Varjasvaras, as any indiscretion in this respect would ruin the
raga-bhava.

Gamakas

Pandit S. N. Ratanjankar who was then introduced by
Dr. Raghavan read a paper with demonstration on the Gamakas
as they were employed by Hindustani musicians in their ragas.
This, the speaker said, was referred to in Hindustani parlance as
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correct Utchara. His purpose in expatiating on the subject was to
remove any misapprehension that might exist in the minds of
votaries of Karnatic music that Gamakas were not important in
Hindustani music. In Hindustani music also they were of very
great importance. In fact, be said, no svara was played or sung
in Hindustani music that was notlinked up with the previous or
the succeeding note. The speaker then mentioned the various
graces employed by Hindustani musicians: Meend, Khatka, lams
zama, Soonth, Murki, Gitkidi, Bahlava, Gamak, Dharan, Muran, Lag
Dant, Lagava, and Tana, and on the instrument there were othe;
graces such as Ghanseet, Krintan, Thonk, Fhala, Ladi and Lad-
Guthava. 'The speaker then described each one of these in detail
profusely iilustrating them by singing several ragas in which thé
use of graces could be clearly seen. In conclusion Pandit Ratane
jankar observed that music was a language arnd the raga had a
tradition as to its correct Utchara, and the written musié had
always to be filled by such embellishments which are to be learnt
by practice and there was always much to be ““read between
the lines.”

The President, Vidwan Sri Mani Iyer, said that they should
be grateful to Pandit Ratanjankar for his very clear exposition.
He was indeed, he 2aid, a very well-trained exponent of both
theory and practice, with a fine sruti-jnana. Sri Mani Iyer said
that gamakas were important to the whole of Indian music
including the Hindustarni. Bat the nature of gamakas as used in
Karnatic ragas had its own differences from that in the North
Indian ragas. These gamakas had to be well-practised, as taught
by teacher and tradition, and no mathematical calculation would
help in this respect.

Orissa Music

With reference to the earlier paper and demonstration by
Sri Ananta Misra and party from Orissa on the nature of Orissan
music and the question whether it belonged to the Karnatic or
Hindustani style, Dr. Raghavan requested Prof. Sambamurti,
mmissioned by the Central Sangeet Natak Akademi

who was co
along with a representative of Hindustani music,

to investigate,
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this question, and to communicate to the meeting the result of
his findings. Prof. Sambamurti said that they were at Puri for
three days and they listened to several samples of Orissan music
and they came to the conclusion that the view now advocated by
some local enthusiasts that the music of Orissa was a third
different style, was totally wrong and was inspired by non-
academic considerations and that the Karnatic ragas like
Mukhari, Saveri aud Kalyani were current there. Of course
there were also some Hindustani ragas which were being sung.

Annamacharya

Vidwan T. N. C. Veukatanarayanacharyulu of Guntur,
Member of the Experts” Committee, then gave a talk and demons-
tration on the life and contribution to music of Tallappakkam
Annamacharya, the well-known composer of Tirupati. Only
two compositions of this composer were in the Sampradeya-
pradarsini and a few more were handed down in the Bhgjana
Sampradaya. In the previous Sessions of the Academy’s Confercuce
there had been talks and demonstrations cn the compesitions of
Annamacharya. Sri T. N. CG. Venkatanarayanacharyulu said
that he had taken up about hundred and odd new pieces of
Annamacharya not yet set to svarae and had prepared an edition
thereof. These compositions were both in Telugu and Sanskrit
and he rendered three pieces from kLis edition: Paripurnunnadavu
in Bhairavi, Nikamuga in Ramapriya and Devedevam bhajeham in

Dhanyast.

The President of the Conference conveyed to Sri Venkata-
narayanacharyulu the thanks of the Acadenry for his work on
Annamacharya and observed that thapnks to the opportunities
afforded by All India Radio and their devotional programmes we
were able to hear now some of Annamacharya’s songs, as also
other old devotional compocitions which were being unearthed

and presented to the public.
THE E(GHTH DAY
Ist January, 1960

When the Experts’ Committee of the Music Academy met
again this morning with the President, Vidwan Sri Madurai
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Tana

Then Sangita Kalanidhi Mudicondam Sri Venk
Iyer gave a talk and demonstration on Tanam-singj ) ata'a'.na
the history of Tana, Sri Venkatarama Iyer said tghmg. T"Cfnl
to the old texts which described several varieties o?}::ti.r;'mg
ana

PT1s. 1-1V] THE XXXIII MADRAS MUSIC CONFERENCE 45

and Suddha Tana, Tana simply ment Svara-vistara. Now Tana
was understood to have been s0 called because of the employ-
ment of the syllables Ta and Na in its rendering. Tt was possible
for the elaboration of a raga for a considerable length of time by
ancient vidwans because of the several techniques of sthaya
(Thayam) etc. which were in practice then. Manodharma was the
thing necessary for this. It is the alapana of a ragain Madkyama-
kala with an ‘appearance’ of tala, that is referred to as Tanam.
Chouka and Druta kalas might appear as Nyasa at the end of guarat-
{as. Tana was only one and there was no’authority for the ten types
of Tana which some have recently mentioned. What were called
Ajatana, Asvatana and Mandukatana etc., in which there was a
semblence of the sounds of the respective animals, were really
performed by vikatakavis and not by “musicians. It was Tana in
Drutakala that is referred to as Ghana.

Sri Vidwan Venkatarama Iyer sang Bhairavi and then
elaborated Tana in the same and then he sang Sankarabharanam
and a simple Pallavi in Adi, two Kalai-choukam, Mandahasavadana,
according to sampradaya. He emphasised that gamaka-voices
alone had the requisite aptness for Tana-singing and that it was
not proper to use in Tana sylables like ha or ga in the place of the

vowel 4.

Playing a tribute to Sri Mudicondan Venkatarana lyer, the
President of the Conference, Vidwan Madurai Mani Iyer, observed
that here wasa great Vidwan who knew the technique and
science of what he was doing and was a repository of the old
tradition. It was from persons of his type that they of the
younger generation might learn what Sampradaya was. The
usefulness of such demonstrations could not be over-emphasised
in these days when all sorts of innovations were seen all round.
Vidwan Sri Venkatarama Iyer was doing great service to the
cause of music through the Academy where he was the
Principal of the Teachers’ College of Music. The President
thanked Madurai Sri Krishna Iyengar, (Mridangam), and also
Tiruvalankadu Sundaresa Iyer and referred to the style of the
violin play which the latter had inherited from the great

Tirukkodikaval Krishna Iyer.
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to listen more and more to such expositions by older masters.
Even for their imagination to be kindled and their kalpang to
blossom forth on proper lines, the younger generation of
musicians should listen to those expositions. He himself had
never had the advantage of listening to Vaidyanatha Iyer, but he
had heard the late Rajaratnam Piilai on the Nagaswaram and the
latter was known to have followed the way of Vaidyanatha Iyer.
He said he would again urge upon the youngsters that listening
to the senior masters who were yet fortunately with them was

most important.

Ariyakkudi Ramanuja Iyengar

Sri Ariyakkudi Ramanuja Iyengar who attended the meeting
of the Experts’ Committee and congratulated Sri Madurai Mani
Iyer on his deserved honour in having been elected President
of the 33rd Conference of the Academy, observed that there had
been some hindrances in the past few years which were responsi-
ble for the temporary interruption of his own participation in the
Academy’s work but he hoped those interruptions had now disap-
peared and that he would soon be,able to play his part in the acti-
vities of the Academy. The Hon’ble Chief Justice Sri P. V. Raja.
mannar then felicitating Sangita Kalanidhi Sri Ariyakkudi
Ramanuja Iyengar on the completion of fifty years of his active
practice as a vocalist, said that Sri Ramanuja Iyengar had been
giving performances for fifty years and he himsclf could claim to
have heard him for at least for thirtyfive years. Sri Ramanuja
Iyengar, he might say, had been and always would remain their
favourite musician. One thing he would like to say about
Ramanujalyengar’s singing was that it was his gamaka-voice 1hat
was responsible for his excelling in the art. He recalled that Sri
Iyengar had co-operated in the Tyagaraja Aradhana at Tiruvaiyaru
and had been the first recipient of the President’s Award in
Karpatic music (vocal). In conclusion Justice Rajamannar
observed that he prayed to the Almighty that He might spare
Sri Iyengar for many more years and enable him to contribute
more and more to Karnatic music.

The President of the Conference, Vidwan Sri Madurai Mani
lyer, associated himself and the Experts’ Committee of the
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it held the people still and spellbound. When these musicians
abroad played, with the sruti-bheda now and then, they here could
discern in them touches of ragas like Mayamalavagf)wla, Sankara-
bharanam, Harikambhoji, Karaharapriya and Sarasang1: .Hc thought
that they of the West devoted much attention tO.thCl!‘ mstrume.ntl:
and the correct way of tuning them and handling them, whic
they here might well emulate.

THE TENTH DAY
3rd Fanuary, 1960

At the meeting of the Experts’ Committee held this morning
Vidwan Sri Madurai Mani Iyer, the President of the Conference,
presiding, Sri Pandalakkudi S. Sundararaja Ayyanger readha

, { ., He laid stress on the
aper on ‘ Sruti, Laya and Bhava’’. . :
%al:nbura and how to tune it properly and to sing with correct
sruti. The President of the Conference thanked the speaker for
his paper.

Eastern Influence on American Music

There was then a lecture by Mr. Alan Hovhanefs, illustrated
with the playing of a number of records, on the subject “.Easlt]—
West elements in American Music’. Mr, .Hovhaness sa:d.t. at
in America there was a group of composers in whose c.omposmom
there was a perceptible influence of the Eastern Music. Il;Ie f;lt
took up the composer Mr. Henry Partch and 'pla.yc'd a ;vor of his
composed for a dance-drama. He was an mdl.vxdua com;)os;,r
who had built up his own instruments and his work had the
stamp of the Gamelan music of Java.

The next composer taken was Edger Varese whose music
used electronics and was forceful. The work of John Cjage was
delicate in nature in his early music prepared for the Piano a-nd
very experimental in his later work, . Cage was a Zen Buddhllst.
His new music was composed by using accidents a}s a creative
force. Mr. Hovhaness then mentioned the-f]anadxan composer
Colin Mc Phee who had lived in Bali, studying Balenese music,

7
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Heroic style, non-harmonic and unisonal, using hetercphony,
and based on one unchanging mode or raga.

New Compositions of Sivan

Srimatis Neela Ramamurti and Rukmani Ramani daughters
of the well-known Tamil composer Sri Papanasam Sivan, then
gave a recital of some of the more recent compositions of
Sri Sivan accompanied by Vidwan Kumbhakonam Sri Thanga-
velu on the violin and Vidwan Coimbatore Sri Srinivasan on the
Mridangam. The following pieces were sung: Svami ni—
Sriranjani; Arul puri—Sarasvati ; Kanda vandarul—Abhkeri; Kadir-
kama—Kambhoji ; Padamalar—Harikambhoji ; Devi neeye-Keeravani ;
Karunanidhiye—Bowli;  Sarvesa—Bilahari; Natarajan—Vasanta ;
Nambikkeitavar evar — Hindolam; Balakrishna —mam — Saveri;
Mohanasingaramurti — Mohanam ; and  Arputha leelaigalai —

Madhyamavali.

On behalf of the Academy Sri K. Chandrasekharan thanked
Sri Papanasam Sivan and his daughters for their recital.

THE ELEVENTH DAY
4th Fanuary, 1960

At the meeting of the Experts’ Committee held this morning
with Sangita Kalanidhi Sri Madurai Mani lyer, the President
of the Conference, in the Chair, Vidwan Sri Madurai Subrah-
manya Iyer gave a demonstration on violin, Sri Subrahmanya
Iyer rendered some ragas and pieces of Tyagaraja, Giriraja suta,
Eccherika, Ramabana and Teradeeyaka. The rendering of Yadu-
kulakambhoji and Saveri was particularly noteworthy. The Vidwan
referred to also in the course of his demonstration to the different
gamakas and the correct playing of different svaras along with
their graces. The President, in thanking the Vidwan, observed
that Kampita was the very soul of our music and that in the Saperi
rendered by Sri Subrahmanya Iyer, they could see the raga even
in single svaras because of the way in which he played them, The
President stressed the value of such demonstrations, and Vidwan
Tiruvalangadu Sri Sundaresa Iyer endorsing the opinion of the
President, suggested that the Academy should arrange every



THE Jo
URNAL OF THE MADRAS MUSIC ACADEMY [VoL. xxxt

. strations by gep; . .
Sri Subrahmanya Iyer 30 that the youn eZ o 'Vldwans like
benefited. Ber generation might be

American Daucing

There was then a i
paper with ¢
film show on *New Trends in A o

Jones. Introducing the partic
a Fulbright Scholar attached
Bharata Natya. In his paper
dancing in America derived
European and classical balle

tration ang
merican Dancing”’

ipant, Dr, Ra

to the Acader

Mr., i

. r. Jones sajd that the history of
om two traditions, the exclusively

f folkdance,

Mlustrative
by Mr. Clifford
ghavan said he was

Indonesia and Indja,

dancing might be saig to
tzftions of members of the co
pioneers, Charles Wiedman,
Graham. It was 3 process of re
synthesis of ideas, Material wa

P71s. 1-1V] THE XXXIII MADRAS MUSIC CONFBRENCE 53

of Indian dances with which many of the American dancers
today were familiar. In reply, Mr. Jones explained and demons-
trated some typical positions of feet, leg movements, movements
of the hands, torso and head as also of certain sitting postures
which had been taken over from Indian as well as greater Indian
dances. However, he =aid, there was no conscious or direct
attempt at synthesising Indian elements with American dance
forms. Martha Graham, he said, had been influenced by the

dances of Asia.

The talk and demonstration was followed by the projection
of a film showing some American ballet dances.

THE TWELFTH DAY
" Sth Fanuary, 1960

When the Experts’ Committee met this morning at its last
sitting, Sangita Kalanidhi Sri Madurai Mani Iyer presiding,
Mr. Howard L. Boatwright gave a talk on ** Untempered Intona-
tion in the West.”

Introducing Mr. Boatwright, Dr. Raghavan said that the
visiting American musician was Associate Professor of Theory of
Music at the Yale University, author of an Introduction to the
Theory of Music and at present on a visit to India with a Fulbright
grant for studying Indian music; he had proposed to prepare in
staff-notation some select &ritis of Tyagaraja.

In his paper Mr. Boatwright said that Western music had
been dominated by the Piano and consequeatly the system of
tuning this instrument—equal temperament—had had its effect
on Western musical theory. Owing to this, theorisis paid less
and less attention to the problems of pitch. But they in the West
had a pitch sense which was basically not affected by the
tempered pianos. Stringed instrument players and singers did
not and could not use equally tempered pitch. Even for a
violinist accompanying an equal tempered instrument there
were actually two systems of intonation going on concurrent. The
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which was bageq on the acousti-
al, harmonic or Overtone series
¢ between what was called thc;
he methods described by Bharata
calculation used ag its basis either
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Condolence Resolution

Then the meeting adopted a resolution of condolence touching
the demise of the following musicians during 1959: Harinaga-
bhushanam Pantulu, Susarla Gangadhara Sastri, Veenai
Anantakrishna Ayyar, Gottuvadyam - Narayana lyengar of
Mysore and Kalidas Neelakanta Ayyar.

Concluding Function

The President of the Conference, Sangita Kalanidhi
Sri Madurai Mani Iyer, gave a resume of the proceedings of the
Experts’ Committee meetings during the 33rd Conference and
observed that they were all highly instructive. He thanked the
musicians for their hearty co-operation and observed that the
Academy was really doing the musicians’ work and they the
musicians should all stand by that Institution. As regards the pub-
lic, he said that the Academy’s Conference had become an annual
public event. The Academy and th_e concerts under its auspices
were of such high prestige and standard that the musicians were
always very careful in their performances there and in every
respect the Academy had acted as a disciplining force over
musicians. He also thanked the Executive of the Academy for
the arrangements made by them for the successful conduct of the
Conference.

Sangita Kalanidhi Sri Musiri Subrahmanya lyer paid a tribute
to the way Vidwan Madurai Mani Iyer had conducted the Con-
ference and observed that it was chiefly due to the Music Academy
that the Vidwans who had remained mainly concerned with
practising their art, had come to be actively interested in discuss-
ing technical problems and devoting their attention to the proper
development of the art. On account of both the Conference and
the festivals he said they should compliment the Executive of
the Academy.

Associating himself with the observations of the previous
speaker, Sangita Kalanidhi Sri Mudicondan Venkatarama Iyer
referred to the fact that it was a most difficult task that the
Academy had achieved in offering more than fifty concerts in
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Foundation in India. Referring to the musicians who took part
in the concerts, he said that in the last few years a few musicians
had felt some difficulty in participating in the Conference, but
already there were indications of these difficulties disappearing
and they hoped that in the coming year when the Academy began
holding its Conference in its own new building, there would be
complete co-operation on the part of the entire body of Karnatic
musicians. He thaoked the Vidwans who had acted as judges in
the various competitions, and the donors of medals and prizes to
the several winners in the competitions. He thanked the Central
Sangeet Natak Akademi for the help given for the encourage-
ment of juniors and sub-seniors. As a measure of further
encouragement to juniors, the Academy had also founded three
prizes for the best vocalist, violinist and mridangist figuring in
the junior concerts. The recipients of these three awards during
the XXXIIird Conference series were: Sri S. Krishnamurti,
Trivandrum (Vocal), Sri Alandur 8. Natarajan (Violin) and
Sri Palani C. Kumar {Mridangam).

He then thanked the Press, the Police and Corporation, the
All India Radio, Madras, the Electricity Department, the Madras
Music Association, and the different members of the Committee
who were in chargeof the various departmentsofthe work of the
Conference, and the Dhanvantari, the P. S. High School and
N. C. C. Bharati Scouts groups. He also announced the publica-
tion of the 29th volume of the Fournal of the Music Academy,
Madras.

Members’ Day

The Members’ Day of the Academy and reception to the
President of the year’s Conference washeld on 6—1-—1960 at
8 in the morning in the Conference premises. After light
refreshments there was a programme of music by Members
and Members’ children and a variety entertainment by the
Boy Scouts who were assisting in the conduct of the

Conference.
8
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THE SADAS

The Sadas of the XXXIIlrd Conference of the Music
Academy, Madras, was held on the 3rd January, 1960, under the

presidentship of Sri J. C. Mathur, 1.C.S., Director General, All
India Radio, Governmen: of India.

The funciion commenced with invocation by Vidwan K. V.
Narayanaswami, Afier the conveking of the Sadas by Sri T. V,
Rajagepolan, Secretary, Sri K. Soundararajan, Secrctary, read
the following messages which Lad been rececived, in addition

to those received on the opening day, for the success of the
Academy’s 33rd Conference,

The THon’ble Sri M. nantasayanem Iyengar, New Delbi, had
sent a message of good wishes, )

The Hoa'ble 811 B. Gopala Reddi, wrote :e—v |
the Music \cademy is growing in strength
becoming more popular year by year,
is completed,
South India.
New Year.”

am very happy
and stature and is
. When your new building
1t will be ope of the outstanding institutions in
Wish you all well indeed and also a very happy

Dr. C. D. Deshmukh sent his felicitatious
and said, < May its fine record of work be eve

Prof. R. C.
his good wishes,

to the Academy
r bettered.”

Mehta, Principal, College of Music, Baroda, sent

Mr, Au

raham Omer, Director, The Central Music Library
H
wrate :

o 1
I.t ¥4 great honour and pleasure indeed to send you
cur most sincere wishes for the success of t

. ‘ his important eveng
in the musical-cultural life of India, the 33rd Annual Conference
and Music Festival of the Madras Music Academy. Itis not
only the musicians and musicologists of Israel who wish you this
but also—I hope—all the culturally-minded people cverywhcr;
who esteem highly the perseverence, devotion and enthusiasm of
the Madras Academy in its creati

. ng of new cultural-artistic—
educational values. Israeli musicians,

in particular, feel Strong
bond of decp human brotherhood with thejr Indian colleague

Israel,
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and therefore may we repeat once more our best wishes for the

present Conference ond for all your activities in the future.
. )

Shalom—-Peace be with you.’

