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THE JOURNAL OF THE MUSIC ACADEMY, MADRAS

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
Academy, Madras, (JMAM,) were start-
ed in 193", both had unfortunately, to
be suspended after issuing a few excel-
lent numbers. The re-appearance of the
JMAM will therefore be welcomed by
all thoughtful lovers of Iandian 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 1933 resumes
the thread of its publication from where
it was broken.

‘“ Though naturally it is devoted
chiefly to South Indian Music, there are
features which make it indispensable for
serious students and lovers of music
throughout the length and breadth of
India. 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, societjes
and institutions concerned with Indo-
logy to this important Journal,

“We wish the Journal a long and
brilliant career of service to the cause
of 1Indian 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: ** The resumption
of the Journalis an eveat of the first
magnitude in the musical world.”

The Hindu: *“The revival of this
valuable Journal devoted to the study
and promotion of Indian Music will be

welcomed by all lovers and exponents
of the art.”

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

we are sure all lovers of art and culture
will support jt.”

H. H. The Maharajah of Dharampur
‘*“...His Highness is also delighted to
read the articles in your magazine which
are undoubtedly very interesting and
instructive. He'is also pleased to read

the proceedings of the Academy’s
Music Conference .. * '

The Adyar Library Bulletin: « The
resumption of the publication of this
journal devoted to the promotion of
research in the field of music must be
welcomed by all lovers of Indian culture,
The Journal fulfills a real need as itis
the only Journal of its kind in Indja.”

S. N. Bhattacharya, Benares Hindu
University: *< A glance at the Index for
the Jast 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 ip the North,”

The Visva-Bharati Quarterly, Sant;.
niketan: “ The prese

L ent issue of this
Journal like its predecessors, maintains a

uniformly high level of musical research.
The contributions exhibit variety and
present music as a rich cultura] 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 article in this Journal
embodies some aspect of fajthful re.

search in the domain of music...... This

Journal shoqld inspire the lovers and
patrons of Hindustani music to start a

similar magazine from the North.”
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THE XXXIVth MADRAS MUSIC CONFERENCE
1960

OFFICIAL REPORT

THE OPENING DAY

22nd December 1960

The XXXIVth Annual Conference of the Music Academy,
Madras, was held in a large pandal, specially erected in the
grounds of the P.S. High School, Mylapore, Madras, from the
22nd December, 1960, to 4th January, 1961.

The Hon’ble Dr. P. V. Rajamannar, Chief Justice, Madras,
and President of the Central Sangeet Natak Akademi, New Delhi,
opened the Conference and the connected series of the music and
dance performances, and Vidwan T. K. Jayarama lIyer presided
over the Conference and the deliberations of the Eiperts’
Committee. The Conference was attended by musicians and
musicologists from other parts of the country and from foreign
countries as well. The All-India Radio held its Light Music
Seminar in Madras during the time of the Academy’s Conference
and the Central Sangeet Natak Akademi also held meetings of its
Executive Committee and General Council in the premises of the
Conference and as a result of these meetings a large number of
experts and music lovers from different parts of India were able to
attend the Conference of the Academy. The opening function was
attended by distinguished visitors, members of Government, High
Court Judges, musicians and lovers of art. ~

On arrival Dr. Rajamannar was received by the Office-bearers
of the Academy. Dr. V. Raghavan, Secretary of the Academy,
introduced the Chief Justice to the Members of the Executive of the
Academy, the Vidwans of the Experts’ Committee of the Academy
and the President-elect of the Conference, Sri T. K. Jayarama Iyer,
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There was a Group Photo of the Office-bearers and the Vidwans

present and the distinguished Opener, after which the Chief Justice
was led to the dais.

Prayer was sung by the students of the Academy’s Teachers’
College of Music.

Sri K. Soundarajan, Secretary, read messages received for the
success of the Academy’s 34th Conference.

Dr. S. Radbakrishnan, Vice-President of India, sent his best
wishes for the success of the 34th Annual Conference and Music
Festival.

The Hon’ble Sri M. Anantasayanam Iyengar,

Sabha, wished the Conference and Festjval grand success

Sri V. T. Krishuamachari sent his best wishes and said:
“ The activities of the Academy in upholding high Standards-
in Indian music, especially in Karnatic music, and in research and
teaching, are well-known. [ am glad the annual Sadas (Convoca-
tion) is being held this year under the Presidentship of the
greatest exponent of Karnatic Music in the present generation
Sangita Kalanidhi Sri Ariyakudi Ramanuja Tyengar. Thé
Academy has a large programme for encouraging research and

teaching in Karnatic Music. I am sure that this wilf receive the
generous support it deserves.”

Sangita Kalanidhi Sri T. L. Venkatarama Iyer,
features of this year’s Conference were unique a
“It is to be opened by the Chief Justice Dr. P. V.
who is a person eminent not merely in public
in art and literature. The presiding over of the
Sri T. K. Jayarama lyer and of the Sadas i idhi
Sri Ariyakudi Ramanuja Iyengar, the doye:yo?‘aln(ga:rt;atliial:;ld.h !
are in the fitness of things. The participation of Sri Ra -
Iyengar shows that the entire music world js 0 i
united behind the Music Academy.”

wrote that the
nd attractjve,
Rajamannar,
life but also
Conference by

anuja
nce again solidly

Dr. C. D. Deshmukh, Chairman,

University G
. e g . . ra .
sion, said in his message : Y nts Commig.

“ The Academy is an institution that ig

Speaker, Lok -
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doing very significant service in the field of Indian, especially
Karnatic, Music, one of the country’s most precious heritages.
May it flourish for ever.”’

H. E. the Governor of Madras, the Governor of Panjab, the
Governor of Orissa and the Governor of Bombay sent messages
wishing the Conference all success. % 3

The following Central Ministers sent messages :

The Hon’ble Sri B. V. Keskar, Minister for Information and
Broadcasting, said : ¢ It gives me added pleasure to know that the
deliberations this year will be presided over by Sri T. K. Jayarama
lyer who has so competently guided the National Orchestra for
All-India Radio. 1 very much appreciate the recognition of the
signal services that he has rendered to Indian music in general and

Karnatic Music in particular.”

The Hon'ble Sri B. Gopala Reddi, Minister for Revenue
and Civil Expenditure, said he was very happy to note that the
Hon’ble Dr. P. V. Rajamannar was opening the Conference and
Festival.

The Hon’ble Dr. P, Subbaroyan, Sri A.K. Sen, Sri K.C. Reddy,
Sri Hafiz Mohd. Ibrahim, Sri Jag Jivan Ram and Sri Karmarkar
sent their messages wishing the Conference all success.

The Hon’ble Dr. U. Krishna Rao, Speaker, Madras Legisla-
tive Council, sent his best wishes.

The Hon’ble Sri M. Bhaktavatsalam, Home Minister, Madras,
sent his best wishes.

Dr. A. Lakshmanaswami Mudaliar, Vice-Chancellor, Madras
University, said in his message that he was glad that the Confer-
ence was being opened by the Hon’ble Chief Justice. The
President and the office-bearers of the Music Academy deserved
the warmest thanks of the music loving public for the sustained
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manner in which they had developed the Academy from very
small beginnings to its present stature. “The Music Academy ”,
he said, ‘“has been largely responsible for bringing to the notice
of the public deserving talent in this field and for encouraging
many a young aspirant to a place of recognition.”

The Vice-Chancellors of the Osmania and Mysore Universities
also sent their messages. Dr. Henry Cowell, composer of the
Madras Symphony, wrote from New York : It is an inspiration
to all of us to know thata Conference of the world’s greatest
‘musical tradition is being held by the Madras Music Academy.
We hope fervently that this festival will always continue. My
wife and I always wish to be with you at this time. We would if
we could, and we shall when we can.”

Mr. Paul C. Sherbert, Executive Director, The Asia Society,
New York, wrote : “Today, Mr. and Mrs. Henry Cowell and I have
been recollecting our respective experiences in Madras with much
nostalgia, and wishing we could be with you and all those partici-
pating in the Annual Conference of Music and Dance which opens
on December, 22nd. On behalf of my own organisation, the Asia
Society, and its trustee, and on behalf of the new Society for
Asian Music of which Henry Cowell and I are trustees, I wish the
Conference as rich a success as it has had in previous years, and
attainment of new heights of achievement and enjoyment. As a

measure of my own interest, I would like to donate th

is
prize of Rupees 100/-.” year a

Composer Mr. Hovhaness and Mrs. Hovhnness who were
with us at the last Conference sent the following telegram :
“Greetings to Music Academy, Madras. Your sacred art is our.

inspiration. The glory of your music will bring new life to g dead
World.” .

Prof. Mantle Hood, Head of the Ethno-musicolo
ment, University of California, Los Angeles,
members of the Department, sent greetings and b
success of the 34th Annual Conference,

gy Depart-
along with other
est wishes for the
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Dr. Rose Brandel, Secretary, Society for Ethno-musicology,
New York, extended greetings and best wishes 10 the Conference
and Festival of the Music Academy, Madras.

Dr. Spector, Musicologist, New York, sent her best wishes.
Mr. Faubion Bowers, writer on Eastern Drama and Dance, New
York, sent his best wishes.

Miss Juliette Alvin, Society for Music Therapy and Remedial
Music, London, sent her warmest wishes for a successful and
fruitful Conference.

Mr. E. L. Heins of the Ethno-musicology Department of the
Tropical Museum, Amsterdam, sent his best wishes.

Miss Zubica S. Zankovic of Belgrade sent her best wishes for
creative activity on the traditional lines, for devoted service to the
science and art, for good will and for advancing endeavour to
international better understanding.

Miss Rosette Renshaw of the Music Department of the
University of Montreal, Canada, who had attended the previous
Conference of the Academy, sent her best wishes.

Messages were received also from Miss J. Joyce of the
Ford Foundation and Mr. Thomas W. Simons, American Consul
General, Madras.

Sri J. C. Mathur, Director General, All-India Radio wrote ;
“ Having seen for myself last year the proceedings of the Academy,
I have nothing but admiration for that special atmosphere which
lifts this annual congregation from the level of a festival to that
of a classical experience. Undoubtedly, this special atmosphere
is the result of a maturing process extsnding over a period of over
30 years and has been possible owing to the striking synthesis of
high class artistic expression on the one hand and solid and distin-
guished scholarship on the other. The Madras Academy, there-
fore, truly embodies the ideal of Sarasvati holding in her hands
the Veena and the sacred books.”

Sri Prem Kripal, Secretary to the Government of India,
Ministry of Education, Delhi, wrote that he had had the privilege
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of attending some festivals in the past which were very successful
and profitable, and that in the future also the Academy would have
greater success and would contribute to the dissemination of the
music of the highest standards among the general public.

Sri K. R. Kripalani, Secretary, Sahitya Akademi, Delhj sent
his best wishes. ’

Prof. G. H. Ranade of Poona and Prof. R. C. Mehta, Principal
College of Indian Music, Dance and Dramatics, M. S. University,
Baroda, sent their best wishes. ’

Messages were also received from Smt. Devika Rani Roerich
Smt. Rukmini Devi, Sangita Kalanidhi Marungapuri GOpalakrishn;
Iyer, Sri Thakur Jai Dev Singh and Mr. Ambikacharan.

Sri T. T. Krishnamachari, Vice-President of the Academy
welcoming the gathering and participants in the Confcrence’
made a fervent appeal to the music lovers in the City and the Stat;
to enable the Music Academy to complete its project of putting u
its own building and auditorium. P

Sri Krishnamachari said that Dr. Rajamannar was eminently
fitted to inaugurate the Session by reason not only of his wide
knowledge of Sanskrit and music but also on account of hi
balanced view of things. Referring to the President-elect, Vid .
T.K. Jayarama lyer, Sri Krishnamachari said that beside; bei o
gifted musician, Sri Jayarama Aiyar was also an ambassaidc?rg :‘
Karnatic music in North India. Referring to the growth oft}(:
Madras Music Academy, Sri Xrishnamachari paid tributes to the
founder-President Dr. U. Rama Rao and the present Presid ©
Sri K.V. Krishnaswami Aiyar. He madea special reference t elr;t
presence at the Conference of all sections of musicians and a(i't °
larly of the doyen of Karnatic music Sangita Kalanidhij Arli) ;klc:jl:
Ramanuja Iyengar. He described the Academy as the mot{;e ! ;'
musicians and music institutions. Finally he made an appeal t rt}?
members of the Academy to put their shoulders to the task0 .
said: ¢ If each member collected a thousand rupees the and
hold the next session of the Conference in their own buildi}l;gc.?md

!
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Welcome Address

Dr. V. Raghavan then read and presented an Address of
Welcome, on behalf of the President and Members of the
Academy, to the Hon’ble Dr. P. V. Rajamannar. The Address
said:

“ DEAR SIR,

«While we extend to you a warm welcome, we also feel some-
what perplexed not being able to find the exact terms in which we
could welcome formally one who has been one of us. The embar-
rassment is all the more when we try to introduce to you an
Institution and its activities so intimately known to you. When
we requested you to accede to our request to open this our thirty-
fourth Conference, youtoo gave expression to this feeling but
everybody connected with the Music Academy had a sense of
complete satisfaction when you eventually agreed. For our
part we feel we have fulfilled a duty, for as Kalidasa observed :

gframfs g a: qeagasafasa: |

<« May we say, Sir, that in requesting you to inaugurate our
Conference and Music Festival this year, we have made a choice
which, in more ways than one, is befitting our Academy. You are
one who knows well our institution since its inception and the
pioneering and varied work we have done here during the past
three decades and a half. Apart from the eminent position
occupied by you as the Chief Justice and Acting Governor of our
State, you have been a constant and ardent votary of art and
letters, a dramatist and connoisseur of music and dance, a rasika
par excellence. The Government of India who appointed you
President of the National Academy of Music, Dance and Drama,
could not have made a better choice.

«In the comparatively short time that it has been functioning,
the Central Sangeet Natak Akademi, despite several shackles, has,
under your stewardship, by and large, rendered substantial help to
the arts under its care. With your catholicity of taste, generous
impulse and liberal outlook, you have made this organisation a
vital and benevolent factor in the growth of the arts of music and
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dance in free India. Our Academy here is grateful to you for the
kind interest you have always shown whenever our requests were
brought before that body. If some of the important departments
of our activity— our Journal and Publications, Experts’ Discus-
sions, Junior Concerts and providing for North Indian Music and
Dance—have been, recently, put on a secure basis, it is due to the
support which you have extended to us through the Central
Akademi. Some of the projects of the Central Akademi, such as
the reprinting of the Sangita Sampradaya Pradarsini in Tamil
script and the South Indian part of the proposed Dictionary of
Technical Terms in Music, Dance and Drama, have also been
entrusted to us.

‘“Interest in our music and dance has grown and expanded in
recent years in such a way that there has been an ever-increasing
mingling of musicologists not only of the North and the South of
India, but also of foreign countries. Our Academy, if we may
say so, has taken a lead in this matter and has itself been steadily
gaining stature as an Institution of all-India importance and wide
recognition abroad. One of our projects, on the academic side,
is to consolidate this devclopment and set up in our Academy an
Institute for Comparative Music. But before that, we have to
finish the big project on hand, namely, our new building and
auditorium, which, unlike other efforts, has been planned on the
international standard. gJWI @y qf:rmq;{q ; €ven so, our
physical habitation is the primary Sadhana now, which we have to
complete.

“That your direct association with our Conference this year has
been quite auspicious is borne out by the complete co-operation
we have received this year from all the musicians. May we hope
that this auspiciousness has further fruits in store for us ?

~ *“ We now request you, Sir, to declare open our thirty-fourth
Conference and the connected festival of music and dance.””

Opening Address by Dr. P. V. Rajamannar

Declaring open the Conference, the Chief Justice, Dr. P. V.
Rajamannar, said:

PTs. I-Iv] THE XXXIVth MADRAS MUSIC CONFERENCE 9

«It is not with customary politeness that I offer my most
sincere thanks to the Music Academy for the honour they have
done me by asking me to open their 34th Annual Conference and
Festival of Music and Dance this year. Without any hesitation I
can say that this Conference along with the connected Festival
has been a cultural event of first rate importance and significance,
and Iam proud to be associated with it. Once before I have
presided at the sadas and that I should have been again chosen for
participation in this event is a matter for gratification. I must
also thank you and your President for the very kind and flattering
words in which you have welcomed me. You are right in describ-
ing me as one of you. You are also right in saying that your
institution and its activities are intimately known to me. The
Music Academy, in my opinion, has done more for Karnatic
Music than any other institution in India. It has done the most
difficult kind of work and that is pioneering work. During the
three decades and half of your meritorious work 1 know that you
have met with many obstacles, but with single-minded zeal and
devotion you have overcome them all. Iknow that the major
problem which is now facing you is the completion of your new
building and auditorium. It has, as you say, become your primary
sadhana at present. After all the atman can manifest itself only
in and through the sarirg. I am sure that when it is completed;
it will be a building worthy of the great culture of South India;
and planned on international standards.

“To an audience like this it may probably be unnecessary to
recount the service which your Academy has done to Karnatic
Music and Dance. Two things only I wish to mention. One is
the publication of your Journal and ancient textsrelating to music.
Your Journal has maintained the highest standards of scholarship.
The other thing I wish to mention is the discussions among
experts which take place during your annual conferences. To
attend these discussions is to undergo a course of musical e,du‘ca;
tion. I must also not refrain from mentioning one aspect of yOuf;,
Festival. You have not confined it to concerts of Karnatic Music
and South. Indian Dance. You have been regularly including in,
your programme music concerts and dance recitals of other xegioﬁs.

2 o '
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This year, for instance, you have included vocal concerts by
Sri Bhimsen Joshi and Srimati Bai Kesar Bai and a Manipuri
dance recital. I did not consider this only as a gesture of friend-
ship and goodwill. These concerts have an important cultural
value because they along with the other South Indian concerts and
recitals, demonstrate on the same platform the unity of Indian
music and dance,

“In your Welcome Address you have made a reference to the
Central Sangeet Natak Akademi. It is very embarrassing for me
to say much about it, occupying as I do, the office of its Chairman.
In the tempo of the modern age I can well appreciate the impati-
ence in some quarters of the failure of the Akademi to accomplish
many things. I think that the purpose and functions of the
Akademi bave not been fully understood. The Akademi as
established seven years ago. I think it is a very brief period in
the life of a National Akademi. The Akademi has among its
members eminent scholars like, for instance, your Dr. Raghavan,
leading musicians like Musiri, famous artistes like Srimati Rukmini
Devi and Srimati Balasaraswati, musicologists like Prof. Deodhar
and Prof. Sambamurthy and several experienced workers in
cultural fields. Our Vice-Chairman has international experience
of the theatre movement. Indeed I am one of the least among the
members. Our country is so vast and so rich in varied cultural
systems and patterns, that I and our Academy have thought it best
to leave it to regional bodies like your Academy to foster and
develop the regional systems and patterns, with the Centraj
Akademi playing the role of patron. We have established 2
National School of Drama and with its integration with the Asjan
Theatre Institute, I expect it ere long to obtain international recog-
nition. Your Dr. Raghavan has been gracious enough to undertake
the mighty task of compiling a Dictionary of Technical Terms in
Music, Dance and Drama. We have also commenced to gather
materials to publish a Who-is-Who in the World of Music, Dance
and Drama. Our Akademi has striven to maintain the highest
standards in the se\{eral fields of music, dance, drama and film
indirectly by the presentation of the national awards every year. [
shall content myself with quoting with respect from the speech of
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the President on the occasion of the presentation of the awards in
April this year. Hesaid: ‘It is immaterial if the Akademi is
going slow and has not been able to accomplish mighty things.”

«On an occasion like this I suppose I will be in order if I make
a few observations relating to music and dance, music in particular.
If I make any remarks I do so in all humility before this dis-
tinguished audience, among whom I find profound scholars and
experienced musicians. I would group my remarks under three :
broad heads which I shall call (1) Preservation, (2) Research and
(3) Experiment. I shall take up preservation first because unless
we conserve and safeguard the wealth that we have inherited, it
will be lost to us and we cannot derive from it any benefit. I am
afraid that we have not been doing much in this direction of
preservation. We have inherited the krizis and kirtanas of
composers like Sri Purandaradasa, Sri Tyagaraja, Sri Muttuswami
Dikshitar and Sri Syama Sastri of whom any country in the world
can be proud. They have left for us innumerable compositions,
several of which fortunately can still be sung and played in the
manner in which they were rendered when they were created. It
is partly due to the sishya parampara of the great masters. But,
latterly, it is becoming more and more difficult to recognise these
compositions in their original form. Sri Tyagaraja, it is ‘true,
introduced what may be called a novel feature, namely, the use of
sangatis, in his kritis. 1 believe in respect of many of his kritis

it may not be difficult to determine the original sangatis which

Sri Tyagaraja himself used. The tendency, however, has been to
introduce new additional sangatis by individual musicians, with
the result that the kriti as actually rendered in a concert of today
is, to some extent at least, different from the kriti as composed
by one or other of the famous Vaggeyakaras. It is also a matter of
regret that already several of the kritis are becoming obsolete and
the time may come when students of Karnatic Music will not
know the correct rendering of many of them. I would only give
one instance. [ was told that there are very few musicians who
know to sing correctly the Varali kirtana in the pancharatna group
of Sri Tyagaraja. I myself discovered it on a few occasions at the
aradhana at Tiruvayyar. If this can happen even to one of the
pancharatnas, it ¢an certainly happen to scores, probably hundreds,

’
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of other kirtanas. 1If this can be said of Sri Tyagaraja, who is
probably the most popular composer of Karnatic Music, the
position regarding the masterpieces of Sri Muttuswami Dikshitar
and Sri Syama Sastri is worse. There is one handicap under which
we suffer in the task of preservation of the words of the old
masters. That is the absence of a completely adequate notation.
The sapta swaras alone are not sufficient. An attempt was made,
as you know, in the Sangita Sampradaya Pradarsini, to use symbols
to denote glides, quivers and other features which sometimes are
the life of a raga or a phrase, I have for many years pondered
this sad state of affairs and I have formed the opinion that at
present the only effective way of preservation of these kritis in
their original form is to make extensive tape recordings of the
compositions as rendered by the leading musicians stiji
with us. What I have said before regarding kritis and kir
equally true regarding the javalis and padas. The talented family
of the late Srimati Dhanammal possesses a rich repertoire of this
type of composition. I am glad to tell you that the Central
Sangeet Natak Akademi has appointed a committee with that
well-known scholar and devotee of Karnatic Music, Sangita
Kalanidhi Sri T. L. Venkatarama Ayyar, as Chairman, to formulate
a large-scale scheme of recording. They have made suggestions
which we hope to implement. But may I venture to say one thing
while on this subject. I make an appeal to all the great musiciang
with us to make a little sacrifice for the sake of Karnatic Muysjc
and. co-operate with us and with other bodies like the Music
Academy and make the venture a success.

. I wish to emphasise the
fact these recordings will not be exploited commercially. They

will be like books of reference and copies will be treasured in
music libraries all over the country to educate ang inspire
successive generations of students of music.

luckily
tanas is

* Such recording is, I think, extremely necessar
matter of raga alapana. Tt has often been said that raga is the
pivot of Karnatic Music, and the complete svarupg and bhava of
the raga are brought out fully in the raga alapang done in a proper
way and exhaustively. The orthodox paddhati or methog of
alapana may be divided into three stages. The first is the introduc.

Y also in the
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tion. Each raga has its individuality and the object of t.he' intrc?.
duction is to indicate to the listeners what the raga is. .It is
generally done by beginning in the shadja of the m.adhyast'hayz and
then dwelling on sanchara in all the three sthayis, coming back
to the madhyasthayi shadja. This introductory part' has been
called the akshiptika or ayattam. Then comes the m?m body of
the alapana. The musician developes the raga at this st'c.xge and
hence it is known as raga-vardhini. This is generally c.lone 131 three
parts. The first part is in vilamba-kala. Onc. begms with the
shadja in the madhyasthayi, and after sanc'hara with nice gamakas,
one goes up to the shadja in the farasthayi (aroha)and confes back
to the shadja in the madhyasthayi. The second part is mqre
elaborate. Here the expert musician has the fullest'opportumty
of demonstrating his mastery of the raga. He sometimes r.eacl.les
the madhyama and panchama in the tarasthayi, and after delighting
the audience with fascinating establishments, he returns to the

" shadja in the madhyasthayi. This part is generally done in the

madhyasthayi alone, though for effect. other s.thayis are alss)‘
resorted to. Inthe third part, sanchara is mos.tly in the tarastha.yl. .
Then comes the conclusion which has a technical name, makarini.
In this part the alapana is in all the three.sthayis. The sancharas
which consist of several prayogas ending in the s.ame swara, as for
instance, ma ga ri, ri ma ga ri, ri pa ma ga .ri, bring out the beauty
of the raga. The sanchara will be both in the aroha_na 'and t.he
avarohana. The expert takes each of the swaraf beginning with
shadja as the sthayi swara. He then takes the rzshal{hq a-nd then
the gandhara and other swaras one by one. I...xkewme, the
avarohana sthayi sancharas. In the alqpanfz ofa partxcu}ar faga, a
great vidwan can also make use of what is called the graha-bheda
and introduce an element of novelty and enhancement of bhava l?y
contrast. This is done by taking the rishabha of' the raga in
which the alapana is being done as the shadja, and using the other
swaras of the alapana raga, in which case there vgould be a change
of the raga. This diversion is not easy and requires both cc?nstanf.
practice and thorough knowledge. You will all agree quth mé.
that nowadays we never hear raga alapana in this intensive and.

extensive manner. Partly this is due to the time element.. I

semember the days when I used to go and listen tq a voca] recital.
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by a leading musician from about 4 O’clock in the evening till
nearly 10 in the night. Gradually the length came to four hours
I believe now it is about three hours. I realise that it will be.
unfair to criticise a vidwan for finishing the raga alapana in a few

minutes, to go on to tanam and pallavi, each again taking a few

minutes. He has to cover within the three hours not only these
items but also several kirtanas and other popular songs includj
at least one Hindusthani song. 1In the national programme of 1;8
All India Radio the musician is given only an hour and halft ;
must say in this connection that up in the North the eXpositiox; of
a raga takes far more time than in the South at present. I see
f?rmidablc reason why that should not be so here'tc.)o. In :}112
cu-cums'tances I submit that there must be recording of complete
expositions of the well-known ragas at least.

“The next head is Research. Now, research can be either of
purely historical value or of value to the living music of toda y
account of the inspiration which it may receive from ‘theyd(')n
coveries consequent on research. There are many unpubl; hls.
text books on music which are bound to supply us much j f‘s ed
tion relating lo the theory of music. Here I must st;s?srm:-
importance of lakshana. The other day I read an article wrj o
by a devoted scholar of Indian Music lamenting the ne Il’ltten
lakshana in the present day. I do not think that thereg_ect of
essential conflict between Jakshana and sampradaya. The is any
not be. It is idle to defend anything which is vilakr ;Should
avalakshana on the ground that it is according to sams ana or
There is much scope for improvement in the teaching c;Dfr Zgzﬁ;

which has largely béen on an empirical basi i
o pirical basis, without a grounding

“Research is tedious work and also specialised wor
of music alone is not sufficient. Infinite patience, scien
and imagination, besides scholarship are neede’d.
that we have encouraged research scholars by provi
facilities, financial and otherwise. Not only bodj i
Academies, but also Universities and Education De eSt like the
the States should actively promote research ip arts 1§(Zr;nu?ts ocf

i ic an

k. Mere love
tificapproach
1 do not think
ding them with
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dance. While on this topic I must mention the reference in your
Welcome Address to one of your projects, namely, to set up an
Institute of Comparative Music. 1tis a most fascinating project
whose scope is almost limitless, May I plead for making it also
an Institute of Comparative Dance as well. T think we have sadly
neglected the study of our dance forms in their further develop-
ment in the far eastern countries like Cambodia, Bali, Java, etc.
At a recent meeting of the representatives of Asian countries
convened under the auspices of the Asian Theatre Institute, there
was discussion on the implementation of the following objectives,
namely, to conduct research in the dramatic forms of Indian and
other Asian countries, to provide facilities for research by artistes
and scholars for countries of Asia, to provide for exchange of
dramatic forms between different Asian countries and through
study and experimentation to create an understanding of the
indigenous theatre forms in relation to contemporary forms, to
collect material for evolving new patterns and forms in theatre
production. The Unesco has provided for a workshop of theatre
workers to be held in India,and inthe next year another workshop
in Japan to continue the work: May I suggest that the same’
objectives may be kept in view in organising the Institute of Com-

parative Music and Dance.

«Finally I come to Experiment. I am aware that in art there
is no law of progress. 1f Shakespeare and Kalidasa wrote their
masterpieces centuries ago, it does not mean that today our
authors are producing works far greates than theirs. But, at the
same time, it is obvious that any system of art cannot remain
static. If it tends to do so, it becomes gradually fossilised and
lifeless. There must be constant endeavour towards new art forms
and new treatment of old themes. I am acutely conscious of the
fact that I am treading on delicate, if not dangerous, ground in
making any suggestions in this matter. Experiment can be either
within the traditional framework or it may be eclectic. 1If the new
form has no relation whatever to the existing forms, I would not

_call it experiment. As you are aware, Venkatamakhin’s scheme of

melakartas is one of one most brilliant achievemenis in the
mathematics of music. With permutation and combination, the
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number of janya ragas can be innumerable. It cannot be said that
the great masters of the past have exhausted all of them. Tyagaraja
himself composed kritis in new ragas which apparently had not
been used before. Muttuswami Dikshitar gave proper place to
many ragas of the Hindustani system in the Carnatic scheme of
scales. 1 venture to suggest that there is scope for the eminent
musicians of our time to compose in new ragas. It has often been
said that many of the apurva melakartas will not delight the heart
and soul of the ordinary audience. Iam however not sure of what
audiences of today and tomorrow may like or not like. Even
rock-neroll tunes appear to attract our young men. Ragas which
were left untouched because of their bizarre pattern may shock
people into appreciation. This remark may appear to be cynical
but on that account it need not be brushed aside. Not only
Tyagaraja and Dikshitar but also composers like Patnam Subra-
mania Ayyar, Tiruvayyar Subramania Ayyar, Muthiah Bhagavatar
and others have composed some of their kritis in new unfarﬁiliar
ragas. This is one field of experiment,.

Then there is the attempt at orchestration. I speak with
great hesitation because of the presence of the esteemed President
of the year, Sri T. K. Jayarama Ayyar, who has devoted consid .
able time and erergy to the orchestration of Indian Music erI.
must confess that even to this day I am unable to comprehend' h
fundamental conceptions of this attempt. With my very | 't ;
knowledge I havealwaysthought that Indian Music was eZs ml'lted
melodic. Within the orthodox set-up, I cannot easil ientla'lly
how the principle of harmony, which is the basis of orchyestmaglne
can be fitted into the melody of our ragas. If each raga i ration,
scale of notes, how can there be any introduction of a df @ fixed
note? Of course I remember the Madra onant
really an example of Western music, though it may emp]
gnd phrases from Karnatic ragas. Sometimes whelr)x fﬁ’lthemes
¢ orchestra ’ is used, what is meant is group-singing, that ; ¢ word
when for example four players on flute, four player’s on {S 1t'° %,
two on veena all play the same kriti of Tyagaraja B\:Itl:)” ;?hang

: a

respect, that is a wrong use of the word orchestra

keep an open mind on this subject. I sha]l watch without
any

s Symphony. That is

I however
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.prejudice or partisanship further developments in this direction.