The General Secretary, Soviet-Indo-Cultural Relations Society,
Moscow, telegraphed: On the occasion o-f 33rd Annual Co:fi;
rence and Music Festivalof the Madras M}mc Aca'demy .on beha
of Scciety of Soviet-Indian Cultural Relations, which umtefs .madnly
cultural workers and musicians, we s.en-d you cur hcartydnen] y
greetings and wishes of new successes in noble sense of the develop-
ment of national musical culture.”

Mr. Bornoff, Secretary General, In'tcrnatior')al Music Coluncil,
said in his cable: * International Music (.]om?ml war'mly we f:orm;
your Conference and festival ‘aS contributions so ;nt?’rnatlona
co-operation through music. Kindly personal regards.

Mr. Thomas Scherman, who performed the Madras Sym‘/)ho;}"
dedicated to the Music Academy, wr?te from New S.{o.r :
«« Please accept my heartiest congratulations on t!nc ;usgcx}ou;
occasion of your 33rd Annual Conference and Music esm;la 0

Madras Music Academy. 1 feel very d.eeply 'thatt e ex-
e between East and West of musical ideas is of great
?ha“ge ceem;n our‘cver shrinking world. The Madras Music
R laces all musicians and musicologists in its debt by
::sczszglsirfhp of these conferences a.nd' it is my fond hoPe tha;
these and similar meetings shall c'ontm,:,xe to form an integra
part cf our world. With my best wiches.

Mr. Paul C. Sherbert, Director, The Asia Society, Trustee, The
Society of Asian Music, New York, wm'!c: :«Let me hasten to assulzc
flour great pleasure at seeing this annual Cfmfcr'ence ta'c
you ® ar in an atmosphere of expanding interest in
place e'aCh y'e and‘ of improved standaids of performance. 1
Rarhal® mumf' esident Mr. John D. Rockefeller Third, and our
speak fo'r o );ing to you and to the directors and friends of
erustees llﬂ e hl-’f jest congratulations on this occasion, and
" our hearties g ;
the Acflfcnt]i};ns to all the artistes who contribute, on this occasion,
?;lrttlel;l::sure of the knowing and appiecciative audiences. How
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envious I am personally of both Ay, Hovhaness and My. p,
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States. Its first organisationa] meeti
middle of January, and there is t Interest in its dcve]opmem,
Already, the Asia Society has 3 gy

Miss Ruth Douglas,
Massachusets, who was
wrote: “On the occag;
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of Mount Holyoke Qo))

Professor of Music,
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on of the Annua) Confere

. nce and Muygie
Music Academy, the Muys

ic Department

souls, into united melody,
Academy remains a rewa;

again when I can learn mq
great country.”

ding memory,

The Honorary Secretary, Soci
York, sent his best wishes f

Miss Barbara Smith, Professor of Music, University of Hawaj;
Honolulu said: « Congratulations on the ajj,

many

significane
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i wishes for
achievemen : .y” hes f
th l331’(‘] Conference and for continued success
e

f the Academy,
Sri K. Balasubrahmanya Iyer, Trui;cc. (CJ)-. Mathur, D. G,,
welcomed the Pre;icier;: Ofl;:epzzd:s;ri:mgm e ALR. for im
A-LR., and the 5¢ a:;' ciassical music and referred to the work
services to the c;};f had expanded much in recent years on the
the Acadcmylw ic tional plane. He then requcstec% Sri Math‘ur
national and mtcr}?a Sadas and confer the distinction of Sangmf
to pres'xid'f‘ b tPree.nzident of the Conference, Vidvan Madurai
Kala?z;[ih:a:m;:; award the other honours, prizes, medals and
Mani lyer,

diplomas to the different recipients.
1p

Vidvan Madurai Mani
ident of the ConfcrencF, M .
o l):(}axselneintroduced by Sangiia Kalanidhi Mu:inkcozgzj
Senkatar ma Iyer, a former President of the Academy’s
tara ) : csident
\:x:ta He read the following citation;
r .

Vidwan Madurai Mani Iyer

The Citation

n ii i f musi-
in Maduraiin a famlly o :
Born on 25th October, 1912, 1Cia i ; A ,

Ammal and Ramaswami Iyer,
borther of the famous P'ushpa-
vanam Iyer; started his firSt
lessons in music undc.r Rajam
Bhagavatar of Madurai an(.i then
studied at the feet of Harikesa-
pallur  Muthiah Bhagavata‘r;
made hisdebut in 1924-25, while
yet in his teems, at Alavak-
kottai temple, Ramanatha-
puram District and before HH
Sri Sankaracharya of Komakoti
Peetham at Devakottai ; sang at
the very first music festival 'ftt
the time of the 1927 Congress in
Madras out of which this
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Academy was born; has had a long
’

; unbroke
career since then; is an cxpert in 7 and successful

renderin
i - . a - .
remarkable for his srutisuddhan and brilliance :ng boorva-ragas ;

3 sSw

, ara-singi
has been one of the most ponular among the first nging, he
of Karnatic music, ” St-rank vocalistg

The Presi f
Saneite e [res.xdent of the Sadas then conferred the ¢
ngiia r. e N
ki ¢ | alanidhi cn Vidvan Madurai Mani Iyer ang e of
im also wiil ;
. sowrih the Birudy Patra and Insignia perta Presented
title, &7 Pertaining to the

Sri R, Isvaran, Member,

Executive i
presented Vidvan Palgha( Commxttee, then

Subba Iye[‘ for th
» . €
Academy’s recognition for the services rendered Frard of the

}{e a] ore d =2 el R . . »
8 th [EaY
8 a & fOlI( W “Ag citation o i VldVan

Vidvan Palshat Subbaiyer
The Citation

Bornon

. SUbba?Z;thlr)nciciiber, 1894, af Chattappuram, jn Palghat of
oot S ’ Ammal and Violin Vidwan Sri A :

o vatar, the son of Veeraj Ahaswamy
Vidwan Appaswamy Bhaea.
vatar; younger brother guf
Violin Vidwan Rawakiishna
Bhagavatar; lecarnt his first
lessons on Mridangam under his
_father; was later traived by £
Mxidangam Vidwan I\'.alpath‘i :;
Krishna Iyer and Chokkarnutha-
puram lIyya Bhagavater: tock
partas Mridangam accompanist
for the first t'me when he was 15
years old ina conzert of Palg

Rama Bhagavarar: has
panied many lsading vacalists
and instrumentalists, the Jate
Palghat Anantarama Bhaga-
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vatar, Bidaram  Krishnappa, Veena Seshanna and others;
among his disciples is Palaghat T. S. Mani Iyer.

Sri K. Chandrasekharan, Member, Executive committee of
the Academy, then introduced Prof. R. Srinivasan for the
award of the Academy’s recognition. He read the following
citation :

Prof R. Srinivasan
The Citation

Born on 21st September, 1887, in Lalgudi, Tiruchi District ;
was educated at Srirangam, Trichy and Madras; passed from
the Presidency College, Madras,
as M. A. in Mathematics with
distinctions and prizes; entered
service as Professor of Mathe-
matics in the Maharaja’s
College, Trivandrum, where he
retired as Principal of the
University College in 1942; was
Director of the Travancore
Broadcasting Station from 1943
to 1948; has worked in the
fields of scouting, Theosophy,
art, amateur Stage and photo-
graphy; as a performer  of
Harikatha, has taken up scveral
modern themes in that medium ;
in the field of musie, has ~
bsen connected with the Madras Music Academy and
University Boards of Studies in Music ; has written many papers
on music; a music composer, he has invented several new

ragas.

Sri K. R. Sundaram Iyer, Treasurer of the Academy, then
presented Vidvan Sermadevi Sri Subrahmanya Sastrigal for
the Academy’s honour. The following citation was also read

by him:
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Vidwan Sermadevei Subrahmanya Sastri
The Citation

Born in Mudukulattur, Ramnathapuram District, jn 1893, of
Ramammal! and Kailaspuram Lakshmanier, of a family devoted

to Sanskrit, Telugu, Tamil and
music; learnt music at the feet
of three celebrated musicians
and. repositories of tradition,
Subbarama Dikshitar of Ettaya-
puram, his son Ambi Dikshitar,
and Veena Seshanna of Mysore;
studied Sanskrit at the Maha.
rajah’s Sanskrit College, Mysore,
for ten years; has given veena
concerts at all important centres
and has been honoured at the
Ettayapuram and Travancore
Samsthanams; an erudite music
scholar, he prossesses

a rich
/ repertoire  of the songs of

Dikshitar and other com
of the Dikshitar family. posers

4

Dr. V. Raghavan, Secretary, then presented Pt. S. N, Ratan.
jankar for the Academy’s honour to him for the services rendered
by him to North Indian music and to the mutua
and appreciation of the music of the North and
read the following citation :

1 understanding
the South. He

Pandit S. N, Ratnajankar
The Citation

Born on 3lst December, 1899,
Sri Narayana Govind Ratanjankar who
player on Sitar; started learning music i
Sri Honawar Krishnam Bhat;
Pandit Bhatkhande and Ustad Faiyaz Khan:
nan ;
Wilson College, Bombay, in 1925 Braduated from

. . » Was appointed vo .
1926 in the Maris College of Hindustani Music izlcf:;urer 1;1
’ W an

in Bombay a5 son of
Was a music lover apg
n his seventh year from
later underwent training upder

,
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later, Principal of the same College; was also Chief Director,
Bhatkhande Sangeeta Vidya Peeth, Lucknow; has trained a
number of pupils; has given concerts all over the country; has
composed some operas and
separate compositions ; has also
brought out a series of music
books for students; was awarded
the distinction of Padma Bhushan
by Government in 1957; at
| present is Vice-Chancellor of
| the first Music University to be
" started in the country, namely
i the Indra Kala Sangita Visva.
vidyalaya, Khairagarh M. P
has attended several Conferences
of this Academy and has contri-
buted to the mutual understan-
ding of the music of the North
and the South, his zarnamala

e being a collection of composi-
tions based on the varnas of South lndian music.

The President of the Sadas presented Souvenirs to the above
four musicians and scholars.

Felicitations were offered to the above recipients of honours
by Vidvan Palani Subarmania Pillai, Mr. Howard Boatwright,
U. S. A, Sri Annaswami Bhagavatar, Prof. P. Sambamurti and
others. '

Mr. H. Boatwright said that he was struck by the way they
held their conference, brought together their Experts and
bonoured them. He gave expression also to his appreciation of
the fact that in Indian music, there was no compartmentalisation
asin Western, where the musician and the composer were different
individuals.

Sangita Kalanidhi Madurai Mani Iyer then replied to the
felicitations. Vidvans Palghat Subba Iyer and Sermadevi

Subrahmanya Sastrigal, Prof. Srinivasan and Pt. Ratanjankar
9
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replying to the felicitations, thanked the A
done to them, Academy for the honour

Prize-Winners in Competitions

The President of the Sadas then awarded
prizes to the ladies and gentlemen who had come
the different competetions conducted by the Aca
Cooference and who were introduced by Sri B.S,

A list of these prize-winners ig given below at
Report,

the medals and
out suceessful i
demy during the
Ramachandran.
the end of thig

Special Awards

Dr. Raghavan then presented to the
the recipients of the Special Awards
Trivandrum who was declared by the

President of the Sadas
Vidvan 8§, Krishnamurtj of
Judges appointed for that

Conference Series, Vidvan Alandur
Junior Violinist and Sri Palani G,
Mridangist. The Best Junior V
late T, V, Subba Rao and give

I{.umar as the best Junior
ocal Prize was in the name of the

. o by the Academ s C i
the Best Junior Violin Prize was in honour of theYXate OSmmlttee.
S¢mman.

gudi Narayanaswami Iyer and gi :
given by SriV, p,
and the Best Junior Mridangam Prize hag been ‘;Cnl;apagesan
Dr. Heary Cowell, the American composer. The Presig owed by
Sadas then presented these special awards to thejr Win::t of the
r8\

Teachers’ College of Musie

Sangita Kalanidhi Mudicondan Venkat
of the Teachers’ College of Music condug
then presented the successful candidates

award of diplomas, The President of
. . the
diplomas to the successful candidates Saas ~Clented the

. . Thﬁ R_a'a .
Chettiar Prize for the student standing firgt in thi Ann‘amalal
was won by Swmt. S. V, Hemavati, xamination

arama Iyer, Principal
ted by the Acadcmy,
of the College for the

President’s Address

The President of the Sadas, Sri

his felicitations to Sangita Kalanidhi
other recipients of the awards and de

J. C. M.athur, then offered
Madurax Mani Iyer and the
livered his address, He said;
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«I am overwhelmed by a sense of awe in the presence of
such a distinguished and august gathering but I am strengthened
by the confidence that I come here as a symbol of an organiza-
tion which, with all its defects and shortcomings, is held in some
measure of affection by most of those to whom music brings
solace, enjoyment or income. The All India Radio broadcasts
nearly 47,000 hours of Indian music every year and on its roll
are entered very nearly 10,000 music artistes, quite a few of whom
depend upon its fees as well as the forum it offers for the
development of their art., You would forgive me if with this
hackground I talk less of the scholarship of music which is the
life and breath of the Music Academy and of this function, and
more of the effect which a medium of mass communication is
having on music. It isa powerful medium, often benign and
sometimes relentless. And it came at a time when music had
lost old patrons and was looking for new ones. The large
clientele which the radio and the gramophone built up for music
could inevitably lead to a dilution of standards. Indian music
which had thrived in the exclusive and intimate atmosphere of
the aristocracy or the holy and respectful environments of the
shrine became the plaything of the man in the street.

« It is remarkable that in spite of this strong pull towards
dilution, Indian music has, during the last few decades, not only
preserved some of the best in its traditional values but has also
enlarged the circle of those who appreciate these values. What
accounts for this phenomenon? Partly, it was the policy of All
India Radio but fundamentally it was, to my mind, the outlook
engendered and the standards laid down by institutions like the
Music Academy, Madras. To you, ladies and gentlemen who
are the members of this Academy and to those who had during
the last three decades and more, built up this unique
organization, I pay homage in gratitude, in all sincerity, on
behalf of All India Radio, for from you and the like of you have
we derived strength and sustenance in holding fast to the great
and noble traditions of classical Indian music. May your tribe
increase and may you pass on the torch of artistic discrimination
( rasa-marmajnata ) to posterity, undimmed and gracious.
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““ This sense of gratitude

emboldens me o seek from
you guidance and advice on a Mmatter which has beep troubling
us as a purveyor of artistic entertainment

10 a vast and
watch over the
But the media of magg com.
-+ the gramophone record and the radio and
s, are under continuous pressure for Providing
to the young generation. There is no point in
denying some fun to the youth ; Milton’s L’Allegro wag a4 valid
as Il Penseroso. But are we able to give to youth the light
entertainment that wil] amuse and yet not take away their rooeg

varied public. You have ensured an alert
standards of traditiona) music,
munication, i.e
above all the fi]
fun and frolic

generation is slipping out of your handg,
moulded by what is not only ephemera) bu
discordant, sometimes atrocious, But if | may say sq, j

who will be guilty of having throwg Our youth to (he tender
mercy of this kind of unguided and thoughtlesg entertaimeng, If

we concentrate only on the Chatur-Veda ang do not bujlg up the
Panchama Veda, then we cannot

of the classical heritage. I fee,
of preservation must g0 on
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your mantle of learning and scholarship be soiled by the rough
touch of the youth and the masses. Qut in this soil has sprung
all learning ; to the rhythm of this soil it must respond. If you
hesitate, it may be too late and the very ideals which you so
greatly cherish may, in the course of years, shrivel and die in

neglect by the builders of tomorrow.

“What concrete suggestions have I to offer when I talk of
such forbodings? This is no occasion for putting forward a
blueprint or a five year plan of music for youth. But some needs
are obvious. We need a number of choruses not merely
devotional, some inspiring choruses and some which would give
expression to the sense of the group. We need songs which youth
can hum and burst in when they are in sportive mood or when they
go out to picnics or festivals. We need tunes to which they can
dance not so much on the stage but among themselves for each
other’s enjoyment. We have no doubt developed the stage arts
though the classical forms of dancing and music but we have yet
to give to the common people, particularly to the youth, some-
thing for which they do not need the stage, something in which
they can indulge spontaneously and without the consciousness of
an audience. We need humorous songs of a healthy kind. We
need adaptations of folk tunes with modern themes. And if we
dot not give it to them, then I am afraid, we will be leaving the
field free to the commercial film which I am afraid, may not
necessarily be as faithful, as considerate, as aware of this
responsibility towards the arts as you, ladies and gentlemen,
would be. The choice is for you to make and the choice must be

made now.

« For the other aspect of the training of the youth, viz. their
initiation into classical music, a good deal has been done
through the establishment of music institutions in different parts
of the country. In the South, apart from formal training, the
opportunities for informal training through concerts is a very
healthy development, for nothing is more effective than this kind
of exposure to finer influences. Nevertheless, I feel,—and here I
also speak for All India Radio—, I feel thatin the elementary and
high schools of general education, sufficient provision has still not
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from Himachal Pradesh to Dharwar. This only shows how little
d:)orames matter. What matters is the spirit of kinship based on

artistc discrimination, a sense of kinship which turns th
light inwards
supreme.”

e
where love, beauty and harmony reign

Dr. V. Raghavan, Secretary,

proposed a vote of thanks.
The Sadas was then dissolved with t

he singing of the National
Anthem,

The following is the list of the wi

nners of the Prizeg awarded
at the Sadas :
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Physical laws of consonance cannot change and so the
frequency ratios of Panchama and Madhyama (fifth and fousth)
can be determined. Pa is 3/2 and Ma is 4/3. The interval bet-
ween Ma and Pa is 3/2 = 4/3=9/8. So a Chatussruti 13 an
equivalent of 9/8, the major tone. Now the frequency ratios of
Ni and Ga can be calculated.

. .9 16
4 9 32
Ga——3—»».— 8"'27 .

Bharata’'s statement that Ga and Ni are samvadis can be
verified.
16 32
- 232,
9 27 !

Shadja Grama and Sempalai, the Tamil fundamental scale

In Silappadikaram {2nd cent. A.D.) and its commentaries
we find descriptions of Tamil musical scales. Adiyarkkunallar,
the commentator, quotes a number of suiras from ancient Tamil
treatises on music. Here also we find the three kinds of intervals
and 22 srutis as in Bharata. One advantage here aver Bharata is
that the notes are allocated places amoung the twelve Rasis of the
Zodiac, the octave being divided into twelve semitones represen-

ted by the rasis.

1 2 3 4 5 6
Tula Vrischika Dhanus Makara Kumbha Meena
Sa — Ri — Ga Ma
4 4 3 2
) 7 . 8 9 10 11 12
Mesha Rishabha Mithuna Kataka Simha Kanya
— Pa _— Dha Ni —
4 3 2 ’

It will be seen that intervals consisting of two semitones are

cither Chatussrutis or Trisrutis.
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Now we can verify the statement of Bharata regarding the
Samvadi notes. In Shadja Grama,

Sa Ma =

Sa Pa =

RiDha =

. 16 .32 3
Ga Ni g a2

In Madhyama Grama,
4 1040
Pa = 3 X 927
40 10 34
3779 37
The Pramana sruti is therefore
3 4032}1
2727 86T

So RiPa =

Madhyama Grama
Bharata prescribes the use of both the Gramas in Natya:
g@ weward: 9gst agE €T |

Both the Gramas are found in the Kudimiyamalai Inscriptions (Tth
cent. A.D.). Sarngadeva speaks of a number of Grama Ragas
derived from both the Gramas current in his time.