It is gratifying that eminent musicians and musicologists like our

‘'worthy President and Prof. Sambamurthi believe in this

experiment, N

«¢ Before I conclude, I only wish to impress upon you one aspect
of Indian Music which should Hever be lost sight of, namely, its
spiritual basis. In this age of predominant secular interests, there
is the danger of its being lost sight of. With your leave I shall
quote to you from a great savant who though international by
birth and breeding was fundamentally Indian in culture, the late
Ananda Coomaraswami. In an article on Indian Music he says :

“This Indian music is essentially impersonal: it reflects
an emotion and an experience which are deeper and wider and
older than the emotion or wisdom of any single individual.
Its sorrow is without tears, its joy without exultation and it.is
passionate without any loss of serenity. 1t is in the deepest
sense of the words all-human...............The singer is stilla
magician, and the song is a ritudl, a sacred ceremony, an
ordeal which is designed to set at rest that wheel of the
imagination and the senses which alone hinder us from
contact with reality.”’ ) ' '

Dr. Rajamannar then declared open the 34th Conference of
the Academy and the connected music and dance festival.

Sri V. K. Ramaswami Mudaliar, M.L.A., one of the Trustees
of the Academy, proposed a vote of thanks to Dr. P. V. Raja-

mannar.

Election of the President '

Sangita Kalanidhi Madurai Mani Iyer, the retiring President,
then proposed Vidwan Sri T. K. Jayarama Iyer for the President-
ship of the 34th Conference. He was seconded by the Sangita ',
Kalanidhis Musiri Subrahmanya lyer, Dwaram Venkataswami

 Naidu, Mudicondan Venkatarama Iyer, Tiruvizhimizhalai

Subramania Pillai and Dr. V. K. Narayana Menon.

3

i
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Presidential Address

Vidwan T. K. Jayarama Iyer then delivered his Presidential
Address in English, He said: '

Mr. Chairman andv Friends,

As I rise to speak before you, my mind is filled with the
galaxy of distinguished musicians and scholars who have presided
over the .conferences of this Academy all these glorious years.
When I recall to myself the awe and admiration with which |
have looked upon them—some of them no more amidst us—
humility overwhelms me.

It is very kind of the Academy to have considered me for
this honour; for meit is a proud privilege to have been elected
President of this year’s session of the Conference. 1 consider
myself fortunate in having this Conference opened by the Hon.
Chief Justice Sri P. V. Rajamannar, a connoisseur of Indian art
and one who has been closely associated with all efforts for the
promotion of music and literature.

My association with the Academy has been long and intimate.
Ina sense, it dates back to 1927, the year of its inception. The
late Ghatam Sundaram Iyer was collecting artistes and musicians

to take part in the proceedings. There was much excitement and :

expectancy in the air. I was about 30 then. As a volunteer, going
about the city of Madras in the company of Sundaram Iyer, I felt
I was making a great contribution to music!

Since then, I have been following the proceedings of the Aca-
demy year after year. The discussions of the Conferences and the
publication of its proceedings have been most illuminating and
valuable. I have had the privilege of participating in the Proceed-
ings of the Experts’ Committee, of which I have been a member
since 1940, and have also been participating in the concerts of the
Academy. : _

The work of the Academy has steadily gained wide récogni. |

tion all over the country and abroad. Delegates from othe
countries often attend our Conference and Cowell's »"Madra:
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Symphony ”’ is a handsome tribute to the Academy. Every year
the discussions on technical aspects of music by leading exponents

‘have been of a high order. Invariably, some new points are

brought to light; one learns something. At any rate, musicians
have an Opportunity to think about the different aspects of the art
they practise. This, to my mind, is an invaluable contribution. In
olden days, there were seldom any discussions. Knowledge was
not readily exchanged among persons in the same profession. Even
where people did not mind parting with knowledge, the method
and approach were not clear. I remember, how in the early =
thirties, some. musicians and scholars would gather under the trees
on the lawns of the Museum Theatre in Egmore, with palm-leaf
manuscripts tucked under their arms, to discuss the theory of
music. It was under the auspices of this Academy, they were
discussing seriously the knotty problems relating to the Srutis and
Syaras of our music. Inquisitive passers-by would stay a’ minute
or two merely to find out what was going on. In this context, I
wish to point.out the great service of the Academy in conducting
the periodical publication, namely, the Journal of the Madras
Music Academy, which embodies all the discussions -and proceed-
ings carried on during the annual conferences, besides illumi-
nating articles from eminent musicians and scholars, relevant
excerpts from foreign journals, rare compositions in notation, and
so on. The perusal of any issue of the journal by musicians and
music lovers will prove instructive and enlightening to them. The
Academy’s publication of valuable works on Lakshana and
Lakshya is a landmark in the history of Karnatic music.

Another apparently small, but really important, thing deserves
mention. When the Academy first began to issue annotated pro-
grammes of the concerts, there was raising of eyebrows; it was
considered unthinkable. Today, however, the practice has become .
universal. I need hardly emphasise that this innovation of the
Academy has contributed in a large measure towards creaiing'
better knowledge among concert-goers and in getting larger
audiences to classical music.

The inclusion, in recent years, of Hindustani Music in the

annual concerts of the Academy is a Welcome innovation.” Hindy-
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stani musicians and scholars have come to hold the Academy in
great esteem and have expressed the need for a similar institution
in North India.

At one time, some years back, you may remember, there arose
the question—who next? Where are the people who will follow up
the line of our present-day veteran vidvans ? The Music Acade
as an institution, has taken up the challenge and has been giving
opportunity for the younger generation of musicians by arranging
concerts with good accompaniments. This encouragement shown
by the Academy to our young and promising artistes has given
laudable results and has created a great satisfaction among all
musicians and music lovers.

my,

To sum up, the Madras Music Academy is an organisation
with the avowed object of keeping up the traditions and standards
of our music. It is the Academy of the musicians, for the benefit
of musicians and music, and managed on behalf of the musiciang
by a body of selfless and highminded persons to whom music is
beloved cause.- I wish to express openly the widespread gratiﬁ?

cation at the prestige and the international stature th
: e A
has attained. wedemy

Apart from the Academy and Sabhas, State Or
the All India Radio and the Sangeet Natak Akademi haye helped
to foster classical music in recent years. The National Programm
of the AllIndia Radio and the annual awards of t ©
Natak Akademi are concerted measures which have
ensuring far greater support for the artiste today.

ganisations like

he Sangeet
resulted jp

Music has thus gained greater support and wider ép .
tion. Hov ever, the opinion is often expressed in some precta-
that the standard of musicianship apng pex fomanguarters
deteriorated. Is this true? If so, what are the causes, g :l has
can be the remedy ? Going through the Journal of the' An what
I came across the following passage in the volume for os Zcfu‘i‘emy.
great need of the hour is the maintenance of a high sta d The
taste and appreciation, The excessjve craze for mech:ni:;(tii: f

n

has invaded the realm of music where it is playing great haye It
: 1avoc.
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. vulgarization of the art is to be prevented an effective organ

”

which will serve as a corrective is indispensable. It continues:
¢« Unfortunately, the aim, at any rate, of one class of singers is
nothing more than to tickle the ear of the multitude and induce
repeated cries of encore. The purity of the ragas is no concern
of theirs.” So, in a sense, we see that the complaint of falling
standards was heard nearly thirty years ago. One might argue,
there is nothing new in this; it is even fashionable to complain
and talk of the “good old days”. But, it is worthwhile
analysing such a view-point in some detail. Are we unduly
sentimental or is there any justification ?

I shall begin with a reference to one or two happy auguries.
Today, there is widespread knowledge of music. The extent of
its practice has also grown appreciably with a proportionate
increase in the number of critical listeners. The Press is also
taking notice of corfcerts and there are quite a few national dailies
and journals which publish critical reviews of concerts. All this

~ is very welcome. Thirty years ago we could not have thought of

these things. As a musician, I feel happy and proud.

Even a casual survey of Karnatic music today will show that
technical skill has greatly improved and that the performances
have become highly interesting. This deserves appreciation.

Another noteworthy feature is the wide-spread knowledge of
theory or Sastra. Some decades ago there was not much
knowledge of theory ; at any rate not much emphasis on it. The
musicians’s reliance was primarily on Sampradaya. Here, I wish
to say that while the development in theory and technique is
welcome, it is necessary to have equal emphasis on Sampradﬁya;‘
As you are aware, the ancient text-books on music written from
time to time sought to reconcile the theory with the Sanipradaya
curreat in their times. The Sampradaya of our music is firmly
established in our Ragas. An elaborate Algpana of the raga in
detail at every Khanda is a memorable experience of the beauty of
Réga Bhava. The Khanda is a beauty spot of the raga, where the
musician can stay and develop with his maenodharma. Major. .
Ragas which afford expansive treatment comprise many Khandas -
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or beauty spots. When we talk of Todi Sitaramiah or
Sankarabharanam Narasiah developing the Ragas for hours or
days together, we can readily infer that it was based on thig
principle of Khanda Prastara or Ragavardhini. The kritis of the
great composers are so many magnificient edifices revealing the
several aspects of the Raga. Learning the Kritis gives inspiration
to elaborate Alapana of the raga with Bhava.

Nowadays, the musician seems to think that the audience who
are prepared to sit through a performance of even four to five
" hours’ duration, would feel impatient or bored at too long an
Alapana. 1 think this is an erroneous conception. Have we not
listened with ecstasy to the Raga-vistara of the great masters
till two decades ago ? Oris it that the great springs of  our Raga;
have dried up? The audience come to hear good music, in a
receptive mood, SO to say, eager to imbibe whatever the musician
sings with feeling and to respond with similar feeling. Indeed the
listeners are familiar with and heartily appreciate all the well.
known Ragas. Perhaps it is only the minor Ragas or the

brain-teasing dpurva Ragas that make it a struggle for the singer ag -

well as the listener. I would say that any Raga when rendered
soulfully is bound to evoke kindred feelings in the listener. ‘

I am quite familiar with the view that somehow the audience
must be pleased. Present-day trends must be recognised, we ar
told, anq the singer his to cater to changing tastes, 1 res;mctfu]le
disagree. To imagine that the listener is deaf to the abidiny
values of music is to underrate the audience and to delude oneselfg
Should the musician pander to the commoner tastes .
assuming that that is what the audience want 2 > ever

© Music, if it must please, should first be satisfying to the artjst
himself. If the musician is able to experience the ecstasy of the
Raga, the audience will inevitably respond. Innovations the e
can be, but they should be appropriate and based on Samprad ,fe
I may mention an instance. There is nowadays a aro ;}a.
- tendency to exhibit virtuosity in an excessive measure o Ing
“tempo or speed is no doubt essential in musié, but it has i’ts luxck
it must come as a gentle climax to the elaboration in the V?I:;Za;
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and madhyama kalas at every stage in Raga Alapana and as a grand

climax in the closing. I wish to remind my audience — however

oft-repeated it may be - that the essential beauty of the Raga lies in-
vilamba kala. To my mind, that music which causes mere

excitement is short-lived in its appeal. Once we leave the concert

hall it is all over. It was an interesting feat that we watched ;

but there has been no music to remember.

Great music can be recalled in the mind and it is possible to
experience the same pleasure in the recall. At some time or other,
we all have experienced this. I distinctly recall in the ear of my
mind, as it were, the Sankarabharanam of Govindasvami Pillai.
A certain grandeur of conception, a feeling for melodic phrases
that touch your heart and an unhurried manner—these are some
of the qualities of good music-art at its best. In fact, what is
art? I may, with your permission, give one of my favourite

_quotations from Tolstoy. * Art”, he says, * is a human activity

consisting in this, that one man consciously by means of certain

external signs, hands on to others feelings he has lived through,

and that others are infected by these feelings and also expetience

them, ” I recall some occasions when a simple Alapana has-
created this infection of feeling, Some years ago a young singer

was rendering Sankarabharanam; it was a brief phrase, a very

familiar one, but so feelingly rendered that like me, the' late

Semmangudi Narayanaswami Iyer who was in the audience, was

visibly moved. I do not mean that our music should be melodra-

matic. I am not idealistic. It is possible to produce music that

will appeal to the intellect and the emotion, Well, I do not know
if I am able to convey what I have in mind; I hope my friends

can fill the blanks in my expression. :

Now, I wish to refer to one or two other problems of oas:
present-day music. First, let us take voice culture. We are often
overpowered by musicianship and technical skill so much that the
quality of the voice is ignored. It is possible by training the voice

“methodically from the beginning to acquire a rich and ringing

tone. Sruti suddha and Svara suddha will certainly touch the heart
and rouse the finer feelings. In North India, the av."“l@_'liniefs. ‘
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both male and female, and even singers who are past sixty, are

able to hold on steadily to notes in the Vilamba Kala. Surely this

capacity must be due to a method of voice training from the early
lessons. I suggest that we can draw upon their experience.

As regards teaching of music, I think that the method adopted

nowadays has become somewhat insipid. The system propounded -

by Purandara Dasa is of eternal value. In Hindustani music also,
the first lessons are being taught only in Bhairav That, that is our
Mayama-laya Gaula-mela. The Ustads say that that is the traditional
method. It is perhaps in music schools, they begin with Bilawal
or Sankarabharana-mela as evolved by the late Bhatkande.
However there is a difference in the teaching of the early lessons.
They devote longer time for the practice of steady notes in Vilamba
Kala and in the Mandra Sthayi which in turn strengthens the vocal
chords and ensures Sruti suddha and Svara suddha singing,

Along with the topic of teaching and learning, I wish to stress
the importance of correct and clear pronunciation of the text of
the song in whichever language it is.

I should like to point out that the repertoire of the musician is
but a fraction when compared with the thousands of masterpieces
which have been bequeathed to us by the great composers.
Utmost care is being taken by the musician and the teacher of
music to know and understand the Arokana, Avarohana and
Sanchara krama of the Raga of a song and also its Laya intricacies.
Will it be too much to ask them to devote equal attention to the
Sahitya and correct pronunciation? There are books that give
the correct version. There are people everywhere who can help
us to know the meaning and correct pronunciation, Only, the
desire, the earnestness, is needed.

In recent years, music concerts have steadily come under the
sway of the microphone and loud-speakers. While helping us to
get larger audiences, the mike has the insinuating effect of creating
an emotional gap between the singer and the listener. Only the

amplified music is heard; the audience need not even listen

attentively and so rapport becomes difficult. It is in this context
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that I particularly welcome the efforts of the Academy in putting
up the new concert hall which can accommodate over 1500 persons
and yet will be free from the blare of the loud-speakers, Classical
music is serious music ; it must be taken seriously and listened to
with rapt attention.

I wish to conclude with a few words on a subject to which I
have devoted my attention in recent years. It is the Orchestration
of Indian music. It is, perhaps, difficult for me to be dispassionate;
yet, I feel, we must not fight shy of innovations. There need be
no apprehension of any kind that the orchestra will, at any time,
lead to the neglect of classical music. There are, in fact, referen-
ces in our old texts to ensembles, variously named as Kutapa-
vinyasas, Brindas, Kolahalas, etc. Experiments like this, however,
deserve to be judged not on the basis of the output of any
individual, but on the ultimate validity of such music.

Once again I must thank the Music Academy for this great
honour they have done me. I have ventured to share a few
thoughts with you today. During the Conference I propose to
discuss a few more points such as Tanam and Pallavi singing.
With the blessings and co-operation of my musician friends, I
hope the discussions will prove useful,

Tamil Version of the Presidential Address
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After the Presidential Address there was a recital on violin
by the President assisted by his student, Vidwan Tiruvallur
Subramaniam, and accompanied by Vidwan Karaikudi Muthu Iyer
on the Mridangam.

Conference Souvenir

In connection with the Conference, the Academy brought out
an attractively got-up Souvenir, carrying an account of the
normal and special activities of the Academy and the detailed
annotated programme of the Conference including concerts, tri-
colour portraits of the famous Karnatic composers and
photographs of distinguished persons and musicians connected
with the Academy and its Conference, and pictures of the notewor-
thy musicians who took part in the activities of the Academy.
There were also the following articles in the Souvenir: Sahitya
in Kritis by G. N. Balasubramaniam, Tangm by Mudicondan
Venkatarama Iyer, Svaramela Kalanidhi of Ramamatya by
Dr. V. Raghavan, Sanskrit Compositions of Tyagaraja by
Dr. V. Raghavan, an article on the late Vidvan Sri Vidyala
Narayanaswamy Naidu of Tirupati by Vidvan Sri Narasimhalu
Naidu and also a special article on the President Sri T. K.
Jayarama Iyer and his life and work, '
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The Conference Agenda

The following was the Agenda of the 34th Conference and
its Experts’ Committee meetings :

\. Talks and Demonstrations:
(i) President Vidvan Sri T. K. Jayarama Iyer—Raga-rupa.

(ii) Sangita Kalanidhi Mudicondan Sri C. Venkatarama
Iyer— Proper method of singing Pallavi.

(iif) Vidvan Sri M. K. Kalyanakrishna Bhagavatar—
Raga Playing on the Veena.

(iv) Vidvan Sri Devakottai Narayana Iyengar—Veena
Meettus, their Varieties and Uses.

(v) Vidvan Sri Vidyala Narasimhalu Naidu—Composi-
tions of Tirupati Narayanaswami Naidu.

(vi) Vidvan Sri M. A. Kalyanakrishna Bhagavatar—

(a) Mandrasthayi Sanchara (b) Tanam Singing
with Tala.

(vii) Vidvan Sri Tinniyam Venkatarama Iyer-—-Panchagati
Mora on Mridangam.

(vili) Sri Kumar Birendra Kishore Roy Chowdhury,

Calcutta— Demonstration on Sarasvati Veena and
Sur«Rabab.

(ix) Sri Ambikacharan, Madras—Ragas and Kritis suited
to the Flute.

- (x) Vidvan Sri T. Visvanathan—Karnatic Music Abroad
(with Tape recordings).

(xi) Vidvan Sri Chandrappa, Bangalore— Pallayi

in
Rare Talas.
(xii) Mr. Harold Powers, U. S.—Strucrural Functions of
Embellishments (with Piano).
(xiii) Sri B. Subba Rao, Nagpur—Some Karnatic and

Hindustani Ragas with same or similar names
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2. Discussions

{1) Prof. R. Srinivasan—~Changing the Tunes of old Kritis.
(if} Dr. V. K. Narayana Menon—Ligh: Classical Music.

3. Papers:

(i) Sri Yoganarasimham, Mysore—The Musical Scheme
of Dikshitar's Navagroha Krilis.

{11) Sangita Bhushanaw Sri 8. Ramanathan—The Indmn
Sa ri ga ma Notation.

(iii) Svami Prajnanananda, Calcutta—The Sapra*Tan'm
Veena in the Buddhist Caves of Pitalkhora.

(iv) Dr. Kumari Prema Lata Sarma, Banaras Hinda
University-- Ancient Grama System and i:s
Distortion in the Mediaeval Times,

(v) Sri Kumar Birendra Kishore Roy Chowdbury, Calcutt&
~Tansen School of Music.

4, Talks: Prof. Deodhar, Bombay— Voice culture

Vidvan 8ri T. N. C. Venkatanarayanacharyulu, ;
Guntus.

5. Raga Lakshanas, o
6. Teaching Methods in Music.

G

7. Dance—Mr. Chaturong Montrisact of Thailand :
The Dance-Drama of Tailand {Talk & Demonstration).

8. Western Music: Ms.  Anthony Saletan, U. S.~Some
: Roots of Americon Folk  Songs  (Telk and;
Demonstration). ' '
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Experts’ Committee Meetings

THE FIRST DAY °
23rd December, 1960

The proceedings of the Experts’ Committee meetings of the
Music Academy convened in conmnection with its 34th Annual
Conference began this morning at the P.S. High School, Mylapore.
Vidwan Sri T. K. Jayarama lyer, President of the Conference,
opened the proceedings by singing two Sanskrit verses of prayer and
in his introductory speech, stressed the importance of Lakshana,
He said that any change that occurred in Lakshya occurred always
imperceptibly and on the basis of Lakshana. Therefore, the
President said, the Conference part of the Academy’s work
devoted to Lakshana was of very great importance. He said that
great masters of the Karnatic music had sat in the Experts’
Committee and it was a great honour for him to preside over that
august body. While there was always room for difference of
opinion, Sri Jayarama Iyer observed, truly learned men should
always be open to conviction and correction. In deliberations
there was no room for any obstinate stand. The President then
gave an indication of various items which have been inclﬁded in
the Agenda of the Experts’ Committee meetings of the
Conference.

Tiruppavai

The proceedings then began with the auspicious recital of
select Tiruppavai psalms by Vidwan Sri Maduari N. Krishnan
accompanied by Sri Kandadevi Alagiriswami on the violin and

Unmayalpuram Sri N. Sivaraman on the Mridangam. Eight pieces
were rendered.

In complimenting the musicians, the President observed that
some of our earliest music was in the form of devotional composi-
tions of saints like Tevaram and Divyaprabandham and the
Ashtapadi of Jayadeva. Though the original musical settings of
these might have been continuously superseded by other settin
given by succeeding generations, it was all the same n"c.essar tgsz
maintain the tradition of singing them. For example inyth:
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Bhajanas, we were maintaining the tradition of Ashtapadi-singing
according to the settings given by Ramulu Bhagavatar some time
ago. Recently thanks to the movement set in motion by His
Holiness Sri Sankaracharya of Kanchi Kamakoti Peetham,
there has been a revival in Tiruppavi singing and the present
Varna-mettus in which the recitals were given this morning
were those given by their foremost musician Sri Ariyakudi Rama-
nuja Iyengar. His settings were appropriate and appealing and
should be maintained.

Veena - Meettus

The President then requested Vidwan Devakottai Sri Nara-
yana Iyengar to give his talk and demonstration on different kinds
of meettus in Veena-playing. In doing so the President observed
that the sound of Veena was suggestively called in Sanskrit
Kvanana which was a quality akin to the vocal and differed from
the sound produced by bowing. Then, assisted by his daughter
Kumari Vedavalli on the Veena and accompanied by Vidwan
Karaikudi Sri Muthu Iyer on the Mridangam, Vidwan Sri Deva-
kottai Narayana Iyengar gave a talk and demonstration on different
kinds of meettus and their employment in Veena-playing. The
Vidwan then observed that the meettus should be sparingly used
in such a way that they did not spoil either the rhythm or the
melody while playing the kritis or the alapana. 1In alapana, in a
single meettu several svaras could be played. A fresh meettu should
not be resorted to before the Karvai of the svara sounded slowly
ebbed out. Illustrating these aspects of meettus, the Vidwan
played a varnam in Darbar, Alapa in Dhanyasi followed by a kriti
of Tiruvorriyur Tyagayyar, Raga and Tana in two kalas in
Kambhodi followed by Marakatavallim in the same raga and then
the kriti Sarvabhauma Saketa in Raga-panjara and a Tiruppugazh.

Thanking Vidwan Narayana Iyengar, the President observed
that our instruments had varied sound-qualities ranging from the
volume of the Nagaswara to the soft and sweet chamber instru-
ment, Veena. The Veena was used in the temple for Ekanta-seva’
late in the night. The sound of the Veena differed from that of the
violin, and also from that of the wind-instruments. The peculia-

6
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rity of the Veena sound was the ¢ free vibrations’, whereas the
wind instruments are characterised by ‘ forced vibrations’. One
of the delights of listening to the Veena is the slow dying out of a
svara that has been sounded. As melody and its sweetness
depended on continuity and flow, Tadai-meettu, which was appro-
priate only when parts of Sahitya with hard and conjunct
consonants were played, should not be resorted to. He paid a
tribute to the playing of Devakottai Narayana Iyengar v hom he
described as the true disciple of the late Karaikudi Sambasiva
Iyer.

THE SECOND DAY
24th December 1960

When the Experts’ Committee of the Music Academy met
again this morning in connection with the 34th Conference with
the president, Vidwan T. K. Jayarama lyer, in the Chair, there was
a discussion on the subject of ‘Light Classical Music’ and demons-
tration of the compositions of Tirupati Narayanaswami Naidu,

Light Classical Music

Dr. V.K. Narayana Menon, who initiated the discussion on the
subject, observed that the problem of light classical music was not
so much inherent in the subject as it was one of their own makin
and it was necessary to face and discuss that problem at aﬁ
academic level so that the issues involved might be properly
viewed. It was not possible, Dr. Menon said, to give a proper
definition of the subject they have taken up for discussion But
negatively it was possible to clarify it by setting forth certaix.x mis-
conceptions which should be avoided. Firstly it did not mean
filmy or cheap music or crooning with a large number of instru
ments. At the same time light music was opposed to the j .
though it did not necessarily mean that all music was bad
It might be taken as an antithesis of the classical and meant f
entertainment though not for elevation. It was quite valid 9
beautiful, but the difference was that the appeal of the and
the classical were at different levels. isht and
Western music also where great music

eavy,
music;

tl‘hey‘had such examples jn
ians like Mozart ang Bach
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composed lighter pieces which were just pleasing and were for
diversion. In our own music we had Khyal and the Thumri of
the North and Javali of the South. In a song there were two
parts, the words and the musical setting, and in both sections
vulgarity was possible and this should be avoided.

Sti Narendra Sarma, composer of lyrics and producer of
Vividh Bharati, AIR, then spoke on the subject, Sri Sarma
observed that the English word ¢light’ did not quite convey the
ideas they had in mind when they spoke of this type of music.
The AIR had adopted the name Su-gam which meant easy
of access or which found easy access into the heart of the
people and the lay listeners. It did not stand against classical music
and in fact it was the great classical composers who had also
given compositions of this type. Sri Sarma stressed the change
that had occurred in the minds of people and in the social set up
when music had come out of the temple and the chamber and had
to be served and enjoyed in large halls and also through mass
contact medias. In this enlargement of scope and medium,
naturally the public taste and the type of music which caught the
public, particularly the younger generation today, was a low and
flippant type of music. Popular music was growing but without a
plan and also in a detrimental way and it was their duty to save
the taste of the youngsters and give them proper guidance so that
both aspects of the art might be consolidated.

Prof. R. Srinivasan analysed the issues involved into the two-
fold tendency of the mind to adapt and innovate, and to resist
change and adaptation. Discussing the phases light and heavy,
he observed that our music was sufficiently high to comprise all such
phases of light and heavy, as it had both its shallows and depths.
In fact in our lighter and simpler songs, there were often pure and
natural notes, as well as authentic forms of raga, and there was, he
thought, no need to make any new creations to build up our light
music.

Vidwan Veeriah Chowdhury of Guntur observed that while
light classical music could be rendered by or could appeal to all,
the purely classical could be rendered by or could be enjoyed only
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by the select. The two differed essentially in the style of rendering;
f’f the.former, examples were to be found in our devotional music
In which Bhaketi as well as Arti or the pangs of the heart and

words were prominent ; in the latter sangatis or purely musical
effects were prominent,

As a leading and prominent mu
subramaniam said that he 3

» and the same pieces
ustrated his point by
He observed that particularly in
music, there was a well-organised
of music, and after an ascent
kritis, culminating in Ragam,
post-pallavi part provision for
classical songs.

the Kutchery-plan of Karnatic
provision for all these aspects
towards the classical through the
Tanam and Pallavi, we had in the
the necessary complement of light

same time the appeal to the heart was algo necessary and it wag
indeed regrettable that oyr music, as it unfortunately wag today
]

e ! For ¢xample
: : playing could be shownp either
by mere cou.ntmg or by tapping on the table, but the doing of this
on the Mridangam would have the necessary Sweetness and

was within their own experience that infectioys [
us light ajrg
enthralled the greatest pallavi-masters. He conilude; ;‘;“:a‘;’fpt
ing

that such light music should be a natural g;
owt
ordered to be made. 8 b and not a th’ng

Tirupati Narsyanaswami Naide’s C
The President then re
nephew of late Tirupati Na

ompositions

quested Vidwan Narasimhaly Naig
fayanaswami Naidu, to give his térﬂ
mpositions of Narayanaswami Naid},

!
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The Vidwan assisted by his pupil Sri Chandrappa and accom-
panied by Vidwan Sri Tiruvallur Subramaniam on the violin and
Vidwan Sri Karaikudi Muthu Iyer on the mridangam, rendered
select compositions of Tirupati Narayanaswami Naidu, an
account of whose life and work had been given in the Souvenir of
of the Academy’s Conference. The pieces included a new janya
called Sakuntala under Harikamboji, with Arohana Sa ri ga ma
dha ni sa and Avarohana as Sani dha pama gasa and with
the words Ninnu Vinaga and the well-known piece Ikanaina in
Pushpalatikaraga. The following other pieces were also rendered:
Endupotura Saveri ~ Adi; [Ika-Evvarito, Balahamsa - Adi

Momuchoopa emi Darbar ~ Rupakam ; and Nee Dasuda, Begada-
Adi.

THE THIRD DAY
25th December, 1960

At the meeting of the Experts’ Committee, convened in
connection with the 34th Conference of the Music Academy held
this morning at the P. S. High School premises with the President
Vidwan T. K, Jayarama Iyer in the chair, Sri S. Ramanathan read
a paper on the ‘ Indian Sa ri ga ma Notation’, and Mr. Anthony
Saletan, U. S., gave a talk on ‘Some Roots of American

‘Folk-Songs’ and Sri T. Viswanathan gave an illustrated talk on

fKarnatic Music Abroad’.
' Notation

In his introductory observation the President of the Con-
ference said that even in the most elaborate notation one could
not say that musical expression was completely communicated but
all the same notation was necessary as aid for preservation and
remembrance. The notation should be simple and useful and
there was no use being obstinate about one system of it being
most suitable. : :

In his paper Sangita Bhushanam Ramanathan traced the
antiquity of the Indian notation pointing out the forms
of Vedic notation, the notation found in the Kudumiyamalai
inscription with the addition of vowels, and the references in

“Tamil literature, He said that it was in the last century when



46 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoL. xxx1t

music books had began to appear in print that a notational system
was slowly evolved by our early music editors, Chinnaswami
Mudaliar, Subbarama Dikshitar and K. V. Srinivasa lIyengar.
Reference was also made by the speaker to the different
Conferences including a previous session of the Academy’s
Conference where the subject of notation was discussed and
musicians and scholars had expressed their opinion that an
adequate scheme of notation as a means of preservation should be
evolved on the basis of symbols adopted in the Sampradaya
Pradarsini. The speaker then referred to the different symbols
adopted by Subbarama Dikshitar from Staff notation. He also
mentioned the efforts of more recent editors and publishers and
the symbols and systems adopted by them and discussed the
possibility of a common notation for Hindustani and Karnatic
music, the use of Devanagari alphabet and the use of Staff notation
for interpreting our music to foreigners. 1In his concluding
remarks the President observed that we should always welcome
new aids and should study the useful points in the Western
staff notation also.