He speaks of Veenas with fingerboard in which the note
positions were marked by resin:

qedfEarei @ eenait FOad |
By his time, Veenas had come to be fretted.

Describing the playing of the Veena, Ratnakara says that Ma
is on the open string, Pa Dha Ni are played with the index,
middle, and little fingers of the left hand and again Sa is on the

open string.
Ma Pa

o —

|

|
Sa T Ri 2 Ga 4 Ma 4 Pa 3 Dha 2 N1
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THE HISTORICAL DEVELOPMENT OF
PRABANDHA GITI

By
Swami Prajnanananda
Ramakrishna Vedanta Mutt, Calcutta

Itis a common belief that the dhruvapada giti originated in
the State of Gwalior (India), and thatit was Raja Man Singh
Tomar, its ruler, who was the first to device
the music enthusiasts, during the 15th-16th century A, D, This
belief, or for the matter of that, theory, was used to be maintajned
particularly by a host of English scholars like Captain Williard,
Sir William Jones, Dr. Griffiths, Sir Ousley and others, and also
by some of the Indian musicologists who followed them, To cite
an example, Capt. Williard in his book A Treatise on Music of
Hindoostan has mentioned : « Most renowned of the Nayuks have
been Gopal, a native of the Dukhun, (i e, Deucan,) who flourished
during the reign of Sooltan Ula-ood-deen (i.e., Ala-ud-din) and hig
contemporary Umeer Khosrow of Delhi, Sooltan Hoosun Shurque
ofjaunpoor,Raja Maan...... of Gualior, founder of the Dhoorpud,
Byjoo, Bhoonnoo, Pandvee, Buksoo, and Lohung. The four follow-

aja Man of Gualior,]uroo,
Dhondhee and Daloo.” (p. 107y,
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which was much in vogue in Agra, Gwaljor
adjacent places. Abul Fazal states: « When Man
ruled as Raja of Gwalior, with the assistance of Nayak Bakshy
Macchu and Bhanu, who were the most distinguisheq musicians
of their day, he introduced a popular style of melody which

‘Allami, it hag
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> Bari, and the
Singh (Tonwar)
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was approved cven by the most refined taste. On his death,
Bakshu and Machhu passed into the service of Sultan Mahumud
of Gujrat where his new style came into universal favour . Now
this statement of Abul Fazal too may be corrcct in so far as it
relates to the Muhammadan period of Indian history. Moreover
it is a fact that during the time of Raja Man of Gwalior, i.e.,
1486-1518 A.D., the dhruvapada type of yitis assumed a new
shape, and took a novel course, but it is equally certain that it
was not invented but only revived and rejuvenated by Raja Man,
who, assisied by Hindu and Muslim musicians of outstanding
merit, established 2 Gwalior school of music. « Afier Raja Man,”
says Dr. Jadunath Sarkar, « the renowned dhrupadiya Bakshu
continued his service at the court of Vikramajit, the son of Man

Singh, and after his death, entered the service of Raja Kirat of
Kalinjar, whence he was invited to the court of Gujrat”, The

historian Bayley also has stated in his History of Gujarat that « a

minstrel called Bachhu (i.e., Bakshu) attached to Sultan Bahadur’s

court, was taken before Humayun on the capture of Mandu
in 1535, Now, from all these historical records we come to the
finding that the culture of the dhruvapada type of gitis or songs
was also prevalent during the Mughol period.

Now let us trace the factual origin and growth of the
dhruvapada gitis, and find out whether it fallg within the category
of the classical group of the prabandha giti, or merely to the desi
type of regional one, and this requires to be investigated from
both the textual as well as historical points of view.

In the Sangita-Ratnakara of the early 13th century A, D.,
Sarfigadeva defines gitam as a combination of notes having
the propensities of tinging or colouring, i.¢, producing sweet and
pleasing impressions in the minds of sentient beings : ‘“raijjakah
svara-sandarbho gitam ity abhidhiyate” and divides the gitam or song
into two main classes, giandharvam and ganam, By ginam he means
des? giinam, i.c., the songs or tunes composed by the experts of
different parts of the country. These songs or tunes are distinct
from the ‘ highway °’ gandharva type of gitis, traditionally handed
down by the masters to the pupils : guru-sisya-paramparaya pari-

11
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P tdla‘ga;ldlml')'s or arigas like svara, viruda, pad:z ¢ ot
taravali, etc. Th jatis Nike medind, dipani, bhavan; "o
araualh, . at 18, prabandha means: e
d}mtub};i/;y;:a.vbaanp;}z_lbfzndlzo r'zigadyate. Simhabhu;;
yad baddham racita;a}z:zazrn?l‘ff;;:zdlb'kir P
h.?ts accordingly divided all kinds o,t"“
nibaddha and anibaddha.

Svaragatas

;hough muc-h of the materials of the for
“attger. While commenting on the ¢
gandharvam ginam ityasya” H

) brakrsio yasya
dla also observes
svara-birudadibhi
gail b ir
ty abhidhiyate.” Sarhgadey
R . . ) a
&itr or ganam into two classes
L

. It was cust
gitis with it .. Omary to prese .

crary composition or sahityq, r&gap chan?z’t the nibadha

! a, ’dla) dhiztu

?
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anga, jati, etc., whereas the anibaddha ones, which were known as
alapa or alapti, used to be presented without any tala and other
component parts. The nibaddha gitis were recognised by their
three different connotations, sanijinas, and they are prabandha, vastu

and rapaka,

It is a fact that numerous prabandha gitis were prevalent in
India, and Simhabhupila has divided them into three main
categories, sitda, ali or ali-samsraya and viprakirna. The dhruva
type of gitis was included in the category of suda, i.e., salaga-siida
prabandha : v dpruvadi silago matah ” (IV. 3L, Sarhgadeva has
further divided the sﬂ(_{a-prabandha gitisinto two classes, pure an
mixed—suddha and salaga or chayalaga. The suddha sida-prabandha
gitis were thejatis or jitiraga-ganas and brahmagitis like kapala and
kambala, and griamariga, uparaga, bhisariga, vibhasiraga and
antara-bhasiriga gitis, together with the prakarana- gitis like madraka,
aparantaka, ullopya, prakari, obenaka, robindaka and uttara, plus
chandaka, asarita, vardhamana, panika, rk, githa and sama.
Sarhgadeva also says:

“jatyad_yantarabhd:s"c‘mtam suddham prakarananvitam ™

But, Siinhabhipila has only mentioned : Sruti-prakaranam-
arabhyantambhﬁgfi-paryantam. But whatever may be the differ-
ence in the readings of the texts, it is quite clear from both of
them that the gindharvaor marga type of gitis were also known
as the prabandha ones, and it has also been confirmed by both
Bharata and Sarngadeva in their statements. The observa-
tion of Bharata regarding the dramatic giti, dhruva, and not
dhruva, may be cited in this context:

ya reah panikd gatha saptaripangam eva ca I
saptariipa-pramanam ca tad dhruvety abhisamjiiitam |

Sarngadeva has stated in the Saigita Ratnikara in the
4th Prabandha chapter:

eladih suddha ity ukto dhruvadih salago mateh |
* %

jatyadyantarabhagantam Suddham prakaraninvitam |
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and d the gandharva and brahmg gitis in

Again Bharata hag divided the
o classes, nibaddhg and anibaddha,
e differ from those of the desi
Simhabhupila has mentioned in
in connection with the brabandhas,

““ nanu Bharatena eladinim chayalagatvam uktam, tat katham
Suddhatvam  ucyate, tatraha—chaydlagatvam iti.” From the above

statement of Simhabhﬁp{nla, it is confirmed beyond doubt that
Bharata of the Natyasistra fa

me has dealt with the brabandha type
of classical gitis. For we find that while describing the 64 dhruvgs,
he has admitted that the dhruvis were composed of different
ietters (sama-vittik cara krta), and different dhatus and angas
like svara, viruda, etc.

The dhruvis were therefore the nibaddha
prabandha gitis of the gndharva type,

and were used to be pre-
sented in accordance wiih suitable place, time and circumstance :
“desam kalam avastham cq Jhatva yojya dhrupg budhaih (32.352).
Bharata has also dealt with the nibaddha bmhma-gitis like kapala,
aksyani pury brahma- gitin; (31.95y;
Kallinatha has also mentioned :

the term of the prabandha gitis.

dramatic &gitis, dhruvis, into tw

though the definitions of thes
brabandhas, to some extent.

clear terms, the following,
ela, etc.,

kambala, etc. : « tanyaksarani o
and following Sarngadeva,

4 jdti—kap(ila—kambala—giti~grfzmaragoparziga—bhdyd
bhasaparyantam ity arthah ” which means Jatirigo
kambala gitis, etc., are known as the
And from all these

—vibhasantarq -
s and kapala and
Suddha-suda-prabandha gitis.
it becomes evident that the dhruva-prabandha
gitis of the suda type were also Prevalent during or prior to
Bharata’s time, i.¢., 2nd century A,D.

Further let us find out whether post-Bharata writers |jke
Matanga, Pirsvadeva, Dattila and others have mentioned the
sulaga-sicda type of the dhrura prabandha, in their treatises
Brhaddesi,  Sangita-samayasara, Dattilam, etc. In the  Dattilam
are found the descriptions of the prakeranas like madraka,
aparantaka, ullopyaka, etc., in slokas 16

0-221, and in this connec-
tion, Dattila has mentioned the names of

the anciept and
contemporary musicologists like Visikhila and others. It hag
already been discussed that &

arngadeva hag included the
madraka, aparantaka, etc. as the Suddha s

alaga-siida prabandpg gitis:
“ suddham prakarananvitam » (IV.312). And though it is true that

. 1= l 8

abandha is to be founfi in the
D, dCﬁnite' mentionb Oftt:I:eghrft;vra [;grranled that as D.zittix:’a mhoasst
P I X suddha salaga-sida prabandhasf i  most
e able thas ho u:i in his mind about the sdlaga—sug{a pgzamlam
D e - ”::r it is alsoa fact that the t.re‘atxse o 0;
e o b More(:;)li;hed from Trivandrur'n is mcomr;;ay o
which has bcén h: complete text of the Dfxttzlam, oln:‘ IR
e " :ihruva [)rabandha, which will go a zfgdoum ‘
memio'n o ttilllcuity and practice, withouta shadow
prove its an

. 1so found in
bandha gitis are a D
iption of the pra . R - entury A. D.
rI‘.he ’dc;C‘;::ddeﬁ compiled during the Sth 7::; which are
Matanga sh !S also termed the prabargha; :Sdcﬁned and at the
Matanga ha ical gitis. He ha . 3
! . t classical g like dhenk?,
formalised regxon;l guvarious kinds of the 1”“ba":ihw Blut as the
. ~ribe 1714, etcC.
Pme t‘mlckdeStivilma’i caturaliga, ‘wmbh-a“'lli’omplete like that of
ela, dandaka, f the Brhaddesi 00 is in f the
. ition of the By . t examples 0
T"vand.rum e"]]t“ils not possible to cite the Cxije to presume that
the Dattilam, 1 from it. But it is reasona y pmband’las like
dhruva Pmbandhash ve dealt with the salaga-m‘;athe suddha sida
Matanga mUSth ahals already described abou
a, etc. as e . . . 7
dhruvof prabandhas in bis B] haddes3. ith both the suddha and
Hype rvadeva has clearly dealt wit in his Sangita-samaya-
o a 1
BUt— e vbandhas, including the dhmlvl‘i,h—l?»th century A.D.
salaga 5”(..10 pra robably during the prabandhas, he says:
sara, wnttc.an. P leven kinds of the a_’hlmv‘i matta” * ete. Here
While describing € saksye adau dhruvds t(:ioit has already been
‘«,ﬁla-;gqla-kramarr{l ey prabandhas, an bandhas are included
sala-siida means sd Ziruva. and its allied pra It elaborately with
observed that —th’iyadcva' Sgrigadeva has‘ dea Ssrigadeva has
in it. After Pur;is in his Saﬁgila-Raln:;ka:at-)ecn discussed pre-
the praba';i_/za, idex’fa in this respect. It ha
followed Parsv

_ into two
/ deva has divided the sitda prabandhas in

. Sarnga

viously that

~ , 1.6, - ayau.

classes, suddha and Sal:izl the same: silaga-chayalagau paryayau
- one ‘

and salaga are

. rsor
nner oOx prc

g a dh uv p 1 the fO] eru

SU<¢ ’

T (l cu

pure and mixed, The chayilaga

ati as described by
s tho dramatic song, dhruve,
N hat i nob
1. That is diruvs,

Bharata.
2. Maitha means matitha.



classical gjtis, Shrigadeva states
types of siida trabandhas, there are g
dhruva, maii(ha, pratima{l_t/za,

sixteen pure
eVen salagg prabandhas \ike
addatilg, ekatala ang rdasq :
~pratiman _rha~nisaruka}_z |

iy asau matah |

omposed of thy

nissarikq,
Adyo dhruzas tat man tha
Addatalas tato rigg ekatil
These seven prabandhas were o
dhitus like udgrahaka, antarg and abhoga, mej

ele d/zruz/(.iday(z/_z saptape meldpaka‘bhdvas tr
brabandhas, mapiha and others of ¢
limbs : mantkidayas tu sadapi,

€€ music paryg or
apaka being lefy out :
i-dhﬁtaval_z; but
he dhrypg clasg Comprised gjx

Regarding the nature of

the Composition of the dhryy,
prabandha, Siragadeva has said :

eka-dhitur daikhagz{/am ¢a khan
Stutya-namdikitas cisay kvacigd
u(lgmhas_yddya-k}m(l(le ca ny
That is, the two parts or pl:eccs
sung as udgrihaka, one part of it

dam uccatargm baram |
uccaikakhaigqlakalz !
asah sa dhruyat, bhavet |
of the dhrypg
, in the high pitch

+ Again the
two parts of wudgrahakg together w1th.one part of antarg,
coming to three parts, are repeated twice, anq the name of
the composer occuring in  the

zib/zoga-d/z(?tu. Some are of
opinion that one of the parts of ; i

and the whole plece iy "aka.  Kallinithy
says that the dhruva and other brabandhg comprise dhity, tala, etc,
and are included in the Category of the taravali.jay;
dhruvidayas t:?la?dz'-nz'_yanz;?n'm'rmuk(i'{i bada-tilg.p,
tarqoali-jatimantali. The sixteen kinds of dhruy
composed of different lctters and. thythmg,
prabandhas are : jayanta, Sekhara, ulsiha,
kamala, cira, nandana, candrasekhara, g

_11710(1(1, Z)z:jaya,
maigala, tilaka and lalitq. Sarngad

elc.,:

ddhaty gt angas.

aprabandhyg

‘rase Vire ¢q S."’}gﬁn
= ’
ekatalyt pragiyate’, otc.

In the 17th century A.D,, Rzj

a Ragunitha Nayak
also discussed about, the salaga-

suda prabandpgs in h
dhi.  1In describing the dhruva-pmbandha,
sudhi.

of Tanjore
is Sa/}gita.
he has followeq
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] ro-
: a samdnyam ifiam fzz.. Most pthe
bable e st s?ys .dftzlrzrzzuaw;‘faband/za and its vag:iz:::;]reand
bably the salaga-sida e vapads of th;{?q o
forerunners of the dhruz;hcady e L;J‘hc s
Tomar raled ot G hal? r from 1486-1518 A.D,, ahn e efed:
o o et e ead the culture of the.d ru e
assial eXtc'm am'i sgzttcr and wider apprf:CIa;Z?.uaBaora b
e ltsbefore him, Baijunath,.z.e., Ju” aora and
e ther noted musicians in the c~0“-s of Sulian
- N&yaka’fndez to culture the dhruvapada gi A.D. e
P Kha']J'l usduring the 14th-15th.ct‘3mur:§ . i
e splrlt,do-Persiam scholar, and.lt is ;anSharqi he was
Khusrau was an Inb dka gitis. The period o S By, 2
oo and P’f‘ ;" that of the Sultan Husuanf e dherein
Jaunpur, a“‘: SgcCAaDy witnessed the c:ltuugr; :)he o o
the 15th centu -D., e ho | e
prabandha gitis _on ?h:v:::iod, yet dhruz{apada gal.ne::;f\;gz:, nee
A durmgSultans there. During the rt:lgfthe P,
i o{;gg A.D,, the practice orlzultuarsi: the dhrusapads
1542 to .D, St K g -
:::Thed . high‘waterkﬁ?aar:;ﬁmi Haridas, the d15c1plefoi£;a:::
R G”“'{”“ Mi;n Tansen and a host odhuwpada
s Ri_tmadul:"ding fame for the culture of the torary e
m“SiCia“sl gal;‘;:iizirln Adil Shih of Bijapur wz;: Z(;ngfsrr;i!;c ary 1o
e Eraperer ‘ the best pa '
tggtjEmperor Akt')ar' hH; dlf:Otf:k interest from his ez?.r‘lytoatghee.
o Altmed o lCritten ag follows in the Inlrodﬁftzonwas ¢
bk 1 Ah'med " V;;y the said Sultan: lbfla :b[:came 2
ot I{imb-t-Naumsand his book in the same s}tly e pecame <o
master of D/zrupadat even the Mughal Em?cror Je angof,Dhrupad
S t(? attra(}:x Kitab-i-Nauras to be in the form eupad
e Sulta tle rant from Baktar. It has been s tied that
e o thousn eakilled musicians thronged Nau'ra.sp i on an
e e Sltan wished that « skilful musician Jhould
occasion and tk_lc Surt by their presence . .The d/zruv(fpi %hc
e cou’nent part in every musical functlot ;ms he
used to play a Pr_omalnd Sahajahan were also grea't ,—?a rDjrang
e o J?ihat;fil:r The names of Jagannatha Kavirija,
the dhruvapada gitis.
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traditional idzal, The term dhrupap pristine purity angq
giti or song, or celestial

for dhrusa
meansg ¢ .
‘that which 13 ever-

. sacred’ or
lasting and celegtia]

»and pada meaning

merely the outward Ornamentations q
gitis. In fact, the dhruvapada braban
maintained and sustained in all
supreme value and importance even
preserve the glorious heritage of the ¢l
enrich the priceless treasure of art and

Purity,
80 as to
order tq
r India,

in ‘hESC days'
ssical music, ip
culture of Mothe

SIGNIFICANT USE OF SRUTIS IN NORTH
INDIAN RAGAS
By
Robindralai Roy,
Delhi University

There is no subject in the field of Indian music that has been
the source of greater controversy than srutis. The controversy
really cancerns two aspects of srutis or microtones, namely the
mechanical and the aesthetic. The mechanical conception of
twenty-two sratis arose, as far I understand, from the Greek
system of dividing the octave by eycles of fifths and fourths, each
giving eleven srutis unequal in interval. After re-adjustment the
inequality could be distributed giving equal intervals approxi-
mately as was the purpose of the original Pythagorean procedure,

But such a procedure way be natural to the mathematician,
but it has no relation to the musician’s way of thinking. My purpose
here is ta indicate the musician’s method of getiing srutis, by
analysing the structure of various important and representative
Ragas of North Indian Music,

I may summarise the central thesis of my paper by saying
that our srutis arc determined by the relationship of major and
minor thirds, the mast important relationship in our music which
I generally call Gandhara Bhava (cither komala or suddha gandhara)
the relationship of fifth and fourth (panchama and madhkyama

bhava) being limited to Ma and Pa, in relation to Sa, and in Re
Pa, Ma %%, Dha Ga.

Music is the harmony of consonant and dissonant intervals,
Sa Ma and Sa Pa are consonant intervals; $a-Ga and Sa ga are
intermediate between consonance and dissonance; Sa Re and lower
intervals are relatively more dissonant,

First I shall draw attention to the Qudara Ragas which have
gandhara bhavas as in SRMPNS, SRMPDS, where RM, PN, DS
are gandhara bhavas, i.e., if you consider P as Sa, Nis a Ga; if D

is Sa, Sa isa Ga. The first is a major third interval and the
12
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:;t;_[cond is a minor third interval.  The Oudgya forms which drop
) 2 and Pasuch as SRGDNS do not yield 2 raga because they
ave no gandhcfra bhava. SMPDMS vields a raga only when
gan.dha;; bhava is made predominent in MGP,DM PNDSNYR SDPp
2;1nru1:nd;12llan\ Keder. Such phraseology obviously dis’cardil
¥ s ot Aroha-avaroha, the given phrages being always Vakra

Even the absence of the
consonant M and Pa ¢ i
raga when .the gandhara bhayy is strongly establish (;"33 Y_“:ld )
Marva which often ignores th D e e

€ Sa itself; DmGeND etc,, and

srutis have scarcely any relation to Sa

Now let us give some instances of short

on gandhkara bhava: RGS, GMR, DNp Dnlf)nu(ziggl plill:;;cs based

In many Gamakas we use the
. gandhara bhayg h .
SR becomes SGR, GR is GMR where SG and‘;/[;n' for instance,
bhavas. are gandhara

Now it is obvious that when two notes are connected b
Gamaka as i, say, SDS or PGP, the D has a direct relation ¢ ySa
. . . . 0
irrespective of intermediate srutis, Hence if S is 480, D has ¢ ba

> 3 to be

4}(1)0. This being a general principle, MRM or RMR will have
the R in direct relation to M and will be 27 imi

0. Simil
such combinations. ey for all

. Let us review the forms of important ragas belongin
Bilawals, Sarangs, Kahvadas etc., to show haw Srutis are g g g to
by gandhare bhava. etermined

The most important of the Bilaw

! als, namely Ajfgq i

has the general form SDaP GPMGMRGPNDI}\]IS lh“é};‘: B’Slﬂwal,

GP, MR, PN arc gandharg bhavas. The minor third ime Iinl;.
erval n

is really an artistic variation
of the major thirq j
ird interval PN
?
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minor third interval P-n. Thismethod of substituting a minor third
interval for the major and vice versa is common to many Ragas
and is the reason why most North Indian Ragas cannot be classi-
fied under Janaka Melas. Most of the important Ragas of
Sankarabharan (Bilawal) and Harikambboji (Khamaj) have to
be referred to the combination of these Mela kartas.

The Kalyani Mela Ragas are similarly based on the
gandhara bhava. The significant feature of our Eman Kalyan
is NP m G P where m (teevra Ma or Prati-madhyamam) is an
interpolate note and hence uncertain and often oscillating, Our
Suddha Kalpan with SD P G P R similarly emphasises on gan-
dhara bhavas S-D and Ga-P. Bhupali is entirely based on it,

The Ragas having two Madhyumas and two Nishads classi-
fied under Kualyan Thata are ever interesting study, namely
Kedar Kamode Hameer and Chhayanata.

In Kedar Sa Ma Pais Sa MaGa Pa shows the involuntary
inclusion of the gandhara bhava. The sanchara is predomi-
nantly in intervals of thirds: Sa Maga Pa, Dha Ma, Pa Ni Dha
Pa Dha Mz, Ma Ga Ma Re Sa. Pa sa Dha Sa, Ni Dha Sa Ni
Re, Sa Dha Pa, Dha ni Pa Dha Ma, etc. This means that that
the srulis are in harmenic relations of thirds.

Kamode with Ma Re Py Ga Ma Re Sa has also most
emphasis on gandhara bhava. ilameer with Ni Pa Ga Ma Sa Dha
Sa is similar.  Chhayanaia similarly uses Pa ni Dha Pa,
Re Ga Ma Pa Ga Ma Re Sa, Dha Pa or Dha ni Pa. Ip this
Madhyama Bhava is prominemt in Pa Re as in Kedar the
prominent Madhyama Bhava is Sa~Ma.

In the Khamaj or Harikambhoji Mela the wmain Raga Fhim-
jhoti and Khamaj fix their srutison the same principle. Re Nij
Dha Pa Dha Sa Re Ma Ga, Re Ma Pa Dha Sa in Fhimjhoti Pa ni
Dha Pa Dha Ma Ga in Khamaj,

The Brindavani Sarang is a base Raga in which gandhara
bhava is most powerful: Ni Pa Ma Re Ma Pa, Ni $Sa and Ni
Pa Ni Sa.
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notes are interpolated betwe
Kanadas are important
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pitches of syulis gecur when
en the notes of the gandhara bkava.
instances, (Ja {komala) intcrpolatﬁfi
between Ma and Re in yakrs fanchara gives Ma Ga Me Re 8a is
oscillating. This is maintained jn the pbrase Pa Ga Ma Re Sa
where Pa Ga are a thirq apary,

But in Pilx Pa Ga Sa Ni
phrase has the Gandhara fized,

The komala Dha in Darbari g anad is an oscillating interpolated
note, ni PaMa Pa Dha ni Pa. 1y Jounpur the Dha is static or fixed,
Ma Pa Sa Dha Pa. In Adhana the Dha i also fixed in the phrase
ni Ma Pa Sa Dha Ni Sa.

We need not muly

Ply instances further;
erable. i

ve instances of ragas na
ndol varieties are inter

they are innum-

med on the varia-
esting:

(Bhairavi Mela)
SGMDNS: Qur Hindol (Marpg or Kalyan Mela)

SGMDaSa: Our Hindol; (Xhamaj Mela)

Other variations came {o ha

ve differeny
Bageshri when sung withouy

Pa is in this £4
The use of the same nate as

having o fixed
pitchis illustrated by Bhimpalasi

*Ma Pa gy sa
pa. The first is oscillating and the

ames, such as Sopini
rm,

and an oscillating

and Ma Py p; Dha
second fixed,

The Dhanasri varieties cover

2 number of g,
Hindol group: Pa Ga Ma Pa Ni a3 in

las like the
Kafi,
melas,

Bhairgy;, Bilawal Pyyyi

1 have very briefly outlin
makes the strocture

onsciously, The
and subtle expressions of mood

are subjecy g tmotionga}
sincerity in execution,
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GAMAKAS IN HINDUSTHANI MUSIC
By
Pt. Ratanjankar

InIndian Music, whether Dakshinatya or Hindusthani,
expression of the musical tones occurring
Importance of its own,

by the word Ockira or,

correct

in a raga has ap
The northerners refer to this €xpression

to put it correctly, Utchera,
Utchiira refers to graces of music which are known in
by the word Gamaka which gives a note its ¢

and correct degree of pitch as re
of a raga.

This term
he Sastras

orrect expression
quired for correct rendering
aces of music are known
ornaments not in the technical
Alankdras but in the sense of Gamakas.
technical terms in Western music such as Acciacatura, Appogiatura,
Fioritura, Turn, Trill, Legato, Mordent, etc., which refer to
*Graces’, < Ornaments’ or ‘Embellishments’, Such ¢Embellish-
ments’ are used both in vocal as well as instrumental music, In
some cases these ornamentations are extempore, though there are

specific signs for these graces in Western my
system.

In Western music gr
as ‘Ornaments’,

sense of
We come across some

sic in its notation

In Dakshinatya 8angita Gamakas

are considered to be very
important for the correct rendering ofa s

aga. In fact the correct-
ness of a raga depends much upon the Gamakas

It is perhaps thought that in Hindusthan;j Music Gamakqs are
not much in use, nor, it is thought, are they much popular, 1Itis
therefore the purpose of thig Paper to explain how important are
Gamakes in Hindusthani music, though the term Gamaka is, in
Y o a sort of forceful
containing a number of

sic, applied op)
accent on a note or a passage of raga
notes.

Theoretically all the ‘Graces’,

[ 4
Ornaments ’,
ments’, whatever we ¢

all them, are, in our Sastrag k
name Gamaka. Sarngadeva in hig Sangita Ratnakqrg

‘ Embellish-
nown by the
» Prakirnaka

. l 4 )
- N ¢ )

- defines Gamaka in the

;amakas. . s,
Adhyaya, refers to 15 Gamaka s ad g\ This defini

P — THh: ..
following words . Tg{H Feql ﬂff 15 Gamakas namely Tiripa,

list © f vogue
: i llowed by a now out of vog
tion is f‘}{ :1a etc. These names are e isian. ogal

. ? ‘ n ’
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In modern Hindusthani i . o
efnbcll.ishrnents enumerated a;(l)::c gzrcn:rk;inls only one of the
given in the Granthas, Gamakas are a number 0? to the.deﬁnition
not_es of a mga‘ in which the noteg are shaken iexprcssxons of the
quick or medium tempo, Al tpe fifteen ¢ % comparatively
individually described briefly by Sarngadev amakas have been
.Gamakas are Tiripa, Sphurita, Kampita, Leena an:.A Tht? first five
is the qu.lckcst throbbing of a note iy U of a Drar "dolzta.. Tiripa
?hc! continuous rattle of a Damgyy,, Sphurita is a ; S;Olmdmg like
inlof a Drufa_’ Kampita, a stil) slower shake in ¢ mfc ower erill
Leena, a shalfe i Druta tempo, and Andolitn thg OY'a Druta, ang
a.broad oscillation of a note ip Laghu tem ; e slowest shake,
sixth Gamak1 namely Val; in which the shp;k. :rhen follows the
Vakrata or a sort of knot, The seventh Ganm ke 13 attended with
description given by Sarngadeva, o
and down without a pause in all the
we callia Tana Phirat in Hindusthani My VeS, perhaps, whay
Gamaka, is Vali itself, but in tender and soft oo arula, the St
.The 9th Gamaka by name Akata is expressed [:;Znner of exp
Tts next note and returns to its place, The IOt;nGa note.
fn which a line of notes is sung in ascendin amaka iy Ullasa
fts higher neighbour or it may simply mea:'aeaCh note touching
in ascem'iing order. Plgvita, the 11th Gamaka _passage. of swarag
a note in the Pluta tempo, Pronouncing als an osc.lllation of
sonorous voice and with an aspirate i called Gnote With a deep
the 12th Gamaka. The 13th Gamakg ocours Whumplma, which ig
with lips pressed. Sarngadeva describes the Clﬂ a note i sung
the following words :— 4th Gamatq i

FRINT FAAH A bRy, |

The correct interpretation of this Statement, ;

others, of Sarngadeva on this topic is difficuit , ]l_,n fact, of some
m=an pressing down or bending"dowﬂ the nOtt;_s thlterally it may
would have. He has given no illustration in his at Sfirngadeva
of any of the Gamakas. Kallinatha does not ¢q Notatiop 8ystem
Gamakas except the Jast one, namely Misyiy, Samment on thege
this 15th Gamaka as follows : * Darngadevy defines

aaat faonfaaera epfear figy. ;

ression,
touches
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meaning thereby that combinations of these Gamakas produce the

various kinds of Misrita Gamakas. Kallinatha comments that
by saying g3ui fgumizgy. Sarvgadeva means that only twoor three

of the Gamakas erumerated above are tc be combined and not

all of them together. In the absence of noted illustrations and

any explanation by his commentators it is not easy to interpret

these definitions with exactitude. The word Gaemaka seems to

have come into vogue much later than Bharata’s Natya Sastra

and even Brhaddesi perhaps. Parsvadeva explains the term.

According to him the effect produced when a certain swara

touches another sruti along with its own proper degree of pitch is a

Gamaka. 1t is but natural that a musical note cannot be throbbed,

shaken or oscillated in the way it is meant without touching

some degree of pitch vp or down, Some modern scholars of
music have dealt with the subjcct of Gamakas of the Granthas. 1t

will be interesting to read their articles on the Gamakas. [ donot
think I need quote them here: I only want to place before this
assembly a few thoughts regarding the Utcharas from a practical
point of view and point out theirimportance.

I shall now take up cne by one the embellishments I have
enumecrated above and illustrate them.

The first and foremosst in importance is the Meend. When
the voice slides from one note to another without break, touhing
the intervening degrees of pitch according to requirements of a
raga it is a Meend. On string instruments played by the plectrum
the Meend is played by pulling the wire sideways and/or bringing
it back to its place slightly sounding the intervening degrees of
pitch according to the requirements of the raga. On string
instruments played by the bow the Afeend is played by sliding
the left hand finger on the wire while bowing it continuously
without break. Thus a Meend is an unbroken transition from one
note to another.

In fact Meend is the life of Hindusthani music. Indeed,
without their Meends the ragas will be mere lifcless figures.

f r—————— - e —————

| ma | ) ~ dba Voolopa |
PA GA , NI PA ', DHA MA

13



98 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XXXl
— - - e - —_—

ga | I dha | | re |
MA RE , NI PA , GA SA

The first Meend of PA to GA witha touch of Teerra Ma in
between is a distinguishing mark of the raga Suddha Kallian.
The next three Meends of Komal Ni to Pa with a touch of Dha in
between, then the Meend of DHA to MA with Pa in between
and the third of MA to Re with ga in between are the distinguish-
ing marks of Sorath. The last two Meends are the distinguishing
marks of Bikag. The notes re and dha are almost non-essential
for Bikhag; they come into use just to link up respectively Ga to Sa
and Ni to Pa in the Avaroha. In the dAroka they are Varjya-Swaras.
Almost every raga of Hindusthani music has got its Meends. All
ragas of a serious type such as Bhairava, Darbari Kanhada, Adana,

Suha, all the Malgras, the Todis, Saranga, Kalliins and Natas are
full of Meends.

Soonti is a kind of Meend itself when notes at large intervals,
8ay Sa to Pa or Sa to Octave Sa, are linked one with the other in
an unbroken, and, more or less nasal voice in ookdra. The Soonth

als0 occurs in instrumental music when such Meend is played on
an instrument with a flat or fretless board.,

Khatka is the same as what ig known a
music. In this a swara is repeated twice in ver
first touching its higher neighbour and then in the repetition the
lower neighbour. In singing Pa with a Khatkg what is actually
sung is DHA PA MA PA in i :

g ( ) a very quick tempo. This

et t— e e

8 Turn in Western
¥ quick succession,

embellishment occurs in the Khayal style.
the Dhruvapad style of singing. It is also
Thumri and Tappa styles; in fact it occurs
and light classical music.

It is not allowed ip
Very commeon ijg the

in al] types of light

Murki is a twist on a note. It ig dlstmctly a feminine
expressed by voice. Itisa distinpuich: Thumy

1
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style which includes Holi in Dipchandi Tila, co.mpositior;s lm
Dadra, seasonal songs like Chaiti, Kajri, Savan, Hindola, ]z(;o‘ a};
etc., sung usually in Kharva or Dadra. 'The note. on W-“;
the Murki is placed is sung with t.ouches of its nelg(;
bouring lower and higher notes all in an unbrol'cen a;a
soft voice in quick tempo. For instance, the Murki .o'n S
of the top octave will in actual notation be (samrf:sa);
PA with 2 Murki will in notation be (pama dhapa). Somenn'mh
a Murki is taken up with catch at other notes and ended wit
a Khatka. For instance:

padha. padha sani  resanisa.
(—) (=) ()
On the Pa the compoud Murki will be rega rega pamadhapamapa.

D) () (e

We come across physical Murkis every.day in our modern life in
the films. These are musical murkis. .Among the ragas them-
selves there are types of styles in which the ragas are to ge
sung. Some ragas of a serene and solemn effect, are to “;
sung in slow tempo, others of a lighter effect grc to lfe sung wit
little quick passages and Murkis and I{'hatkas, a third type are
full of Meends, and a fourth are full of quick running p.assag'cs up;
and down the scale. This reminds.onc of theclass:ﬁca;x,c{no
ragas in the Granthas according to Geetis, namely Sudc?ha, B unmzi,
Goudi, Vesara and Sadharant, e name of thc.Gee!z con;e;;he
being prefixed to the name of the raga, for mstan?e, B';l- a-
Kuisik, Bhinna-Kaisik, Goudi-Kaisik, Suddha-Sadharit, P‘;n'na;
Shadja, Vesara-Shadava, Gouda—Parfchama anc% so on. pdgg ige
these ragas had each its own peculiar expression, goveng hy
embellishments natural to it, apart fror.n the flats a-n ) ar;;s,
i.e., Suddha-Vikrit Swaras of which it 'was consntu.tcd. /{1
Hindusthani Sangeet, ragas such as Khamaj, Peelu, Kaphi, Pahadi,
Fhinjhoti, Tilak-Kamod are light typ?s of ragas and as such are
expressed with an abundance of Murkis and Khatkas.

We come next to what is known as Jamzamd. This is almost
the * Trill’ or ¢ Tremolo’ of Western Music, though not cxactly
the same. A continuous line of Khatkas in an unbroken voice on
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asingle note produces Jamzamid. A Khatka, as has been pointed
out already, is a swarq repeated twice in very quick succession
first touching its higher neighbour and then

, in the repetition, the
lower one.

Thus a single Khatka will sound like this: (sa), (pa), (ni);
(ma) etc. Now these very Khatks sung in an unbroken conti-
nuous voice will sound like this: (G ) O
Pa)iiiiiiniii i e, L ) RO

Regarding Gitkidi there may be differences of opinion among
musicians. I consider it to he a pair or three of consecutive notes

sung in descending order, rach being attacked with a little grace

note, a touch, of its lower neighbour, a sort Acciatura in the

pa ma Pa ma ga
ascending order. For instance ( NI PA or NI PA '—ln\;IA),
I shall be glad to know if there , y
term.

s another interpretation of hig

The term Bahliva is also, like Gitkidi, interpreted in different
ways by our musicians. Some of them cunsider them to be little
passages of music with ornamentations jike the Meend and
Andolan.  Others look upon it simply as an andolan, i.e, an
oscillated note. The literal meaning of Bahlgva is pleasure,
amusement. Whether it is sweet litile passages of music or g
single note oscillated ir a pleasant manger, the Bahlivi carrieg the
same idea with it. A Bahlivd in the senge of a sweet litt]e

a
of music will be like this: Passage
sa ma 1na
Pa. GA GA MA, RE sp
[ em i _;
Pa ma dha (.. ((\\ )
PA MA MA gi)aA
ma .

An oscillated note will be like thi. . GA [éaA ng\‘aA

DHA DA DHA ;N N np

—c—

P 4
I "74’
’ S
' ‘ AR e
5 //‘ . o \‘g
o\ - é ;
! H 4
Pts. 1-1v] GAMAKAS IN HINDUSTHANI MUSIC s/ ® /101
This is called dndolan in the Sasiga. In the sfnse fof a

little passage of music the word Bahlavi p@MdS?Q what is
described as Sthiya in the Prakirng/g:a‘i‘w&ja;_,of Sangeeta
Ratnakara. Sarngadeva describesquite a larg¥%umber of Sthiyas,
as many as ninetysix, each with its individual manner of expres-
sion. Explaining these Sthayas will be an interesting study.
This topic alone would offer enough material for a learned
treatise. Sarngadeva further takes up the subject of Kak.u..Thes'e
too refer to expressions of svaras, ragas, regional styles: indwzduall- ,
ties of voice qualities and styles of instrumental music fub.]ect to
the type of instruments, string, wind and hammered solids.