American Folk-Songs

Introducing then Mr. Anthony Saletan, U.S., Dr. Raghavan
said that the Academy was thanful to the USIS for assistance in
arranging the talk and demonstration of Mr. Saletan. Mr. Saletan
he said, was a specialist in folksongs and a music consultant fo;
public schools. He handled many instruments, wrote and lectured
on the subject and in his present tour he was collectin

i folk
material from different parts of the world. £ tolksong

American folksongs, Mr. Saletan said, had their orj
roots in the aboriginal (Red Indian) music,
characterised by pentatonic tunes akin to the
Among the primary roots of the American fol
those derived from the music of different Red
like Ojibwa. Mr, Saletan then sang an example
Tebik. The roots were also to be found in t
the many European nations who went to build g
States and who took with them their owp melo
rhythmic variety, language and cultyre,

ginal
which was
Asian music,
ksongs were
Indian tribes
of Chekabay
he songs of
P the Uniteq

. dic type apd
In illustration of this
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he sang an Yiddish folksong from Eastern Europe and Irish-
American immigrant song (of the road-workers), as also a song of
the German settlers (Pennsylvania ¢ Dutch ™).

The next phase of the American song was what grew in the
States from out the above -mentioned primary roots and this com-
prised dance-songs, recreational songs and occupational songs. The
greatest of the American folksong form was the ‘ Negro Spiritual ’
and of this class Mr. Saletan sang ‘Run to Jesus.” He also
illustrated the counterpart of this called ¢ White Spiritual’ and
also songs of the religious society called Shaker who lived a
simple life, Asking what the future of folksong was in the
present times of mass contact and radio, the speaker said that
the modern resources had created a new interest in traditional
music and corresponding to the older rural songs, they had now
City folksongs. As an example of the last he sang an urban
song by and American folk-poet Woody Guthrie. Another aspect
of folksong today was the great cultural exchange from different
parts of the world which was taking place as a result of the
mingling of the peoples. As example of this he sangsome
Malayalam, Kannada and Tamil folksongs which he had learnt.

. Thanking the speaker for his most interesting lecture and
enjoyable recital of folksongs, the President said that the folk
and sophisticated aspects were there in every individual and that
the folksongs of the different nations of the world had a common
element. For example in the first song sung by Mr. Saletan there
was Suddhasaveri.

Karnatic Music in U. S,

The President then called upon Sri T. Viswanathan to give
his talk on ‘ Karnatic Music Abroad’. In doing so he referred to
the great musical heritage of Viswanathan’s family and the good
work he had done in his two years stay in the University of
California.

In his talk Sri Viswanathan gave an account of the
work he had done in the Department of Ethno-musicology of the
University of California where they had an elaborate study
programme under the headship of Dr. Mantle Hood. He said that
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while he was provided ample opportunities to study different
other systems of music and musical cultures, he had his musical
outlook broadened and his knowledge and experience had deep-
ened his insight into Karnatic music itself. He paid a tribute to the
work of the Music Academy in bringing together musicians and
musicologists of different countries and said that the reputation
that the Music Academy enjoyed in American music centres was
very high. The most interesting work which he did in California
was teaching Karnatic music as an example of which he played
recordings of Viriboni varna sung by his American students
followed by their rendering of the Tyagaraja kriti Siva Siva in
Panturvarali, their recital of Konnakkol, and finally their renderin

of a Tiruppugazh. s

In conclusion Sri Viswanathan said that a simple book on
Karnatic music written in international terminology should be
produced to introduce Indian music abroad.

Inhis concluding remarks the President observed that the study
of other musical systems and musical cultures should be welcomed

THE FOURTH DAY
26th December 1960

At this morning’s session of the Experts’ Committee of the
Music Academy, held in connection with the 34th Annual Cop.
ference with the President Vidwan Sri T.K. Jayarama Iyer in the
Chair, Dr. (Miss) Prem Lata Sarma, Officiating Principal, Music
College, Banaras Hindu University, read a paper on ‘:\ncient
Grama System and its Distortion in the Medieval Times ’
Mr. John Marr of the London School of Oriental Studi o
‘ Polyphony* and Vidwan Sri Chandrappa,
demonstration of Pallavi.

es spoke op
Bangalore, gave 4

Grama System

Dr. Prem Lata Sarma, pupil of Pt. Omkarnath Thakuyr, ga;
in th<? course of her paper that in music, as in other bra, h’ said
learning there were certain fundamentals which could not ches of
and there were other elements subject to change in th change
process of development. The law of consonance or Sameval:iztural

Was
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one such fundamental which did not change, for example
the Shadja-Panchama, the Shadja-Madhyama or Shadja-Antara-
gandhara relations. Bharata spoke of the gramas, Shadja, and
Madhyama, which were respectively characterised by the Shadja-
Panchama and Rishaba-Panchama relations.  The difference
between the Panchama of Sa-grama and the Apakrishta Panchama
of the Ma-grama was the pramana-sruti or standard sruti which
came to 81/80. This pramana-sruti was the keynote of Bharata’s
scientific and simple method of determiningthe 22 srutis. The
permanent value of the grama of Bharata lay in the determination
of this pramana-sruti and in its forming the basis of Chatus-sarana.
Further the use of these gramas lay in the derivation of the scales
of Indian music through the murchhanas of these two gramas,
According to Bharata the Ma-grama was to be derived from the
Shadja, by Samjna-bheda, that is, by changing the names of the
notes, by taking Sa of Sa-grama as Ma. Unfortunately from the
Sangita Ratnakara onwards it was found that the basis of the
grama system had somehow been missed. Sarngadeva’s Charus-
sarana method was different and had not been indicated in a
precise way and the standardising of the intervals and method of
deriving Ma-grama from the Sa-grama as given in Bharata had
also been abandoned. In fact Ma-grama also, these later texts
said, had become obsolete and all ragas were assigned to Se-grama
and the Sa-grama itself, which was taken as the Suddha scale was
not correctly located on the strings. The fact, however, was that
the Ma-grama could never be lost, as it was inseparable from the
Sa-grama. The idea that Sa-grama represented the Suddha scale
is not found in Bharata, whose conception was different,
nor are the Svaras of the Sa-grama natural or easy to follow as the
Suddha-searavali. Authors of musical treatises both in the North
and the South had failed to see this. The further wrong notion
arose in the North that the traditional Sa-grama was replaced by
the Bilawal scale scheme as a result of foreign influences. In the
South, Mukhari or Kanakangi was taken as the representative of
Suddha scale scheme, though it was vitiated by Vivadi-dosha.
Sankarabharanam or Bilawal had intimate and unbroken connection
with both Sa and Ma gramas of old and there was no need to

- ascribe any foreign influence in its being taken as the natural

1
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scale. All these showed that the Grama was still alive and that it
premeated our music whether we knew it or not. In conculsion
Dr. Miss Sarma emphasised that the system of Bharata provided a
common meeting basis for both North Indian and South Indian
system and pleaded for a * back to Bharata *

> ar ead approach in our
musical investigations.

Sri Kumar Birendra Kishore Roy Chowdhury
agreed with the view expounded by the speaker and l'ler teache
Pt. Omkarnath Thakur, that the Grama system was a solvent <:t"
our diﬁ‘e.rences and provided a common basis and mentioned in thi
connection the work of the Calcutta scholar Sri Sanyal whls
was evolving a theory of what he called ¢ Matrikas’. ’ °

Calcutta,

The President Sri T. K. Jayarama
speaker on her observations on Mukhar
suddha s?ale. According to him this Mukhari could be taken to
be practically equal to Kharaharapriya, The conception of the

Suddha and Vikrita today, he sajd. di
’ said, differed fi . .
Bharata under the grama scheme, rom what it was in

Iyer differed from the
i or Kanakangi being a

Sangita Kalanidhi Srj Mudicondan Venkatarama Iyer

observed that the speaker’s ex .

its relation to Shadja grama wilsal:itrl; g]zigﬁz'hy a; ’ﬁ' ir‘ama and
arose because the conception of Dvisruti J'W”'Srufi 1vergence
not always exactly identical with ajl. H’e referredet‘c' Wz?s
connection to the discussions in the previous Conferen i this
Academy on Srutis and also the Samagana Seminar congi (:f the
the Academy. According to him, the Suddha scale Whizhedw!:;

elusive was neither Mukhari g
] nor Kharaharapyi
thing between these two. apriya but was some.

' Sri T. Viswanathan observed that
it ghould be borne in mind that the qu
being beautiful or enjoyable was a mat

in .oliscussing this question
estion of a particylar sruti
ter of cultivation,

Polyphony

on ?

Prs. 1-1v] THE XxXivth MADRAS MUSIC CONFERENCE 51

drew attention to certain parallel developments in the history of
Karnatic music and FEuropean music. When Purandaradasa,
founder of modern Karnatic music, was composing his music, in
Europe there wasthe flowering of the supreme religious music.
The speaker explained how in Polyphony the parts were equally
important and differed from its later development, Harmony. It
was from Parelell Line Harmony that Polyphony and the later
Harmony developed. The speaker played also two records, Codex
Squarciglupi, Italian, of the 14th-15th centuries, and Tenebrae-
Responsaries by the Spanish composer Victoria, in Latin, in which
there was pure choral singing without any instrument and which
was on the suffering of Christ. In a century and half after this,
secular music developed greatly in Europe. So far as Karnatic music
was concerned it had reached its prefection and there was nothing
more to be done in respect of the Kritis of Dikshitar or Tyagaraja.
A similar culmination point had been reached in European music
and it was then that new orchestral development began and
perhaps a simliar line of developments might manifest itself
in the field of Karnatic music also.

Thanking the speaker, the President said that while such a
development was possible, the melodic character of Indian music
could never be superseded.

Pallavi

Vidwan Sri Chandrappa, Bangalore, pupil of Vidyala Sri
Narasimhalu Naidu, accompanied by Vidwan Sri A. D. Zachariah
on the violin, Vidwan Sri T. M. Venkatesa Devaru, Konnakol,
and Vidwan Sri V. Nagabhushanachar on the mridangam then
gave a demonstration of arare Pallaviin the rare Hamsanada
Tala in the rare raga Latangi, 32 aksharas, eduppu in the 3rd

akshara.

The President in thanking the Vidwan and his guru for the
demonstration said that this was a matter of Tala and its mathe-
matics and as it somewhat submerged the melodic and enjoyable
aspects of music, it was not for youngsters but only for veterans to

take to these recondite displays.
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THE FIFTH DAY
27th December, 1960

When the Experts’ Committee of the Music Academy
convened in connection with the 34th Conference met this morning
in the P. S. High School premises, Vidvan Sri T. K. Jayarama
Iyer presiding, there was the release of the new book of Javalis
edited by Smt. T. Brinda and published by the Academy and then
there was a talk and demonstration by Sri B. Subba Rao of
Nagpur, on ¢ Some Karnatic and Hindustani Ragas with Same or
Similar Names ’.

Javalis

Dr. V. Raghavan announced that in persuance of the publica.
tion programme of the Music Academy, they had brought out on
the occasion of this year’s Conference a volume containing
30 Javalis by Patnam Subrahmanya Iyer, Tiruppanandal Patta.
bhiramayya, Dharmapuri Subbarayar, Tirupati Narayanaswami
and others, with svara notation, edited by Smt. T, Brinda, grand-
daughter of the late Veena Dhanammal. This was the fifth in the
series of important and rare compositions which the Academy had
brought out in notation. He then requested the President of the
Conference Vidvan Sri T. K. Jayarama Iyer, to release the
publication.

8ri T. K. Jayarama Iyer observed that the publication of such
works were really landmarks, as musicians always found difficult
to part with their treasures. He said that it was indeed a matter
of congratulation that Smt. Brinda agreed to bring out thig volume
of Javalis. As she belonged to the great Dhanammal family and
as the publication came from the Academy it had the seal of
authenticity and authority. It was also appropriate that when
they had just discussed light classical music there should have been
the publication of a volume of Javalis which formed one of the
brillian{ examples of that type of music. He thep released the book
by giving a copy to the Editar. Copies of the book were then
presented by Dr. V. Raghavan to the members of th

. - ¢ Experty’
Committee and some of the musicians and scholar

8. Sangita
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Kalanidhi Musiri Subrahmanya Iyer in his speech, extended hijg
felicitations to Smt. T. Brinda for bringing out that book: and
appealed to her and to the Academy to bring out further

. . volumes
of similar collections of rare compositions. .

This was followed by arecital of select Javalis by Smt. Brinda
along with her daughter Kumari Vegavahini accompanied by
Sri T. Ranganathan on the Mridangam. The following eight
javalis were rendered : Paripovalara, Tarumaru, Samkxyamide, Idu
neeku, Muttavaddura mohananga, Parulanamata, Mariyada
teliyakane and Adineepai.

While thanking Smt. Brinda, the President emphasised the
need for listening to actual recital in addition to using the book
and appealed to all young vidwans to learn these javalis.

Hindustani and Karnatic Ragas

The President then introduced Sri B. Subba Rao of Nagpur
who had already brought out a book called Raganidhi, a com-
pendium of the ragas of the North and the South. Sri Subba Rao
had spent his lifetime on this interesting comparative study.
Sri Subba Rao, in the course of his talk, said that the raga
constituted the soul of Indian music and in the field of actual
singing one found that musicians, both the high class artistes as
well as those engaged in film work, were freely taking ragas from
both parts of India. The light film tunes of South India today
were all derived from North Indian ragas. Recently North India
has taken some South Indian ragas like Simhendramadhyamam,
Vachaspati and Hamsadhvani. Bhatkande himself had adopted
ten of the Melakartas of the South for providing a scientific
basis for the North Indian ragas. There are now musicians and
scholars in the North asking why they should not adopt the entire
72 melas of the South for organising the North Indian ragas. He

" then demonstrated with the help of the Gottuvadya, christened

by him as Devadatta Veena, some of the ragas of the North and
South in their inter-relations. He took up the Sriraga of the
South to which Badahamsa-Saranga of the North approximated.
One of the characteristics of the North Indian ragas, Sri Subbg
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Rao said, was that they had three or more ragas in the same
Arohana and Avarohana but they were distinct from one another
because of the particular tetrachord in which they were rendered
and of the Vadi-Samvadi relations which were different in each case,
He illustrated this with the group of Bhup which was rendered
only in Mandra, i.e., lower tetrachord, Deskar only in Tarq and
Jaitkalyan which had the same svaras but had a different Vadi-
Samvadi relation. One limitation of the North Indian elaboration
of the ragas was that the Sanchara became restricted and repetitions
were likely. The next group to be taken by him was Vijayasree
of the South which was near to the North Indian Sriraga. The
other groups dealt with by him comprised Karnatic Todi corres-
ponding to the North Indian Bhairavi, and the Karnatic Subhg-
pantuvarali corresponding to the Todi of the North. He also
brought out the differences among ragas having the same name,
taking for illustration, Lalita and Lalit, and Vasanta and
Basant.

Supplementing the views of the speaker Dr. (Miss) Prem Lata
Sarma of Banaras said that the basis of the distinction of ragas
with same Aroha-Avaroha was the variation of the Jivasvaras.
She illustrated it with Vasanta and Paraj having the same notes
where Suddha Madhyama was used in the two different ways in the
two ragas.

Thanking the learned lecturer for his talk and demonstration,
Sri T. K. Jayarama Iyer paid a tribute to Bhatkande for the syste-
matic work done by him. With reference to the observations of the
lecturer on the North Indian Sriraga and its South Indian counter-
part, Sri Jayarama lyer expressed the view that raga Gaulipanty
should be more appropriately considered to be the corresponding
Karnatic raga. Regarding the rare ragas found in books, the
President said that the mere arohana-avarohana and melakarta
given in the books were not enough data to bring out the raga
bhava. Factors like Amsa, Nyasa, etc. should also be understood
well. Thus it would be advisable to render them only after
having heard at least once their authentic version. Thijs was
borne out by the groups of North Indian ragas having similar
arohana-avarohana but having clearly distinct forms.
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THE SIXTH DAY
28th December, 1960

At the meeting of the Experts’ Committee of the Music
Academy held this morning in connection with the 34th Conference,
Sri T. K. Jayarama Iyer presiding, Sri Kumar Birendra Kishore
Roy Chowdhury of Calcutta read a paper an ¢ Tansen School of
Music’ and gave a demonstration of ‘Dhrupada on Sarasvati Veena
and Sur-Rabab’, and Mr. C. H. Montrisart of Thailand presented
a paper on and gave a demonstration of ‘Dance-Drama of
Thailand ’.

Tansen and Dhrupad

Introducing Sri Birendra Kishore Roy Chowdhury, Sri
T. K. Jayarama Iyer said that he was a well-known musician and
scholar of Bengal and was a member of different music committees
and had practised music under well-known masters. Sri Chow-
dhury was also connected with the Calcutta University and
the Sangeet Natak Akademi of Bengal and was a pupil of the late
Mohammad Ali Khan. ‘

In his paper Sri Chowdhury said that North Indian music had
its most glorious period during the times of Moghul Emperors
and the renaissance of the Hindustani music at that time centred
round Tansen, pupil of Swami Haridas. The period was also
noteworthy for the influence of Arabic or Persian music on Indian
music. The speaker, who had touch with the Tansen’s school
through Tansen’s descendants, traced the history of different
schools of Hindustani music and the different Courts where they
were cultivated and the manuscripts and other materials relating
to these schools. On the side of Persian music, influence on
Tansen was from Hazrat Mohammad Ghouse, Pir of Gwaljor.
According to the lecturer, this Persian and Arabic tradition went
back to Greece and Pythagorus, who himself had imbibed the
principles of music from India. The Dhrupad of Hindustani
was developed by Bajju Bawra on the lines of the older
Sanskrit Prabandha and Dhruva Gitis. However, in the Pathan

Courts Kwawali rather than Dhrupad was fostered. In Gwalior
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Raja Man Tomar built up a musical centre where Dhrypad
system was cultivated. Dhrupad developed further in the hands
of Swami Haridas and Tansen. The eclectic cultural atmosphere
of Akbar and his successors helped the further growth of
Dhrupad. Tansen was the shining jewel of this stage. About a
thousand dhrupads were associated with him, all of which were
noteworthy for their ragas as well as their poetry. While the
themes of many of these were devotional, some were in praise of
Kings. On the musical side Tansen embellished the Dhrupad
with Meed, Gamakas etc. From Akbar’s time upto the beginning
of the present century there was an unbroken line of Tansen’s
followers and descendants called the Seni musicians who were
regarded as high authority and with whom were associated many
new ragas. Four styles or Bani developed in the post-Tansen
period in Dhruped singing: 1. Gourhar Bani containing melodious
sliding notes. 2. Dagar Bani containing melodious Gamaks in
curved lines; 3. Khander Bani with quick vibrations; and
4. Nauhar Bani with jumpy notes. Sri Chowdhury also pointed
out how the different instruments of Hindustani developed in this
period and said that there were connections with South India in
the instrumental development, as Bifam Khan came to Hyderabad
and learnt South Indian Veena. Sri Chowdhury then demon-
strated on the Sarasvati Veena and the Sur-Rabab ; the latter was
a precurser of the Sarod and while it was suited for alap, the
Sarod was suitable for gats. 8ri Chowdhury then sang a Dhrupad
in Bhairav and Choutal, Chandravani by Tansen, and played it on
the Sarasvati Veena. On Rabab he rendered a Dhrupad of
Tansen in Bimpalasi which had touches of Anandabhairavi.

The President Sri T. K. Jayarama Iyer, thanking the lecturer
for his talk and demonstration, compared the Dhrupad with the
Karnatic kritis, particularly the compositions of Dikshitar, He
then requested Mr. Montrisart of Thailand to give his talk and
demonstration.

Thai Dance
Introducing Mr. Chaturong Montrisart and the subject of hig

talk and demonstration, Dr. V. Raghavan drew the attention of
"the audience to the observations of Dr. P. V. Rajamannar in hig
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Opening Address at the present Conference on the need for
comparative study in different dance forms. This, Dr. Raghavan
stressed, was all the more important in the field of the dance-forms
of South-East Asia, which, he said, formed an integral part of the
dance-heritage of Bharata. The different forms of dance-drama
in Java, Bali and other South-East Asian regions preserved
several departments of dance and dance-drama as set forth in
Bharata’s Natya Sastra which unfortunately were not preserved in
the'surviving forms in India itself. In Thailand, Ramayana dance-
drama according to the technique of Bharata was prevalent and
several episodes from the Ramdyana were enacted following this
ancient Indian technique. The Ramayana theme handled by them
was more akin to the South Indian version and there were
also local additions made by them. In Thai poetry in which
these themes were set, Sanskrit was freely mixed in Manipravala
style. One important element in the Thai dance-drama was that
it preserved in the many scenes of the movements and warlike
actions of monkeys and demons, the Gatis and Charis mentioned
by Bharata. Several of the terms and names of persons were
Sanskritic. E.g. the guest who was to speak and demonstrate
and was a member of a noble family engaged in Thai military
service, was called Chaturong Montrisart which was in Sanskrit
‘““versed in the affairs of the fourfold army >, Chaturanga-
mantri-sastra. In Thailand the art of dance was cultivated in the
past by the nobility and the royalty. Mr. Montrisart was now on
a Government of India Exchange Cultural Scholarship and was
studying Indian Dance-drama.

In his paper on ¢ Thai Classical dance >, Mr. Montrisart drew
attention to the cultivation of the classical dance in the royal
courts in ancient Thailand and their development in modern times
by the Department of Fine Arts of the Government. The
Thai classical dance was divided into two categories, the Khon in
which males alone played and the Lakhon in which the participants
were women. The Khon was the masked play of ancient times.
It was played usually on important days during the year and
on festivals and celebrations. It presented episodes from the

Ramayana called by them Ram-kein which meant Rama-kirti. The
8
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names of the characters were Sanskritic, though somewhat trans-
formed by local pronunciation. In a full performance of the
Khon about 45 actors participated. In costume and make-up,
different colours were used for the different characters and there
were about 140 different kinds of masks for demons and monkeys.
The training of Khon actors was long and tedious as the move-
ments involved a lot of muscular exertion bordering on gymnastic
training necessitated by the several fighting scenes. There was also
gbhinaya or gesture language called by them Natya-Sabta. The
theme of the drama was sung in chorus and the actors were mute.
The Khon orchestra comprised both a large and a small ensemble,
and music formed an important part of Thai classical dance,
each theme and sentiment having ifs appropriate music. Of the
Khon itself there were five forms prevalent, an open air mask-play
before the screen, a court-masked play and a masked-play on a
modern stage. The last onc was recently evolved. Lakhon, the
second main form, though orginally a male-dance, became about
200 years ago a dance by women in which graceful expression was
emphasised. In Lakhont also there were six forms.

Reading the paper on behalf of Mr. Montrisart, Dr. Raghavan
drew attention to several corresponding points in the Indian
tradition and Bharata’s Natya Sastra. 'The paper was followed by
demonstration with costume by Mr. Montrisart. Mr., Clifford
Jones who had worked with Mr. Montrisart gave out the 22 kinds
of movements, comparable to our adavus and karanas, figuring in
Thai dance, all of which were demonstrated by Mr. Montrisart.
Mr. Montrisart then demonstrated the portrayal of the nine rasag
according to Thai dance. Then he demonstrated the Viraja
dance of the monkeys and their leaders; the Viraja was really Veerq
jaya in Sanskrit and formed the heroic and war-like movements of
the monkey fighters. The music accompaniments of the demons-
trations was provided by tape-recordings.

.

At the request of Dr, V. Raghavan, Dr. P, V. Rajamannar,
who along with the Hon'ble Mr. Nityananda Kanungo, Smt.
Kamaladevi Chattopadhyaya, Mr. Ghosh, Secretary to the Ministry
of S. R. and C.A,, and other members of the Central Sangeet Natak
Akademi witnessed the demonstration, spoke congratulating the
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Academy on arranging this programme of the dance of Thailand,
Chief Justice Rajamanner observed that the morning session of
Academy’s Conference were extremely fruitful and comprehensive
in that they embraced not only the music and dance of the South
and the North of India, but also the music and dance of- other
countries. Commenting on that morning’s programme he said
that there was in it something basically Indian in origin. He said
that in Greater India, there were aspects of our arts which gave
more authentic pictures of our early traditions unfortunately not
preserved in India. The conception of rasas, stylised movements
and the whole symbolism of all this was Indian. He said that, on
behalf of himself and on behalf of the Sangeet Natak Akademis
he would congratulate the Madras Music Academy’s efforts in
organising these programmes in their Annual Conferences.

The President of the Conference, Vidwan Sri T. K. Jayarama
lyer, thanked the artistes, Mr. Montrisart and Mr. Clifford Jones,
who assisted him, and Justice P.V, Rajamannar.

THE SEVENTH DAY
29th December, 1960

When the Experts’ Committee convened in connection with
the 34th Conference of the Music Academy assembled again this
morning at the P.S. High School premises, with the President
Sri T. K. Jayarama lIyer in the chair, Prof. Deodhar of Bombay
gave a talk on ¢ Voice Culture’ ; the Experts’ Committee of the
Academy felicitated Sangita Kalanidhis Mudicondan Venkatarama
Iyer and Sri T. N. Swaminatha Pillai on their receiving the
President’s awards; and in a discussion initiated by Sangita
Kalanidhi Semmangudi Srinivasa Iyer, the Vidwans discussed
teaching methods in music.

Voice Culture

Prof. Deodhar who had been specialising in the subject of
¢ Voice Culture’ and had been in the United States for some
time to study the latest researches on this subject, said that it
was not as if our ancient musicians did not realise the importance
of voice culture, for we had sufficient emphasis laid on singing in
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Mandra Sthayi and from Nabhi, but unfortunately in no ancient
treatise did we find any scientific and practical details given as to
how a musician should practise this. The musicians themselves
had been insisting on this but they too were not able to set forth
any practical steps by which these could be achieved. This was a
subject in which physiologists and doctors in the West and
writers like Stanley had made investigations. They had taken
several types of voices for investigation, and formulated the
principles by which in the different parts of the mechanism of
voice production, in breathing, etc., intonation and singing were
affected. In North India there were several gharanas according to
which voices were trained in different ways; most of these voices
would, from a purely scientific point of view, have to be
considered false voices. There were the two extremes of the
throaty artificial voice and the sweet, artificial vojce, These
extremes should be avoided and to achieve this one should under-
stand how the muscles of the mouth and the tongue as well as the
throat, and the chest and abdomen functioned.
tion, the relaxation and tension of muscles,

the tongue should be observed. The tension of muscles produced
contraction and not lengthening and each muscle in its action
had an antoganistic muscle which reacted in the opposite direction.
For contraction in one part, the relaxation of the muscle in another
must co-operate and when producing a particular sound,

should know which part should be free and relaxed and w
tense. Generally speaking the tongue movement in
defective. The tongue should not close the larynx
detached from the larynx and be placed
men. The breathing action should be
abdominal region with corresponding relaxation in the upper part
of the body. On the other hand, breathing action of the chest
would lead to abdominal relaxation which would not be conducive
to Nabbhi singing. Therefore a study should be made of the part
played by the abdomen, the larynx and the pharynx and the
position of the tongue. The question of age did not matter in
the production of voice. What mattered was really the health of
the individual. The quality of the voice also would be deter.
mined by the action of the muscles. The thin, piercing quality

In voice produc-
as also the action of

one
hich
our music was
; it should be
‘in contact’ with the abdo-
set up in the Nabhi in the
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of female voice was the result of one set of muscles di.ﬁ‘erent
from that which produced the warm and big voice of men-singers.
There should be co-ordination of both these muscles to produce
good music. The lecturer illustrated the action of the vocal appa.
ratus by drawings and also by asking persons to feel the different
muscles and bones of the mouth, neck, chest and abdomen.

Answering some questions from Dr. Raghavan, the lecturer
said that there was nothing intrinsic in the character of Indian
music, either of the North or of the South, in the murkhi, tan

" or gamakas which prevented the proper cultivation of the voice,

The lecturer also informed that he was preparing a book on Voice
Culture for Indian Music. He also demonstrated by singing a
variety of Todi in slow tempo and a Drut Tarana in Maluha-K edar
to show how the essential features of Indian music should be
brought out without any facial contortion. The President
Sri T. K. Jayarama lyer thanked the lecturer for his very lucid
lecture and demonstration. He would, however, say that the physio-
logical aspect of music was only one of its aspects and a musician
should not be frightened by the details of anatomy and physiology.
The ability to exercise these muscles and parts of the body should
come to him unconsciously. Apart from this, there was also the
difference of one system of music from another, that in which there
was steady-note singing and another in which there was vibretto
singing. Our musicians, particularly Tyagaraja, have referred to
these centres of voice production in the body, nabhi, hrut. kantha
and rasana, in their compositions and our conception of music has
iaid clear emphasis on this subject of Nadopasana. He would say
that the real enjoyment of music could be brought out only in
singing which is not hurried and which is not sung merely for
excitemest. Vilambit alapa might appear somewhat longdrawn
but it was yet necessary and he would advise the South Indian
musicians to observe this vilambit alapa of the North, It was also
necessary that before starting on actual lessons we should teach
students the proper cultivation of their voice. Singing in Mandra
sthayi strengthened the voice. Over-exercise of the voice in the
éarly years produced a strain in the voice and led to its failure in
later “years, and voice, like anything else, should be carefully
tended, :
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Felicitations

The meeting then extended its felicitations to Vidwans
Sri Mudicondan Venkatarama Iyer and Sri T.N. Swaminatha Pillaj
who had, according to the decision gf the Central Sangeet Natak
Akademi which met in Madras the previous day, had been selected
for the President’s Award for Karnatic music, vocal and instru-
mental, that year. The President of the Conference, Sri T. K.
Jayarama Iyer, garlanded the Vidwans on behalf of the Academy,
the Vidwans and the music loving public which had assembled.
He paid a tribute to the services of the two vidwans to the cause
of music and their attainments in the field. Sri Semmangudi Srinj.
vasa Iyer referred to Mudicondan Venkatarama Iyer as endowed
with a research mind and referred to his brilliant performance of
Shatkala pallavi a few years ago in the Academy’s Conference.
Sri T. N. Swaminatha Pillai, he said, was in the dijrect line of
the pupils of Dikshitar. Other musicians and scholars who
associated themselves with the sentiments expressed by the above
speakers were Prof. R. Srinivasan, Budalur Krishnamurti Sastrigal
and Madura Subrahmanya Iyer. The two vidwans then replied
and recalled the teachings and blessings they had received from
their own gurus.

Teaching Methods

Initiating the discussion on this subject Sri Semmangudi
Srinivasa Iyer said that close upon the lecture on voice-culture
their discussion of the subject of teaching methods in music wa;
appropriate, as it was also of primary importance. We had been
following too long, he said, the traditional method and that the
time had arrived, when we should re-think and see whether there
was need to introduce some new methods. For one thing, he said
from the select few with gifts who had in the past practised the art’
music has now come to be learnt in Schools and Colleges and eveI;
in general schools where it had been introduced as one of the
subjects. One could not now use only the old method but think
of simpler and easier methods by which clasges comprising
good, bad and indifferent material could be taught. Just as the
child was taught language today not by the alphabet or spelling but
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by pictures and the actual spoken sound being learnt through
those pictures, even so the students in the beginning should be
taught the correct svaras through actual songs and then helped
to identify the svaras. They had been following the practice of
beginning the first lessons in Mayamalavagaula, corresponding to
Bhairav in the North. In the North, they had changed over to
Bilaval. 1t seemed to him that Mayamalavagaula was chosen for
the beginning exercises because of its suitability for training on
Veena. For the voice Sankarabharanam was certainly more suited.
He would go further and say that we might adopt the Samagana-
svaras (corresponding to Kharaharapriya) for the beginning
exercises for voice. He said that he would not assert this
dogmatically but would just propose it for the consideration of the
vidvans. Even Thayas and other exercises of old were designed
for Veena and not for voice.

Sri T. K. Jayarama Iyer observed that in Hindustani they had
different ragas for sadhakam in different parts of the day. For
morning practice they adopted Bhirav (Mayamalavagaula), and for
the evening Iman (Kalyani). After this practice they went to
Kammach (Harikambhoji). Sri Jayarama Iyer said that sometimes
they in the South made too much of gamaka even to the detriment
of the raga. Gamaka should also be governed by kala-pramana. In
the training of the gamakas also, those difficult for execution
should be practised by intoning the svaras in slow manner,
gradually quickening the pace.

Prof. R. Srinivasan said that he agreed with Prof, Deodhar
that voice culture was important, although according to him the
voice was but the means of producing music. There was, according
to him, in actual singing, a hiatus between one’s objective notion
of a svarasthana and the subjective nature or the internal vibrations
of the same. As regards Mayamalavagaula and Sankarabharana he
said that each had its points of justification in respect of its
usefulness for the beginning exercises.

Sri Mudicondan Venkatarama Iyer observerd that he was
of the view that while they might continue Mayamalavagaula
for their first lessons, they should insist on the students,
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as he had been insisting in the Academy’s Teachers’ College,
singing Sarali and alankara in Sankarabharasam and nine other
ragas. While individual attention was not possible in classes
in the present day, he, at the same time, agreed that the deficiency
of an individual singer required adaptation of the instruction
method for him. He agreed that small and easy pieces might
be used to create svara-jnana.  Sri Semmangudi Srinivasa Iyer
wanted them to note that in Mayamalavagaula the proximity
of notes made it difficult for teaching it in the classes, Sri
Venkatarama Iyer said that he, however, welcomed reforms and
was not against other ragas being used. Vidwan Maduraj Subrah-
manya Iyer said that on the violin the first lessons were taught
in Mayamalavagaula but after that Sankarabharang was' taken.
Sri K. S. Narayanaswami said that this important subject deserved
their futher attention and hoped to presenta paper on this subject
at the next Session. He also observed that it was not quite
correct to say that in our music all the notes w
oscillating. There were also steady notes,
be made.

ere always
on which practice could

Concluding the discussion, the President Sri Jayarama Iyer
observed that there were two aspects in the question thatyot‘
mass teaching and that of training a real musician, and hé thought
two required two different types of teaching methods ; exercises

should proceed from practising on stead
. Y notes to practisj
them with gamakas. practising

THE EIGHTH DAY

30th December, 1960

-~ Attoday’s sittings of the Experts’ Commj
Academy, at its 34th Conference, Vidwan Srj T. K. Jayarama Iyey
presiding, Sri Ambikacharan spoke on ¢ Ragas and Kirtanag su'{ ec;
to the South Indian Flute’, Sri M. A. Kalyanakrishna Bha -

gave a demonstration on Mandrastayi-singing and Tana savatar
'with Tala, and Vidwan Tinniyam Venkatarama Iyer avem.
stration of Mora in Panchagatis, on the Mridangam.g )

ttee of the Music

singing
demon-
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Flute )

Speaking on~the flute, Sri Ambikacharan said that there was
no instrument which did not have some drawback and the flute
had its own defect. Listeners might have noted, he said, that
some flutists kept two flutes and changed over to the second. The
speaker described how the flute was so designed as to suit the
Harikambhoji scale and how the ragas of that mela particularly
could be played easily on it. He then played on the flute
Yadukulakambhoji, Bhupala, Mohanam, Bilahari, Todi, Kalyani
and Kharaharapriya.

Thanking the lecturer the President said that it was true that
the flute was suitable for certain ragas and was somewhat difficult
for certain others. He then requested Vidwan Sri M. A. Kalyana-
krishna Bhagavatar to give his talk and demonstration.

Mandrasthayi Sanchara and Tana

In his talk Sri Kalyanakrishna Bhagavatar said that he
belonged to a tradition of Veena Vidwans in which Tanam was
played with Tala ; this helped the neraval in the Pallavi to follow,
especially when the Talas were difficult to be negotiated. The
Vidwan sang Bhairavi Varna, the Kriti Vatapiganapatim and
Ragam, Tanam and Pallavi in Todi, illustrating Mandra Sanchara in-
the Raga and the accompaniment of Tala in Tana. He was ably
accompanied by Vidwan Lalgudi Jayaraman who gave brilliant
display on the violin, and Vidwan Karaikudi Muthu Iyer on the
Mridangam.

Vidwan Veeriah Chowdhury observed that Mandrasthayi
sanchara in slow tempo was good but each should adopta style
suitec to him. It was not possible for all to sing in the same
way. As far as Tana was concerned there was once prevalent in
Andhra a tradition of singing it with Tala, but he himself had
never heard it. Vidwan Mudicondan Venkatarama Iyer recalled
the 1949 Conference when he presided, at which, on the suggestion
of the late Sri Kasturi Srinivasan, Mandrasthayi singing was’
discussed at some length. Only certain voices, the Vidwan.
observed, were good enough for Mandrasthayi sanchara, even as

9
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certain other voices which were suited only for singing in the
higher sthayi. 1t was within their experience that some Mandra-
sthayi voices were defective in the higher ranges. The late
Konerirajapuram Vaidyanatha Iyer used to sing Mandrasthayi with
the closed mouth and today the advantage of the microphone, the
Vidwan said, should give to Mandra-singing a fresh lease of life.
As regards Tana singing with Tala, he said that it was true that
there was the tradition of Trivandrum, but in Tamiland there was
no such practice.

Thanking the Vidwan Sri Kalyanakrishna Bhagavatar,
Sri T. K. Jayarama lIyer observed that Mandrasthayi singing
strengthened one’s voice and helped one to secure Svara-suddha.
‘Tana with Tala he had heard in Trivandrum and while capable
vidwans could do it, he felt that sometimes 7Tala might be some-
what of a hindrance also. He also complimented Sri Lalgudi
Jayaraman’s playing in Mandrasthayi and said that Mandrasthayi
Sanchara was not merely to observe a convention but was really a
most enjoyable thing. He then requested Vidwan Tinniyam
Venkatarama Tyer to give his Mridangam demonstration.

Panchagati Mora

Vidwan Tinniyam Venkatarama Iyer first referred to his Guru
Tinniyam Sethuramier aged 91 who passed away only the previous
week. The demonstration of Panchagati mora on Mridangam
comprised : 1. Sankirnajati, 9 aksharas; Misrajati, 7 aksharas
Khandajati, 5 aksharas ; Tisrajati, 3 aksharas ; and Chaturasrajati,
4 aksharas.

THE NINTH DAY
31st December, 1960

When the Experts’ Committee of the Music Academy
convened in connection with the 34th Conference met this
morning, with the President Vidwan Sri T. K. Jayarama Iyer in
the Chair, Dr. Harold S. Powers of the Harvard University, u.s,,
who bad been in Madras previously and had come again on a
grant from the Rockefeller Foundation to continue his study
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of Karnatic music, spoke on ° Structural Functions of
Embellishments’, the Academy and the Experts’ Committee
received the Soviet Cultural Delegation who were in the City, and
Sri M. K. Kalyanakrishna Bhagavatar of Trivandrum gave a
demonstration on the Veena.

Anusvaras

Speaking on ¢ Structural Function of Embellishments *,
Dr. Powers said that what he meant was Anusvaras and that
what he proposed to do was to give descriptive analysis,
illustrating his points both from Karnatic music and a representa-
tive of the specimen of European music in the so-called  Tonal
System’. Dr. Powers pointed out that at the most fundamental
structural levels, i.e., the level of the adhara sruti or tonic, Indian
music and Western music were both based on the same assumptiony
At the next structural level also, where the adhara sruti is accom-
panied by other tones having a harmonic relationship with it, they
were analogous. He pointed out that the first step in elaboration
of fundamental harmonic structure was the application of the
anusvaras to the harmonic tones. He said that it was only in the
development and structural prolongation of those aunsvaras that
Indian and European music differed. Indian music, he said,
elaborated its structures by super-imposing anusvaras one on
another, producing short phrases which could be combined at
different pitch levels to produce elementary scales.

Dr. Powers then said that in Karnatic music harmonic
structures could be built on the adhara sruti, choosing from six
notes, viz., Shadja, Panchama, Chatussruti Rishaba, Antara
Gandhara, Suddha Madhyama and Chatussruti Dhaivata, depending
on the raga. He observed that other svaras would function in one
raga or another as anusvara with respect to these six possible
harmonic tones. He demonstrated this point and others by
analysing short phrases from several ragas. For example he
pointed out that Todi Gandhara should be conceived only as a
secondary anusvara with respect to Suddha Rishabha or as
neighbouring anusvara with respect to Madhyama, He said that
the Todi Gandhara should not be treated as a steady note ang
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demonstrated what in his opinion was the right way and the
wrong way of producing this svara.

Dr. Powe.rs then showed how the primary anusvaras in
European music were supported and elaborted not by gamaka but
by harmonics. He sang a short song by the early 19th century
German composer, Mr. Franz Schubert, accompanying himself on
the Piano, and illustrated his points by a brief analysis of the
song.

The Prgsidcnt Sri T. K. Jayarama lIyer in thanking Dr.
Powers for his analysis complimented him on his devoted study
of Karnatic music.

Soviet Composer

Mr. Kuliev, composer from Azerbaijan in the Soviet Union
anc.l a member of the Soviet Cultural Delegation which hac;
g;nve.d in the City the previous day attended the Conference this
morning. Welcoming him on behalf of the Academy and th
Experts’ Committee, Dr. V. Raghavan recalled his own visit te
the US.SR, and said that the distinguished guest hailed fro .
Azerbaijan and in the music of Azerbaijan, Uzbeck etc thelrn
were airs reminiscent of Indian ragas. Mr. Kuliev speal.c,in .
behalf of his delegation conveyed to the Academy andg s
Gonfe.rence the greetings of the Soviet musicians and compos .
He said that the Soviet Union had helped to develop musicp' eril.
its component States. In Azerbaijan itself, before 1920 the ..
no professional music and the first music school opened thclr'e was
°f‘ly in 1922, Research was also being done in the folk muZ'wa:'
his State and they have been, in their Institute in the Acade N of
of Sciences of their State, collecting folk musjc material mTyho
in Azerbaijan were very much interested in Indian musi. h‘ey
they had so far known only through the films ; but they w‘:: e
eager to get into touch with Indian classical music and to inrle ove
their knowledge of it. They desired to have collaboration b o
the representatives of their music and the musicians of eltw:;?n
Dr. Raghavan then presented on behalf of the Academy q t ot
the issues of the Journal of the Music Academy to I\Zr Kselt' o
The President of th_c Conference Sri T. K. Jayarama lyer.thal;;(ee‘;‘
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Mr. Kuliev for visiting their Conference and requested him to
convey the greetings of the musicians of India, especially those of
Madras assembled at that Conference, to their fellow musicians in
USSR and expressed the hope that they would come and study
South Indian music.

Veena

The President then requested Sri M. K. Kalyanakrishna
Bhagavatar of Trivandram of give his demonstration; the
explanations were given by Sri M. A. Kalyanakrishna Bhagavatar.
It was pointed out by the Vidwan that for the proper playing of
the ravai the fingers should be kept apart while playing. The
Vidwan played a kriti in raga Kedara and in tala Rupaka, Tanam
in the five Ghana ragas in two kalas and then a Pallavi in Kalyani.

Thanking the Vidwan the President said that the Trivandrum
tradition of Karnatic music was represented by a number of
distinguished musicians like Paramesvara Bhagavatar, Coimbatore
Raghavier and the grandfather of the two Kalyanakrishna
Bhagavatars taking part in the demonstcation. Veena Vaidyanatha
Iyer of Mayuram was himself a pupil of the famous Kalyana-
krishna Bhagavatar of Trivandrum.

THE TENTH DAY
Ist January, 1961

At today’s meeting of the Experts’ Committee of the Music
Academy, convened in connection with the 34th Conference, the
President Sri T. K. Jayarama Iyer gave an exposion of Raga-Rupa
and Sangita Kalanidhi Sri Mudicondan Venkatarama Iyer gave a
talk and demonstration on the proper method of singing Pallavi.

Raga-Rupa

Sri Jayarama Iyer quoting well-known kritis of Tyagaraja on
the subject, pointed out how Raga which represented absolute
music and was the soul of Indian music, was of divine nature.
The very svaras which composed the raga, he said, had their own
speciality and divine aspect. Even a single note would touch
their hearts when properly intoned or played. The Raga was like
the mansion and svgras, its bricks, had to be pure and correct
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according to the nature of the Raga. In a Raga there was a
Svara in which one could begin it or dwell in the course of its
elaboration, and the kritis of the great masters served as guides in
this respect. Sometimes even a single Svara could give the
identity of a Raga. There was such a thing as Jiva-Svara and a
musician elaborating a Raga should exercise economy of phrasing.
There was also a prayoga which served like the seal or the stamp
of the Raga. According to the texts there were ten Jakshanas
which should be observed in bringing out the proper form of the
Raga, like Amsa, Nyasa, Alapatva, Bahutva, Langhana, etc. There
were the svaras which should not be touched:; even SO, svaras
which should not be lingered upon. There were Visesha Sancharas
in developing well-known Ragas and these special phrases were
handed down by tradition or preserved in what are called the
Katakas. When one was elaborating a Raga one should also
remember that Virama or rest at certain places was essential for
oneself as well as the listener. Restraint was also necessary on
the part of the artistes in respect of expression. The Adbhutq
created by certain effects in the course of singing Raga was not )
sustained as the Rasa of Karuna or Santa which was deep and
sustained. Sri T. K. Jayarama Iyer’s exposition was interspersed
with the singing of snatches of several ragas to illustrate the
points referred to by him.

Pallavi

He then requested Sri Mudicondan Venkatarama Tyer to give
his exposition of Pallavi. Sri Mudicondan Venkatarama Iyer
observed in the course of his talk that in Pallavi, equal importance
was to be given to three elements, Pada, Laya and Vinyasa. One
should be able to negotiate the intricacies of Pallgyi singing, but
one’s Pallavi should be both understandable and enjoyable. The
Vidwan said that our singing could not be called a recital, for it
was always a creative art, based as it was on Manodharma. He had
chosen the subject of Pallavi because in these days there was the
danger of its taking certain undesirable turns. The difficult
aspects of Pallavi should be well understood and a Vidwan should
be able to do them if asked to display his mastery, but it was not
necessary that in all concerts these difficult aspects of Pallavi
should be sung. As far as his memory went, he could say that ip
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the concerts of olden days, aspects like Anuloma were not actually
sung. Sri Venkatarama Iyer then analysed the Pallavi and its
aspects and explained clearly the meaning and method of perfor-
mance of dnuloma, Trikala, Viloma, Pratiloma, etc.- He took for
demonstration the well-known Pallavi in Todi, in four kalai
chowkam, Ganalola, as it was better touse a simple and well-known
Pallavi to make them understand the different aspects of Pallavi
singing. There were other feats of Pallavi like Double Pallavi,
Vichitra Pallavi, etc., which were exhibitions of skill. In a Pallavi
which was sung so as to be understood as well as enjoyed and
easily executed, the words must be few and such as to give scope
for Karvai ; at the same time the Pallavi should not be too soft
and should have enough bigu-sugu. In his demonstration of the
Ragam, Tanawm, Svaram and Pallavi, Sri Venkatrama Iyer was
accompanied by Vidwans Sri T. N. Krishnan on the violin and
Sri Madurai N. Krishna Iyengar on the Mridangam.

In thanking Sri Venkatarama [yer for his talk and demonstra-
tion, as also his accompanists Sri T. N. Krishnan and Madurai
Krishna lyengar, the President Sri T. K. Jayarama Iyer paid a
tribute to Venkatarama Iyer’s attainments. He referred especially
to his rendering of the Todi in accordance with the old Sampradaya.
He also mentioned that Sri Mudicondan Venkatarama Iyer was
conducting under the auspices of the Academy, apart from the
Teachers’ College of Music, an advanced evening course for
qualified young musicians and it was upto those who had the
aptitute and qualification to go to him and learn as much as
possible from his rich knowledge and experience. Sri Jayarama
Iyer emphasised that Pallavi was not a mechanical thing nor was it
necessary for all singers, including girls, to strain themselves
to sing this. Its singing, though a difficult matter, should be
enjoyable. He said that there should be continuity of Raga in
Pallavi singing.

THE ELEVENTH DAY

2nd January, 1961

When the Experts’ Committee of the Music Academy met
this morning at its last session in the 34th Conference with the
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President Sri T. K. Jayarama Iyer in the Chair, Prof. R. Srinivasan
gave a talk on the changes made in the original tunes of old com-
positions, after which the concluding function of the Experts’
meeting was held. At the outset Dr. V. Raghavan made a report
of two papers submitted to the Conference whose authors could
not be present, ‘The Musical Scheme of Dikshitar’s Navagraha
Kritis’ by Sri H. Yoganarasimham of Mysore and ‘The Sapta-
Tantri Veena in Buddhistic Sculpture’ by Swami Prajnanananda
of Calcutta.

Original Varpa-Mettus

Prof. R. Srinivasan observed that changes in songs had been
made in the whole Varna-mettus as well as in the use of certain
notes, and on that occasion he would confine himself to the
wholesale change of Varna-mettus and that too not in the kritis of
Trimurtis or others, but in the songs in the Nandan Charitram of
Gopalakrishna Bharati and in Arunachala Kavirayar’s Ramayana
Kirtanas. Prof. Srinivasan illustrated with the following pieces
from Nandan Charitram: Sivalokanathanai which was originally in
Senchurutti but later came to be rendered in Nadanamkri ya;
Chidambaradarisanamam which was originally in Asaveri and came
later to be rendered in Mukhari. The other pieces mentioned by
him were Aarar Asaipadar originally in Mukhari but which had
been rendered by some in Shanmukhapriya and Innamum Orudaram
in Yadukulakambodi, later changed over to Kedaragowla. Vidwan
Budalur Krishnamurti Sastrigal referred to its Kedaragowla
version being old and having been heard by him from wellknown
sources. Prof. Srinivasan agreed that some of the changes had
qccurred early and some new Varna-metitus were good ; but he was
of the view that the original tunes were to be preserved apd they
had their own appropriateness with reference to the theme and
sentiments. Similarly Yaro ivar yaro. of Arunachala Kavirayar
was originally in Saveri which was appropriate to it, but had come
to be sung in Bhairavi. The President Sri T. K. Jayaramg Iyer
said that changes had come in these pieces because there wag no
Sishyaparamapara to safeguard the Varns-mettus, and naturally
changes had been more easily introduced in these, Srj§, Partha-.
sarathi pointed out that even in the compositions of Tyagaraja’
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where there was strong Sishyaparampara, changes had been intro-
duced. Sri Jayarama Iyer himself illustrated this with the example
of Rara Sita. He also expressed his opinion that in Tyagaraja-kritis,
where set sangatris had been given, new sangatis should not be
added. The sangatis were closely related to the Bhava and the
ideas brought out by Tyagaraja in those songs, and he referred to
the study of Tyagaraja’s kritis from the point of view of the ideas
and emotions given in the work Spiritual Heritage of Tyagaraja.
Vidwan Sri Veeriah Chowdhury observed that as there was eating
for strength and eating for taste, in music also there was the
singing for Bhakti and singing for mere Ruchi, and when Bhakti
was forgotton all sorts of changes would creep in and he referred
to, for example, the renderings of Yochana without any regard to
the Sahitya. The Sahitya of Tyagaraja had its Prasa, Avarta
etc., which required correct rendering.

Condolence

Dr. V. Raghavan then placed before the meeting the resolu-
tion of the Experts’ Committee expressing its condolence at the
demise of the following musicians and musicologists who had
passed away during the year: Sri C.S. Iyer and Mrs. Sitapathy,
who were both members of the Experts’ Committee of the
Academy, Tinniyam Sethuramier, Mridangist; Rajalakshmi
Ammal ; daughter of Dhanammal; Dwaram Narasinga Rao,
Principal, Vizianagaram Music College and Violinist; Varanasi
Brahmayya Sastri, Violinist ; and Mr. Jaap Kunst, Ethno-musico-
logist and authority on the music of Java, Amsterdam. The
members then stood in silence for a minute.

Conclading Function

The President was then garlanded by Sri T. V. Rajagopalan,
Secretary of the Academy. Bringing the proceedings of the Experts’
Committee meetings to a close, the President of the Conference
Sri Jayarama Iyer gave a resume of the work done during the
34th Conference and made a detailed reference to the papers,

‘lectures and demonstrations of Karnatic, Hindustani and Western

music, as also dance. He expressed his thanks to Sri K.V. Krishna-
10
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swami Iyer, President of the Academy, and its Executive Com-
mittee for electing him for the high honour of the Presidentship
of the Academy’s Conference and to the Vidwans who co-operated
in the Conference. The Madras Music Academy, Sri Jayarama
Iyer said, had expanded in recent years and enjoyed worldwide
reputation and its Conference provided a wide forum for music
and dance of different countries of the world.

Speaking on behalf of the representatives of Hindustani
music, Sri B. Subba Rao of Nagpur said that that was his first
visit to the Academy’s Conference and that he was tremendously
impressed. From his own experience of so-called conferences in
different centres of North India, he would say that the conference
of the Madras Music Academy was the only true conference in
the field of music. The Academy, he said, was a reservojr of
knowledge and the way they encouraged the juniors was most
praiseworthy. He complimented Sri T. K. Jayarama Iyer for the
way in which he had ccoducted the Conference and said that the
solid foundation of the Svarajnana of the South Indian musician
enabled him to negotiate and master other systems of music, He
referred to Pallavi as the climax of South Indian music apd was
very glad to learn that in the Academy there was an advance
course in which young musicians could train themselves ig Pallavi
and other branches.

Speaking on behalf of the representatives from outside

countries, Dr. Harold Powers of the Harvard University U. S, said -
» s WDy

that while he was one of them in so far as he was a devotee of
Karnatic music, he could also speak on behalf of the participants
from countries outside India. The Academy and its Conference he
said, had become truly international. The Academy in the fu ’

he said, would have to organise, like the UNESCO, the nece
machinery for translation etc., to enable all the participants to
benefit by the multi-lingual proceedings. At the same time he
did not wish that the friendly and easy atmosphere in which views
were exchanged at this Conference should give place to procedural
formalities. Music was an abstruse subject to be expounded byt
the meetings of the Experts’ Committee of the Academy had, he
thought, been doing a splendid job of this, !

ture,
ssary
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Speaking in Kannada, Sri Padmanabha Rao of Mysore, pupil
of Sri Vasudevachar, referred to the Conference of the Academy
as a music Yajna and said that year after year the work of the
Academy was improving and becoming more and more interesting.

Speaking in Telugu Sri Veeriah Chowdhury said that Andhra-
desa was grateful to the Academy for including many Andhra
artisteés in the concerts in the Academy and the morning sessions
of the Conference constituted the acme of the Academy’s
actjvities, as everyone who participated in it was a man of
knowledge.

On behalf of the Music Academy, and its Executive, Dr.
V. Raghavan then thanked Vidwan Sri Jayarama Iyer for
accepting the Presidentship and conducting the Conference in a
successful way. The Academy, he said, was very grateful to
Dr. P. V. Rajamannar for opening their 34th Conference. - He
said that that year’s Conference was marked by some special
features, as during that Session of the Conference, the Executive
and the General Council Meetings of the Central Sangeet Natak
Akademi and the AIR Light Music Seminar were held in Madras
which facilitated the participation in the Academy’s proceed-
ings of a number of musicians and scholars from other parts of
India. The Academy was particularly grateful to the Sangeet
Natak Akademi for supporting its uctivities in respect of
introducing North Indian music and 2ncouraging junior talent
and the Ministry of 8. R. and C. A. for assisting in the
presentation of the Manipuri Dance recital. He thanked the
the participants from foreign countries, Messrs Anthony Saletan,
U. 8., John Marr, U. K., Harold Powers. U. S., C. Montrisart,
Thailand, and C. Jones, U. 8. In the concerts of the 34th
Conference, he said, the Academy was fortunate in enlisting
co-operation from all sections of musicians. He referred to the
work of the Executive Committee members who were in charge of
the different departments of the Conference work and to the help

‘given by the P. S. High School authorities, the Police, Corporation

of Madras, Telephone Department, All India Radio, the Press, and
the Bharati, Rama and Dhanvantari Scout Groups. The competi-
tions of the Academy, he said, had been steadily increasing in
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number and the Academy was glad that several additional offers
for medals and prizes had been received from the admirers of the
Academy who included friends in distant countries like America.

Dr. Raghavan announced also the publication of volume
XXX1(1960) of the Journal of the Music Academy, Madras.

There was then a group photo of the members of the Experts’
and Executive Committees and the musicians who had participated
in the Concerts and the Conference.

Members’ Day

The Members’ Day of the Academy and reception to the
President of the Conference was held at 8 A.M. in the morning in
the Conference premises. After light refreshments there was a
programme of music by the Members and Members® children and a
variety entertainment by the Boy Scouts who were assisting in the
conduct of the Conference. Among those who participated in the

music programme was Mr. Harold Powers of U.S,, student of
Karnatic music.

The Sadas

The Sadas of the XX X1Vth Conference of the Music Academy,
Madras, was held on the 3rd January, 1961. In the unavoidable
absence of Sangita Kalanidhi Ariyakudi Ramanuja Iyengar who
was to have presided over the Sadas, Sri T. T. Krishnamachari,

Vice-President of the Academy, presided and conducted the
proceedings. '

The function commenced with
K. V. Narayanaswami. After convoking the Sadas, Sri K. Soun-
dararajan, Secretary, read messages that had been received on the
occasion. Sri K. Balasubrahmanya Iyer, Trustee of the Academy,

‘welcomed Sri T. T. Krishnamachari and the members of the
Sadas and other invitees,

invocation by Vidwan

Sangita Kalanidhi Musiri Sub
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Vidvan Sri T. K. Jayarama Iyer

The Citation

Born in 1894 in Kuttalam village in Tanjore District ; imbibed
his love for music and flair for violin from his father,
Sri Kuppuswami Iyer; first entered
Government service but resigned in
1921 to devote himself completely to
music; has accompanied leading
musicians of the South ; was a Profes.
sor of Music at the Sri Svati Tirunal
Academy, Trivandrum, and later
joined the All India Radio at Tiruchi ;
since 1950 has been composer-con-
ducter of the National Vadya Vrinda,
A.LR., Delhi; is acquainted with
several languages and is endowed with
a scholarly mind ; has done compara-
tive study of North.Indian and West.
ern music and has experimented on possible lines of orchestrating
Indian classical ragas and composing new thematic music which
has been broadcast on National Programmes of the AIR; a

leading senior violinist, he is noted for his classical and refined
style.

The President of the Sadas then read the Birudu Patra
conferring the title of Sangita Kalanidhi on Sri T. K. Jayarama

Iyer and decorated him with the insignia of the title, the gold
medal.

The Academy also bestowed at the Sadas recognition on two
senjor vidwans who had rendered great service to the cause of
music, Vidwan Veeriah Chowdhury and Vidwan Vidyala Narasim-
hulu Naidu. Sri 8. Venkateswaran, I.C.S. (Retd.), Vice-President of
thieflyademy, and President of the Madras State Sangita Nataka

rahm I 2 h‘slcntimm, read the citation of Vidwan Veeriah Chowdhury and
i JTYA I¥er, presenting the “neh: i f the Executive of th
President of the Conference, Vidwan T. K. Jayarama Iyer ’ d Ti R, %U Es.;wara;: ’ MC‘TZCIION . ; ‘;u;: id the Academy, read
the following citation yer, rea he of tte Cdation of Sri Vidyala Narasimhulu Naidu,

)
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Vidvan P. Veeraiah Chowdhury
The Citation

Born  on 4.10-188 in the
village of Pedanandipadu in Guntur
District, Andhra ; developed his taste
. for music in his frequent visits to
the Tyagaraja Festival at Tiruvayyaru,
nd imbibed much of his knowledge
3 of the art from Dr. B, Madhavachary
. of Harbanahalli; took to drama and
; Harikatha Kalakshepam ; has perfor-
/ med in public and on the Radio and

has been honoured publicly several

times; has been ceaselessly working

for due importance being given to
L Sahitya and Bhava in singing.

Vidvan Vidyala Narasimhulu Naidu
The Citation

Born on 3rd July 1899 at Tirupati
in a family of hereditary musicians ;
started learning music under his
uncle, the well-known composer, the
late Tirupati Narayanaswami Naidu ;
a specialist in Pallavi, he has trained
a number ot disciples and taught rare J
compositions to well-known musi-
cians.

The President of the Sadas then
presented Souvenirs in the form of
silver plates to the two vidwans.

Felicitations were then offered to the recipients of the ling ¢
by Sangita Kalanidhi Dwaram Venkataswami Naide, rqf
K. Chandrasekharan, Sri B. Subba Rao and Mr. Shabaz of !
Technical Assistance Board, New Delhi,

e <0

MMMM g 2

. Music Academy, Madras.
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The speech of Sangita Kalanidhi Ariyakudi Ramanuja lyengar
who was to have presided was then read.

The recipients of the honour then replied.

Sangita Kalanidhi T. K. Jayarama Iyer referred to the great
services rendered by the Music Academy for the preservation of
Karnatic music and the maintenance of its standard for the last
40 years and his own close association as a young musician
with the Academy from its earliest years. After him Vidwans
Veeriah Chowdhury and Vidyala Narasimhulu Naidu spoke. The
former emphasised the necessity of understanding the sahitya-and
rendering the songs with correct bhava‘l.

Sri Krishnamachari then distributed medals and prizes to the
winners of the different competitions held during the Conference.
The winners were introduced by Sri T.V.Rajagopalan and
Sri P. S. Ramachandran,

Dr. V. Raghavan then introduced the winners of the special
awards which had become a regular feature during the last few
years. These awards, he said, were given to the best performers
among the Juniors and Sub-seniors Concert Series conducted in
the afternoons, the prizes for which, he said, were donated by mem-
bers of the Academy and also Dr. Henry Cowell, the composer, and
Mr. Paul Scherbert of the Asia Society, U. 8. The winners of the
three prizes in the Sub-senior Concert Series were Smt. G, Vaidehi
(Vocal), Sri Aleppey Raghavan (Mridangam)and Sti T H. Vinayaka
Ram (Ghatam). The three winners in the JSunior Series were
T. A. Jayaraman, Sri Sikkil Bhaskaran and Sri M. G. Mohan
Ram (Mridangam) ; the last, the Mridangam Prize, was from an
endowment created by Dr. Henry- Cowell, the famous American
composer and author of the Madras Symphony dedicated to the

The President of the Sadas Sri T. T. Krishramachari in his
speech said that the 34th Conference was a signal success, thanks
chiefly to the co-operation of all the musicians. He made special
mention of the high class traditional Hindustani vocal concert
by Bai Kesarbai Kerkar, which was one of the highlights of
the Conference.