The term Gamaka is used in modern Hindusthani music, as I
have already said, in reference to a strong or explosive and, at
times, aspirated accenton a note. It is also applied to broad and
forceful shaking of notes. These Gamakas are used often in whole
passages of music. The aspirated Gamcka has now become a
distinguishing feature of the Dhrupad style of the Udaipur Gharana
of the late Zakir-ud-deen and Allahbande Khan, descendants of
renowned Bahram Khan, The sons and grandsons of Allahbande
Khan have now adopted the family title of Diigar, This aspirated
Gamaka is used in Dhrupad style and its Alaps or Nom-Tom,
¢ Tanam’ as it is cailed in Dakshinatya music. The other type
of Gamaka, the violent shaking of notes, is used in Khayal style,

Dharan and Muran al:o are terms used by the DArupad singers,
The literal meaning of Dharan is berding down, slid‘ing dowx.z or
rolling down. A slope is called a dhala. A swara in .low puc}1
is qualified as Dhala. The setting of the Sun is called 1tf Dhalna,
going dowp. By the grammatical rule of & gigoqy, the
«la’ kara is quite likely to become “ra " kdra, fls it often happens
in the regional languages. I have no clear idea of the actl‘xal
forms of Dhara and Muran. 1 would however draw the attention
Of; musicologists to the term Diiila exbplained by Sarngac?cva in his
observations on the Sthayas. Muran literally means turning abou.t,
The Dhrupad singers who use +hese terms should be able to explain
and demonstrate both these terms. Laga-Dint are the Raganga
or Raga-Bhava-San.haras and pal.lses. B.()!?l tlTesc.: are very
important. The littlc phrases are typical or distinguishing features
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Tana ordinarily means a running passage up or down, and
also up and down the scale of a rdga. The word Tana is also
used in the sense of Sthayas or Raga~Sancharas, Thus when our
musicians say, z@ sreqrd # g 9@ se6T eIy FEAEA, | they mean
by Tana the Raga-Sancharas, the cadences of the raga.

Just as vocal music, our instrumental music also has got its
Utcharas or ornaments. They are called Karanas by the ancient
musicologists. They define Karana in the following words,

ot geqsArq; FOE, , also FT qoHi NG: |

Thus Karana is the general term applied to fingering and
striking the wires of a string instrument as well as to musical
phrases produced on it. Sarngadeva has referred to six Karanas
and thirtyfour Dhatus. Dhatu is just a musical phrase. Finger.
ing and striking the strings as well as the musical phrases
produced on a string instrument both come under the term
Karana. Besides most of the graces used in vocal music, our
instrumental music has other ornaments typical to the kind of
instrument, e.g., stringed instruments played by strokes of the
plectrum, those played by the bow, wind instruments and solids.
A few of them, as I have pointed out some time ago, are Ghanseet,
Krintana, Fhala, etc. These can be demonstrated by an instru-

mental musician.

Our written music has no signs for most of these graces.
The Meend and Khatka are respectively indicated by an arc
between the two notes for Meend and a bracketted note for the
Khataka. But the lack of signs for the ornaments is not felt
because they say that putting grace-notes attached to the
ornamented note or notes *does the job’. I will note below
a few passages of music containing these ornaments.

~—-dha-—  ——r€—-— o —g A
The Meend: NI Pa; GA  8A; MA  RE;
r_.._.._ni___r—-, : ,———-—ni ~ - ma
SA DHA SA P A GA et
The Khatka: (PA) = dhapamapa; (SA) = resanisa :

(DHA) = nidhapada
(GA) = magarega
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or
n;AR ‘. ni- ni o, .
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padha A
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2 s DHA 4 TiaTh
ga  ga ga .
3 ga
- A
{(.E/ ’E{ D g? ,EE - TR
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For the aspirated Gamat,
Dhrupad there is so far x\ikt}sigos i;hCouUdaipuf style of
grace-note on which the Principal x~oter"n0lauon. fhe
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from the context of the
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?assag?s of music with this type °dy of water. A
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certainly makes a peculiar iy _and ubd
would be most fittig pression. T
ragas like Hindol, §4
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0 be understopg
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such , Jaij
as Degq, Jaijaivans;,
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Khamaj, Fhinjhoti and Kambhoji as it is called by some
musicians. Songs in Maliras or Malhdras are descriptive
of the rains and storms and thundering clouds and to
make an effect of the rains and thunder this type of
Gamaka would be quite the proper embellishment. This
type of Gamaka is more common in the Dhrupad style of
Alaps, i.¢., extempore elaboration of ariga and songs
such as Dhrupad and Horis. 'This Gamake may be used in
the Khayal style at times, but it is very rare. But there are
Gamak-yukta Tanas and passages elaborated in the Khaya.
style which can be indicated on paper in the notation by
the grace notes. For iustance:

sa re ma pa ni sa 1€ ni re sa ni

NI sa RE MA PA NI SA RE SA NI PA

pa ma re
MA RE SA. :

There is no aspirate in this, though it is to be sung in a loud
voice, This too may have an effect of the thundering clouds.
We are told stories of musicians of the past who possessed power-
ful voices and having sung such powerful Tanas that the music hall
vibrated in response and the cloth covering of the hall got rended
out. Today we require a microphone even in a small chamber
of music. Our actors on the stage of the recent past could throw
their voices right to the other end of a big auditorium even in
their dialogues, not to speak of the songs. Our vocal musicians
of today have, it appears, become so mike-conscious that they
feel it impossible to sing without that little dummy right in front
of their noses. When our stage singers of a few years ago could
make themselves heard upto the end of a big auditorium it may
not have been quite impossible for a musician of a few centuries
ago to have sct a whole music chamber vibrating powerfully
enough to tear the cloth mounting of the roof. I think acoustics
should be able to provide a scientific explanation for this
phenomenon.

The rest of the Utchdras or embellishments are more or less
of the nature of cadences of music and as such they are consti-
tuents of ragas.

14
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T .
calledhien lﬁllzo;;inc.c of the grace notes or Kapas as they are
ven the degres afnoP System ia obvious. These Kanas influence
per requirememsoofpml.} at whlcP ‘a note is to be -cxpresscd as
a fanya, a deriVatia 7@8a. For instance, the raga Bhimpalasi i8
Mela as it ig called Ye of the Kaphi thata or Khara-Hara-Priye
or Kaishik Ni of e . D2kshinatya Sangeet. But the Komal
e, a passage u tl}: raga wlfen' it is sung in an Arohi passage
it always ung wpithet;calc. 1t rises up slightly, simply because it
attached to it s 11 e grace .m.)te of the SA of the top octave
small sa on top of it atAm writing this note we have to write 2
of Bhimpalasi 14 the‘ 1 Komal nj ig occurring in the Alapas
note of sa attached tq It);“ages JP the scale will have this grace
in the Mandrq Sthayi or Lm' Similarly the Komal Ni-s occurring
of Madhya Sthayi Sa apq andra Saptaka will have the grace-note

. . . ched to 't
In Bhimpalgs; containing Ni Komall 'wnrf};::faﬂsages up the scale
ng as:

ma . . )
MA p S8 sa g, sa
A __G_é_n MA PA a

LT NI NI NI ps NI SA
sa sa $a e ~
NL NI S G mp Tl

SA NI DHA pa

at all the other Komal Ni-#

grace note of Komal Nj attached

ni
NI NI M "
NI NI ~ DHA p
- A MA pa GA, RE GA

RE re 3 f““""k_'-\

SA RE NI N sa o Si DHA PA
Pa ma
MA PA GA

ur ragas are full of su . .
notes attached to the syq, ch intonationg

. influence e
as in them, d by the grac
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Music is a language and the ragas have traditional conven-
tions to be observed for their correct rendering. The written
music has to be filled up by such embellishments in practical
demonstrations, There is much more to be ‘ read between the
lines”, as they say, in the language of music than in the usual
worded language, Even in the script of worded language accents,
emphases, pauses, pitch of the voice, and strength have to be filled
up in actual speaking. The script is certainly not a perfect

representation of the spoken sentences, Why then find fault with
written music ?

My purpose in making theseobservations is just to open up
a subject for a specialised study and research, common to
all music, be it Hindusthani, Dakshinatya, or Western. In
fact I would feel highly gratified if we get some information
on the ornaments or embellishments which occur in Western
musie, especially in the extempore elaborations of a musical
theme. In Indian music the personality of the musician, his
voice, his mood for the moment, natural inclinations, the back-
ground of his training, his own efforts in the practice of music,
his experience, etc., give a more or less personal touch to his
rendering of a rdga or a musical composition. Thus the Bikag
Riga rendered by four topranking musicians will of course be
Bihag all right and yet it will make four different effects.
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dances and music. Through the fusion of the culture of scatfe
and Portugal with that of Africa and the indigenous peopl pain
cultures of South America, there has emerged a vital ape:t;artd
expression in dance and music characterized by strong, com elnc
rhythms and movements of the pelvis, torsg and head, ’acce:t::
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with abrupt moments of tension and relaxation, alternating sharp
staccato movements and flowing undulating movement.

By contrast a combination of movements in the classical
balletic style would have a very different flavour and visual image.
Essentially this image is linear and emphasized by upward move-
ments and horizontal ones directed against gravity and dictated
by a set pattern and definitely systematized technique of move-
ment. Whereas the Afro-Latin influence produces a freer use of
the body, demanding in its turn a special development and
broader articulation, it demands less of rigid technique and
sacrifices the classical basis of restraint and limitation for a
greater range of expression whose highest pitch can be called
frenetic,

The influence of ethnic forms such as those of Central and
South America, or the variety of dances and music from the
American Negro heritage, jazz forms, or the early phase of the
Western movement, the dance of the settlers, the cowboys, the
dance hall girls, the social square dances and reels—all of these
form material that is continually being drawn upon for inspiration
and interpretation in contemporary dance. The gestures,
costumes, characteristic movement, choreographic pattern and
design, are rich sources for expression. As well as movement,
the rhythmic structure and melodic motifs of their music are
drawn upon.

These trends cannot be rightly called trends—because it is
much more than a passing or transitional period. The fusion
and refusion will go on, all of it becoming part of the overall
expression in contemporary dance in America, expressing at once
the varied social and cultural pattern of the United States.

The second most tmportant influence or trend that has
shaped contemporary American dance is the rediscovery of our
own folk tradition, spanning particularly the period of Western
development as the frontier was pushed across America westward
to the Pacific. The atmosphere of this era has given the inspi-
ration for the central stylistic motif of the ballet « Western

Symphony .
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UNTEMPERED INTONATION IN THE WEST
By
H. Boatwright
1

It is well-known that the dominant musical instrument in the
West is the piano, and that this has been the case since about the
beginning of the nineteenth century. One sees this fact demons-
trated every year in the applications to music schools. There are
usually three or four times as many pianists taking entrance exa-
minations. as there are violinists, wind instrument players or voca-
lists. What is the great appeal of this instrument ? It makes
possible the performence of harmonic music by only one person.
This is true, of course, for the organ, which would seem to be a
superior instrument to the piano, in that it can sustain its tones,
But the great cost of organ construction, as well as the immova-
bility of instruments of any significant size, has given the piano
an advantage, as far as possibilities for widespread use are con-
cerned. The piano is the musical tool of all Western musicians,
whatever their specialty, and nearly all of the great composers
from Beethoven onward have been primarily pianists. The effect
on musical idioms brought about by the dominance of the piano
has been significant. So much writing by pianist-composers has
affected, not always for the best, the general style of composition
for strings and voices, individually or in combinations. Even the
modern orchestra, as handled by such a composer as Stravinsky,
often sounds like a highly coloured imitation of the piano, possi-
bly because the music takes its shape under the fingers of the
composer at the keyboard.

Just as the piano has exerted a significant influence on
musical idioms in the West, its system of tuning—equal tempera-
ment—has had serious effects on theoretical thought. Before
discussing these effects, let me try to illustrate briefly what equal
temperament is, and also give some of the reasons for its rise as a
tuning system in the West.

15
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for Music and Letters, January, 1940. T came across the statement
as it is quoted in the new volume by Mr, Ayyar called Acoustics

for Music Students. It reads:

The European, wedded for suflicient rezson to
equal temperament, has not forgotten that he had, three
centuries ago, pure intonation, and he can therefore understand
the Indian scale, though he may be unable to feel it.”

Mr. Fox Strangways may not mean by the phrase ‘“wedded
to equal temperament »” that all of us are entirely faithful
spouses ; he acknowledges later in the same review that the
situation is different for our unfretted stringed instuments. But
he allows perbaps too much importance to keyboard intonation
when he assumes that it can affect our ability to feel pure intona.
tion. Actually, three centuries ago the untempered keyboards
were, in any case, not tuned in what could be called pure intona-
tion ; they underwent considerable artificial adjustment of the
pitches. And the main source for the purest kind of intonation
in so far as such a thing is possible, was the same then at now :

singers and players of stringed instruments.

The idea that Western musicians feel equal tempered rather
than natural intonation nowadays will not stand up even if one
considers only the practical difficulties of tuning a piano. If our
ears were truly wedded to equal temperament, any one of us

should be able to tune a piano the way you tune the open strings

of your veena—‘ by ear.,”” But even the best musician cannot

tune a piano in equal temperament without knowing the piano
tuner’s tricks. And the people that tune pianos are very often
not musicians, nor do they necessarily have the pitch sense which
is essential for the violinist or singer. Since equal temperament
includes not a single relationship between tones in its normal
vibration ratios, (we shall discuss later what these are), the
process is perhaps better described as a conscious mis-tuning,
rather than a tuning. What the tuner, or “mis-tuner,” doey js
to learn to recognize the consequences of the dissonances he
creates by distorting intervals, these consequences being the
acoustical phenomenon called beats. By counting the number
of throbbing beats per second between the mistuned notes, he
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11 as he does. Yet, neither of us
Our ears function alone

When we hear a play

pitch he is seeking for Pa as We

has any exlernal means of measurement. ' fon
with great precision in determining the true pitch. A significant

fact, too, is that there will be no difterence of opinion between
Western aud Eastern listenersin regard to the pitch of a combina-
tion like sa-pa. Some factor broader than peculiarities of
cultural development plainly supporis this unanimity. That
factor is the acoustical phepomenon known as the partial, harmonic
or overtone series. (It is unfortunate that while the phenomenon
universal, we gtill have to struggle with three accepted names

is
I shall call it, henceforth in this discussion, the partial

for it.
series).

The partial series is most easily demonstrated by means of a
although its laws are applicable to every kind
Therefore, let us examine in some detail the
g is plucked or bowed.

vibrating string,
of musical tone.
processes which occur when a strin

When a string is disturbed and forced away from its position at
s toa certain point of displacement, Its elasticity

rest, it move
nt, and beyond that to a point

will bring it back to the rest pot
of displacement on the opposite side of the starting point, which

is equal in distance to the first displacement. Then it returns to
the rest point, from which it repeats the foregoing process with
gradually decreasing energy until it finally returns to complete
stability. The following diagram will illustrate : .

F{B 3 Vle‘atfnS Strmg

Plucked

¢ - E
At rest D;;}:!a(cment‘ Relound
e e v - _4-_»’\\//‘-—-—\_______'__//

One Vibvation;
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From the analysis given so far,

we can derive gey i
.. er
definitions. al basic

The complete process from rest to displacement and from

rebound to rest again is called one ¢yele or vibration

The number of cycles or vibrations per second is called the
freguer{cy. We recognize frequency as piteh in all Practical cases
The higher the frequency, the higher the pitch, ’

The vibration of the whole string, as shown above, produces the

first partial, or fundamental pit i
e pitch of the string.  Let us call

A string vibrates not only asa whole, bu
separated by less active points called nodes,
this phenomenon by lightly touching a sounding string at
exact middle. This nodal point will become inactive gaad e
string will be seen to vibrate in two halves, When the nc;daln t'he
in the middie of the string is touched, one hears not the fpmm
mental sq, but the higher s¢ above it. The explanation il‘mda’b
fact brings us to another fundamental law of physics fo -
of vibration is in inversz ratio to siring length, if all oth'e ’;‘1“"10}’
such as tension, thickness, ete., are the Same, as they a:e 'acmr's
case. 'f'o put it more simply : the shorter the string, 1h l;:. this
the pitch. 1If the two segments of the string are géne ;al;gl:;::
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. each roduc : .
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What is somewhat difficult to conceive is that the upper $a is
not heard separately from the main sa when the whole
string vibrates, yet its vibrations are present in the tone. This
upper sa is called the second partial. (With the other terminologies,
it would be called the first overfone or harmonic.) The presence of
the second partial, and others resulting from still further subdivi-
sions of the string, is what gives a tone its particular quality, tone
color, or timbre, to use a French word which we have absorbed
into English,

When you tune the upper and lower sa-s of the tambura,
what you actually do is to match the upper so string to the second
partial of the lower sa string. While you do not hear the second
partial separately, you do hear the noisy beats that result when
the high string is close to but not actually with the second
partial. When you arrive at the right pitch, the beating stops
and you have the smooth sound of pure intonation.

The next subdivision of the string is in three parts, separated
by two nodal points, If one touches either of these points lightly,

- the fundamental stops sounding, and one
I 8 5 hears pa above the higher sa. This is the ‘
third partial. As each segment of the string
) is one third of the whole length, the vibra-
_' 19d vibr.  tion frequency of the thid partial will be
) three times that of the fundamental,

o~

el

.7 192 vibr.

. When you tune pa of the tambura, you
RO | !
w19 vibe adjust it so that it blends with the third

a3 Fartfﬁ, partials of the sa strings.

The further subdivision of the string
into partial vibrations continues according to the arithmetical
series, 1,2, 3,4,5,6,7,8, and so on, theoretically to infinity,
the more remote partials having less and less influence in the
tone quality except when they are brought out and amplified
by the resonating peculiarities of a given instrument.

Without carrying detailed description any further, let me
place before you a chart showing the order of partials up to
number sixteen.

16
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The most ancient theoretical formulation of scale intonation
in the West is called Pythagorean, after the ancient Greek philo-
sopher, Pythagoras (c. 800B.C.), who, by legend, invented the
method of calculation. The existence of similar methods in
the East implies either cultural contact, or independent dis-
coveries of certain natural principles. You will see a close
resemblance between what we call Pythagorean intonation and
that described in your own ancient treatises.

The Pythagorean method may be used for deriving scales of
different types. It was usedin the Middle Ages for scales different
from those of ancient Greece. Let us use it here to fix the intona-
tion of Mela 29, Raga Sankarabharana (or Hindustani Bilawal).

Pythagorean scale calculation uses as its basis either the
interval of a perfect fifth, 2: 3, or the perfect fourth, 3:4, or a
combination of these intervals. The result is the same in any
case. I shall give here a procedure using the perfect fifth.

In the terminology of Ellis, the fifth (2: 3) has 702 cents. Pa
(702) is the first tone to be fixed in the scale.

If we add a similar interval of a fifth above this pa (702), we
get ri in the higher octave, stauding at 1404 cents from the start-
ing point, sa (O). We can bring this tone down into the octave
below by subtracting 1200 cents (the size of the octave). If we
subtract 1200 from ri (1404), we get the lower ri at 204 cents.

If a fifth is added to ri (204), we get dha at 906 scent.

If another fifth is added to dka (906), we get éa in the upper
octave at 1908 cents from the starting point. To bring gz down
into the lower octave, we subtract 1200, leaving ga at 408 cents.

If a fifth (702) is added to ga (408), we get ni (1110).

Ma can be derived by subtracting a fifth (702) from the
upper sa (1200). This gives ma at the correct size of 498 cents.
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Here is the whole Mela 29, Sankarabharana,

in Pythagorean
tuning:

o an T,
an 7 Py th 200722 |

JrenG,

G
O B ;9 qang
Sa  Ri Galba fa Dy NS
(—*' bor S et Y G et
;\1]’4, Tom Sy A .
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Another feature of the partial serjes which g
in the chart is that the order numbers of the partia
proportions of the intervals. F¥or example, a fift
partials 2 and 3. The proportion between the vibration fr
cies when this interval i sounded in pure
invariably be 2 to 3, The vibratjon numbers given in the chart

for partials 2 and 3 (sa-pa) are 256 and 384, apg these numbers
are in that precise proportion to each other.

hould be observed
Is give the vibration
h is found between

equen-
intonation will

The fundamental sa of the serieq given is set ay 64 vibrations
per second, which is just about the

lowest tone that a heavy-
voiced male singer can produce. The choice of the

frequencies, and in fact, standardization of pitch, was accom-
plished in the West less than a century ago. There is still a small
variance between the standard pj

States,

se particular

The idea may readily occyr that the imposing array of
partials above one sa may contain aj) the tones of the scale. But
closer examination of the chart will show that even such
important tones as ma and diq are missing. What we do have in
the partial scries, however, are interval modelg for tuning the
scale tones. Sa-ma may he tuned ag though it were pa-sa (3:4).
Sa-dha may be tuned ag though it were ba-ga (3:5), and so forth.
Here, then, is shown the method by which natural intonations are
formed : the relations betweey the tone

5 are adjusted according to the
interval models given in ¢h, partial series.
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. At this point, I must bring up and answer an objection t
this theory of intonation which may occur to the more sce tica(;
minds among scholars. This is: How can a theory of intervali rel
on partials if they are present or absent in a tone according to ity
quality ? What would happen to this theory if electgricall 3
produced overtoneless sounds from an oscillator were used ? !