Dr. V. Raghavan, Secretary, proposed a vote of thaaks,
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*This year there was no award in the Veena competition.

THE INDIAN SARIGAMA NOTATION
By
Sangita Bhushanam S. Ramanathan

Definition. Musical Notation has been defined as a graphic
method of representing sounds to the ear through the medium of
the eye. The word ‘ notation” is derived from the Latin term
“ Nota’’ meaning ‘nod’ or ‘sign’. There are two ways by which
the representation of sound is effected :

(1) By phonetics which indicate the scale degress with words,
letters or numerals ; and

(2) By diastematic intervals in which the eye and the ear unite
in noting the rise and fall of a melodic line by the relative posi-
tion of arbitrary signs known as neumes.

Antiquity of the Phonetic Notation

The earliest attempts at notation seem to have been made by
the Indians and the Chinese in the East and the Greeks in the
West. In the early periods, Greek music was notated by means of
letters. Later, in the West they adopted a scheme of notation
based on curves, lashes, hooks, dots, etc. Still later musical
intervals came to be suggested by the distance of the signs from
the words of the songs. About the 10th cent. A.D. a red line
was drawn to indicate the pitch of F. In course of time more
lines were drawn to denote the relative pitches paving the way for
the development of the Staff Notation.

In India, on the other hand, letter-notation has ruled since
very early times. Sa ri ga ma pa dha ni, obviously the first letters of
the seven svaras, Shadja, Rishabha, Gandhara, Madhyama,
Panchama, Dhaivata and Nishada, were used. In the Narada

Parivrajaka Upanishad, we find :

aeg: aRmATaREE: fosadest: el sifmengad: gR-
wqiwg; gEIga etc,
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In the Kudimiyamaiai inscriptions of the Pallava period
(7th cent. A.D.) there are whole passages written in Sa ri ga ma
notation though with vowel variations.

The Sangita Ratnakara (13th cent. A.D.) gives some songs in
Sa ri ga ma notation.

In Tamil also, the seven notes of the scale, Kural, Tuttam,
etc., were denoted by the letters Sa ri ga ma pa dha ni.

There is also an old verse quoted by Adiyirkkunallar
beginning with the words :

“oflgw sl ererdp Quupssreo .

Notation for Vedic Recitation

Vedic recitation was learnt by the lip-ear method and so the
problem of notation was not there. The Vedas themselves were
referred to as ““ ergpgré@orad,” the ‘unwritten word’.

In Sima Gina, the notes Krushta, etc., were represented by
numbers and they have a method of indicating the notes by
grazing over the fingers with the thumb. 1t is also a kind of nota-
tion as it is indicated at each step on the fingers, though not
written, and has got to be memorised along with the Gina. When
Samaveda came be to be printed in modern times, either in
Grantha in the South or in Devanagari in the North, these
numbers were printed like notation-signs.

When the Rig and Yajur Vedas were printed, signs like
—— | Il were used to represent anudatta, svarita, etc.

Early attempts at Notation

Music was considered as an upa-veda, Gandharva veda,
and till very recently music used to be taught on the lines
of the Santhai (ewées) in Vedic recitation; the teacher
recited a passage once and the pupils repeated it twice.
Singing ' twice each sangati in the songs seems to be a
survival of that tradition. Writing down the svaras of the songs,
nay, even the words, was frowned upon. Only the Gitas and
Varnas were taught with svaras. The Kriti, padas, etc., were
taught without Svaras except for some difficult passages here and
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there. The pupils later reduced the Kritis to svaras for their own
gurdance and aid to memory. But there was no system of notation
as such.

When institutions for the purpose of teaching music came to
be established in the twenties and thirties of this century, they had
to face the problem of notation as the old method would no longer
be suitable for a class of pupils ith varying stand.ards. The
syllabus for the Sangita Bhushana course started at Chldambarafn
included * the principles of Sa ri ga ma Notation as found in
K.V. Srinivasa Iyengar’s works ”

Long before this course was started, the First All India Music
Conference convened by H. H. the Maharaja of Baroda in- 1916
took up this question. It had this as one of its aims and objects :
To provide a uniform system of notgtlon for the whole couqtry.
It appointed a committee to submit a report on notation,
which, unfortunately never came.

The problem of notation was discussed at great length also a.xt
the 16th and 17th Sessions of the Conference of the Madras Music
Academy. [here was downright condemnation of it by some,
They said, ¢ Our music is not intended for notation . Some felt
there was no need for it, holdmg that ‘“even as the Vedas have
been preserved without notation, music must be preserved . ' Still
others tolerated it as a necessary evil. Some would have it for
students, though not for vidvans. Some welcomed it as a record
for posterity, though not an accurate one. They thrashed out the
problem and the following resolution was passed: *This Conference
recognises the need for an adequate scheme of notation as a mcans
of preserving our music in some form and appoints a commmeg
consisting of Sri C. 8. lyer, Prof. Sambamurthi and Sri
T. L. Venkatarama Iyer to evolve a scheme of notation on the
basis of the symbols adopted in the Sangita Sampradaya

Pradarsini’’.
Chinnaswami Mudaliar and Staff Notation
Towards the end of the last century, Manali Chinnaswami

Mudaliar, a great patron of Music, wanted to introduce the
Western Staff Notation to our music, He brought out a work of
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Tyagaraja’s songs in Staff Notation so as to enable the West t

have an idea of our music. The traffic was not one wa o
through. Subbarama Dikshitar, a great musician musicoly 'all
Vainika and Viggeyakira, all combined in one, wa; reatl ?gilis‘t’
enced by Chinnaswami Mudaliar. They sat together gand ; n ud-
signs for the various gamakas, mainly drawing from the wev:se

Staﬂ’ Notation. These gamaka signs and other SYmbofses ern
Incorporated in the “ Sangita Sampradaya Pradarsinj® . m:)vere
mental work by Subbarama Dikshitar, published in 1901; nu-

Subbarama Dikshitar and Staff Notation

Subbarama Dikshitar stuck to the Indian sa

and made judicious use of the symbols used i
He has used most of the symbols as they are use
while adapting some of them to suit our needs.

ri ga ma notation
o Staff Notation,
d in Staff Notation

(1) Symbols taken without modification :

I Single bar
i Double bar } Tala beats.

i+ Repeat.

T fermata, ending.

.$. De capo, from the beginning.

. Dot after a note lengthens it by half its value, .

— . =, Single and double lines above the i
half and quarter notes.

Acciacatura — Italian crushed note with

. . . - . no time v
being played with its principal note. alue,

/ Virga, a rising inflexion, Arghana Jaru,
\ Punctum, a falling inflexion, Avarshana Jary.

Note.—The last two smybols were taken from
Notation used by the Greek grammaria
mine the pitch of the accents, acute
circumflex. ’

the Neume
ns to deter.
grave apqg

(2) Symbols adapted to our needs :

B - natural, to denote the notes of Sanka

. rabh
they occur in Bhashanga-raggs, arana when

ines to indicate
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- flat, to denote Suddha Rishabha, Sadharana Gandhara,
Suddha Dhajvata and Kaisiki Nishada.

bb s double flat, to denote Suddha Gandhara and Suddha

Nishada.
# - Sharp, to denote Shatsruti Dhaivata, Shatsruti Rishabha,
and Varali Madhyama.

P,d - eighth rest, to indicate that the piece is to begin after
one or half akshara after the beat.

X - double sharp, for Odukkal (@gdasd).
-~ - mordent for Kampita.

W - torculus resupinus, for Nokku (@sré@).

A/ - Podatus, down, up, for Kandippu.

A - climacus, up, down, down } for Ravai.
v - Scandicus, down, down, up

Note :—Again, the last mentioned four symbols were adapted
from the Neume Notation used to denote Greek

accents.

It is true that the gamaka signs used by Subbarama Dikshitar
were designed by one with a bias on Vina playing, but it is equally
true that the notation is valuable to vocalists also as our music is
greatly influenced by the Vina. Excepting for the Pratyahata (")
which is peculiar to the Vina, all the others gamakas hold good
for vocal music as well as other instruments like the violin,
gottuvadyam and flute. The Vina has not only been a concert
instrument but has served as a sonometer for experimental

purposes.
Notation without gamaka signs

If Subbarama Dikshitar contrived a system of Notation
which was more or less an accurate record of the music,
others had worked at a more practical system and evolved a
simple notation without the gamaka signs. Tachur Singara.
chariar, T. S. Sabhesa Iyer and K. V. Srinivasa Iyengar
deserve special mention in the design and popularisation of this
system which is current now. They all adopted four svaras per
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akshara in one kalai as the unit as against the two-svara unit
employed by Subbarama Dikshitar. The justification is that in
the Varna, Svarajati, etc., each akshara has four svaras. In
Tyagiah’s Pancharatna kritis too, the unit is foyr svaras, It does
away with the need for the lines to a large degree. Commas and
semi-colons are used to denote the duration of one note and two
notes respectively.

When the question of notation was being discussed at the
Academy Conference, Mr. Vissa Appa Rao wrote a letter to the
Editor of the Journal of the Music Academy, in which he raised
some interesting points. He was for omitting Sphurita and
Pratyahata signs altogether. He wrote, “ Ip the preliminary stage
everyone wc?uld have certainly learnt how to sing or render ax;
instrument janta - svaras in arohana and avarohana.” Regarding
Ravai and Vali, he said, “It is better to represent these with
the help of svaras rather than by symbols.”

Both these sugges-
tions seem reasonable. £8

The publication of Papanasam Sivan’s Kirtana Malai was
another landmark in the evolution of our Notation. 1t followed

in the main, the system adopted by K. V. Srinivasa Iyengar but

tried to be exact in giving the svaras. The danger, however, must

be pointed out in pursuing this to the very extreme for the sake of
exactness.

Notation in Hindustani Music
(1) Vishnu Digambar’s system.

at - Mandra Saptaka.
a1 - Tara
.. X

- - guru, two matras.

~

—, c_ni_ - laghu, one matra.

s

0 — druta, half matra.
~ - anudruta, } matra,

< - anu anudruta, § ,,
sk
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, - Visranti 4~ - Khali.
T, ¥ - Komal Ga and Dha.
g ~ Tivra Ma.

There have to be three lines in the score, one for the svara,
the second for it matrikala and the third for the sahitya. Added
to this is a fourth line to indicate Sam and Khali.

In the South, we denote the matrakalas by the short and long
vowels and with commas and semi-colons. The half notes and
quarter notes are denoted by a line or two lines respectively, above
or below the notes. ‘

Digambarji uses Sa (ar) for Shadja of one matra and R& (X)
for Rishabha of one matra. We in the south use Sariga ma
pa dha ni for notes of one matra and Sa ri ga mé pa dha ni for
those of two matras. Our use of short Sa and Ri facilitates this.

The komal and tivra varieties of the notes are shown in the
body of the notation itself. In practical usage that would be a
cumbersome process. In the South, it is enough if we mention the
number of the Mela from which the particular raga is derived.
Only when the raga takes both the varieties of the same note have
we need to indicate the foreign note in the Karnatic system.

(2) Pt. Bhatkhande’s system
Dots - for the sthayis.
/ - Tivca Madhyama.

. Komal Ga.

~— - one matra —~ ~= - Meend.
g S— AT; — Visram.
X - Sam.
o - Khali.

Though vikrita notes are given at the top, komal and tivra
varieties are shown also in the body of the notation.

Common Notation for the Karnatic and Hindustani Systems
As both the systems follow Sa ri ga ma notation, it should not

be difficult to evolve a common notation for both. In spite of the

12 -
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common notation, tlhe two systems could still retain their peculiar
individuality. But our notion being a phonetic one as against the
diastematic notation of the West, the problem of script is really
formidable. The Late Rev. H.A. Popley who had bestowed a great
deal of thought over these problems advocated the Nagari script
for purposes of notation. He also suggested the use of the first
letters of the Indian notes st g m p d n in Roman script. 1n his
earlier work, ¢ The Music of India’’ he had advocated the use of
the capital and small letters to represent the sharps and flats but
subscquently he saw the uselessness of this and felt that Komal
and Ttvra marks could be given at the top of the piece instead of
in the body of the notation.

C. S. Tyer has produced two volumes of Tyagaraja Kritis in
Notation using the Nagari script and some of Subbarama Dikshj-
tar's gamaka signs. Smt. Vidya Shankar a little earlier had publi-
shed Syama Sastri’s Kritis in Notation on the above lines, though
using a bilingual medium, Devanagari for the svaras alone and
Tamil for svara and words. Both of these publications give the
flat and sharp varieties of the notes at the top in thirteen squares,

Prof. P. Sambamurthi has given some preliminary exercises
like svarivali, etc., and simple gitas and varnas in his text-books
using the Roman script. He uses the capital letters to denote
a long note and the small letter to denote the short note.

H. A, Popley’s objection to the use of short and long vowels as
is done in Tamil and Telugu seems unreasonable.

Sari ga ma and Staff Notation

The Staff notation has certainly some advantages in jts favour.
Firstly there is no problem of script and heunce it can have universal
application. Secondly there is graphic representation of pitch,
But between the two, writing Sarigama js casier. The mela number

gives us the flats and sharps. Last but not least, Sa ri 22 ma is
very much alive with us.

Staff notation may be used to interpret our music to the
foreigners as transliteration is used in the field of language

TANSEN SCHOOL OF MUSIC
By
Birendra Kishore Roy Chowdhury, Calcutta

During the epoch of the most glorious period of the Moghul
Empire the musical culturc of North India rose to the zenith.
Mian Tansen, the greatest disciple of the saint and musical seer,
Swami Haridas of Vrindaban, was the central figure around whom
a renaissance of Hindusthani music took place. The new features
added during this period could never be brushed aside, for in the
teaching of Tansen could be found the key that incorporated and
federated the musical arts of India and the Middle East through
a rhythmic pattern that was however India’s own creation. In the
past, the spirit of this synthesis had incorporated Greek and
Arabian melody types into the Indian scheme. The creation of such
a scheme was a triumph for the musical genivs of India. This
was the ancient spiritual ideal of India of creating unity in diver-
sity. Infact, this is the cosmic way, so to say, and as such its
long history in the practical concerns of Indian achievements
is a matter of supreme interest for the world. Mr. Fox Strangways
is right when he says, «“India has had time to forget more melodies
than Europe has had time to learn.”

I propose to furnish an outline of the traditional gifts of the
Tansen school of music of which little is known till now to the
world at large. This school, although based on the inspiration
of Indian Rishis, drew materials to enrich itself from the music
of Arabia and Persia.

I have come into touch with the original sources of the
teachings of Tansen handed down through generations of his
descendants. The royal courts of Rampur and Jaipur which
patronised and respectfully retained the descendants of Mian
Tansen stabilised the teachings of his School. The Nawabs of
Rampur were themselves great connoisseurs of music. The
late Nawabs Haider Ali Khan, Hamid Ali Khan and Chhamman’
Saheb were great masters of vocal and instrumental music and



92 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XXXI1

had in their durbars the immortal Bahadur Hossain Khan
Sangeet Nayak Wazir Khan (the Guru of Alauddian Khan) and,
Mohammed Ali Khan of the Tansen line. Wazir Khan himself
was not only a great musician but was also a great musico-
logist who wrote the Risala Mousiki, a voluminous work with
notations. Chhamman Saheb also wrote several valuable manus-
cripts including Risala Tansen, Nurul Hawdayak and on the philo-
sophy of music, all of which are carefully preserved in the court of
the present H. H. Nawab of Rampur. Being a disciple of the
late Mohammad Ali Khan and also of the son of Wazir Kha

I have received the original teachings contained in these works "

Among the Seni musicians, that is, the descendants of Tanse
of the 19th and 20th centuries, we find two mighty figures wlf’
were given the title *“ Sangeet Nayaka® by the royal courts I0
the 19th century, Basat Khan, the celebrated vocalist and V.e 3
player, was an outstanding figure who trained many disciples aeng
wrote some valuable books on music. The famous work ¢ Ng y
n‘qat-e-Asarhi ? contained his teachings. Another book naagac;
* Nagamat-e-Niamat” written by the great sarodi NiamatuIE:h
Khan w.ho was one of his disciples, contains his musical theorie
Md. Ali Khan who was my Guru, was the second son of Bas st.
Khan.. He and Wazir Khan flourished during the earli .
of this century and the latter trained Allauddinml(ltlmrt
Mast?que Hussain Khan and Hafez Ali Khan. The j al
Pandit Bhatkande also took initiation from him in Senir?nm\;soircta]

I have found complete identit i i
ings o.f Basat Khan and Wazir Kha: itf fth‘::l?:orlizs ;l;cl-;?azh.
stham.music. Both of them have propagated the basic pri l'n .
on which the entire structure of music of Tansen and h'prmmples
dants stand. The tradition of Tansen brings us in cllcisg e::;:};

w.ith .the legendary origin of the Indian music as well
historical accounts given by Sarngadeva, as the

The theories of Tansen accept the view of th
Ratnakara that Brahma created the Marga st lee
out (.)f the contents of the Samaveda which useZl too -
learning of music as the Nadwidya, the embodin‘;znt tt:;'

Sangita
f music
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the eternal spirit. The God Mahadeva was the original teacher
of this Vidya and Parvati and Sarasvati received this divine
knowledge from him. The mention of God Ganesa, Rsi Narada
and Hanuman come next. The celestial beings of the Heaven, that
is the lesser gods, Gandharvas, Kinnaras and the celestial nymphs
learnt this divine music from Narada and Hanumaén. In the
teachings of Tansen we find accounts of the Puranic personalities
like R#vana, Valmiki, Lava, Kus'a, Hanuman, Arjuna and others.
Then there are references of Bharata, Matanga, Sarhgadeva and
Kallinatha.

Tansen based his theories of music according to the S'iva Mata
and the Hanuman Mata in which the expositions of the charac-
teristics of the six main Ragas, namely (I) Bhairav (2) Malkosh (3)
Hindol (4) Shree (5) Megh (6) Dipak and their Raginis and the
Riga Putras were given. In Sanskrit works like Sasgitadar-
pana correlation of the Ragas with the Raginis seems to be based
on imaginary grounds or fictions. But both Basat Khan and Wazir
Khan in their musical manuscripts, have rearranged the relations
between Ragas and Riginis which they ascribed to Tansen’s
theories in a way satisfying both reason and -cience. These
two great musicians accepted the theory of twelve Melas
and showed that the six main Ragas belonged to the six main
Melas and there was correlation between the Ragas and Raginis
according to the similarities of Melas, Vadi, Samvadi and Amsa
Svaras. Later on Pandit Bhatkande established the theories of
ten Thatas of the Hindusthani Sangit Paddhati. Bhakhande also
became the disciple of Wazir Khan and collected many Dhrupads
of the Tansen School.

Tansen was acclaimed by Emperor Akbar as the greatest
musician of India after the age of Bharata. We find evidence
to this in the work of Abul Fazal. The descendants of
Tansen expressed the view that the musical teachings of Tansen, -
especially those on the structure of the Régas, have been carried -
down through lines of the Gurus and disciples. Tansen
himself was a disciple of Baba Ramdids of Oudh and Svimi
Haridasji of Vrindaban, both of whom regarded God Siva
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as the creator and Hanumin as the propagators of Rigas and
Ragingis. Tansen also assimilated some of the basic principles
of the music of the Middle East.

The origin of the Arabic and the Persian music may be traced
from Greece. But it should be remembered that the Gregks were
indebted to Egypt on the one hand and India on the other for the
development of their philosophy, music, science and the various
arts. Tansen however received the influence of the Arabic and
Persian music from Hazrat Mohammed Ghous, the celebrated Pir
of Gwalior, who was also one of the spirtual guides of Tansen.
Tansen was the son of a Gaudiya Brahmin of Benaras and was
initiated by Haridas Svami in the Brahina Vidya and Nada Vidya
and later on was initiated by the Pir of Gwalior in the cult of
Sufism. Although by his marriage with a Muslim lady he embraced
the Islamic religion, he did not forsake the teachings of the Vedic
cult ; rather he combined the philosophical principles and the
practices of the Vedas and the Bhakti Sastra of India with the Sufi
cult of Persia. The songs composed by him bear evidence of his
true devotion to the gods and avatiras of India as well ag to
the prophet Mohammed. Regarding the traditions of the music
of the Middle East which inspired Tansen, we find the following
account in the manuscripts of Wazir Khan.

About the origin and history or legends of music, the ancient
Persians beligved that this art had originated from the melodious
notes of a bird which they called Mausigar. The beak of the bird
had seven holes in it and through each hole it used to sound a
different note. This ultimataly led to the foundation of seven
fundamental notes.

The Persians and the Arabic scholars mention the name of
Pythagoras as the first authentic writer on music. nyhagoras
wrote a book entitled Mousike in the Greek language in about
500 B. C. Mou in Greek means air, and sike means knot and
the word mousike meant “ tying a knot in the air”. Persians and
Arabs call music ¢ Mousike ’.’. Pythagoras was known as .
student of Sankhya Philosophy and many believe that he learnt
also the fundamental principles of Indian music,
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After Pythagoras, we find mentioned in the traditions of
Tansen’s School, the name of Aras-Ta-Talis of the Greek period
who had three Arabic disciples who were both musicians and
physicians: (1) Hakim Sukharat, (2) Hakim Bokharat, and
(3) Hakim Jalinus.

During the reign of King Marun Rashid of Persia, Mutir-
bin-Kundi, was a renowned musicologist who followed the
traditions of the three Hakims mentioned above and translated
the work of Pythagoras into Arabic. The great sage Abu Ali Sina
then gave it a practical shape.

During the reign of Khalifa Harun Al Rashid of Baghdad the
Arabians got free from the taboo on music and several Arabic
musicians like (1) Sayeb (2) Ashib (3) Tyayib (4) Nasir (5) Ibrahim
Bin Musli and (6) Ishakh Bin Ibrahim emerged on the scene.

The Pir Saheb of Gwalior who was one of the masters of the
Tansen school received the knowledge of this line which flourished
in Arabia. The Arabic inspiration of this line shines as the milky
way in the firmament of Tansen music.

Hazarat Md. Ghouse, however, was not the earliest exponent
of Persian and Arabic music in India. The influence of Turkish
music had been carried to the Northern parts of India by the
Sakas and the Hun tribes even in the Hindu period. The music
of Turkistan was similar to that of Persia. Later on during the
Pathan period Amir Khusru, the renowned poet and musician,
introduced the Persian system of music in the Delhi Durbar. He
composed numerous songs in the Persian style known as
‘““ Kwawali ”. The Persian system was based on the theory of the
twelve Moquams (Main Ragas), twenty-four Subhas (Réaginis) and
forty-eight Gussas (Uparagas). Amir Khusru composed also many
new Rigas by combining the tunes of India and Persia.

Baiju Bawra, a musician saint who was a contemporary of
Amir Khusru, created the Dhrupad style of Hindusthani music
in ‘accordance with the lines of Sanskrit “Prabandhas* and
“ Dhruva gitis.” Baiju Bawra was an exponent of theory of
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Ragas and Raginis. But the Dhrupad Paddhati introduced by
him, although it received the highest respect in the temple of
music, never held a dominant position in the courts of the Pathan
Emperors who placed the Kwawali system in a position superior
to that of the Dhrupad Paddhati.

After the fall of the Pathan Empire, Raja Man-Tomar of
Gwalior established a musical association in his court and
retained four great musicians, (a) Bham, (b) Chharju, (c) Dhun-
dhibar and (d) Chanchal Sashi who were given the title
‘Sangita Nayaka’. With their co-operation Raja Man revived the

glory of the Dhrupad system of music and gave it a status
superior to that the Kwawali.

The Pir Ghouse of Gwalior was a friend of the Raja and
although he imbibed the Persian culture in music and religion, he

accepted the Dhrupad system of Indian music and was also an
admirer of the Bhakti cult of India.

At that time Swami Haridas of Vrindaban was regarded as a
great saint and a musical genius of remarkable creative power,
He followed the style of Baiju but gave an extremely melodious
and colourful style of presentations of Dhruvapada music. As
Tansen’s musical genious was developed by his direct teachings it
was evident that Tansen would become an exponent of the
Dhruvapad Style. In fact the Pir of Gwalior also encouraged
Tansen to develop the Dhruvapad style although he made him
well versed in Persian music. Thus Tansen based all his

musical creations on the Dhruvapad Paddhati while assimilating
some beautiful forms of the Persian music.

Akbar the Great made the ideal of his policy to combine the
different cultures of India. Tansen as the Gury of Akbar followed
the same ideal in the creation of his music; both the Empero
and Tansen raised the status of Dhruvapada as the high i
expression of music. Thus in the Mogul court unlike the Pathcs
Court the Kwawali type of music was given only a secondar "
tion. Akbar established an association of nine gems of mui,p_OSI-
(Navaratna) with Tansen as its leader. Tansen created manylc:::
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Réagas which, uptil now, are regarded as the foremost Ragas of
Northern India. Some of these are noteworthy, e.g. Darbari
Kanara, Darbari Tori, Miaki Mallar, Miaki Saran etc. Tansen
composed about one thousand Dhruvapadas which are even now
remembered not only for the wonderful exposition of the Ragas
contained in them but also for their very high poetic value. There
are many songs of devotion (o the Supreme Divine and also to the
Gods. We find also many outstanding songs composed by him in
praise of the Kings and the Emperors. And these songs contain
remarkable synthesis of the Vedanta, the Bhakti Sastra and
the mysticism of the Sufi cult. oo

Tansen re-shaped the entire of Dhruvapada music by the
addition of new ornamentations in Meed, Gamaka etc. which
were lacking in them. His songs had special charm and
emotional appeal. As the Guru of Akbar, he received the
highest honour from all and established a permanent
school of Dhruvapada music. In the field of instrumental music
also he had valuable contributions in the development of the
Rabab (Rudra-Veena) and the Hindusthani Saeraswar Veena.
It is remarkable that his music was kept bright in the
line of his descendants also.

From the period of Akbar upto the beginning of the
present century the descendants of Tansen who were called
Seni musicians were regarded as authorities on Hindusthani
classical music. Some of his descendants created new
Ragas which have permanent value, e.g., Vilaskhani
Todi, Tilak-Kamod, Puria Kalyan, Kausiki Kanada etc. These
musicians preserved and developed the Dhruvapada music
introduced by Tansen containing the four Banis or styles:
(1) Gourhar Bayi containing melodious sliding notes. (2) Dagar
Bayi containing melodious Gamakas in curved lines. (3) Khander
Bani with quick vibrations. (4) Nauhar Bapi with jumpy notes,
These Banis contained five main Rasas: (1) Santa (2) érﬁgira
(3) Karuna (4) Vira and (5) Adbhuta. The classical instrufnental
music of Northern India was also developed on the same lines
through the instruments, the Veena, the Rabab, Surasringar and

Sitar. The celebrated musician, Shah Sadarang, was also 8
13
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descendant of Tansen and it was he who invented the Hindusthani
classical Kheyal by combining the techniques of ,the Dhruvapada
and the Kwawali with the system of Ragas following the tradition
of Dhruvapada.

Now-a.days we come across many musicians who claim
to belong to different schools of music of the North. But all
these schools were founded by musicians who were directly or
indirectly the disciples of some descendant of Tansen. Thus
what we know about the classical Hindusthani Music is originated
frgm the line of Tansen. If we sincerely aspire to revive the glory
of the classical music of the North we have to turn our
attention to researches on the music of Tansen’s line and
for that purpose the establishment of centres for research on
the Tansen School of music is urgently required.

THE ANCIENT GRAMA SYSTEM AND ITS DISTORTION
IN THE MEDIEVAL TIMES
By
Dr. Prem Lata Sharma,

Reader in Theory & Research College of Music,
Banaras Hindu University

At the very outset I beg your permission for expressing
my deep gratitude to the Music Academy for having afforded me
the golden opportunity of addressing such a distinguished
gathering of musicologists and musicians as we have here today.

The subject of my paper might appear to be dry and dreary
on the one hand and on the other hand it might give the
impression that I am going to talk about certain obsolete things
and thereby give vent to a reactionary tendency of tracing back the
steps over ground over which we have advanced in developing our
musical system. But I may humbly assure you that there is no
such thing in my paper and I am sure you will bear testimony to
this fact when you have kindly listened to me. This much for
the first half of the title of my paper, viz., ¢ The Ancient Grama
System’. The second half of the title, viz. < Its Distortion in the
Medieval Times’ might give the impression that I am going
to speak of certain revolutionary things. May I tell you with the
permission of Dr. Raghavan that he remarked the other day that
I had chosen a revolutionary subject. Yes. I confess that the
thesis of my paper is revolutionary in the respect that it embodies
an attempt at re-establishing certain truths that fell into oblivion
since the mecieval times and in the course of this attempt I shall
with all humility have to hit at the root of certain wrong notions
that we have come to adopt during the course of time. In that
respect I crave the indulgence of the learned gathering in the
cause of the re-installation of truth.

In every branch of learning there are certain fundamental
elements which have a permanent standing, which are universally
true for all times and places just like arithmetical principles, apgd
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there are other elements which change in course of time in
“the natural process of development. In the light of this general
truth it can be said that musical forms can change, rather they do
change. Styles change due to variousreasons, and through the
impact of various influences, names and terminologies change ;
but there are certain fundamental principles which admit of no
change. Thelaw of consonance or Samvida is one of those
permanent principles. The usage of the term Samvadi may
change as it has been changed by certain authors who have used jt
in Raga Laksanas to denote the second predominant note of gz
Raga, but the interval representing Samvada or consonance can
never change. The interval of ‘Sa-Pa’ (Fifth) and ‘Sa-Ma’ (Fourth)
can never change, no matter what name we give to it, and no
matter whether we depict it through 13 or 9 Sruti intervals or
through arithmetical fractions such as 3/2 and 4/3. Similarly the
interval of *Sa’and Antara Gandhara or the interval of perfect
third is unchangeable. Itis clearly audible from the string of
‘Mandra Sadja in our stringed instruments like the Tambura and
the Veena or Sitar. These Samvidi (consonant) intervals which
are embodied in the upper partials or harmonics cannot be
changed in any time or place.