The human ear, as a vibrating instrument in itself, has the
peculiar capacity to supply a wide range of partials of its own to
any fundamental tone that comes to it. These partials, called
aural harmonics, would be added by the ear to any SCien,tiﬁcaHy
or any note from an instrument with a weak
Therefore, a theory of intonation based on
in spite of the constant

overtoneless note,
supply of partials.
the partial series will retain its validity,

variety in the partial contents of musical tones.

g seen what the basis of natural intonation is, now let

Havin
s of intonation in the West

ne the classical formulation

us exami
s, we should discuss practical intonation in performance

After thi

we will refer many times in the dis-

In this chart, to which
d the tone names in Indian termin-

cussion to follow, you will fin
y. But the bracketted com
are defined in the Western way. We call such

Is, in reference to the space between the
d according to the number of shuddha tones
in this case, those of the
ndian Sankarabharana).

olog binations of two tones, such as

sa-ga, 4 5,
combinations inervd
tones. They are name
they span (shuddha tones meaning,
North Indian scale Bilawal, or the South I
Sa-pa, for example, i2 called a fifth because it spans five tones:

sa-ri-ga—-ma-pa-

The word c«interval ”’ 18 sometimes identified with the term
egpputi.’ This  can be misleading, however, because while
o shruti”’ implies one certain pitch in a scale, including its interval

« jnterval 7’ refers to the relationship

relationship to 4 the word
the scale. The advantage of this

between any two tones in
terminology is that we have a common pame for a particular

relationship between tones, wherever it 0CCurs. Ri-dha and ga-ni,

for example, are called fifths as well as sa-pa.
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There is one case in which the five shuddha tones do not cover
the nornal interval of a fifth. This interval is between the ni just
under sa, and ma. Such a fifth, since it is smaller than the others

is called a diminished fifth. The regular fifths, by distinction ar
sometimes referred to as perfect fifths. » are

Sa-ma, and similar intervals such ag ri-pa, and ga-dha ar
~ e

called perfect fourths. But ma-ni is larger, so it is called an
augmented fourth.

The other intervals ~seconds, thirds, sixths, and sevenths—-all
_come regularly in two sizes. The third, sa-ga, for example, is
bigger than the third, ri-ma. The larger one is called a m;jor

third, and the smaller one a minor third. Similarly, we have
major and minor sevenths, sixths, and seconds. Seconds, since they

are between adjacent scale tones, are also called whole steps and
half steps. Sa-riis a whole step; ga-ma is a half-step,

During the Middle Ages, the Pythagorean tuning was
demonstrated in a practical way by an instrument consisting of a
single string mounted over a long, hollow box, called the monochord
The positions of the tones were found by measuring the String.
and these points were marked on the board below the string.

It is my understanding that string division has also lon
been used in Indian thcory, g

Monochords continued to be used in the West as guides for
tuning keyboard instruments up until the techniques of equal
temperament were well-known. Even Mersenne, the French
mathematician who, in 1636, gave the first practical advice about

tempering by means of beats, worked out by mathematics a huge
monochord in equal ternperament.

Monochords, while not used for practical purposes any more
remain a splendid device for demonstration and teaching. A],]
the tunings to be discussed here cap be worked out, demonstrated
and proven on a monochord. I am sorry that the neccssar):
limits of this discussion prevent my giving descriptions of the
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steps in monochord division for each tuning. But keep in mind,
as we use the abstract method of adding and subtracting cents,
that we are not merely manipulating figures. The figures are all
capable of realization in tones.

The Pythagorean method is based on natural sounds-the
simplest intervals of the partial series. But the curious fact
about it is that the scale tones which result are not always in the
best relationship to the starting point, sa (O), nor do all the
other intervals match those of the partial series. Let us compare
the interval sizes of Pythagorean intonation with the corresponding
ones from the partial series, given in cents.

thg Pyﬂ;agorean and Nafuraf [iterials Combal’t;’\i.

(0nly one example of cach interval is given)

Pythagawzav\ NaturalCin Bartial Covies)
Ma Sa-ri\ 20 4 (cents) Aok (8:‘1)
Ms Saga g 38, (4'9)
4 S5a-ma 498 |Boxed-im 499 (34)
5 Sep 01 P | Poa (23)
.Mé Sa—dhd @ natuorzl 5'\:,;__5_ %4 <35)

My S ([ [083 (8.15)
w3 Rem [ 44 3, (5)
wo Ga-sa 814 (59%)

™ Ri-sa M6 196 ( 5,:({)

vy Gama Ha (15%)

R\, 4 Ma. . G‘;. - (NO one T'La,tm’a‘ ;
gt M : ——  model for these

Dim5  Nivsa’ 588 | ’i",ftem?;)’ :

We find that besides the two intervals used for derivation
(the fifth and the fourth), only the major seconds (sa-ri, ma-pa,
etc.) and minor sevenths (ri-sa, ga-;i, etc.) conform to ‘“ natural”
intonation. Even in ancient Greek times, there was countroversy
over this tuning, the one side insisting it must be correct because
the method of derivation had such a sound basis, and the other
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side Insisiing that the Giird Gone, ga (408),
too high, and obviously cut of tune,

Particularly, was much

Did people actually sing in this intonation under 4 circum.
stances 7 Its presence inancient treatises is no proof that (hey
did, any mecre than documentary evidence of equal temperament
will prove to the future that this was the intonatiop exc
used in the West in A. D, 1960, But the orderlinesg of the p
rean system has always appealed strongly to theoristy,

lu'sivcly
ythago.

It should be pointed out that Pythagorean calculations cap
be extended to include twelve or more tones in the octave,

»

The second classical intonation of the West attempted to
correct the flaws of Pythagorean intonation, especially the
objectionably sharp major third. The originator ig supposed to
have been the late Greek writer, Didymus, in the second century
A. D. His tuning demonstrated clearly the difference between the
Pythagorean third (408) and the natural major third (386).
Piolemy, the Eygyptian astronomer of the early Christian period,
gave tadles siowing the (uning of Didymus, 4 similar one of his
own, and various othzrs by Greek writers, By according to the
historian of tunings and temperaments, J. Murray Barbour,
these tunings were not known ecarly in the Middie Ages. Only
the Pythagorean tradition maintained continuity from antiquity
through the Middle Ages.

The controversy over the intonation of the
third was brought out again in theory by the meg;
writer, Walter Odington (c. 1300), who stateqd that
not the Pythagorcan third, but the natura] one,

Pythagorean
eval English
singers used

As the practice of polyphony (or harmony) developed in e
West, dissatisfaction with Pythagorean tuning grew, becauss
even the primary chord, sa~ga—pa, did ney sound we]] with the
sharp third. Various writers proposed a)) sorts of mixturey
Pythagorean and natural intcrv.als, with the Major thirg st at
5:4, 386 cents. The tunings which use the natura) major thig
are called Just Intonation.
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Let us apply the principle of just intonation —that all major

thirds must be 5 : 4 (386)- to the tones of Sankarabharana.

We may begin by placing ga at 386 (4: 5).
Pa is placed next, and, as in all untempered tupings, itis a
perfect fifth from sa, at 702 (2:3).

Ni may be derived by adding a natural major third, 386, to
pa, 702. Ni is set at 1088 (8 : 13).

Ma is a perfect fourth from sa, at 498 (3:4).

A natural major third (366) above ma (498) gives dha, 884 (3:5).

Ri is then taken as a perfect fourth down from pa, giving ri
204 (8:9).

Now let us see how the whole scale appears, and what

intervals occur in the combinations other than those used for

the tuning.

F:S_Q Natural funing (Didymiaﬂ

gop. : g9 HEIp 23 35 Qw51
nts Q}Stf 6ueg x84y % laco
a i GaMa P D Ni §3
L \ﬁ._za”‘ ~— t,,.,J‘ 2
lents 204 751/ \l'{f o4 1L oy (ﬁi
ProP. §9 90 15K 83 9 9 ISUe

o I

|97

False In‘f@ru&ls fn {ke Natura[ Scaic CDid).mia»\)

Fifth: Ri-dha €80 (nat. 702
Fovrth: Dha- i 530 (Y\at. l}%)

Mino v ’
thirds Ri-ma 9% (at 316)
Dha:sa 49¢ (v )

17
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i fOI‘
()“C Sees that there are now two 8izes :
-1i 77la'j)a and dha-ﬂi are 204 (8 : )9 hile ’z-ga and pa"d’lﬂ are
sa » » g W

82 (9:10). The flattening of these whole is o necessary condi-
:ion to‘pre‘./ent the major thirds from being too high,

the whole step :

Do we now have the intonation of the

perfect singer, who
ings impeccable intervals at every point in th
8

€ scale ?

closer examination of this
beth;Iear:(i]iy;mc?dha, the fifth has on.ly 680 ce
normal 702. An Indian singer, taking the g
inst a sa-pa drone will discover th'e Problem
jig:lpurc fourth below th(;: pa dronc,};t is 204,
fifth in his melody from ri (204) to dkq,
which is 906, This is not th<'a na‘tural
the Pythagorean sixth, and Tt w1llft:;;z
sa drone. If he lowers the gxtcahr(:gm
i, at{d then plotcggjbmtionﬁ: 20y4, which is 680, a pa clashing se
h“: w}‘Lgedtr{;Ze paof 702, He can arrive at 5 correct
c‘;vx:lt:'l lt)yeusing the small whole step, 182 (9 10)

scale shows thay
nts instead of the
tquence jsa-ri.dpq
here. If pe takes
If he useg a perfect
his dha will be 204 plys 702,
major sixth, 3. 5 (884), byt
distinct]y shari; against the
a down to 884 after strikin
ar whole step of 204 (8:9),
verely
ta after dnq
While this tuning offers pure major thirds iy,
f the minor thirds cannot be correc.t. If the
0 ence sa-ma-ri, he will discover this fac,
:lcsq: perfect fourth, 498 (3 : 4) fromfsa (0).
tural minor third, 316 (5:6), from ma,
na‘ 0). This ri will make a badly out of ty
94 cents from ma to ri—forcing the occurre
z Pythagorean minor third.

e€very case, some
singer takey the
Ma hag o be taken
If the singer drops g
498, he Bets r¢, 182
ne fourth of 520 centy
therefore, drop only
nce in the melody of

Another fact to be noted abo‘ft this intop
ize of the half-steps, ga-ma and ni-sq, |
size half-steps are the natural consequence of using well.
While these jor thirds, they lose some of the melodic copeg;
b]end‘ed m:IJler halfssteps. Every singer or pla
fecls s'xtl;lout fixed pitches knows thag half.
mc::;i:;lly in ornaments or gamakas, are more
esp

ation in the large
which are 1) (15:16),

on one
Yer of an inatry,.

Step Progressiong,
Pleasing When the
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tones lic very close together. This suggests the presence of
another factor in intonation which cannot be taken care of by
calculations based solely on the harmoniousness of intervals, I
shall return to and emphasize this point later on.

The problem of tuning keyboard instruments can now be
seen in better perspective. The theorists of the 15th and 16th
centuries tried almost innumerable tunings of the scale, and
always achieved the same result: if one portion of the scale was
perfect, some other portion was false.

Nature gives us the necessary perception to appreciate pure
intervals of fifths, fourths, and major thirds, as well as others.
But in tonal calculations involving these intervals, three or more
rights make a wrong—a most puzzling fact which goes against
what we regard to be logical. For example, three fifths of 702
add up to 2406, which is dka in the higher octave. Bringing this
down by subtracting 1,200 gives us the dka, 9C6, of Pythagorean

F:g; 104, The P)/ﬁ\a(?oreah Com ma
Twelve Svperimposed  f, fths

Sa, _);'_ * - X _ ve, eve

ot 3w s g

A ] ®ose . 4200, ar o coem
[ XY r “poes - LXXRE L
J

€7 " £54 - p - pdha-
) { .L,_\/t ( t,ga(ha)~sa

' / 8 9 TO L g'?’;’:‘/

(SGUCV\OC&@

13. X 702 Qy Xy albove sm,/
g4 oo

L Sa .Y ¢
7 X 100 s
) ®-
Differerce: 24 cenfs, Pyb‘a?oredu Commq

-

B

Y
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tuning rather than the natural one, 884 (3;5),
tion between the Pythagorean and the natural interva] of
22 cents. This same deviation occurs over and ovyer again in
scale tuning calculations. It iy the difference between the false
fifth, ri-dka, 680, and the true fifth, 702, 1, is the difference
between the Pythagorean third, 408, and the natural thirg, 386,

There i3 5 devia.

Besides the Didymian comma of 22 centy
called, the synotnic comma), nature
another such deviation known as th

{or, an it {5 also
Plagues the would-be tuper by

e Pythagoreqn ¢omma,

If fifths are superimposed twelye times, sq ig reached agaip
. R ’
seven octaves above the starting point. Twelve times 702 is

8424. But seven times 1,200 (octave) is 8,400, Therefore, the sa
to which we return is 24 cents, or

(2.0~ .
F'u{r. $ix whole Sfeigs of §°9 (Q&OU— Cen.fs)

R riga i - |
AL "td}t&(km)- -
" (e
TR e
6 X ho4 = I3
betave = Lo

fofevemﬁé?‘- Ay cem’;g, by_{""‘%”“*"‘" o Commg
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The many cases in which errors of a comma may.occur
defeat any attempt at fixing the tones of a key(b’o.ard”on pftches
which will be valid in all situations. A perfect _]U'S( tu.mng of
a keyboard, then, is an impossibility, unless one tries to mclud;
a number of alternate pitches for eacfx tone. Organs b;-m
harpsichords with split keys for alternate pitches were the su Je;t
of much experimentation before equal.temperament was e]st.a -
lished. But while alternate pitches might come close to so vm'g
the problems in relation to one sa, fhc dcTnand;lof Zvei::)::dm‘:is:;
for a movable sa made this solution futile, : he ely 4 with
twelve keys in equal temperament wa§ the ony pr

i i have an instrument with fixed pitches,
solution, if one had to i

N let us come, finally, to a discussicn of untempered
ow , . ) .

. tion as practised by the voice and instruments without
tonati . .
;n boards, examining it against all the background herewith

eypno »

provided.
v

I hope that by now you are ready .to anticipate my stater;)]cnt
that practical umtempered intonation in the West, or Tanywe::cr;
lse, is not a fixed thing like Pythagon?an, J.ust or e;)p ¢
Tnte tion. It depends simply on rapid adjustments by the
;::?:riner ;o escape the consequences of comma errors,

Sensiti erformers make these adjustments withou.t knowi.ng
ey do s They do not need to bave good intonation
how t.hey do S[(:ém onpaper. If I try to set down in ﬁgux:es the
it tl? , approximate to in performance, I do so not with the
retense of oy pp‘o help them. I am merely giving way to the
B s trymgfthe theorist to try to classify the unclassifiable.
N u'rg'e N with a theoretical bent, such an attempt is
rl;o tﬁia?ll:s;:?tr;elf and needs no further justification.
pleas ,

I think that those of us who are inclined t?wards thco::yh al:c

ding totwo urges, one of which we havein ccimmon w.n t e

e i inded musician, and the other with the scientist,

n0ﬂ‘the°re“°3”)’fm s from our love of tones and everything that

o ﬁrc;; l:ii;sti:;g The second springs from curiosity about
has to .
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the patterns of order in nature. The music theorist can find and
enjoy such patterns just as does the chemist, physicist, or an
other scientist even though his work does not carry the :cchnoloy-
gical significance of real science. However, one cannot do things
always in consideration of their practical significance. Even tsc
scientist, if he is a pure one, pursues science for its own sake
letting practical significance take care of itself. So it is with’
music theory, in its non-didactic forms. Let performers and
composers use it as they may, theory has its own path to be

trodden, and the dedicated theorist will trod it, without lookin
to one side or the other. g

After this slight philosopiical diversion, let us return to the
matter at hand: determining, at least approximately, the tones
needed in relation to one sa for practical untempered intonation

The correct pitch of any tone depends upon the way it is
situated in the musical context. The performer has to respond
to and adjust his pitch in three basic situations .-

1. Th? tone is sounding against another one, and must be
adjusted to blend with it, *

2. The tone comes after another note in a melody, and
must be approached by a correct interval. ’

3. The t.one lies near a powerful note such as sq ba, 0
and its pitch is pulled toward that note as;a ;n one,
draws a needle. For this phenomenon, shown bagnm
tt'endcncy to make small half-steps in meledy, no : s
tical explanation suffices. The explanation’ suchC:::
,

may be, must lie in the
physics. area of psychology rather than

The difficult tevi

y of achieving good

. unt N .
springs from the sometimes conﬁicting empered intonation

. de
three situatsons. g demands created by these

To give an example i :

. . ple in Indian terms:

h‘f]‘;‘: :)Otdecxdc (l.rmama"co“"ly' in performance) w:e::“ o

W.l hg .;)la certain pitch by a correct melodic interval ef, you

pitch will not blend well with the drone, or whether yo, l uthat
’ u will yse
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a less good melodic interval and achieve a pitch that does blend
perfectly. In the West, the tones have to blend not with a drone,
but with other notes in the chords. And the same conflict exists
in Western music as in Indian music between the need for har-
monious blending, and the need to achieve the best and most
expressive intonation in the melody.

To meet the demands of Situation 1.—the need to blend- we
must use the best model intervals from the partial series. These
are, in most cases, those intervals with the simplest ratios of
vibration among the usabls partials of the series.

What do I mean by ‘fusable partials”? Are not all {the
partials given by nature, and are they not all equally usable ?

If intervals involving partials 7,11, 13 or 14 are used (one
sometimes encounters proposals to use them, in theory), we run
into tonal paradoxes similar to those which produce the comma
errors when simple intervals are added together.

Toillustrate, if partial 7 is used to tune komal ni with sa, we
have the not unpleasant sounding minor seventh, 4:7, 969 cents.
But this k. ni at 969 cents cannot progress correctly to any other
tone which is in a simple relationship to sa. Komal ni to pa would
be a minor third of only 267 cents—an interval much smaller
than the already doubtful Pythagorean minor third of 294 cents.
Komal ni to ma would produce a small fourth of 471 cents, as
opposed to the correct fourth of 498. Komal ni to k. ga would be
a fifth of 653, rather than 702 cents. Errors of the same kind are
bound to occur whenever these so-called false partials’’ are used
in any system based on pure fifths, fourths or thirds. Since we
are all used to such systems, we feel at once, without making any
calculations, that the seventh partial, easily produced on a string,
is < flat.” We have to exclude this particular group of partials
from anything called ¢ pure intonation’’ by our standards,

The batsic ingredients of an untempered tonal system always
able to solve Situation 1.—blending- would be eleven tones for-
ming the best possible intervals with the starting sa. This would
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be simply an extension of the natural system (

given before) to
include twelve tones.

The selection of one of the tones, ftiyrq ma, causes some
difficulty. Initself, thereis no such thing as. a ‘“natural” . L m‘f;
it can be found only by establishing the tone in a good relationship
to some other already established pitch. Everf then, we have (o
have a pair of alternate tones. One of them s a perfect fourth

(489) up from k. ri, 112. This is 590 cents. The other is a
perfect fourth down from ni, 1088, This is 610,

The eleven tones blending best with sq are fou

nd in the top
row of numbers in Figure 11.