After this general introduction I come to the Grama system
which is based on the two main Samvadas, viz. Sadja-Paficama-
Samvida and Sadja-Madhyama-Samvida. This G.rama system
embodies the kernel of the science of musical scales ag developed
by our seers. While discussing this topic, it should always be
‘borne in mind that Grama is a scientific or ¢'Gstraic concept and
inv all branches of learning the science or theory is constructed
on the basis of the art or practice for the sake of standardisation
regulation and classification, just as grammar is evolved out of thé
usage of a spoken or written language. Grima is, therefore the
grammar of our musical scales and this particular gran;mar
embodies certain fundamental principles which hold goog f.
times and places. or all

Bharata, the earliest extant authority on our music speaks f
two gramas, viz., Sadja-graima and Madhyama-grama. I'ie is sile::t
about the third grima, viz., Gandhara-grama, which is referred to
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in Naradiya Siksi, Matanga’s Brhaddesi and practically all sub- ..} /.
sequent works. It deserves mention here that all the works which

enumerate the Gandhara-grima as the third Grama, speak of it }} & «r M\ , &
as prevalent only in ¢Svarga’ (celestial region) and proclaim

that it is not used by human beings, & gaET M. It is quite out

of place here to try to go into the obscure points of this third

Grima. It will suffice here to say that today a study of the Grama - | + =2 ‘\“\
system has to be confined to two Griamas which have been pro- v

pounded by Bharata.

MR

Sadjagrama is based on Sadja-Paficama- Samvada, all the
notes in this Grama having the mutual Samvadi interval of Sadja-

Paficama-Bhava or 13 Sruti interval or ¢Sa-Pa’, ‘Ri-D - »
‘Ga-Ni’, * Ma-Sa’ but the characteristic feature of Madh Qé"-‘" . %
grama is Rsabha-Sarhvida ; in the words of Bharata : A “ \

4

qOSAIN g GIIT: GISAET GIHET T |
SIS qEqATN qERATANET TN (N. S. 28/21)

Thus Sadjagrama has its characteristic feature in §
Paficama-Samvida and Madhyama-grama in Rsabha-Pafica
Samvada. This simple statement of Bharata initiates us into
a vast realm of revelation and that is this. Sadjagrima has
Sadja-Paficama-Samvada, but it has no Rsabha-Paficama-
Samvada because Rgsabha being ‘Tristutic’ in Sadja-grima
it has ten-éruti interval with Paficama and thus no Sarmvada
is possible between Rsabha and Paficama. In Madhyamagrama,
however, the Sadja-Paficama.Samvida is violated by establishing
Rsabha-Paficama-Samvada. In other words the Paficama of
Madhyamagrama is at twelve S'ruti-interval from Sadja which is
not a Samvadi interval and thus it has a Samvadi interval of nine
érutis from Rsabha. Now I invite the special attention of the
learned audience to the importance of this Sarhvada-bheda in ghe
two gramas. In Sadjagrima we arrive at the perfect fifth and n
Madhyamagrama we reduce this perfect fifth so as to make it the
perfect fourth of Trisruti-Rsabha. Now what is the significance
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of this slight variation? An answer to this pertinent question ig
‘available in Bharata’s own words: He says:—

AARAN G AAIET: A B 9wAW pgersfval qgat
QAT TIE TN | N. §. 28

.. That isto say, the difference between the Paficama of Sadja
grima and that of Madhyamagrima comprises the Pram#na-$ruti
or the staudard Stuti. In mathematical calculation this diﬁ‘erence
comes to 81/80 which is the same as the Comma * Didymus’® of
the Greeks. The beauty of Bharata’s exposition lies in the
fact that he has evolved such a simple and easy method of arriving
at this subtle interval of Pramanasdruti through the system of two
Gramas which are based on the simple consonance or Samvada of
Sadja-Paiicama or Rsabha-Paticama (in Sac_ija-Madhyama-Bhiva).
The accuracy of this method is beyond question because it is
corroborated by mathematical calculation and its simplicity is

unrivalled because it is based on the simplest consonant (Sarvadi)
intervals.

The Pramina-Stuti is the key-note of Bharata’s scientific
accurate and at the same tim: simple method of arriving at anc;
demonstrating the 22 Sruti intervals. He has expounded the
Catuhsarapa on the basis of these two Gramas and the first step in
the catuhsarana is the fixation of the verification of the P,amana.
S'ruti or the standard measure of Stuti. When in the initial sta;ge
of Catuhsarans, no measure of Sruti is available to us, and when
no hypothesis can reasonably be taken for granted. Bharata’s
method of arriving at the Pram&na S'ruti cl.a‘ly opens the way for
arriving at the 22 Stuti intervals. The mathematical precision
and unequalled lucidity of Bharata’s Catuhsarana.vidhi owe their
existence to the system of two Grimas, yiz. Sadjagrima ang
Madhyamagrama. This fact is sufficient to show the permanent
value of the Grama system, because we cannot just afford to labe]
this system as obsolete and out of date unless and until we hay
evolved a method of arriving at and demonstrating the 2 St te-
intervals which can surpass the Catuhsaraga-vidhi of Bharul
based on the two Grimas. It is a glowing jewel of oy ¢ S’Estri;e:a:
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heritage in music which we cannot afford to lose. A full exposi-
tion of Catuhsarana would require a separate and independent
paper. Hence I cannot but close this topic here itself.

Thus we have seen one major utility of the Grama system,
viz., its application in fixing up and verifying the 22 S'ruti
intervals. Now I wish to draw the kind attention of the distin-
guished audience towards the other aspect of the Grima system,
viz., the classification of all musical scales prevalent in our Indian
Music through Murcchanfis of the two Gramas. In this context,
the position of Madhyamagrama has to be understood in a
different manner. When Grima forms the basis of Catuhsarana,
that is to say, when it is used for the standardisation of the Sruti
intervals, relative Apakarsa or reduction of the Paficama of
Sadjagrama is ordained, as explained above; but when we are
concerned with the Marcchanas of the two Gramas, no Apakarsa
has to be made for arriving at the Madhyamagrama, because
Apakarsa or reduction cannot be accepted in actual practice of
singing or playing. Hence Bharata says in the context of
Mircchana that Madhyamagraima is derived out of Sadjagrama
by Samjfiabheda, i.e., by changing the name of notes. He says
that if the Sadja of Sadja-grama is called Madhyama and if the
Gandhara of Sadjagrima is augmented by two srutis and is given
the place of Dhaivata we can have Madhyamagrima by
Samjnabheda.

Just as Madhyamagrama is obtained in a particular Marc-
chana of Sadjagrama, similarly Sadjagrama can be obtained in
that Mircchana of Madhyamagraima where Dhaivata is lowered
by two Srutis and is given the place of G&ndhfira. Thus Grima
and Miircchana are interchangeable terms in the sense that one
Grama is nothing else but a particular Mircchana of the other.
This important point is elucidated in the following passage of
Bharata :~—

Rfdsgsbmiats, Rafeeidahsd wak gsbvmmieae
gyt | agaeRsHEd faiRad (Remifd) sfead ) sammdsh
Ragmdar, (Sqrmdaa) fodrsata (@) &R wafr | geaseracon
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gaegeay | Ag:fawacal agRgAFA: | SECAGC RUET LR (2
wafy | [l qeEeFaiafETIea  geaifzag (sgiEed)
siegafa | (N. 8. 28)x

Bharata’s above doctrine of the close relationship of two
Gramas is corroborated by the following passages from Dattilam
and Sangitaraja of Kumbha Rana :

meard SEFAty (31 ) wgemmg afy
gl f‘aanrq“r?; aqfeqar g
gatsyg aafaeds agAmw@ gegar )
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T At a9 yhraraca: . g
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FEfeds a1 7 Raad g )
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Sangitaraja, Gita Ratna Kosa, Svara Ullasa
Sthanadi-Pariksana, 370.374, ’

It is to be noted that in the context of Mircchana, Bha
does not speak of any Apakarsa-Kriya. The 14 Murccha;nés trlilta
arrived at from the two Gramas and their 56 varieties as Pyr ljs
Sadava, Audava and Sadhdranikrtd cover practically all pog _‘ii)?,
scales of our Indian music, whether it is Hindustani o KI;rni':tice

* rl‘-he text of this passage has been fé&onstructea;;}ié,g;si‘w* —
two editions of Natyasastra published from Kashi and B ; of the
Sangitenjali, Part V by Pt, Omkarnath Thakur, P, 55, oMby i of,
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This statement also needs elaboration which is impossible» within
the limits of this paper but it can be established beyond doubt that
the Mircchan@is cover practically all varieties of our musical
scales. ot

Having indicated briefly the double utility and soundness of
the Grama system, I now come to the second half of my subject,
viz., its distortion in the medieval times. The concept of Grama
somehow or other fell into oblivion since the time of Sangita
Ratnakara and in later works of the medieval times, both of the
South and the North, the concept underwent perversion and dis-
tortion. Without meaning any offence to all those great authors
and with due deference I have to make this statement because it -
embodies the truth. The following three observations on the
treatment of this topic in Sangita Ratnikara will support the
above statement .~

(i) The Catuhsarana-Prakarana of Sangita Ratnikara is
most obscure, impractical and inaccurate, because Grama has been
totally abandoned in the treatment of Catuhsarana. The tuning
of twenty-two strings into twenty-two Srutis has been ordained in
the Sangita Ratnakara but no precise method of standardisiné
these STtuti intervals has been indicated. This is not a sweeping
statement, but it is fully supported by obscure expressions like
manag, ucca, nirantarata, etc., which are used in connection with
the tuning of the strings. Thus the main purpose of Grama, viz.,
the fixation of Sruti intervals has been forfeited in this work.

(ii) The concept of Samjnabheda for arriving at the
Madhyamagrima from the Sadjagrima and vice versa has been
abandoned. This has led to the falling of the Grama system into
oblivion and obscurity.

(iii) Thirdly, Sadjagrama has been taken to represent the
Suddha-Svaras or notes and the location of Sadjagrima on the
Vina has not been clarified. :

The three features of the treatment of Svara, Sruti and Grama
in the Sahgita Ratnikara had far-reaching consequences, which
may be briefly indicated as follows :— : R

14
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(1) The precision and lucidity of the Catuhsirana-Vidhi as
propounded by Bharata was lost for posterity and all sorts of con-
fusion arose regarding Sruti-intervals and note-intervals is terms
of Srutis. Many of these confusions have been inherited by us
and are still lingering on in our conception of Svara, Sruti and
Grama.

(2) The exact location of Sadjagrima on the Vina could not
be accomplished by any writer, although all of them professed
that Bharata’s Sadjagrama represented their Suddha notes.

(3) As the real significance of the Apakrsta-Paficama of
Madhyamagrama was lost, practically all authors began to proclaim
that their contemporary music was restricted to the Sadjagrima
only and that Madhyamagrima had become obsolete. Really
speaking, the concept of Griama is an undivided whole with the
Gramas Sadja and Madhyama, as two inseparable elements.
We can describe the two Gramas as being Vagarthaviva samprktau.
Neither of them can be detached from the other, but the distor-
tion of this basic concept led to the notion that Madhyamagrima
had been lost. This notion came to be in vogue only due to the
fact that music authors lost sight of the real purpose of the Grama
system and found it impossible to locate the two Gramas on the
Vina.

The lamentable consequences of the notion that Sadjagrama
was representative of the Suddha notes need little elaboration
here. Really speaking neither of the two Grimas was originally

intended to represent the Suddha notes. As I said in the begin--

ning, Grama was the perpctual Grammar of our musical scales, but
it had nothing to do with theconcept of Suddha and Vikrta svaras
or notes. The concept of Suddiu or Vikrta notes implies that g
certain set of notes is taken to be standard or $uddha for practical
purposes and the other note-varieties that are higher and lower
than the particular Suddha notes are described as Vikrta. This is
the practical aspect of that concept and in its theoretical aspect it

implies that Suddha notes should be natural, easy-flowing and -

Samvadamaya or endowed with consonance. The conception that
Sadjagrama was the traditional Suddha-Svaravali was neither trye
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to the original concept of Grima as explained above nor was it in
conformity with the real implication of the term ¢ Suddha ’ because
Sadjagrama is neither natural, nor as easy-flowing as a Suddha
scale should be. Moreover, the attempts at locating the Sadja-
grima taken to be the Suddha scale on the Vina led to two
different kinds of pitfalls that can be noticed in the post-Ratnakara
works on music, both of the North and the South. They are as
follows :

(1) In the North, authors like Ahobala and Srinivasa and
others who followed them failed to locate the Trisruti-Rsabha and
Dhaivata on the Vipa. They took the Catuhsruti-Reabha and
Dhaivata to be Trig'ruti and protessed all along, contrary to the
actual position of their contemporary music, that Sadjagrama was
their Suddha scale. When serious attempts at reconciliation of
theory and actual practice revealed and established in the latter
half of the 18th century in the Sangitasira compiled by Mahirija
Pratapasimha Deva of Jaipur and in the first half of the
19th century in Nagmite Asafi by Mohammed Raza of Patna,
that Bilavala, and not the so-called Sadjagrama, was the Suddha
scale, another wrong notion gradually crept in and that was that
the traditional Sadjagrama was replaced by the Bilavala scale
through some foreign influence on the music of the North, East
and West of India. That this notion is most unsound and
misleading, I shall establish just a little later.

(2) In the South, on the other hand, Mukhari or Kanakangi
Mela was proclaimed to be representative of Sadjagrama and was
said to be the Suddha scale. In this connection I might just quote
a few lines from what Prof. P. Sambamurthi has to say on this
point (vide p. 145, Pranava Bharati By Pt. Omkarnath Thakur):

¢ The Suddha-Svara-saptaka of Karnatic music is theoretically
the Kanakangi raga which is the first mela in the scheme of 72
Melakartas; but the concept of Kanakangi as the Suddhamela is
not more than four-hundred years old. When the scheme of 72
Melakartas was evolved, the lowest variety of each of the notes,
Reabha, Gandhara, Dhaivata and Nisida, ‘were taken as the
Suddha-_Svaras. This sounds logical ; but before the emergence ‘
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of Kanakangi as the Suddha Mela, the Kafi That or Kharahara-
priya of the southern system was the Suddhamela. Still earlier in
zfncient Tamil music the Khamaj That or the Harikambhoji Mela
was considered the Suddha Mela. This Harikambhoji-Mela is
only the Madhyama Maurcchan® of Sadjagrima or Kafi That......
Kanakangi is not a very melodious Raga. It suffers from © Vivady
Dosa.” All subsequent musicologists have acquiesced in this
concept because logically we have got to subscribe to some
proposition which will appeal to our sense of reason.”

The Vivadi Dosa of this Mukhari or Kanakangiis quite clear
and it cannot be overlooked. Hence it goes without saying that
Mukhari or Kanak@ingi does not really represent the Sadjagrama
although REmamatya has said o

SEFANEIU: §F g@AQAITAGEH: |

Ramamatya’s location of the Sadjagrama or Suddha Notes on
the Vina presents the Suddha scales as Sa-ri-ri-ma-pa-dha-dha-sa
wherein Dvisruti and Trisruti intervals have been taken as Triérut;
and Paficasruti respectively. (See illustration No. ] at the end)
This scale is neither a representative of Sadjagrima nor is it'
really fit to be called Suddha, because it is not natura],

. .. R casy-
flowing and samvidamaya or characterised by consonance

Having briefly demonstrated the havoc created by the oblivion
of the Grama system in the North and the South, I want to
demonstrate briefly how both the Gramas can be correctly located
on the Vinad in accordance with the words of Bharata. (cf.
illustration No. 2 at the end.) '

As regards the location of Sadjagrima on the Vinhk one
phrase and another sentence of Bharata’s Natyasdastra ax:e most
significant, viz., Paicamena Suddhasidji (N.S. 28th chapter in the
context of the enumeration of Murcchanas) and H&Eﬂ(!ﬂri sag
gafael g aaw:, (V.S. 28/69). These two extracts when read
together elucidate that Paficama which is obtained on the second
fret by tuning the main string to Madhyama, is the starting

point of Sadjagrima. Perfect Sadjagrama is obtained from this -

p]ace.
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The ageold tradition of tuning the main string of the Vina to
Madhyama has been handed down to us. Rimamatya has also
followed this tradition while describing the order of tuning the
strings of the Suddha-mela-Vini. Sadja is obtained on the 7th
fret when Madhyama is located on the main string. This Sadja
is the Madhyama of Sadjagrama which has been described as
¢ Avinasi’ by Bharata. When this Madhyama of Sadjagrama is

“taken as the starting point, in other words when the Marcchana of

Sadjagrima is constructed, the Harikambhoji scale is obtained.
This scale is different from Bilavala or Samkaribharana only
in respect of Nisida. The requisite Nisida of Bildvala can
be obtained by taking the Antara-Gandhira of Sadjagrama.
Madhyamagrama can be located on the Vina by taking the Sadja
of Sadjagrama as Madhyama. The Bilivala or Samkardbharana
scale can be obtained in the Nisada Murcchant of Madhyama-
grama (cf. illustration No. 3 at the end). ‘

Thus it is established beyond doubt that Sarkarabharana or
Bilavala has an unbroken and close connection with both the
Gramas and that we need not hold any foreign influence to be the
cause of the prevalence of this natural scale (Samkaribharapa):
The Grama system is still alive with us ; whether we recognise this
fact or not, is a different question.

I have already showed briefly the sound basis of the Grima
system as propounded by Bharata in his Catuhs@irana Prakarana
and Mircchand in two different contexts. His Grama system
fulfils a double purpose, viz., the standardisation of the Sruti -
intervals on the one hand and the classification of various scales
on the other. After this elucidation it can be safely said that a
proper understanding of the Grama system does not imply any
reactionary tendency ; it will rather make us worthy of our rich heri-
tage which is unrivalled among the musical systems of the world.
This understanding .can set at rest all doubts and speculations
regarding our tradition of scales and can also resolve the difference
of the Suddha scale of the North and the South. Both systems of
our music undoubtedly owe allegiance to Bharata ; there is no doubt

about it and if the Grama system of Bharata provides a common
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meeting place to both of them it should be a most welcome event
fi.appee?l to the Mus§c Aceltdemy, Mfidras, to encourage elaborate INustration No. 1

iscussions and d‘ehberanon§ on this topic of cardinal importance Ramamatya’s location of
and take the c.redlt of rendering a great service of national import- Sadjagrima (Suddha Svaras) on the Vipd
ance Py resolving our difference of scales through a proper under- o |
standing, of Bharata on the lines indicated above.  Well-begun is " The first stri | The second | Actual | Imposed
half done’, so runs a proverb. I shall i Sm the right string from | Seutd po

If . all deem it a rare, valuable from the right | "yp e right |1 1|1 1
privilege if my humble submission proves to be a good and | fho rgnt [Tmienayuiens®
auspicious beginning. On the model of the motto, ‘Back to Home
and Back to God’ let us join hands and say * Back

to Bha

Back to Grama’. rata and

'

Mandra Ma._. ‘Mandra Sa.

Suddha Ri.
"~ Suddha Pa. Suddha Ga. !
— »» Dha. 2

— ,, Di. i \
. . |

— N BB
DWW

Before closing I take the opportunity of heartily thankj
the Music Academy and the learned audience. I also be oo
permission to recall with reverential gratitude the illumugla):?:r
received by me from my revered Gurudeva Pt. Omkarnath Thak ;
who has carried on intensive research in this and man E:hur
subjects of Indian Music and to present to' the Music Acageo .
complete set of Panditji’s publications, viz., Pranava Bhfny-a
Vol. I, and Sangitafijali, Vols. I to V. T wrat,




Illustration No. 2
$adjagrama and Madhyamagrima
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Hlustration No. 3

éankarébharar_na or Bilavala
Scale in relation to the two Gramas
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THE MUSICAL SCHEME OF THE NAVAGRAHA KRITIS
OF MUTHUSVAMI DIKSHITAR
By
H. Yoganarasimham, M.A,, B.T., Mysore

In this paper I shall try to prove that the Navagraha Kritis
which are Muthuswami Dikshitar’s unique gift to Karnatic Music
are not just haphazard, single compositions but a well-knit group
based on a composite plan. The principle underlying the plan is
a musical one and not merely acasual one like the fact that the
grahas are nine in number. And this principle is also what distin-

_ guishes the group of Navagraha Kritis from other groups of com-

positions of the same composer, like the group of Nav@varana
Kritis and the group of Guruguha Kritis, otherwise known as
Subrahmanya Saptakam, which are based on an extra-musical plan,
What the musical plan and the principle of the Navagraha Kritis
are I shall try to explain now.

Let me begin by recalling the traditional story narrated
aboutthe occasion which made the great composer compose the
Navagraha Kritis which scintillate in the firmament of Karnatic
Music even as the planets in the starry firmament above. The story
may not be vouched for in all its details such as what particular
Graha was unfavourable, but it may be true in the main. "The
story goes that Suddha-Maddalam Thambiyappa, a pupil of the
composer, once suffered from acute colic. Medical treatment
failed. And he consulted the astrologer who prescribed that
Graha Santi must be performed. As he lacked vedadhikéra the
astrologer himself could not comply. The mortified patient
approached his Guru Muthuswami Dikshitar and consulted him as
to the further course to be adopted for his Graha-danti. Dikshitar,
an avatair of commiseration, promised to compose the Graha-
Kritis for him to practise with devotion for a week. He was as
good as his word, And the patient devoutly practised the Kritis
for a week and lo ! he was cured of the colic.

Was it a miracle of faith? Faith in the plariets? Faith in

" Guru? Or was it the magical effects of certain ¢ Bijaksharas’
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used in the compositions by our composer who was a Maintrika ?
Or was it the healing power of music? Or was it the cumulative
effect of all these factors ?

It is said that Thambiyappa, after his own cure, acquired also
the power of healting other colic patients. And so this story is

adduced as an evidence for believing that the Navagraha Kritis.

were composed for their healing value. If this tradition is true
we can draw the corollary that this healing value of the kritis j
still there for any one to test and experiment.

Next to the healing efficiency of these kritis the originality of
the Sanskrit Sahitya is worth noticing; for the songs here do not
contain phrases just borrowed from the Graha Kavachas and Graha
Stotras contained in our Puranas and devotional literature, but are
original hymns minted by our great composer. But I will not
dwell long on the literary side of the kritis, for it is their musical
side that forms the subject matter of this paper.

The first kriti is on the Planet Sun. Tt begins :

gigd TAvsEg |
gereEgifaad |

ad, sifiga, wdraReez, Smifmaiiand, mdaeReuwd
are some of the epithets used. The hymn to the Sun is set to thef
raga Saurdshtra. In Dikshitar’s school, Saurdshtra is a Sampurna.-
riga, sung at all times (Sdrva-kalika). The Paﬁchaéruti-Dhaiv;ta
of this riga brings out the unparalleled power and brillianc
of the Sun. The Jaru from Suddha-Madhya over Antara-Gand
down to Suddha-Rsabha well expresses the Bhaktibhava o
devotees. The phrase TAlseg & coming from Madhya-Sthayj
down to Mandra-Pafichama reflects the humble obeisance of tlzl el
devotee. The raga Saurdshtra is derived from the first raga prac-
tised by our musicians, viz., Maya Malava Gaula, and affords
for the portrayal of Vira-rasa in the Uttaraiga and by contra
Bhaki-bhava in the Purva-anga and is thus best suited for
saluting the first and foremost of the Grahas, Surya,
Surya Graha Kriti bears testimony to the sense of proprie
power of introspection of Dikshitar.

e of
ha:ra_
f the

scope
st the
humbly
So this

is

ty and
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If the raga belongs to the first mela practised by the musician,
the tila of the kriti is the first one in the order of the seven Sdladi
Talas:

& a3 s HeaT 9T 0 T
HIAIBHFTIBT 9% @l g9faar o

Dhruva Tala, the first tila, in selected for the hymn on the first
graha. Not only is Dhruva the first tala, it is also a t&la of big
compass and suits the Great Sun, who by his tremendous radia-
tion seems to control life on our planet.

If the Sun stands for power and brilliance, the Moon is the
first to give us the experience of Nature’s beauty and joy. For he
is born of the mind of the Virat Purusha, ¢f. ‘9=zaA1 gadl wa:’.
Dikshitar begins this kriti thus :

Tk W qEY - GYFRI9LTA, |

The Chandra hymn is set in Asaveri-raga, soft and tender, and

suited to the mild S'ita-kirana. The three kinds of ¥911%e% in this
riga, namely, between Sadja and Suddha-Madhyama) Sadja and
Pafichama, Suddha-Rsabha and Suddha-Dhaivata suggest an
impassioned concord. This is a Rakti-raga and is well suited to
the hymn on the beautiful Chandra, the second planet.

The hymn on the second planet is set to the second tala,
Jhampa, in the order of S'uladi Talas. Incidentally we may notice
the »§3 Anusvaras used in the hymn, which bring out the unspeak-
able pussion-and delight caused in us by the moon. Thisis, in my
view, a master-stroke of musical composition.

The third graha is Mangala :

ANEHHAGEAEY, - Fmar rasaasg |
axeA uFan - it 217

The term Mangala.vara is a euphemism. It is really the
Amangala-vira. No auspicious work is undertaken on that day.
The Raga Surati is aptly chosen for this grama. Surati is a raga
chosen for singing a Mangalam, but still it is amangala in another

15

+
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“sease, for, the Guru does not teach this riga to the Sish
sampradaya. [he selection of a raga which js
amangala for the graha which is called m
amangala is a stroke of musical genius.

ya in our
both mangala and
angala and yet is

The time-scheme is also very apt. The tala of the Mangala-
krti is Rupaka. The third tila is fitted for the third graha
Further it is a unique Tala; for. unlike other Talas, it is the;
only tila which begins with the Drutam. So the adjustment of
the unique with the inauspicious, the Vilaksana to the Amangala
is again a master-stroke of artistry. ’

The fourth graha in Budha.

guarsagifa gag )
URIT FEATGIY, 0

To portray the planet who is Fgiftq, TFERAT and
(gm:qqf:ga it is a rakti-riga thatis fitted. The raga Naita-kuranji
with so many pleasant facts very well suits the purpose. Again
for the fourth Graha, it is the fourth tala that is selected namely’
Jhampa. ’ ’

The fifth graha is Guru or Brhaspati. The song begins with
the words : JREIT AT | AANY FMSET I 0 The term fruaayg
occurring here may be indicative of the cure of Thambiappa’s
ailment, for which the graha is addressed. To sing the praise of
Brhaspati, who is #819% and SIRA9YE, Dikshitar has chosen Raga
Athiina. The Chatussruti-Dhaivata, which is really Paﬁchas’rutgi-
Dhaivata as the ams/a-svara and the nyiisa-svara of the raga, well
brings out the greatness of Brhaspati. The swinging of the ;mta.
tion of the terms ALIS AW and STagqH from one Sthayj
another is suggestive of the sweep and majesty of the planet. )’; ;:
Dhatu-svara-prayoga even within the same sthdyi also accords
with this. The rasa is Adbhuta and therefore the rj

is chosen for the fifth graha. 8a Athana

The sixth graha is Sukra. The Pallavi runs thys ;.

Aigeane-ay - feagify gqag |
GFSTARH, )
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This song contains many astrological terms such as Hora,
Drekkana, etc. Sukra is Daityaguru and so Dikshitar has thought it
fit to choose a raga outside the pale of classical Karnatic music
and ‘Pharaz’, a deliya-raga, is chosen. It is also a rakti-raga in
keeping with the nature of Sukra, who is described as &% and
woxsREy and who is also gRaILs,

The sixth tila, namely, Ata-tala, is availed of for the song on
the sixth Graha.

The seventh graha is Sani. The song on Sani is, in my
opinion, one of the best in Karnatic music and the best of the
Navagraha Kritis.

The song opens thus :

RAFGIRT - TR |
dieat gsad a3

The song is set in the raga qg@aﬁ[:;ﬂsﬂ. This can be called a
universal raga, for phases of this riga are seen to be present in the
music of most countries. Dikshitar has thought fit to address Sani
who is most feared universally in a Raga which is almost universal,

Besides, the dhatu at every step seems to suggest the rasa and
the bhava of the m&tu inthis g.m of a song. Note the dhatu in
which the terms RqiEtagan , wagiy, fadasy, etc., are aptly set.
One feels that one can suit the bodily gestures to the dhatu and
the matu.

The usual slow tem o of Dikshitar agrees with the slow
movement of Sani-gra a.

As regards the tBla of Sani-graha-kirtana, the Adi Tala is
indicated at p. 810 in the Sangita Sampraddaya Pradars'ini which is
our authority for Dikshitar’s school. But according to the
gefk ana@ g followed by Dikshitar, the tila for the seventh
graha should have been the seventh tala, that is, Eka-tala.
Nor is the Adi-tila corrected into Eka-tila in the Errata of the
8. S. Pradarsini. Now, the question arises which is the correct
Tala for the Sani-graha-kriti? Adi-tala or Eka-tala? I should be
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obliged if Vidwans brought upin the tradition of Dikshitar’s school
can clarify this point. A famous violinist of Mysore whom I
consulted some time ago said that Eka-t#la is the correct tradition.
If so, my thesis that Dikshitar has adopted the Sapta-tila-satra
for tlle Nava-graha kritis stands entire, without exception. In
case Adi-tila be the traditionally accepted t&la for the Sani-kriti
(which may not be the case), it will have to be explained other-
wise. [ submit that just as a universal riga was chosen for this
kriti, a universal tala which is of greatest popularity in Karnatic
music, viz., Adi-tila might have been thought of for this kriti.

After the seven major grahas we are now left with the two
minor ones, kihu and Ketu, which are mere Chayagrahas and do
not enjoy the status of having any week-days assigned to them.
The two are parts of one body said to be cut off by Lord Visnu’s
discus. The hymns are set to two Prati-madhyama rigas, Rt;;nﬁ-
manohari and Ch&mara corresponding to the present Ramapriya
and Shanmukhapriya. The note Prati-madhyama suggests a
crookedness as compared with the §uddha-madhyama and suits
the nature of the two kshudra-grahas.

The tila adopted for the two is the same ; the Vilakshana-
tala in the Suladi system, namely Ripaka, which was adopted i‘or
the Mangala-graha is chosen for these two kritis. The peculiar
values attached by Dikshitar to the Prati-madhyama note and to
the Rupaka Tala are interesting points and would form fruitful
subjects for further study and investigation,

We may now take a general look at the art :
of the ent
of Navagraha Kritis. ire group

The kritis form a group not merely in the mechanical sense
that they treat about the group of nine grahas. The musical
genius of Dikshitar has knit them together in a musical sense also :
i.e., by adopting the order of Sulidi Talas as enunciated in the.
famous tala aphorism already quoted above. The seeming excep-
tion to this theory flrising from the assignment of Adi-tila insteapd
of Eka-tala to the Sani Graha Kirtana has already been explained.

So, the musical unity in this group is based on tila or time
measure,
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How is unity achieved in other groups of compositions of the
same composer ! Consider the Navivarana kritis and the Subrah-

manya kritis.

The following table illustrates how in the Navavarana Kritis
the composer has tried to achieve unity by matching the serial
number of the Avarana with the serial number of the Vibhakti or
grammatical case in which the name of the Deity invoked is put:

No. of Serial No. of

the Avarana Opening words Riga Tala Vibhakti of
Devi’s name

() 2 3 & (5)
ITAOER ;. FASEA] GrAg — WATAE— F —uga1 ffi:
fgavar- wsuwmsa g7 ¢ — Feqoff  — anfy —fgdtan
gdar- , wWEae A — AEUAOH— 1% —Jalar
Fqaf- , NEa@EIFy — FENA - W —agdt |,
qaur- |, MgasEag:  — A7l — &y —g=EHl
-, szasfcagEa: — gEnatd— awfg —sft
qaqt- s s IRy — AGH — gz —agdt
HIAl- sWEasifead  — 8o — 1fg —gMaTI9H]T

The Navavarapa Kriti in raga Ahiri (and Eka-tsla) begins
with sftgaaa in the Prathama. vibhakti, thus going back to the

first case after completing the first round.

The Mangala Kriti 1n $ri Raga which is sung after the Nava-
varana Kritis begins with ‘sfignesifead which is in the Sambodhana-
Prathama- Vibhakti, which 1s cited alternatively after the mgwi or
ga@t. Since it came after Saptami in the first round, the com-
poser has thought fit to adopt the alternative orders of that case.
This shows not only his acquaintance with Sanskrit grammatical
usage, but, what is more, his method of variation.

Thus we see that the grouping of Navavarana Kritis is based
on the principle of vibhakti or Sanskrit grammatical case. The
grammatical Vibhakti is a bond of an extra-musical kind. But -
since the entire group deals with one Devata only; the composer
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may have thought it fit to adopt this principle of Vibbakti which
binds and at the same time affords a variation,

The same extra-musical principle of grouping by means of
Vibhakti variation is what we find adopted by the composer in the
case of the Subrahmanya group of songs also.

On the other hand, since the Navagraha group concerns
different grahas, the composer has adopted a different principle
that of Talakrama, which is a musical principle. ’

What is the propriety of adopting the talakrama principle for
the Navagraha Kritis? To indicate a group even musically
Dikshitar could have composed all the nine kritis in ragas within’
the same Mela ; alternatively, Dikshitar, no doubt, had the ability
to compose nine Kritis in the same r&ga with different Mettus of
shades of melody. But why did he think fit to adopt t};é tala-
krama aphorism? g1 is defined thus: aig: FERAAAT, Tala
is time-measure, It can suggest time and the vicissitudes of Time
which the nine grahas spell tor man. Tala-gati is used by the com.-
poser to suggest Graha-gati or Graha-chara. This is an improve-
ment on the extra-musical principle of Vibhakti-krama adopted in
the two other kriti groups to which I have referred already. 1In
my opinion, this adoption of the T&la principle for composing the
nine graha kritis forms the high-water mark of the great
Composer’s sense of musical propriety for the theme on hand.

Further, while there are five Jitis in each tila, why did
Dikshitar choose the particular jati under each? This question is
difficult to answer. There seems to be no special parity between
the total Akshara kala of the jati adopted and the number of years
of Daga or Bhukti of each graha. But still there is an interestin
coincidence which may be noticed, the Akshara-kila.s of the jﬁtii
of the talas of all the nine kritis total to 81 which is a muj; le
of nava or the magic number 9. The square root of 81 js ¢ p :
cannot say whether this was intended. )

Now, let us consider the rigas used for the Navagraha K
The ragas used in the case of the seven major grahas are Saurts.
-1
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shtra, Asaveri, Surati, Nata-kuranji, Athina, Pharaz and Yadukula
Kambhoji. These are all Suddha-Madhyama Ragas and Sampurpa
Ragas and Sarva-kilika Ragas. Further they are all Bh#shanga
Ragas ; Grahas are great powers and their free movement is, as it
were, expressed musically by Bhashanga Ragas which do not
suffer from the limitation of the Janaka Raga but freely take Anya-
gvara-s. This feature incidentally gives us an idea of the great
Composer’s appraisal of Bhashanga Ragas.

The use of Prati-Madhyama Ragas for the two gqig grahas,
Rahu and Ketu, gives us an idea as to the peculiar value attached
to Prati-madhyama-svara by the Composer.

This sort of study of the great Composer’s compositions would
reveal not merely his delicate sensitiveness to svara and tila but
some of the principles that might have influenced his superb
artistry which forms such a notable part of our proud musical
heritage.



SAPTATANTRI-VINA IN THE SCULPTURES OF THE
BUDDHIST CAVES OF PITALKHORA
By
Swami Prajiioioands, Calcutta

Musicians as well as musicologists and lovers of music
generally miss or rather neglect to study the archaeological findings
relating to music, excavated from the mounds of the ancient sites
in different places in India. Treatises on music no doubt
supply us much valuable material which throws light on
the obscure and forgotten chapters of the history of Indian
music. But it is a fact that the representation of musical
instruments and different dancing postures with different hand
poses (mudris) of different epochs carved on the stone walls and
facades of different caves and temples of India furnish us materials
for the proper appraisement of the culture of music as obtained
in ancient India. Well has it been said by Garl Engle in connec.
tion with music of the most ancient nations that sculptures and
frescoes of musical instruments and dance poses of different
nations of different times supply us the knowledge of the cultyre
and customs of the ancient peoples among whom music was
common. The archaeological findings on music should therefore
be regarded as one of the essential and valuable means

for
studying the historical evolution of music.

Apart from the study of the archaeological findings, we should
also pay attention to the pages of the valuable ancjent manus-
cripts and books on music. Blind faith and fanaticisy in the
name of love for tradition should not be aliowed to blur our
vision in the proper revaluation of the priceless treasure of the
music of India. Representations of some of ihe musical
iustruments’ on stone have recently been excavated from the
Buddhist Caves of Pitalkhora, carved in the Satmala ranges, known
also as Chandera, on the northern fringe ofAurangabad District
of Bombay State. The Caves of Pitalkhora lie 50 miles 1o the
west.south-west of the Ajanta Caves and 23 miles to the north-
west of Ellora. The earlier account of thoge Caves, says
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M. N. Despinde' seems to have appearcd in 1853, when John
Wilson gave a very brief description of the Chaitya-Cave and the
adjoining Vihéra-Cave. Fergusson and Burgess have also given a
more detailed account of the same in their monumental book, Cave
Temples of India. 1In the Report of the Buddhist Cave Temples
and Their Inscriptions (vide Arch. Surv. West. Ind., 1V, London,
1883, pp. 11-12) Burgess has further drawn particular attention to
the capitals on the pilasters of the Vihira and also dealt with the
inscriptions, two in the Chaitya and five over the cell-doors of the
Vihéra, recording gifts from the natives of Pratishthina. In more
recent years, fresh light on these Pitalkhora Caves has been
thrown by M. G. Dikshit in the Journa} of the Bombay Historical
Society, 1941, Nos. 1-2. It is said that the development of rock-cut
architecture started in the second century B.C. culminating in its
final form in the sixth-seventh centuries A.D. The Caves were
taken charge of by the Department of Archaeology, Government
of India, in 1953, and are still maintained by the said Department,
The ancient name of Pitalkhora seems to be Pitangalya which
has been mentioned in Ptolemy’s account as Petrigala,

Three Saptatantri-Vinas have been found engraved on stone
slabs excavated from the debris in the forecourt of Cave No. 4 of
Pitalkhora. Beside them, have also been found one fragmentary
sculpture of a winged Kinnara and that of a flying Gandharva from
the same site of the Cave 4, Though the nomenclatures Kinnara
and Gaudharva are closely associated with music, as found in
ancient lore, the Epics and the classical literature of India, yet
sculptural representations of Gandharvas and Kinnaras as found in
the Pitalkhora Caves are very peculiar in forms and features, for
the winged Kinnara have been featured with collared beads in the
right hand and bowl of flowers in the left. The flying Gandharva
has been depicted with a shield in his left band, in heroic pose.
During the Vedic period, says the historian R. C. Dutt, the
Gaudharvas and the Kinnaras used to be considered asthe enemies

.of the gods, but this conception underwent metamorphosis during

L. Vide * Rook-Cut Caves of Pitalkhora in the Deccan’, published in
Ancient India (Bulletin of the Arch. Surv. of Iadia), No. 18,
1069, pp. 66-93.- :

16
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the Epic period, It seems that the sculptors of the Buddhist
Caves of Pitalkhora adhered to the Vedic conception, while
chiselling the figures of the Gandharvas and Kinnaras.

The Saptatantri-Vinas, together with their plectrums have
been vividly depicted in some sculptures in Cave No. 4. The
particular sculptures are three in number, two of which contain the
representation of one female and one male musician. In one of
the two, a woman has been portrayed in a reclining posture,
playing a Vina having seven strings with her right hand. From
the fragmentary piece of the sulpture it appears that the Vina
depicted thereon resembles in shape the Egyptian harp. It is
placed on the lap of the woman who holds the plectrum with her
thumb and forefinger, and plucking the second string on the
Saptatantri-Vina. In the second one, a youth has been portrayed,
holding a Vina against his right shoulder, and seven strings of the
Vina emanating “ from an elliptical gourd with a curved handle at
one end of which are tied the strings . In the third is found the
representation of a male figure, ** wearing a graiveya and a hara
on the neck and heavy floral wreaths on the wrists”. A Vina
with seven strings is on his left arm, pressed against the left ri.b,
and he holds the plectrum in his right hand,

The Saptatantri-Vind was not a novel string instrument in
ancient India. In the Rgveda we find mention of the Vina,
Yana with hundred strings: “vipam sata-sankhyabhis tantribhir
yuktam vina-visesam dhamante vadayante.”” In the Rk verse
10.32.4, it has further been mentioned: “m%(% yanmantur yu-
thasaya purvyabhi vanasya sapta-dhaturijjanah.” Sayapa has ex.
plained it as: ‘“vBpasya vadyasya sapta-dhatuh ni§édadl~sapta.
svaropeto janah abhi-gacchati tadvat tadgunopetam v As
the term sapta dhatuh has been used with the word vanah, it is
probable that sapta-dhatuh signifies the seven tones that were pro-
duced in the hundred strings of the Vind, Vana. But we cannot
agree with Sayapa’s interpretation of the term sapia-dhatup as
nisada, etc. (nisddadi-sapta-svaropetah), because notes like niggzda
dhaivata, paficama, madhyama, gandhéra, rsabha and % dja’,
known as the seven notes of both the Gandharva ang D‘eéi
types of laukika music have evolved after the Vedic periog, The
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Vedic notes went by the names of krusta, prathama, dvitiya,
trtiya, caturtha, mandra and atisvarya, and it is reasonable to
surmise that sapta-dhidtu or seven tones or notes that were
produced in the hundred strings of the Vina, Vina, were the Vedic
ones. During the time of Kétyiyana of the Kalpasatra, the Vlna
again came to be known as the Katyayani-Vini, and the com-
mentator Karka has called it the Mahati-Vina, which possessed
hundred strings.

The Saptatantri-Vina is one of the types of the Vina or lute
class of ancient India. The most ancient type of Vina was in the
form of a Bow, which was known as Dhanuryantram, a
musical instrument fashioned after the hunting Bow, having
strings of gut. The Bow or Dhanuryantram is regarded as the
forerunner of all classes of string instruments of the world. The
Vina with one string (Ekatantri) and the Vinpa with two strings
(Dvitantri or Dotard) were the primitive types of Vina. In the
Vedic literature, different kinds of Vinad have been mentioned.
The name of the Saptatantri-Vinad has also been mentioned
in later Classical Sanskrit literature, Buddhist Birth
Stories or Jatakas, Natyas/astra of Muni Bharata and other
works on music.

The Birth-Stories of Gautama Buddha were compiled some-
time between 3rd-2nd centuries B.C. Sir Wallis Budge has said
in his monumental book Barlaam and Yewasef (1923) regarding
the Birth-Stories of Buddha :**......the orthodox Buddhists
believe that this collection of the Birth-Stories was in existence
some three or four centuries before the Christian Era. At the end
of the 3rd century B.C. they were held to be sacred that they were
chosen as the subjects to be represented round the most sacred
Buddhist buildings, e.g., the relic shrines at Safichi, Amaravati
and Barhut, and they were popularly known under the technical
name of Jataka”’. The number of the Jatakas is 547 or 550 or
565 and of them the Vinasthuna and Guptila Jatakasin particular
contain reference to musical instruments like Vin#: It has
been mentioned in the Guptila Jataka that Guptila and Musila
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used to play the Vind having seven strings, i.e., the Sapta-
tantri-Vina. The Guptila Jataka states:

Saptatantri sumadhura mohini vinara,
Vadana $ikhila antevasika amarq "

The Viui with seven strings has also heen described in tl

w?)rks of Kalidasa. The Saptatantri Vina perhaps resembled tP:e
Citravina as described by Muni Bharata in his Natyavastra i he
2nd century A.D. Bharata has said, o e

Saptatantri bhavec citra viparici navatantrika !
vipatici konavadya syat citri canguli-vidana (29 114)

That is, the Citria-viud, having seven strings, was to be played b

the finger, whereas the Vipafct-vina, having nine strings yb thy
plectrum (kona). Narada has also mentioned about thc’ V)Zn-‘mse
D:jxravx and Gitra, in his Nirad;g éikyfb of the Ist century A.D I't( is
said that the Daravi-vinid, which contained seven strings v'va's use];
as an accompaniment in classical type of Desi or ;'ormalised
regional fnusxc. We get also the reference to the Saptatantri
Vind Qurmg the time of the Pallava King, Mahendra\;ar o
who lived in the Tih century A. D. It has been said that Iﬂ?ﬂ:
Mahendravarman was himself an accomplished Vina player mcgl
that he received his trajning in Vina from his le'amedyt ":1

Rudr.é‘cir‘ya. The Vind which he used to play was knowneaactkfr
‘Parwzic.imi-’, having seven strings. Dr. Raghavan says i : h'e
connection in his illuminating article on “Music in the Dye 'ﬂ o
South India” (vide ‘The Bibar Theatre’, No. 7 Januar cc‘;g;;d-
To the east of Kudumiyimalai inscription, thcr,e isa lab);'l “Pp )
‘vz'xdir?i-(?a ” helping us to understand the notations given j al?‘
inscription, as pertaining to the music on the Ving callede;r;s

vadini, a lute of seven strings . From this it becomes clear that

the Saptatantri-Vina was in vogue among the Indian society. O

mocllern Sit.a‘u' with \seven strings is but the modified forfny' f ;T
ancient Citra-vina, though it is erronecously believed th:t the
Ind?-Persian poet Amir Khasrau fashioned and introduced it ’t :
India for the first time. Most of the post-Bharata musicologlitt:

have also meutioned about the S V
B aptatant i-Vi i i
. Il 193. m thel'
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Regarding the forms of the ancient musical instruments of the '
Vina class, it can be said that most of them were Bow-shaped,
resembling the Egyptian harp, as has been said before. The
representations of the three Saptatantri-Vind, engraved on stone,
which have been excavated from the Buddhist Caves (Cave No. 4)
of Pitalkhora, are Bow or harp shaped, and most of the ancient
Vinds, though differing in number of strings, were of the same
shape. Vinas featured in the sculptures of Gandhara (1st-2nd
century A.D.) Barabudur (8th century A.D.), Kamboja (circal3th

~ centuries A.D.), Kizil (Turfgn, Central Asia, 6th century A.D.),

Amarivati (2nd-3rd centuries A.D), Ajantad (2nd-7th centuries
A.D.' Nagarjunakonda (2nd-3rd centuries A.D.), S&tna (2nd
century A.D.), Mahabalipuram (7th century A D.), P&hapur (8th
cantury A.D ), Anuradhapura, Ceylon (2nd-3rd centuries A.D.) and
other places. The Vinas of Egypt (4000 B.C.) and Sumer (3200
B C.) were also Bow or harp shaped. Again, the Vind which is
embossed on the coin of Emperor Samudragupta II (4th century
A.D.) is also of identical shape. Figures of Vinis perpendicular
in shape with a gourd at each end are also found in Mahabali-
puram (7th century A.D.), and Ajantd (2nd-7th centuries A.D.),
Bengal (Bagali-Kaleswar, l4th century A.D.) and Rangpur (9th
century A.D.). But the sculptural representations of the three
Saptatantri Violis of the Buddhist Caves of Pitalkhora are palpably

of the Bow or harp type.



THAI CLASSICAL DANCE
By
Chaturong Montrisart

I'takeit as a great honour to have been given this opportunity to
address you here today on the subject of Thai classical dance, as I
myself am a student studying this subject for many years. I
therefore should like to present to you what I have learnt.

To speak of our dancing is in fact to speak of one important
branch of Thai culture. Most of the Thai classical dance
originated in the Royal Court of ancient Thailand and has been
handed down to the present generation. The classical dance of
Thailand, though aot indigenous in the full sense of the word, has
through the centuries become peculiar to the country. The art is
not to be seen outside Thailand nowadays unless it has beeq
copied from Thailand, ortaught by Thai instructors, such as in
Cambodia, The ancient Khmer or Cambodian dance disappeared
almost four centuries ago and was reintroduced only by the good
intention of the Thai King of the Chakri dynasty with Thaj chorus
Thai postures and Thai dancing girls. In Java, the plays which are’
occasionally to be seen performed by royal troupes of players in
the palaces have many points of similarity to the drama of
Thailand. I wish to mention here that no sketch of the subject of
Thai dancing can be complete whic}m does not make mention of
India. It is known for certain that the art came originally
from India, but there is no record to show when and how it was
introduced. 1 would like to state here that in 1943 the Thai
National Museum acquired a replica of a statue about 6 inches in
height from Pimai. H.R.H. Prince Damrong Rajanuphab, the
writer of a treatise on dancing, states that it may be in imitation
of the Vyamsita Karana, one of the 108 karanas of Chidambaram,
When I learned this, I tried to find documents relative to the
question but unfortunately to no avail. At the present time there
are still no documents which might serve as evidence to confirm
this. Let me take this opportunity to ask that if anyone has
evidence of this matter, they might kindly let me know,
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The training in classical dancing is very time-consuming and
the selection of dancers for the various roles must be made very
carefully. In most cases the story is related to either royalty or
supernatural beings. Some roles require special personal charac-
teristics of the performers in order to achieve the desired effect.
The personality of each dancer has certain individual attributes
which fit some particular role, be it the role of a hero, heroine,
soldier, demon or monkey, leader or follower. Thus, those who-
could find all the actors and actresses to complete the cast
in former times were only kings, royal princes and noblemen
who had many dependents from whose numbers dancers were
selected.

The development and preservation of theatrical art in former
days were the responsibility of high court officials and members of
the royal family. The classical dance now falls within the domain
of the Fine Arts Department which is responsible for the preserva-
tion of the national cultural heritage.

The Thai classical dance proper may be divided into two
major categories, namely the Khon, in which most of the roles
are taken by men, and the Lakhon, in which most of the partici-
pants are women.

The Khon, or the masked play, is a form of drama which is
undoubtedly very ancient. The Khon has been well-known since
the middle of the 17th century in Ayudhya period. In the same
way that drama evolved in ancient India around the cult of one
or other of the chief gods, the Khon grew with the court in old
Thailand in the form of religious pageant, Thus in one of our
ancient laws it is distinctly stated as taking place in that form as
a part of the ceremonies in connection with the coronation of
kings. In course of time the Khon lost much of its religious
aspect and it is now a form of amusement, expensive to produce,
and therefore not often seen. The Khon performance usually
takes place only on important days during the year such as the
Nation's Day celebration, the New Year’s celebration, the Sangran
rites, Constitution Fair, and in State functions avhich are arranged
by the Government as public progrtams. Sometimes itis per-
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formed for 3 or 4 days consecutively. It is also seen at the temple
or wat when the festival season is held, and also at the time of a
cremation at the temple. With a view to the prescrvation of the
national cultural heritage, the Fine Arts Department presents
Khon in various episodes at the Government Fine Arts Theatre
every season, and has done so ever since the conclusion of the
South-East Asian war.

The Khon always presents episodes from the Ramayana
practically the whole of which has been translated into I‘hai'
poetry, and which is called the * Ramakien . The story follows
more closely the South Indian versions and the names have been
changed slightly though they are still easily recognizable. Laksh-
mana becomes Lak, Ravana is called Thosakhanth or Dasakantha
Sugriva becomes Sukrib, Vibhishana becomes Piphek, and so on’
For the purpose of presentation, adaptation into episodes has been'
necessary. Some of these are: ‘* The Conquest of Demon-Crow™
‘ The Lady Afloat”, ‘The Snake Noose”, * The Weapon of,‘
Brahma *, * Hanuman the Volunteer >, etc, Many episodes not
found in Indian versions of the story have been introduced. A
great deal of Khon is based on the fighting between the mo;lke
armies and the demon armies; this episode takes about four hoursy
In full performance there will be about 45 actors participating. .

Formerly male actors played all the roles in Khon, includin
female parts. Nowadays, actresses who have been trained ig
Lakhon take these female roles, namely the parts of Sita, Mandon
dari, and the daughter of Piphek. At the same time that womcr-l
began to take female parts, certain male characters dispensed with
the mask—Rama, Lakshmana, Bharata and Satrughna. Formerl
Rama’s mask was green, Lakshmana’s yellow, Bharata’s red, anc);

Satrughna’s purple, symbolic of the colour of the sky at the time of -

each one’s birth. These characters now wear naturalistic make.y

but their jackets are of the afore-mentioned colors. The oni)’
other male character who does not wear a mask is the comedia Y
who must make humorous speeches from time to time. ™

There are about 140 different kinds of both demon and monkey

masks. The mask is purely conventional, and is not intended to
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be life-like. Each mask is a good example of Thai decorative
art ; it is distinctive and characteristic so that the wearer is recog-
nized at once for the character which he represents. Other
sartorial items also conform to certain characteristics. The
monkey costume has little curlicues which represent the curls of
the monkey’s fur; the dress of a demon is designed to instill into
the audience an impression of ferocity and strength; that of a
human hero, majesty and grace ; female dress, beauty and gentility.
The important characters have about 22 pieces of dress and
ornaments.

Certain other accessories are also used such as movable
dais, war chariots, bows, arrows, mace, tridents, royal canopies,
and so on.

The dance and expressive movement are both graceful and
dramatically conceived. Not merely the arms and hands, but the
whole body has to be used and a great deal of muscular exertion
is necessary. The actor must have a very supple body. Needless
to say, training of Khon actors is long and tedious. In the first
stage, it resembles a thorough gymnastic training, especially since
during the fighting scenes there are many displays of acrobatic and
tumbling feats which must be very thoroughly learned since the

‘ ‘mask makes their execution doubly difficult. Actors are also

trdined in nataya sabta or gesture language, somewhat similar to
the gesture languages found in various types of Indian dances
drama, although more naturalistic and not so extensive.

By reason of the fact that most of the performers wore masks
and are therefore unable to utter any kind of sound, there has to
" be a sort of ““chorus ”’. This chorus is called the kon phak and
consists of two or three men who fulfil the same role as the
dalang in Javanese dance-drama. They stand at the back of the
stage and recite the story which is known as khamphak and is
related to the old chandas style of Sanskrit verse. Another kind
of  khamphak is known as kabya. Besides the verses of the story,
the kon phak also recite dialogue, known as ceraca, which may also
include descriptions of action on the stage. It is in rhythmic
prose and is known by the technical name of rai. The kon phak
17
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have the most important part in the presentation, as all the actors
have to follow, with their movements and gestures, these recita-
tions. The kon phak also sing certain songs. In recent times
there has been added to the Khon performance considerable
singing in the fashion of the court Lakhon ; therefore a separate
group of singers with their leader is situated off the stage,

The Khon orchestra is called wong Diphat, Formerly the
orchestra consisted of only five pieces, known as wong piphat
khrerang ha or small percussion ensemble. The instruments
included the randd ek or xylophone made of bamboo pieces strung
together and attached to an oblong wooden soundbox ; khong wong
or gong sets graduated to scale ; pi, similar to the sanai; sphon or
thapon, a drum similar to the mridangam ; klong tad,a pair of two
big drums. There is also a ching or a pair of cymbals. Nowa.
days larger orchestras are often used, depending upon the nature
and setting of the piece to be performed. The wong piphat
khrerang khu, or medium sized percussion ensemble, consists of g
pair of each of the instruments mentioned. The wong piphat
khrerang yai, or large percussion ensemble, includes all the impor-
tant percussion instruments, making a total of 14, The player of
the ranad leads on most of the action, while the player of the
sphon sets the pace of the movements.

Music is an important feature of Thai classical dance and‘

dance-drama and is really in itself a separate branch of study ; the
musicians must not only be proficient with all the melodies, but

must be thoroughly familiar with the movements of the dance

There are certain “ action tunes *’ which are never varied. Each

tune is a signal for a certain action ; for instance, there is an action
tune for walking, for marching, weeping, bathing, romance, or
anger. Each of these will be different for different type; of
characters, These actions are depicted in such a faithful way that
cven a person listening outside the theatre may know exactly what
_is taking place on the stage.

The Khon therefore consists of four categories of
namely, the dancers, the kon phak, the singers, and th

It depends for its perfection upon the flawless ¢
of all these.

performers,
€ orchestra,
o-ordination
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There have been various forms of Khon in the past.
Nowadays there are five, namely :

1. Khon Klangplaeng, the open-air masked play in which it
is understood that military reviews and battle are the
order of the day. The accompanying music will be
appropriate marches while the text will consist of
recitations and dialogues without singing.

2. Khon-Rang-Nok or Khon-Nung-Réo, a variety in which the
play is petrformed on a stage with a pole placed at the
back which serves as seating for the actors when they are
not actually performing. There is also a simple backdrop
on which is painted a scene of mountains or forest. There
is no singing, only recitations and dialogues. There are,

- as a rule, two piphit bands, one at either end of the
stage.

3. Khon-Na-Co or the * masked play before the screen® in
which the representation takes place in front of a screen
of white cloth which acts as the back of the stage. This
type of Khon was at one time peformed as an entr'acte
between scenes of a shadow play, but has now become a
separate variety of drama in itself.

4. Khon-Rongnai, meaning the ¢ court masked play*’, has
the greatest affinity with the court Lakhon. It includes
singing as well as recitations and dialogues. The staging
is also more elaborate.

In these four varieties of the masked play, the story presented
is not divided into acts or scenes, nor are any stage settings
employed. There is yet one more variety and that is:

5. Khon-Chak, which is the masked play on a modern stage,
such as the peformances of the Fine Arts Departments
which have been regularly staged since 1946, It includes
a great deal of singing; the story is divided into acts and
scenes; and special scenery is used.
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The Khon or masked play has been regarded among us Thai

people from olden days as an art form which is made up of
various fine arts and is a key to all these, )

Lakhon, or dance-drama, the other important variety of Thai
classical dance, was also at one time performed exclusively by
men.  The entrance of women into the art of Lakhon took place
within the last 200 years, and as grace is emphasized rather than
sirenuocus action, the women caught the popular fancy almost at
once, and continue to be in favour up to the present day. For
many years it was the custom for a company of actresses to iake
all the roles themselves, including male roles. Today men, usually
those trained in Khon, often take the minor male parts. If they
represent demons, monkeys, or other beings which are neither
celestial nor human, they wear masks; otherwise masks are not
used in Lakhon,

In the training for Lakhon, greater attention is paid to the
graceful movement of the body, hands and arms, almost to the
exclusion of muscular exertion, except in the “ character parts ”
where the dramatic energetic action of the Khon is retained in a
milder form. In other words, as the strong point of the Khon

is its strenuous virility, so grace of action is the strong point of
Lakhon.

Another important difference between the Lakhon and the
Khon is that, while the words of the Khon are mostly recited, the
words of the Lakhon are nearly always sung. This singing i; not
done by the actors and actresses themselves, but by a chorus with
a leader. The players of the Lakhon may, however, speak for
themselves on suitable occasions during the performance. When
the lines are sung for them, the players employ the nataya sabta to
the full; when they themselves carry on the dialogue, the gesture
language is not so much used.

The Lakhon, like the Khon, is performed only on certain
occasions, such as festival days and for various State functions
The orchestra is another point of similarity ; my statements witﬁ
regard to the orchestra for Khon are equally true in the case of
Lakhon. '
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The girls begin their training for Lakhon in early childhood.
The preliminary training consists of Ram-Méa-Bot or basic
postures of Thai dancing, of which there are 65 in all. After this
the students are instructed either singly or in groups of two or
three, in the movements of the classical dance in general. They
are also, of course, trained in the ndtaya sabta. Compared with
most Indian dance little facial expression is used is connection
with this gesture language; yet the m>y»d is conveyed with great
delicacy through music, gesture and movement of the body.

Although at one time there were many more varieties of
Lakhon, today there are six, which I will attempt to describe
briefly.

1. Lakhon-Nok or the drama of the public. This form of
Lakhon is characterized by rapid action and broad farce
and it is not necessarily subject to dramatic convention.
Lakhon-Nok is a popular production; ancient costumes,
stylized stage conventions and broad farce make it a
little complicated for spectators who are not familiar
with Thai customs. The melodies and songs are simple
and in quick tempos. The orchestra is the wong piphat
khrerang ha, or small percussion ensemble. The stories
which are presented in this form are from wellknown
Thai literature composed especially in a form of Thai
poetry suitable for drama. Some of these stories are
 Phra-Rot-Tha-S¢én 7,  Sangthong , ** Suwannahong *’,
and so on. The tliree greatest dramatic stories of Thai
dance-drama, however, “Inao”, ¢ Ramakien” and
« Unarudh ", are never presented in this form. Women
first began to take part in Lakhon-Nok during the reign
of the fourth Chakri dynasty King in the Ratanakdsintra
period, 1854-1868.

2. Lakhon-Nai or the court dance-drama. Lakhon-Nai is
very different from Lakhon-Nok. All the dancers are
women ; graceful and delicate movement, melodies and
rhythm in the most classical style, the majestic gesture
language, and the finest type of recitation are charac-



THE JOURNAL OF I'HE MADRAS MUSIC ACADEMY [VoL. XxxiI

teristic of this variety. In former times Lakhon-Nai
was called Lakhon-Nang-Nai, which means ¢ performing
by court actresses ’. The costumes and ornaments are
the same as those worn by royalty, The orchestra is
the medium size or large size percussion ensemble
consisting of 10 or 14 musicians. There is also a group
of singers with their leader. Formerly only three stories
were used for Lakhon-Nai, namely ‘ Ramakien *,
“Unarudh "7 and ““Inao” ; at the present time two more
have been added : “Phra Keit-Ti-Rot” and, from Indian
literature, “Sakuntala’?,

Lakhon Derk Damban or dance-drama at the Derk
Damban Theatre. This type is similar to the Lakhon-
Nai in the case of costumes, but it has a different style of
representation. The performers dance, sing, and speak
the dialogues themselves. Scenery is also used in this
variety. Lakhon Derk Damban was arranged for State
visitors under the supervision of H. R. H. Prince
Naritsaranuwat-Thiwang during the reign of King Rama
V or King Chulilongkorn (1868-1910). The best known
story for this dance-drama is “Kawee”,

Lakhon Nora-Chatri is the oldest form of Thai dance-
drama ; it originated in the Southern part of Thaijland
and interpreted only Jataka stories. In the early period
of performing Nora-Chatri, thcre were only three main
characters, all acted by men. These were the hero, called
Phra Suthon, the heroine called Manohra, and the
comedian called Pran Bun. These actors danced, sang
and spoke, and they were accompanied onmly by drums.
The actor who took the hero’s part did not wear a jacket,
but used ornaments such as sang-wan, a golden chain
worn from the shoulder to the hip opposite to it, thap-
suang, a pendant, thong-korn or bracelet, and bronze
nails. He also wore sanap-phla or tight-fitting trousers :
the pha-unng, something like a dhori but made of gold
brocade, covered the sanap-phlao. The head-gear was
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the serd, a Southern type of crown. The actor taking
the female part had a more or less similar costume. In
the early days these three actors also played many minor
parts in the drama. Many more characters have now
been added to Nora-Chatri, and both men and women
take part. An orchestra is used, either the small or
medium size percussion ensemble A distinctive feature
of Nora-Chatri, in early times as well as today, is the
well regulated unison between the dancer’s movement
and the tempo of the drumbeats. The drummer must
know the dance very well and follow the movements
perfectly. The only story now presented in this form is
known as ‘ Phra Suthon > or ‘Manohra .