There are, as before, unavoidable false interv
ural system of tuning. There are false fifthg of 6
dha, and k. ga-k. ni,.and Pythagorean thirds of 2
and £. ga~t. ma. To correct these intervals in
need four alternate pitches. To get perfect fifths
upwards from ri, 204, and £. ga, 316, we need dha, 906 (Pythago.
rean), and k. 2i, 1018 (5 9). To get perfect fifths in leaping
downwards from k. ni, 996, and dha, 884, we need k. ga, 294

(Pythagorean), and ri, 182 (9. 10).  These alternate pitches shaw
on the sceond line of numbers in Figure 11,

als in the nat.
80 between ri-
94 between ri-ma
performance, we
of 702 in leaping

With the above tones, we can fuifi the conditions of Sitya.
tion 2., in which the notes of the melod

Y are approached by
correct intervals, But in each case, we have to decide whether
the resulting combination between the melody and the other tones

sounding at the same time (the drone, in Indian music) is 00

noticeably incorrect, If it 15, we must adjust the tone for
blending, reverting back to the conditions of Situation 1,

Situation 3. is the one in which the
towards the important notes of the scale %4, pa, and ma. The
tones we have $¢ fa.r do not suffice, as f, ri-5a, ni-sq, ., dha-pa,
and ga-ma £1¢ 2ll big ha“}stcps of 112 cents, which do not give

flect of close melodic cohesion, Substituting tones which
the; ce Pythagorean half'”eps of 90 cents in these places will
t)r;:cl:a”’ of this need- We add to our scale £, y; (90), k.dha (729),

a

pitches need to pe bent
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ni (1110), and ga (408), all of them of Pythagorean "derivation,
These tones show in the third line of numbers in Figure 11.

Fig, 1: 4 Tomes for Practical Iutouf{pn.;
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Pythagorean intonation has slightly less harmonious pitches
for tivra ma than those already given, but they are pitches which
lead even more closely to pa and ga. The pitches are at 588
instead of 590, and 612 instead of 610. This offers now four.
pitches for £. ma, and there are still others that might be considered.
A subject for speculation is: how much does the difficulty of
finding the pitch of f. ma account for the air of searching,
mystery and strangeness often attributed to this tone (or the
interval it makes with sa) in both Indian and Western music ?

The whole scale, as shown in Figure 11, finally includes 22
different pitches, counting the top sa. I find it very interesting
that calculations and reasoning along lines common in the West
has produced a scale so near to the 22 shrutis of Indian theory.
I hope this discussion will give some idea of the real com-
plexity of intonation in the West—so often underestimated
because of our possession of tempered instruments-—and that it
has shown that ancient Indian sages calculating shrutis, and
modern musicians of India wrestling with the same problems, have
bad in the past, and still have, many brothers in the West.
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THREE DANCE STYLES OF ASSAM
By
Dr. Maheswar Neog
Gauhati University

Assam has been described as a land of dances. A part of
this eastern corner of India, namely, Manipur, has already been
known throughout India and beyond for its beautiful dances,
risa and laihirgobd. Butother religious and folk dances of Assam
have scarcely been known outside, except, of course, on some very

rare occasions when some of these dances are taken out for exhibi-

tion. No scientific and sustained interest has, however, heen
taken by connovisseurs of this art in these various forms of Assam

dances. Yet, Assam seems to have a long and strong tradition of

the culture of music and dance. When the great Chinese

traveller Hiuen-tsiang visited the capital of the seventh century
Kéamarupa king, Bhiskaravarman, the holy gunest was entertained
with music and dance almost everyday for a month. Itis further
held on the authority of the Kutfanimata that a maid-in-waiting,
who was adeptin these arts, died on the funeral pyre of Bhiiskara-
varman, himself a great lover of fine things in life,

King Vanamilavarman of Kimarupa (9th century A.D))
erected a temple Hitakadulin Siva, and this was properly endowed
with danseuses. 1In the copper plate inscription of this king, the
boars trembling on the waves of the Lauhitya or Brahmaputra

are likened to dancing women agitated at the approach of men
dancers.

In the Bargion inscription of another succeeding Kimarupa
monarch, Ratnapila, obeisance is paid to Nitedvara Sankara,
the master of dances, always exhibiting Tandava. Indrapila of

the same family of kings is culogised in an iuscription of his as
anavadya-vidyadhara,

Among the early sculptural relics we find many dancing
figures and representations of men and women playing on
different types of drums, flute and vipi.

’ : ; 3
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In the tantric text Kalika-purana written in Kamartipa in the
11th or 12th century A.D, there are se.veral. refcrencfes to vocal
and instrumental music ip conncctiox.i V\ilth dlﬂcrint ntx_xah. hThZ
same upapurana gives detailed dcscnptlons.of 108 mudrus or an'
gestures of ritualistic use, which are akin to those employed in
dances, the latter being properly kpown as hastas. 'There are a]sc;
references in the same text to a hill, ]V/_/.i'mk(lfazla, a place o
drama and dance, sacred to Natakes'vara Siva.

It is as late as 1934 that Rabindranath Tagore be»trailc-d:
« Lord Siva gave his dance to the Indonesians and left .Incha W{th
only his ashes.” But as Faubin Bow.crs has beautifully saxfl,
"phocnix-like, out of Siva’s ashes has risen the dance of In.d;a
today.” We today recognise universally four typefx of classical
Indian dances: the graceful and most Bhar'ata-h.ke.Blzarata-
niityam ; the masculine and vigarous Kathakali, dcv1a,t,mg much
as.it does from Bharata Muni’s code; the naut.ch 'ty.pe‘ of
Kathak with its Muslim Court inf'lucr.xces and 1ts- mu:nmls?d
language of fingers ; and the Manipuri 'styl.e, Com.mg into its
present shape by the 18th century A.D., with its variety, bcaut.y
and vigour. This classification, however, looks somewhat arbri-
trary, depending as it does on the recent rc-emerg‘ence of these
styles, and paying no attention to any connect.cd history of the
dances of India from Bharata down the centuries.

If by the term classical Intian dance we mearf danfcs based
on the authoritative treatises like Bharata’s Nagyasastra and
Nandikeivara’s Abhingyadarpana, there would be more .than te-n
such different schools of dances still lying obscure and in a mori-
bund condition in different parts of India. S:ew:ra‘l of these may
be found in the South, while in eastern India On?sa an'd Assam
have to present quite a few forms. It has l?ccn claimed in behalf
of the Orissi dance of Orissa that that classical form of dance ha.s
been in existence for about a thousand of years, and is
believed to have taken a shape during the Te'm'ple Ag(.? of Utkal.
It is quite likely, however, that this style originated in the 15th
century A.D.under neo-Vaishnavainfluences, when Purushottimai
the Gajapati conquered Vijayanagara, and }?rougl)t the Sikshi
Gopila idol and a jewelled throne for the Puri temple of Jagan-
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nitha. The nasamandir,

2

ween the reign of Anantavarman
Chedaganga ((11th-12th centuries) and that of Purushottama

might bave something to do with the carly history of the evolu-
tion of the Odissi style.

Prataparudra,

however, might
Natyasastra,

from study of the

ritt, ie., regional
differences in point of costume, language, manners and profes-
sions — Dakshinatya, Avaniz,

Odramagadhi ang Pdﬁcalamad}z_yamd.
Among these Odramagadhi is the eastern bPravriti, and

covers such
countries ag Pragjyotisha, Vahga, Odra Anga and Kalinga
(]Va;yajmtm, X1V, 43-46). The Same style of drama and dance
seems to have thug obtained over the

cluding Orista and Assam,

€ attention of connoisseurs to the
existence of three dance styles in the classical pattern in Assam.
These are the Nati dance of the Slivaite ang Vishnuite temples of
Assam ; the dance of non-neo-Vaishpava Oja-pali chorus, accom-
paanying recitations from Asg

and the Manass saga; andt

hs) ang villages of the Brahma.
putra valley. Oja-pal; experts  refer 1o 4 Tauryatrika-sara

as the code of their ary, Pt copy of Subhankara
Kavi’s Hastamukigoai; {found elsewhere ;

B Nepal and in the old
Mithila country, now edited by me ip the pages Journal of
the Madras Music Academy) with ap Assamese glogs hag been

while a manuserij
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i 1d perhaps show
d in one of the big satiras: and this would p
discovere

red by the Assam
lassical traditions bave always been honou
that classic

dancers, . The Sivaite templef of

The Nati Sl O vanithghit (Darsang Diatricy,
Assam, inc.ludmg t nd Dubi (Kamrup), had 'attached t}:) t .el
Dergaon (Sibsagar) ad'si-;z;'t)’a~ It is mentioned in an oldc ronicle
the institution of deva ];huyban) that Satrijit Barua of Dacca in
(edited by Dr. S. lexd of a Mogul force of Auranga.z’cb took
subordinate CO’:‘lm: nafis or temple dancers from the V)svan?th-
away by force thre A Vishnuite shrine, namely, the_'HayagHV&-
ghat Sliva temple. ¢ Hajo (I{amruP), also had its na;z{, prabably
Madhava t?mplf; the similar custom in the Jagannitha temple
in conformxt}f Wltm le was rebuilt on the ruins of a.n .older con-
of Pur'i. ;h;i:)eg ;aghudcvanﬁrﬁ,yaga of Kamarupa in1583 A.D.
struction

i arried all though their life,
The nafts usel?v:;) rzvni]timt;::i? parents and re!ativcs', and
ey ho‘:;evct:mple services at the appointed hours. With the
auended ! fa] deterioration of this class of women-dances, the
gradual 80.013 ce was complete by the close of the 19tl-1 ccntur?'.
exit Oftbf_”r‘ dar:vriter of the mid-19th century casts his caus.txc
One Ch"m:;:: temple dancers of HAjo as he goes to describe
glafxccs o d dances in a few rough-hewn verses, Buxidcncd
e ate t of the age, the nafis bad to give up thcx.r holy
WitP the come!sfh therefore, can be said to-day about their art.
dutl?s- ot lcl)lstun;e consisted of a loose skirt (lakanga), a wrappc.r
Thc“'da“ccdc over the breasts, a long-sleeved blouse, The hair
(riha) WO““d in coiffeur, decked with flowers at th? top of the
s covered with a transparent veil coming down t.o
bead, an® WasGold ornaments were rather profusely worn. Music
the Bho‘ﬂfid“;' with drums (khol}) and small cymbals. From a
was p.I‘O‘.” ¢ { performances in the Hajo temple the na.tis" songs
e ie erotic sentiment, while the dance is swift and
e ha"e“ unctuated by somersaults, which have been
Vikgom:s\;n?:::;ir:bly to the swift rolling of horses on the ground,
likene

i ja-pali Dances. The Oja-pili style of
-neo-Vaishnava Oja-pa sty
d clj(;: ::'.cn in the district' of Kamrup and the sub-division of
an
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Mangaldai in the Darrang district.
choral singing on the occasion of the w
Manasi; secondly, there are

This style accompanies the
orship of the Serpent Goddess

Some  songs adapted from the
Assamese versions of the Rimayana and the Mahabharata, which

are also performed by the Oja-pili chorus. The latter type of
songs is known as uyghar git (sorgs of Vyasa, Presumably the
author of the Makabharata), and the chorug singing thege songs is
called vyuh gowd oja pili, The leader of the ch

or ojhd (from Skt. upadhyiya), the few other singers being kncwn
as palis (Skt. palita), ‘assistants, supporters’. There ig one
principal pali, who goes by the name of daina-pali. Daing is from
Skt. dukshina ; and the daing-pali is in fact the right-hand map to
the ojd, and is like a second leader of the chorus, . 1¢ ig the
business of the ojii to lead the chorus : e sets the refrain for the

palis 1o repeat with the marking of time with their feet and the
striking of cymbals with their hands, and sizgs the main body of
verses of the narrative. He also m

gestures of hands, M

akes dancing movements with
any of the dance movements described in
the ancient ndfiya works are stil] to be
dance. As a saying goes among the ojis

marked in this style of
» that oji alone g good,

who, with songs on his lips, gestures in by

time on his feet, goes round and round like

orus is called oju

s hands, and musical

the bird Garuda ;
mughe git, hate mudra, poawe dhare 141,

garutla sadrsa bhrame, sob oja bhal,
This seems to be a faithful renderj
Abkinayadarpana s

asyenalambayed gitam hasteniirthg

caksurbliyim darSayed bhivam ba
Some ojis assert that they depend for
upon a work called Tauryatrika-sara, althouyi thig book has not so
far been discovered by scholars, Tt i

s, however, likely that the
name might simply refer to the Nityasastra or the Abhinayq.
darpana.

ng of the 36th ¢loka of the

m pradarsayet |
dublydim talam adiset |

their learning in (he art

The ojis commence theijr performance with the aldapang of
some riga or melody-mode, which in its turn begins wirh such
syllables as ki, ri, t7, and ni, which are then explained in this

~ manper :
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ha-sabdas tu bhaved Brahma

ri-sabdas tu Kaiisa—ghatakal |

ta-sabdas tu Gandadhykyah

na-Sabdas tu Mahesoaralr ||
This is then followed by the songs and dances. Some of the
different types of physical representations (angika abhinaya),
consisting of movements of the head (siralikarma), the eyes (drszi,
darsana), the neck (Cgrivikarma), the hands (hasta) and the feet
(gati, cari, mandala, utplavana) are still to be traced among oja pall
dancers. In many cases, however, the names of the gestures
have been lost. Madan-cakhu (Cupid eye) and gheta-cakhu
(unpleasant eye) among the different glances, neuld cawan
(mongoose look) and baguli cawan (stork look) among the different
poses of the neck may be mentioned. The gestures of hands still
remain quit elaborate. The choreography follows quit intricate
patterns. The movements of the feet are known as bulan (the
taking of steps). The names, mairi-bulan (peacock gait), hathi-
bulan (elepbant gait), siha-bulan (lion gait) and ghora-bulan
{(horse gati), remind one of mayurt gati, gajalila gali, siih? gati,
asvotplavana in Nandikes'vara’s natya work.

The Sattra Style. The sattra style was evolved early in the
16th centnry, if not towards the end of the 15th, when Sankara-
deva, a great artist and musician in himself, composed his great
dance-dramas. It still possesses an claborate code of hastas,
intricate choreographic patterns, distinctive costumes and a
variety of masks. The music mostly depends upon the khol or
mydaiiga and cymbals, supporting raga and other songs. 'There
are two principal classes of sattra dances: firstly, the bhasigis of
Krsna and the Gopis; and, secondly, the chalis, which aresaid
to be no less than twelve in number, and which are still fresh and
vigorous. The satira school has some features in common with
the Manipuri school, and one could surmise the impact of the

sattra style on the Manipuri rather than the reveyse, as the former

is the style to have been established carlier.

The three bhangis show sirajtkarma and grivGkarma, and quite
an elaborate code of hastas. The siiradhara of the dramas of

Sankaradeva and his followers is the principal actor of the whole



144 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. xxxI

“representation. He is generally dressed in aj) white—the turban
shaped sometimes like the head-gear of the later Moguls, and a
buxom, fluffy skirt tied round the waist adding a distinctive
appearance. He appears from behind a screen held by two men

and a wall of lights (agnigar), add this would remind uy of

tiranokku, ‘curtain look’, of Kathakali. When the screen is taken

off the sitradhfira is seen in a kneeling position with his head
and haunds touching the ground. He them slowly rises, moving
one limb and then another to the music of the orchestra (drum
and cymbals), and paying obeisance to God and the auditorium
all around him, he starts dancing, the first part of which is slow
in tempo, and is colled saru bhangi (the small poses). He now
recites two nandi-slokas, and the dance begins to rise in tempo
and becomes brighter and more vigorous. This part of the
sitra-bhangi is bar bhaigi, the major poses. In a few verses,
known as bhatima, being a panegyric to the hero of the drama,
Krsna or Ramacandra, the sytradhira brings out the theme of
the drama as well as its purpose, namely, the glorification of
Visnu. At th close of the bar bhajigi comes the siitradhara’s
stra-kathi or the announcement of the plot in prose. The actors
then make their appearance in pravesa-nytya, which exhibits
different gaits for different types of roles. The gaits of Krsna,
other heroes, women, sages and clowns, for example, have

characteristics of their own, and are performed on different
tilas,

The Kysya-Ghaiigi is characterised by softness and subtlety
and creates an atmosphere of gracious serenity, It g sometimes

called maiijura-nac. The Gopi bhangi is also soft, but it js feminine.
It isthe dance of the Gopis of Vrndavana apg of other womer,
of noble birth,

Some of the chalis are performed by boy dancers,
natuwas, although this term wag applied at ¢
actors in general. These chalis are knowp
need supple and graceful bodies, which pr
attained through a number of very difficy]e
ments of the nafuwis must be extremely g
peculiarites of their dance is a number of

known ag
ke bcginning to the
as Ratuwa-nic | they
€requisite hag to by
exercises, The move-
wift ; anq one of the
Somersaults, which ig
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iced in the Nati school and in some L{anipuri dances a:.
o e b sost and make-up of the nutuwas resemble that 0
el COSt‘fm? ;nnd and that of the female charaf:ters 1_n
i o A hcaother. Natuwi-nde 18 also called Jhu.mufa-
Matp ’55{’ oiltr‘)at these formed parts of the representation of
nd?hf:r:;nr(;h:h‘;: operatic drama of Madhavadeva.
aj )

ber items of dance of neo-Vaishnava dramati‘c
e apest 1 mention must be made of the phalangic
S 'spe(l:)]aracters. This war dance is very vigorous and
danee o'f hcrmcdc tahe méle effective by the clicking strok'cs of the
animam;i’i:;athee gheta or som of the accompanying music.
bows, m

i indigo, vermilivn, yellow arsenic)
Tho use o pllf:i;t(if(‘:i];:;::i;g]z\q and the use o}' masks ar,e
for elabor‘at'c mafeatures of the dance-dramas of Sankaradc;a;
e ety attra or village that held these performances Z
schoo’ Ev}fry';ar or artist to make the masks and apply the
o ow:tskt:’:lhc faces of the actors as well as to the masks,
pigme

5 a ofa-pals in the safiras also.
: f vyah-gowa oja-pa
ere s a class o lari i on-sattra
.Tl; nces have much similarity w1th. that of the ;hc 2
Theli .a They, however, differ in their costum.c. sae
ojd.pah;‘. use o,f a larger number of hastas than is done in
pjis make
ojthc; forms of sattra dance.
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AISTORY OF INDIAN MUSIC AS GLEANED THROUGH
TECHNICAL TERMS, IDIOMS AND USAGES
By
Prof G. H. Ranade,

Poona

In ancient times we had but one music system, which in
course of time, branched off into two, known today as the
Northern and Southern Schools of Indian music.

If we go only by the number of music works in Sanskrit, it is
indeed very large, butonly a handful of the ancient works are
extant and most of those available to-day came to be written
after the 10th century. Even out of these later works a majority
belongs to the 15th and later centuries, and their authors were
usually Pandits from South India. Naturally, many of the con-
ventions and traditions as described in these books have survived
in the South Indian music of to-day. Tt istherefore said by many
that if one wishes to enjoy Indian music in its ¢ pristine purity ’
one must listen to the South Indian music performances, At th;
same time, there are some who say that the Northern system has
lost its purity on account of the exotic Muslim influence to which
it has fallen a prey.