Lakhon-Phan-Tang, the hybrid dance-drama. This form
is similar to Lakhon-Nok, but the stories are those with
foreign themes such as * REjatirat ”, an episode of
Burmese history, ¢ San Kuo” or the three kingdoms of
Chinese romance,  Phyd Phanong’, an episode of
Northern Laos. The costumes depend on the tradition
of the country being presented. The actors and
actresses do not sing but are accompanied by a chorus ;
the dancers may however speak on suitable occasions
during the performance. They speak in the Thai
language but with the accent of the country concerned.
The orchestra is the smail percussion ensemble.

6. Lakhon-Sepha or dance-drama with the accompanim’ént

of the singing of sapha, a particular type of Thai poetry.
The word ‘““sepha’ has probably come from Sanskrit
«seva” which means a kind of worship; ** sewakaku®
means ‘“praise sung in a variety of melodies™ ; it may be
related to ¢'serawai’’ or ‘' Hariserawai’ of Tamil, meaning
the ‘‘song in praise of God accompanied by musical
instruments’. Very few dance poses are used. The
story is a well-known romance of the Ayudhya period,
«Khun Ching Khun Pan’. Both men and women
participate.
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I hope I am not being too ambitious to undertake to tackle
the vast subject of costumes within the limited space of time
allotted. T shall try to present a kind of bird’s-eye view of this
subject. The costumes for both Khon and Lakhon resemble
those worn in Thailand in olden times, exaggerated in some
respects for stage effect. They arc found to be suitable and have
not been changed during the successive generations. An actor
portraying a royal personage wears a pair of closely fitting
trousers reaching down below the knees and having richly
embroidered edges. The cloth worn around the waist above the
trousers is usually of gold brocade and is passed between the
legs and tucked in at the back. It falls to knce level and is held
by a broad sash over which a jewelled belt is worn. Above
the waist a tight-fitting jacket is worn with a collar and a
pair of epaulettes, all fichly embroidered. A breast piece
represents armour whenever necessary. Several ornaments such
as anklets, bracelets, and rings and a crown or coronet, depending
upon the status of the person portrayed, complete the glittering
costume. Female characters wear as a skirt a broad picce of gold
brocade held at the waist by a gold and jewelled belt and reaching
to well down below the knees. A wide scarf, or a pair of scarfs
sewn together, is worn over the upper part of the body. One end
is draped and held in front above the belt, while at the back the
other end hangs down to about the level of the skirt. A jewelled
collar, necklace, armlets, bracelets, anklets, and rings are worn by
female characters. Queens and royal ladies wear crowns or
coronets according to their rank and others have headdresses in
keeping with their parts.

This gives a short overall introduction to Thai dance

art.
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Remarks on Advaus and Karanas

Khon, and Lakhon also, employ a system of karanas or adavus.
While they express and fulfil a particularly Thai or Cambodian
aesthetic impulse and need, they are essentially the same, in
theory and spirit, as Bharata’s charis and karanas, as is their use
as choreographic motifs, both abstract and gestural, that may
express the emotions through a classical system of composition.
This is obvious upon observation and investigation of the move-
ments and patterns of Thai dance-art in both Khon and Lakhon.
Both individual poses and intervening movements reveal these
classical compositional principles at work. These choreographic
principles, coupled with the traditional use of appropriate ragas
and talas, to suit each mood or dramatic situation, is precisely in
line with the ancient Indian concepts of drama.

Mr. Montrisart then demonstrated a select group of Thai
dance movements for Lakhon called Ram-Mea-Bot. This was
the short series of 22 movements; the full series numbers 65
movements.

1. Thep-pranom, the salutation to the celestials.
Pra-thom, the preliminary movement.
Phrom si-na, the four-faced Brahma.

el o

Sot-soi mala, stringing a garland.

Chert Chin, majestic, grand.

Kwang doen dong, the stag walks in the forest.
Hong bin, the man flies.

® N

Kin-narin-liap tha;n, the kinnon walks and looks at the
cave. :

9. Am-phai, beautiful, graceful.

10. Cha-nang-non, singing the lady to sleep.

11. Phamon Khlao, the bee caresses (the flowers).
12. Khaek tao, the cockatoo.

13. Phala phianf lai, the hillock reaching only up to the
shoulder, ' -

14. Mekhala yon keo, Mekhala tosses her gem,
13
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15. Weow wai, sparkle.

16. Mayia-ret-fon-nai na pha phon, the peacock dances in
the air.

17. Yod tong tong lom, the tip of the plantain leaves is
swayed by the wind.

18. Phrom nimit, Brahma, the Creator.

19. Phismai riang mon, wedded love.

20. Yay ta, change.

21.  Macha chom sakhon, the fish disports in the ocean.

22. Pra-si-korn-kwang-chak ritthi rong, the four.armed
Narayana hurls his might discus.

Mr. Montrisart then demonstrated the above movements or
karanas with their names sung as accompaniment in one continuous
sequence, showing the movement between poses as well.

Remarks on Raga and Bhava

The rasa concept and the system and use of ragas represent.
ing and reinforcing the emotional image are quite easily
acceptable as a part of the cultural heritage of medieval India to
Thailand via Cambodia.

The use of ragas in Thai music for Khon and Lakhon is not
the same as the Indian classical concept of raga. There is 2 basic
similarity in the use of melody modes which suit the emotional
intent of dramatic situations and which heighten or reinforce the
mood, but the system is rather a set one since defipite
melodies represent definite characters. The division is basically
in three parts according to character type: humans, giants or
demons, and animals. Each of these three categories has itg
special melodies to express the emotions. There may be as many
as five or six melodies for each of the nine basic sentiments,
differing in each of the three categories. To these we may add the
special tunes known as “action tunes” which have been
mentioned carlier. These tunes are traditional set melody modes
and do not have the wider range of embellishment and creative
interpretation that the Indian raga concept contains. This field,
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however, is now undergoing study in Thailand at the Government
Fine Arts Department. The examination, comparison and
classification of these melodies to ascertain their composition in
relation to ragas are yet to be done. This is a rich field for the
Indian musicologist to do research in, and might well yield valu-
able information on the reconstruction of a part of the music and
drama of ancient India. h

Mr. Montrisart then demonstrated the nine sentiments
with excerpts from either Khon or Lakhon, showing the full play
of melody, rhythm, tempo, gesture and movement appropriate
to each.

Notes on Demonstration of Raga and Bhava

Sringara: One of the melodies showing the erotic sentiment
is klun-kra-thob- flung, meaning ** the wave curls along and breaks
on the shore . The song is from the Lakhon presentation
¢ Vivihaphraimuth ** written by king Vajirawuth. The words
describe the hero’s love for his beloved. He describes her as being

more beautiful than the divine goddess. :

Raudra: The second melody will show the furious sentiment,
It is taken from the episode *“ The Weapon of Brahma ** from the
“Ramakien”, and is called the ling lod melody, or *‘the monkey
jumping”. The words describe Hanuman’s anger when he sees
Indrachit, the brave son of Thosakhanth, in the guise of Indra,
shoot the Brahmastram, destroying the monkey armies and
Lakshmana or Lak. Hanuman curses Indrachit and tries to kill
him, but Indrachit is mounted on Airdvan and the elephant’s
heads shield him from Hanuman’s efforts. (In the Thai tradition,
Airavan or Airavata is shown with many heads.) Hanuman there-
upon attempts to break Air3van’s necks.

Karuna: The third melody shows the pathetic sentiment and
is called phak o. The last line is in ophi melody mode. The word
“0” means ‘‘to soothe”, This song is in khamphak style of verse
and is from the episode of “The Lady Afloat” from the
‘Ramakien’’. It describes Rama’s 'sorrow when he sees the dead
body of Sita on the sea-shore, It is not, however, Sita but the
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figure of Piphek’s daughter, Benjakiy, who had disguised
herself as Sita.

Vira: So far we have heard songs expressing various senti-
ments as portrayed by either human beings or monkeys. The next
‘melody shows the heroic sentiment of Thosakhanth, the demon
king of Lanka. The melody is called sing-to-len-hang which means
“the lion plays with its tail””.  This is from the °¢ Ramakien ¥,
from the episode of * Hanuman the Volunteer . It describes
Thosakhanth, thinking that he will never win in the war with
Rama; his friends, sons and other relatives have all been killed
in the fight. With kingly pride, he orders his minister to
prepare the troops for battle as it is hig dharma.

Vibhalsa—The character Indrachit is now presented in the

sentiment of disgust, The melody is called ram-rgi or *

: to dance
in thythm®.

While he is making sacrifice in order to obtain the
of the Brahmastram, a messenger comes from his father to inform
‘him that his relatives have been destroyed by Rama’s armies.
He hates the bad news and is further dis
the sacrifice useless. This is from the
of “The Weapon of Brahma”,

gusted because it renders
“Ramakien”, the episode

Adbhuta: The next melody,
wonder, is called phak chom dong, of which the first line is in
.chom dong nai melody. chom dong means ‘“enjoyment in the
forest . The song describes Lava and Kusa, called Lop and Kut
in Thai, playing in the forest; they see many different kinds of
birds, monkeys and other creatures which they have never seen

.before. This is taken from the episode “ The Horse Sacrifice
-from the * Ramakien . »

showing the sentiment of

Hasya: The comic sentiment is sho
lai kway or . “Khmer drives the buffa]
famous story presented in Lakhon

“Golden Prince of the Conch »”, the
- The hero, a golden prince who was
~himself as a black mute. clown,

wn by the melody Kamer
0. It is taken from a
-Nok, « Sangthéng * or « The
episode of * The Polo Match”.
born in a conch, has disguised
half-human and ‘half-demon. His

A posture from Lakhon showing the sentiment of love.

A posture from the Khon showing the grandeur of
reception '

This posture is called *“ yim *’ or smile



The walking of Keyura,

the purple monkey.

t. “Virajai dance *’ :

A posture from Lakhon showing the comic sentimen
This is a posture of I don’t know.
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mother-in:law comes to visit at his cottage and the dutiful son-in-
law shows his respect for her, but in.nonsensical ways.

Santa: The tranquil sentiment- is shown in-the melody
khom yai or * The great Khmer . This is taken from the story
« Phra-Rot-Tha-Sen * from Lakhon-Nok. It describes Rot-Tha-
Sit as he is'seated on the throne for ‘the purposc of ngmg an
audience to noblemen and m.msters

Bhayanaka: The melody showmg “the fearful sentim_ent‘ is rai
nok meaning * to dance ”. This is taken from . “ Sangthong*, a
story of Lakhon-Nok. Having seen the messenger of Indra,
Vishvakarma, enter the assembly, the King of SZmol tries to run
away ;. his queen encourages him to meet the enemy bravely
The ng, full of fear, remams on the throne.

A Note on the Make-up

An interesting and perhaps significant point in this dlscusslon
is the traditional use of an *idealized ” conception in costume,
This is often referred to as stereotyped by some critics for lack of
real understanding and appreciation of the principle of classical
concepts in character portrayal. This idealized conception is a
theatrical device still widely used in the Fast, and at ome time
widely known in the West. The costuming of Italian commedig
dell’ arte characters was quite standardized and to a degree in the
ballet there is a certain < form” observed in the ‘costume of
classic ballet characters. Earlier Greek and Roman comedy - and
tragedy had their masks and ‘“ideal” conceptions, as even in
medieval passion plays and morality plays: there were standard
images removed from the personal, subjective, and made symbolic,
ideal, or immortal. In Japan we have an excellent example Not
only the ancient Bugaku, but Noh drama and to & great extent,
the later traditional’ form of Kabukx, employs the ‘concept’ of the
idealized, immortalized, and toa degree ‘univérsalized, character
image. The image was developed and has grown up in Indian
theatre, and subsequently "in Thai and in Japanese concepts, to - .
an almost equal degree of expression. ‘There are - obvioiil areas
of accentuation and dissimilarity, but basically' the developmmu

related, Primarily dealing with _the.supernatural, : ithe - ch"m .
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assume a gorgeous and highly ornamented image. This becomes
settled or set over the hundreds of years of the art’s development
‘and assumes the position of a sacrosanct image concept, greater
and more powerful at evoking emotion than the ephemeral
subjective realistic image. At its most bagijc origins we may find
the primitive urge to embody supernatural forces and “fix" them,
hold them as a power in themselves by symbolism. In any case
the final expression is a delicate and highly refined stylization of
reality and unreality, pulsing and surging beneath with primal
power, yet expressed in a very high form of theatrical art,

- Some Further Remarks on Viiajai Dance

The dance which Mr. Montrisart performed was the dance of
the Eighteen Coronets, or the monkey officers of Rama’s army

in the epic ‘“Ramakien”. The officers and men of the monkey
army may be classified as follows :

1. The Monkey Kings.
2. The Eighteen Coronets or sub-commanders,
3. Tiew Petch, of the next lower rank.
4. Chung Kieng, of a still lower rank,
* 5. "Khen, or the ordinary soldiers.

Tn the Khon, or masked play, the march of an army towards

~ the battlefield begins with the entrance on the stage of monkey
soldiers or Khen, who perform simian antics, Then warriors of

_higher rank appear in succession, to be followed finally by the
-Commander-in-Chief who makes a final inspection of the troops.,

. The original music, tempo, poses and movements,
the monkey antics have, through the years, been subject to certain
 refinements and modernizations.. In full Dberformance there would
be 25 actors performing this Virajai Dance. Of the different
classes of monkeys Mr. Montrisart took for demonstration the

part' of ﬂic’ purple monkey knowp as. Keyura,

and even

Theé movenents showed the antics and restless character of
- a monkéy. his display of" str;ng;h,. the instructions to the other
. monkeys, and finally. the marching off to the battle, - - ..

‘“Virajai dance ”’: The posture of Keyura, the purple monkey,
playing with the fly which was caught.

< Virajai dance '’ : Keyura is showing his strength to the
enemy monkeys.



‘“Virajai dance’’, Keyura in the posture of ‘“ cha-noi”’ or
‘proceeding’, one of the * Natya Sabta’ or gesture language.

‘¢ Virajai dance ’ showing the posture depicting the

strength of the sub-commander monkey,
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The melody is called krao nok, the action tune used in .
Khon for monkeys proceeding to battle.

‘Remarks on Lao Kra Thob Mai

The melody called lao kra thob mai means, literally
translated,  Laotians strike against the big- poles”. It
is adapted  from a folk tune of North.eastern. Thailand,
accompanying the dance known as ram- -laos-kra-thob-mai, a
popular seasonal entertainment of certain of the North-eastern
regions. The song describes the beauty of the moonlight. On
this lovely night, the girls and boys come to dance together.
They sing and dance in the moonlit night which, with its cool
breezes, refreshes them. The orchestra is the wong piphai
khreraug hi, also assisted by two musicians whio 'strike together
two bamboo poles.

Remarks on t.ao Phaen

The Lao phden is a solo plece and, as in the case of
most musical compositions performed thus, it is exploited
by the musician to display his improvisational and
creative skill. There are only two musical instruments which
are really suitable for rendering the Lao phden meldoy and
they ace the chakhs, a kind of lute, and pi nai, a kind
of pipe. It can be played melodiously on other instruments
also, but not so perfectly. It is understood that this melody
was composed not less than eighty years ago for the performance
of «“ Pralaw ”, 4 play written Uy the late Princ¢ Naradhip. It -
was later adapted for danéing in groups. The tune describes the
enjoyment of boys ‘and girls when they perform together the
folk-dances of the North-western regions of Thailand, ~
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TWO SONGS FROM THE RAMANATAKAM OF
ARUNACHALA KAVIRAYAR

Edited by

Sangita Bhushanam S. Ramanathan

Note :~In his monumental work, Manali Chinnaswami
Mudaliar has given in Staff Notation not only a number of
Tyagaraja’s kritis but also some rare songs of Gopalakrishna
Bharathi and Arunachala Kavi. I have rendered in Sarigama
notation two of the songs from Arunachala Kavi’s Ramanatakam.
The first is the Todayam in Nattai and the second is a song in the

rare Raga, Dvijavanti.

The quaver has been represented here by a full note. The
style of execution has been given as ‘ Andante’ which means
‘going at a moderate pace’. So the songs are to be sung in

madhyama kila.
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BOOK REVIEWS

KATHAK NRiTYA: By Lakshmi Narayan Garg.
Publishers : Sangita Karyalaya, Hatharas. Price
Rs, 8/-.

This is indeed the first book on Kathak which attempts to
deal with this dance-style in detail. It has been written by one
who has been associated with the practice and propagation of this
dance-style for many years. The Sangita magazine and the
Sangita Karyalaya has made a serious and sustained effort in Hindi

to propagate the correct understanding of the arts of music aad
dance in North India,

The author has tried to encompass a very wide field by

including the history of dance in general and by trying to.

include the manifold development of the Kathak style in parti-
cular. Itincludes chapters on the $istrajc tradition and gives
the usual divisions etc. of dance in terms of tandava,
lasya, nritta, nritya etc. ; it has chapters on the different aspects of
the Kathak dance and makes a historical survey of the different
gharanas (schools or traditions) of Kathak,
on how the dancer should do make-up in terms of existing
materials such as lip-stick and theijr shades and another on
neumonics (bols or Sollukattus) of the different schools of Kathak.

It contains a chapter

The material included is interesting,
often informative ; but it must be sajd tha
material shows a lack of direction and sen
for whom the work is intended. 1t appears that the author has
tried to state too much without a proper critical appraisal of
historical and technical traditions. It is not clear whether the
book is meant for the beginner or for the advanced student the
spectator or the performer; there is material for them all, bu; not
enough or sufficiently or lucidly presented to be of help to either,

sometimes valuable, and
t the presentation of this
se of the class of persons

7
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There appears also an indiscriminate use of histori.cal, literary
and sculptural evidence, and sources from the earliest tu.nes to the
18th-19th century are all listed often without chronological order
to establish the great historical tradition behind this dance-style.
This results in far-fetched unconvincing statements like identify-
ing the Mohenjo-daro dance figurine as a Kathak dat.lcer.
Similarly the great dancers of this dance tradition a}re listed
together with indifferent ones and sometimes not of th.ls dance-
style at all (such as the mention of Smt. N. Sarabhai amongst
Kathak dancers).

The author would have done well to seperate first the
academic or sastraic traditions and the oral (maukhika) traditions
and then to inter-relate these, by showing specific instances of
the survival of the one in the other. Had this been done, and
had the author restricted himself later to a detailed analysis of the
Kathak technique, it would have been a great help to the serious
student of the dance-style and would have given the students of
the other dance-techniques an opportunity to compare theirs with
Kathak. As it is, the material presented is certainly confusing, if
not misleading. It would have been interesting to know in detail
how the vital principles of the Hindu classical tradition survived

_in this outwardly secularised dance-form even at the most pessi-
mistic moments of its history, There is enough evidence and
scope for such elaborate analysis.

In defining terms relating to the dance-style there is the same
desire to include as much as possible from different traditions.
Terms like Tukra, Palta, Salami, Kartta of Kathak have been listed
together with general terms like Kathakali, Bhramari, ‘al?kita
drishti’, ®alolita-$iro-bheda’, * Kunchitapada’ etc. There is no

\attempt to state whether or not these movements are used in
Kathak and whether or not the sastraic terminology is part of the
oral tradition. One cannot gather from the author’s enlisting of
the different Bhavas and Rasas whether they are extant in conteme
porary Kathak and if so to what extent.
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The weakest part of the boak relates to the illustrations of (]
‘nayiki-bheda’.  While some well-known and excellent Thy fe
and Karitas have been included 'y (he text, they are poorl "};(;”S
trated by inaccurate line drawings and photographs of ,‘C“_? ‘l us
films. It would have been hegter to analyse ip demi; (bLSz:f:?. in
t?}c names etc. of cach huste, wioq cte.} of the series of };Hi’:s‘tmg
tions from Shambhy Maharajs < fou Gati Gaya Ghaw S) ra'-
There was no place for putting toget! olvam .

. . ter renderings by Shyy
Maharaj and Nalni Jayavant i the same book. yEvcn :}nbo}::

distrehssing‘ is the chapter on "Make-up  for whieh there was no
becasion ina serious treatment. Shades of lipstick from the
market have been listed. 1If something on the ° aharya-abhinayq
had to be said, it should have been restricted (o the traditional
methods. Heyna decoration of the hands and majl polish
cannot be spoken about in the same breath.

The strength of the book lies in the author’s attempt to trace
the geneology of the different gharanas of the Kathaek School and
in the transcribing of the bols of these Lharanas. Here is a genuine
attempt to document as far us possible the oral tradition and to
bring to light the different tafa-compositions of the rich nriteq-
technique of this dance-style. The serious student of the dance can
benefit greatly from the chapter on the *Bols’ ang it will give him
an opportunity to compare his particular repertoire with the
repertoire of the other gharangs. 1t might have added to the value
of the book if some attempt had been made to compare ip detail
these dance patterns and their differet renderings,

Thus, if only the author had avercome the temptation of
including as much as possible and had restricted himself to 5
detailed treatment of a dance-style with which he was familiar
this would have indeed been a major contribution to the critica;
literature on Kathak.

Kariea VATSYAVAN
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ABHINAVABHARATASANGRAHA By Mummadi Chikkabhupala
Ed. by R. Satyanarayana, Sri Varalakshmi Academy Publis
cation Series 4, 1960. Pp, Ixii, 325, 26..

Price Rs. 15/-.

The book under notice is a compilation on music and dance
and has been known from a manuscript of it in the Oriental
Library, Mysore, and another in the India Office Library, London.
The latter is as defective as the former and on the basis of the
Mysore manuscript, we have now an edition offered by Sri
R. Satyanarayana of the Mysore Brothers and the Sri Varalakshmi
Academy, Mysore. The publication has been supported by a
grant of the Central Sangeet Natak Akademi.

There are several references to the author whose identity
could be well made out. In the Introduction, the Editor
gives an account of the author, Mummadi Cikkabhupala or
Cikkappa Gauda of Madhugiri, in Tumkur District, Mysore State,
who flourished, as has been shown by the Editor, between 1609
and 1670 A.C.

Unfortunately the text as available now extends to two
chapters only, Instruments and Song, Vidya and Gita. Though
the compiler is brief in his treatment, the text of these two
chapters extends to over 2,000 verses. There is little that the
compiler himself says; the text is made up of passages culled from
other sources chiefly Narya Sastra, Sargitaratnakara and Hari.
pala’s Sarigitasudhakara ; the Ratnakarg alone supplies more than
half the material of the text. This does not mean that the com-
pilation does not contain interesting data. The Bditor has drawn
attention in his Introduction to these noteworthy points, which
include the mention of the drone, Sruti-vadyas otherwise called
Mukhavadya (pp-42-3 of the text). The reference to the drum Dot
is also interesting. Todi raga is mentioned ag Tondi.

Of the works and authors drawn upon in this compilation,
the Svaramelakalanidhi is the latest. We are glad to note that the
Editor has corrected his earlier identification of the Sarngitasora
quoted here as the work of that name by Vidyarapya. Sudhi.
kalasa’s Sangitopanisatsara has since been published in the

23
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Gaekwad’s Oriental Series. The value of works of the nature of

compilations is that the extracts they give will be useful for textual
criticism and reconstruction of the source-texts from which the
quotations are taken. For example, the numerous extracts here
from Haripala could be used for the collation of the text of the
Sangitasudhakara which is not well-preserved,

The description of Voice as an Instrument and its inclusion
into a five-membered enumeration of music are met with elsewhere ;
but the observation in the Introduction that the Kohala-text in the
present  compendium includes it wader  carma-baddha with

percussion instruments is not supported by the text which is itself
not free from corruption.

There are printing errors in the

Sanskrit portion of the
publication.

V.R.

Tue Dance CoMrostiions o THE TANIORE QUARTETTE
Ponniah, Chinnayya, Sivanandam, Vadivel. Edited by
Messrs K. P, Kittappa and K. Pp. Sivanandam, (Ponniah
Kalaiagam, 7, Periapalli Stre.ct, Madras-28.) A Darpana

Publication, 1961, Rs. 8/..

The Darpana release of the text in Tamil
71 dance-compositions fulfils a on
welcomed by musicians, musicolo
ested in Bharata Natya.
for having published this in

script of these
gfelt need. This will be warmly
gists and especially those inter-
The Editors should be congratulated
valuable book of dance-music.

It is to be noted that the Edito
descendants of the famous Tanjore
genealogical sketch of this family of d
opening pages. This is the first book in print mainly devoted
to dance-compositions. This js

packed with 1§ Jatiswarams,
7 Sabdams, 9 Swarajatis, 24 Padavarnas, 2 Tana varnas, 4 Raga-
malika-varnas, 1 Jayali, Swarapadam and 8 Tillangs. The get-up

is good and the price of Rs. cight should be considered moderate.

Every student of music should own a copy aund especially
those who are devoted to dance,

1s of this book are direct
Natyacharyas. A short
ance-masters adorns the
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1t is heartening to note that the Editors are cqntem'plating to
release a Second Part. When the Second .Pa.rt is printed, the
Editors may strive to remove the many prmtm.g errors, a;,d to
spell ragas and titles uniformly (e.g., Kambodi .andd I;a;g kzo;‘;-,
Chakkarvakam and Chakravakam, Yadukulakambodt. an r:zdu ubl
kainbhoji). The pore text primed. separately varies c'ons‘x erz;‘ )t'
from t.hc sahityam printed alongsxde'of .the swaram ; this de ecf
should also be climinated. Also, covsidering the la.rge number 0
songs in Telugu, the student would feel lost witho;t ;:;'o‘})el"
guidance for pronouncing ka, kha. ga. gha, etc.; this defec
should also be made good.

Some of the other drawbacks to be improved may also be
inted out: Where the text for the whole ‘song has been
po’m d. the sahitya, unlike the Pallavi, Anupallavi and Charanam,
prm:)e ’n 1eft out for muktayviswara and Charanaswaras. On ;?age 23,
?ars e:mple the mutilation of the printed sahitya owing to
t:hz is of doubtful utility :

wr or mo &gy Corap @& G Curg
Ty @ srgy gr ll

he sahitya is given again with notation.
This is Superﬁugssljtt;r:ttthe Editors have attempted to give
f s Commenthe first alarippu; the first Jatiswaram and the ﬁ{St
sollukatius fO; Adavu Sollukattu instead of Mridanga Sollkattu in
Sabdan;., If the n pages 4 and 5 had been given, it would have
the ja”swa'am;.) 1. It is a pity that the Editors have not given the
been more help;‘ ) Jatiswaras. Varnas, Ragamalikas and Tillanas.
adayus for all (3¢ mentioned this because these adavus would
The reviewer h~afent the modern vulgar sollukatrus that have
check to so:;:‘e‘:t Sollukattus may and do differ from school to
become Pr '

but at least one standard pattern is worth recording in
school bu

print.

ection there arc some mistakes. To men-

- 11ant 5 . .
In the Jatiswdre e in the Saveri Jatiswargm on page 15

tion a few, the second lin
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should start enr £ 4 an 4 A e & 4 1o instead of ewr A &

ew 4 1 ew & & 1w Inthe Vasantha Jatiswaram on page 18,

the second avarta of the third line should read as follows:

& ; &r or &r or || instead of & ; &r wr o &roon |
In the Hemavati Jatiswaram there are sthayi and karvai errors
combined with wholcsale omission of one complete ¢swaram’.
After the fourth lin- the following passage should be inserted :

B.o usB s hmis s\ B, groub g d Nevd 51

RygruM suvowmaflen 8,50 v sBwhawu gl

B.ou S5 B, &0y & | fg’,@i)rﬁ'd;rﬁ’. th.lF?«}';r'ﬂdu \

ewd g8 8 suwr sums). s flon owfswru gl || oor

Seven Sabdas in Kambhoji are given with a basic melodic
pattern.  Ragamalika sabdas are modern “perversions”. On

page 26 the third line of, the seventh sabdam should be corrected
to read as below :

Baaaps’Ger  Ber gy wiph
wOrrs@Ceuy’ar Guirss LIS Fise ||

There are 7 Swarajatis  The madhyamakala charanas and

charanaswaras are noteworthy features of the dance-iype of
Swarajatis. The seventh Swarajati even features trikala movement

but it is doubtful if, with this, the anga-suddha could be achieved
by the dancer.

24 Chowkavarnas (Padavarnas) are printed here ; these are

in different raktiragas, Anandabhairayvi Khamas, Sankarabharanam
’

Bhairavi, Atana, e\c 1t 1s hoped that the present generation of

dancers and dance-teachers would benefit by this large number of
Padavarnas. Some varnas have dwi and tri sahityas. Regarding
the fifth varnam on page 73 in raga Manohari, the raga has been
erroneously described as a derivative of the 28th Melakarta

(Hrikambhoji) with  the following arohang and avarohang :
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sgmpdns—sndpmgs. It is janya of the 22nd Melakarta, Kharahara-
priya with sgrgmpds—sdpmegrs for its ascent and descent.

Ragamalika (page 72, 121) tail-pieces, swaraksharas p. 93, and
frisragati movement (page 96) in varnas reveal the mastermind
behind these compositions. For some of the varnamettus of varnas
given here, Sanskrit sahityas by Swati Tirunal are known.

The publication of the javali on page 194 is to be welcomed.

The Editors should be given all credit for having brought out
this treasury of dance-music. There is no doubt that the lovers of
music and dance will be looking forward to the appearance of the
next part in the series.

T. VISVANATHAN
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Principal & Professor of Vocal Music—Sangita Kalanidhi
Mudikondan C. Venkatarama Iyer.

Professor of Vocal Music—Smt. T, Jayammal.

Lecturers in Theory & Pedagogy—Smts. M. Sitamma and
Brinda Varadarajan, B. A., L. T.
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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
werking hours of the College are between 11 A.M. and 4 P.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.
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Persons of hoth 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.
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The Model School coaches for Govt. Technical Examination 0
in Music, Lower and Higher. ' »
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SPECIAL CLASS for one year for advanced students is
conducted by Sri Mudikondan C. Venkatarama lIyer.

CLASSICAL BHARATANATYA SCHOOLis also separately
conducted by T. Balasarasvati under the patronage of the Academy.

The Correspondent, The Teachers’ College of Music,
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