But historical facts and textual evidence from music works
written prior to the Muslim period, on the one hand, and agree.
ment between the ancient and modern practices, on the other go
to disprove such wrong notions even about the Northern Sys'tcm
of music. In the light of such evidence, we will havye to reon
sider and properly evaluate such blind beliefs and wrong n0tion;
of some of our own Pandits and echoed in season ang out of
season by casual European visitors and music scholars,

Instead of arguments, I give here a few of the many concret
. - . e
specimens from old Sanskrit works on music, their ancient angd
: . . an
modern connotation and their currency in the Marathj langu
age

and usage to-day.
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1. Let us take the word ' Aita’ &z, meaning high, or the

top part of an object, thing or place. Now Atta4 il = Attil =
Addil, the technical term as given by Sarngadeva to mention
the top-ranking musician.

In to-day’s Marathi, the term is used only in the sarcastic
sense in such phrases as Attal Chor, (%3( 9IY), meaning a top-
ranking thief.

While playing with marbles, a boy with a top-aim is named
as ‘ Atti-wan’.

Shops and stands for carts and sundry business are usually
situated in villages in such parts as have a natural eminence.
They are therefore named as Addd, sy3i, a derivative of Atita,

The top-most central beam or ridge-pole of roof is known as
¢ Adhe ', another derivative from dta.

Atta + Hasa = Attahasa and means, a many-storcyed laughter,
literally, and topmost insistence, figuratively..

Similarly Atia + kal = Attakal, meaning maximum surmise
or estimate.

The Perani or the tricky dancer of the olden times, used to be
an Aita-Bodak, 313 f1zg, or one whose head was shaven ex.
tremely closely to resemble a head of glass. The Marathi word
gaged e, excels any other synonym in bringing out the
full force of the Sanskrit word Atta-Bodak.

In Kannada, 4itd means the first floor, being at the top of
the ground floor. In Hindi, Atdri means the terrace over a struc-
ture. Atta of the nose-ring ornament means the top end of the
ring and when inserted into the small hook at the other end of
the ring closes it.

In all these illustrations, A#a, 373, means the top or top side,
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Addavaj and Pakshavaj are the names of two drums of the

Mridanga class and both are mentioned by Sarngadeva Aand
other ancient writers. Pgkshq means a wirg or side, and Avaja
means sounding. Pakshivaja is thus a drum to be played by
striking its sides. Pakshavaj has become Pakhivaj in Hindi and
Pakhvgj in Marathi. Similarly, Adda-voj means a drym to be
played by striking its top-side or head. 1t is thus the Tabla of

today or at least a precursor of the Tablg-class of instruments.

How can it then be said as an innovation of the Muslims, who
came much later?

the Kadak Bijaliki Tana (q;gm fAwst = d19), which goes to
the Tara or the third Shad;

J8 Up, straight from the fundamental
like a flash of lightning and

again descends down equally deftly
with notes thining like pearls g a necklace. In the Sangita

Ratnakara, Sarngadeva names such g Tina, as a 7T,

isthang,
(Sthaya or Tana),

g g o BT |
Sangita Ratnakara, I 72,

h a Tana, the word Kadid
oned. He says:

By waRy gt e Tfieifdan 1

In Parsvadeya’s definition of gyc
meaning Kadaf ig specifically ment;

{(Sangita Sama_ynsara, 1 18)

This clearly showsg that the innovation, alleged to havye been
saddled on o i

3. Similarly Dhary or Dhi
style, is usally ageribeq to
s0. It existed in our music lo
I give the original

I-Tana, a specialit
the Muslim artistsg,

ng before the arrival
Sanekrit verseg

y of the Gwalior
But is is not
of the M uslims,
in  support of my
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i uty and scientific
d also for their rare poetic beauty
statement, an

acumen :

2@ GEFLNT 9TH IS |
e ferad H199a Reageart|

. ———
. ggqq fad a3 T qg=ad |l
afa qqaa Sangita Ratnakara, I11-113
Sangita Samayasara, II. 46-7

itate down
il-Tana, the notes roll or gravi
i al or Dhil-Tana, t . e oo
e thel'llihaia:’,)rrfcctly spherical pearls moving dow

ly like
graceful
glassy surface.

. ’ rathi exactly in
hal, @@, is used in to-day’s Maomng e
_ , | o ar .
The word D a:; « gravitation down, in
ense, UtZa
the same 8

4 d the rain
he word Dhal, au :
is known by ¢ . ' gawl
The incline of a:;zfrjoflike perfectly round PCZT‘S ff;; :Tg
deops 1o downfan down from high principles and g3 &
) s to
E’Ea mean

3]
ist om fall ™.
ans ¢ Pole star is immune fr
me

on or gravitation down, but

he closing
adeva to mean t

i d used by Sare i hat we must
4 Kalass 00 dali dance. Many thm—kt a re most
re in the Gour Persian word Khalas meani g‘
e bered that the Sangita Ratnakara
b rcmcml of the Muslims in the South,
a

of an overtu  the
have borrowed it
<end’. But it must O
was composed before t

Sarngadeva says:

¥ 1 341 |
Ry W @ fenfid (VIL 1303)

mentary specifically says that sagag
n his com

i both as a
simhabhupala' he same sense bo

eans qﬂ[qaa\ . ar . .
> d verb in contempor jtalaki worship ritual, it is
un an Gouri and Haritalaka caning to move

3 0 el m

In closing ‘hi"'s called ¢ e w@aE .

what
closed by

g i o

: d int - .
The word 18 usi\,jarathi works like the Fnaneswari.
y

no
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it was. Here all the participating ladies touch the idol with
t was. .
:heir right hands at one and the same time and

it, collectively to a side, and again replace it,

,ay for once enter into the speech of sold
- rchants, tourists, etc., but it cannot enter into our ritua) or the
me ’

ech of our ladies. Since it ig associated with such g ritual,
spe : ; W
tgere is no room left to doubt its Sanskrit origin, I g0 a step

further and say it has its root in the JEAIT  ritual ip

Y water and decorated
ste, and Varuga ig they
august presence. He i
ceremony, the positions
nged and just whep they
on, the closing hymn s
To be brief T have omitteqd the

What I wish to stress is that the word
Kalas comes from its association with Kalasas, and came to mean
a

to close, as the end followed the interchange and replacement of
the Kal’asas. So the noun Kalis and the verb gzg meaning to end

ved from the Kalaaha-Puja ritual,

then they move
A foreign word
iers, politiciang,

which there are two Kalasas filled with hol
with mango leaves, flowers and s?ndal.pa
invoked to grace the Kalasqs w.xth His
duly worshipped and before c.los.mg the
of the Kalasas are for a. while mterc??
are again replaced in their former positi
recited and the ceremony closes,
other details of the ritual.

or close are probably deri

The terminating auspicious bath of a
ends with the Kalasavani-water which ig po
ous Kalasa, first over the bridegroom and

newly marrjegd couple
ured from the auspicj.
NEXt over the bride,

5. I happened to visit Madras during the second week of
October last. There I had th.e good fortune of obscrving the
technique of how Veena playmg' should be taught tq Young
students. Six to eight S“‘de.ms with ag mary Veenas Previously
tuned were taught together in one batch,

In a high class pub)ic
performance, we enjoy the beauty of the P

erformance, and there
is no opportunity to scan its technique ag such, as theye is hardly
1

any repetition or rectification of a fay|¢. ‘ Th?se latter abound iy,
primary lessons. Again the Veena technique is fu)) of Gamakay of

11 kinds and the notes are seldo.m att.acbed at the dead-poim for
?he note on the wire, but are Invariably reached

and releage
with some appropriate Gamaka Kriya,
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I observed the technique and listened to the performance
on two successive days, for over two hours each time. I could
observe the close similarity between the Khyal style of the North
and the music as played on the South Indian Veena. In both,
the technique is full of Gamakas and there are hardly any notes
taken in a clean dead-point manner. Even such notes as Sa and
Pa, are reached and released with what may be called ‘ prepara-
tion’ and ‘ resolution ’ respectively. I was by intuition reminded
of Khyals corresponding to the Southern Ragas, taught on the
Veena, and as I was sitiing in an anti-room, verified the simi-
larity between the Khyal and Veena music by humming the
Khyal. On the second day I was convinced of the similarity
and I feel that it was a rare discovery, though by accident.

Sadarang, the first and foremost composer of the Khyals, was
a Been-kar. He composed the Khyals on the pattern of Been-
playing. The technique of playing the Been or Veena, is the
same in essence, though it might differ in some minor details,
Anyway both make full use of the Gamakas, and the music notes
are seldom dead-point notes. Under such circumstances, we
cannot talk of exact Sruti-ratios or intervals between two notes or
even for one and the same note negotiated with different Gamakas.
This lends further support to my proposition suggested in my
article on the ¢ Paradox of Indian Music,” viz. pitch as judged
in music is a quantum effect of the blendirg of the frequency
pumber, intensity and timbre of the note at any giveninstant
and is not governed by frequency alone as in pure acoustics,
Even if the frequency is a little above or below the natural one,
the skilful use of Gamakas can bring the note round to the desired
level of pleasantness at beck and call. Herein lies the secret of
absolute freedom for the creative artist, and of his triumph over
the rigid laws of pure acoustics.

6. Once I was convinced of the similarity between the Khyal
and Veena techniques, I began tosearch for any futher similarity,
and I could at once discover that the present Khyal style of the
Gwalior school follows the Chaturdandi to a letter, nothing less,

nothing more !
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There are first simple Alaps taken, next the Thayas or
phrasing of the significant Raga-idioms, the Geet comes as the
third stage, and the Prabandha part of it consists of 2 Bada Khyal
followed by a Chhota Khyal, after which the elders used to sing
a Chij in Drut Ekatila or Ada Chautala, and terminate their Raga
with fast enough Tarana at the end. Thus in the olden days
there were four compositions given as one Prabandhg. Now two
are usually sung, but many do not know the words even.

The Khyals as published by Pt. Vishnu Digambar Paluskar
some fifty years ago ot those published by Pt. Mirashibuwa are
independent sources for the inquisitive reader to test the truth of
my statement regarding the Chaturdandi functioning even to this
day in the Khyal style of the North,

In the face of all these how can we say that the Northern
system has been affected by the Muslim artists? In fact they

have not effected any changes in it but, by practice and a li
cation, have extended its possibilities. Ppi-
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BOOK REVIEWS

Eruno-MusicoLoGy By Jaap Kunst. 3rd edition. Martinus
Nijhoff. The Hague. 1959. pp. 303,

As we are writing this review the sad news reaches us that the
grand old man of ethno-musicological studies, Jaap Kunst, is no
more with us. The passing away on 7th Decmber 1960 of this
authority on the music of Java is a great loss to the field of

comparative music studies.

In Volume XXVI (1955) of this Journal, we reviewed the
carlier edition of this valuable compilation of Mr, Kunst. The
present publication is the third edition in a very much more
enlarged form. Apart from the addition of fresh entries in the

x of papers and publications, there is a section giving pictures

inde
There are

of some leading music scholars and instruments.
several Indian titles here in the Indsx but adequate place is yet to
be givento India and its music in the publications of Western
Ethno-musicology. There is, however, a growing awareness of
Indian music in the West and it is hoped that, in the next stage
of the growth of this young subject, ethno-musicology will have

much to take from Indian music,
V. R.

SANGITA RATNAKARA— CHAVIER ON DANCING. Brahmavidya, Ths

Adyar Libsary Bulletin, Vol. XXIII Pts, 3-4, December 1959,

One of the important publications in the field of Sangita
litesature it the cditiox} brought out by the Adyar Library of the
Sangita Rairakara of Samgadeva with the two commentaries of
K allindtha and Sirhihabhapila, It was the intention of the library
o issue 2 companion volume of an English translation of the
Ratnakars and one volume of the translation of part of the first
chapter of the work was issued some years back.

1t isto be wel'comed that the library has now issued com-
(he transiation of Chapter V1§, the last, devoted to dance,

pletely e . .
There 18 2 great interest in Indian dance now and the preparation
and publicau®

n of this translation are tmely undertakinga..
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Dr. K. K. Raja and Mrs. Radha Burnier deserve the thanks of
the students of dance for this translation. At the end of the
translation there is a useful index of terms.  As the Ratngkarg isa
compendium of the the art and preserves and expounds succinctly
the Nifya Sastra as expounded by Abbinavagupta and ag
augmented by other later writers like Scmes'vara, this translatjog

will prove very useful to students of the art.
V. R.

SANGITAMUKTAVALI OF HARICHANDANA. Edited by Vanam.
baracharya, Utkal University. Rs. 1-50.

Attention has been drawn in the pages of this Journal
(Vols. IV and XXIV) to the rich corpus of Sanskrit Sangita texts
written in Orissa in the last three or four centaries. Reference
to the text under notice is made in the paper on QOdjssi Music in
Vol. XXIV of this Journal (p. 86). We are glad that in the
accelerated activities in the field of act and letters in the Univer:
sities and other literary bodies established in the different regions
geveral new publications are coming out. The present pub]icatiox;
has been brought out by the Utkal University, The Sasigita-
muktdvali is a very short text in Sanskrit and in ihe present
edition, the editor has added an Oriya rendering of the text,
The work is in four chapters. The first deals with Nada, Sruti
Svara etc., 1.6 it deals with the topics dealt with in ancient works’
including Jatis. The second is devoted to Rigas, according to’
the Hindusthani systcm of Raga and Rigiyis, together with des.
criptions of their personiﬁcd forms. It is said that even in actual
singing, this Raga-Ragiyi relation is to be remembered, as the
rendering of a Riiga should not be followed by the rendering of a
Ragini not belonging to it. Talas are dealt with in chapter three.
In the last chaptér, the fourth, we have first compositions, Gitg
and Prabandha and their varieties: It is interesting to note that
the work describes here the composition Dhruvapada which can
be compared with the North Indian classical composition called
Dhrupad :

p. 98: oY YAILAR—

g dftear PaAagaARTIaEg A
gaASENgdT §9 g% A 0
a7 Sfaed g fae @ gaarl STIE gaad |
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The gunas and do.as are then spoken of, after which in eight lines,
the instruments are mentioned ; here again we might note the
mention of Saraiigi and the Kacchapi.

In nine more verses, the
different dance-forms are described :

the description of the
form called Nartana is queer; Dandardsaka or Sam_yd is called

Kasthi-nrtya; Rdsa is called Mandali; Fakadi of Muslims, and
Sabara and Kuraiiji of hunters are also described.

The author of the work is Rijakumiara Harichandana of
Kanika, son of King Gopinitha Bhanja. In the beginning of the
work is given the author’s geneology. According to the editor,
Harichandana and his work belong to the 18th century.

Among the earlier treatises quoted here are to be noted the
following works of Orissa - Sangitakaumudi, Gitaprakasa (c. 1570),
Sangitasara of Hariniyaka, Kalasnkuranibandha,
and Sivavinoda in Oriya. Of other works
note Sangitadamodara of S'ubhankara.

Sangitanarayana
quoted, we may

V. R.

NATYAMANORAMA OF RAGHUNATHA RATH.

Orissa Sahitya
Akademi, New Capital, Bhubaneswar, 1959,

This text has close relation to the one reviewed above,
the Saiigitamuktivali. Tt is in five chapters: the opening chaptey
deals with practically the same topics, from Srutis to Fitts, as
dealt with in the first chapter of the above-noticed work, but in
some more detail, Similarly the second chapter deals with Ragas
according to the Hindusthani System in the same manner as the
previous book, though here again, some additional details are
given under the different heads. Into this same chapter is run
part of the treatment of compositions. Chapter three continues

the Prabandhas and then takes up 7744, Chapter four describes
the lesser compositions, Gitg-

dosas. The instruments are dealt with i
same chapter dance is also takep up. D

ance which is dealt with
at some length extends upto the eng of t

he work.
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Though, as stated above, this and the text noticed above are
very close to each other, the present work is comparatively more
detailed in places and the following points are noteworthy here:
This work exhibits greater scholarly flair and quotes from well-
known kavyas and éastraic works, e.g., Mdgha on Amsasvara (p. 14},
Lakgana (p. 15), Prakriyakaumudi (p. 36). On p. 26, a composition
called Kayaviila is described ; it resembles Tarana or Tillana and
is said to have been dealt with in the Gitaprakasa. On pp. 28-9,
37, a composition called by the strange names Masr and Mastaka
is described. From p. 37 onwards, while dealing with Tala, the
text gives what is called Hakare ; from its illustrations, Hakara
appears to mean what we call Jati or Tala-bols. The following
forms of dance are described (pp. 60 ff.): Perani; Bahuripa ;
Sphurita and Yauvata, two forms of Lasya, not met with elsewhere
and whose description is not sufficiently specific; the types
mentioned in the Muktaval? noticed above ; and the Mattavali, i.e.,
the Maitali of Muslims.

Unfortunately the edition leaves yet many words and passages
for correction; even such wellknown passages as Yijiavalkya's
verse on Vina and terms like Udgraha are wrongly printed.

The following music authorities cited in the work may be
noted : Harindyaka, Gitaprakasa, Sangitacidamani, Sangitakaumudi;
among compositions and composers and patrons whose names
occur are Gopagovinda, Riminandariya and Mukunda Gajapati ;
almost all of these relate to Orissa. One text whose name occurs
often is Saiigitarnavacandrika, but the reason for its repeated
mention is interesting, The present text Nisyamanorama is,
according to the statement in the textitself, an abridgement of the
Sangitarnavacandrika. A further interesting fact mentijoned in the
work is that the author wrote this epitome for a chief named
Nilakantha of Kerala, which it may not be quite safe to identify
with Malabar in the extreme South of India. The work says
also that it was composed in A.D. 1702, It is hoped that the
original and fuller text Sangitarpavacandrika will also be soon

published.
V. R.
24
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Sri YOGANANDA GITANIALI By E. R, Na

a
M.R.A.S., Kallisseri, Kerala State. Pp. 32, yanar, B.A., B.L.

Rs, 0-80,
This small book contains sixteen compositinme :
X i positions in § i
E. R. Nayanar, The music has been set by S Ran anskrit b
Iyengar who has given the songs in notation
like Ritigaula, Nardyanagaula, Bilahari, Mandgyi
ployed. The tunes are quite simple. ’

-

garamanuj
Karnatak ragas
have been em-

»

The author of the work seems to be fair]
Sanskrit. He has tried to suggest the Riga-
phrases as: nardyatagula-sadrsam,
harabhi-kara, kamavardhita, bharikalyanadam, dayasindho bhai
and has succeeded in the case of Sy mq, Kapi and Kuntala:;rr‘i""

4

Three of the songs are in praise of his teachers and he b
the signature ¢ Yoginanda.disa’, as usc,

y familiar wi-
names by sy
bulahm'vcaraqmm (bilahar-..

The book has an appendix runnin
taining the Errata. The author explaing
set the music changed the words without his permiss
knowledge and that he, the author, had to gi?re tl::lg: fm:
Xg;:ls;}s (;;)mpose'd by h{ﬁx. Even after carrying out the cﬁl:;

; the book bristles with errors, Tamil words like antana bas

g to five pages and cop
that the gentleman wir

been freely used.

S. RAMANATHAN

o
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THE TEACHERS’ COLLEGE OF MUSIC
{(Recognised by Madras Government)
MUSIC ACADEMY, MADRAS

Principal & Professor of Vocal Music—Sangita Kalanidhi
Mudikondan C. Venkatarama lyer.

gProfessor of Vocal Music—Smt. T. Jayammal.

Lecturers in Theory & Pedagogy—Smts. M. Sitamma and
Brinda Varadarajan, B. A., L. T.

Model School Teachers—Vidwans P. Ramachandran and
- B. Krishnamurti,

Correspondent—Dr. V. Raghavan.

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

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

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

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

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

Prospectus, syllabus and admission form will be sent on
receipt of postage stamps for the value of 25 nPs.

The Model School coaches for Govt. Technical Examination
in Music, Lower and Higher.

SPECIAL CLASS for one year for advanced students is
conducted by Sri Mudikondan C. Venkatarama Iyer.

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

The Correspondent, The Teachers’ College of Musie,

THE MUSIC ACADEMY,

Royapettah Madras-14 .
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(Out of Stock)
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