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Ane Inaian Express: “The resumption
of the Jourral is anevent of the first
magnitude 1in the musical world.”

The Hindu: ¢ The revival of this
valuable Journal devoted to the study
and promotion of Indian Music will be
weleomed by all lovers and exponents
ot the art.

The Mudras Mail: “We are glad to
notwe the revival of the Journal of the
Mudrus Music Academy (a quarterly
devoted to the advancement of the
seience and crt of music)......Fulfilling
as it does a real need of music lovers
we ure sure all lovers of art and culluré
will support 1t

H.H. The Malarcjah of Dharampur .
“oths Highooss s also delighred u;
read the articles inyour m;eguzl;c which
are undoubtedly very ihteresting and
1itA$:fUC'.lVC. 'Hc is also pleased to read
the roceeqdings !
Musif:J Cont‘:rc%cc..?’f the  Academy's

The Adyar Library Bulletin: The
resumpticn of the publication of this
journal devoted to the promotion of
research in the field ¢f music must be
welcomed by all lovers of Indian culture
The Journal fulfils a real need as it s

lz:S' the_on)y journal of its kind in India."”

solely devoted to music, hus ber oy w
sericus and long-stuading desiders .m.
Though the Sengita, a guarterly “ub-
lished from the Marris  Coll ge,
Luckaow, and the Journal of the M sic
Ac.domy, Madras, (JMAM), were < 1t-
ed iv 1930, poth hod unforiunatels to
he soaperded after issuing a fewe <l
lenr numbers. The re-appe rance & e
JVMAM will therefore be weliomer by
all thoughtful Jovars of Iadior o s
and culrare with no small - 1ooun of
grotinion Too velume vt ryw,
theuyi dated 19340 was purasic b
a few months cgo, and th. rror s ol
soon bringing out the volumes oo or
each of the years 1934 to 1938 roav s
the tiread of its publication from w. :re
it was broken.

“Though naturally it is dev ed
chiefly to South Indian Music, thert ire
features which make it indispensabl Yor
cerious students and lovers of m s
throughout the length and breacti of
India. Publication of original a-t
on music by experts, and cof clis cal
works of Indian music are instance 1o
point. Authorituiive repers of e
annual conferences of the M. s
Academy, Madrus, are to b2 foand 1l
in the pages of this journul, and m-
bodying as they do the dicussion. on
important topics by cxperis .nd

acknowlzdged authornities, they ca
be overlooked by serious student:
Indian music.

“This alone should sufice to d-
the attention of all scholars, soci:

101
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and institutions coacerned with Inlo-

logy to this importunt Journal.

“We wish the Journal a long

.nd

brilliznt career of service to the ¢ -use

of Irdian music. Let all lovers

of

Indian music make common ¢ use

with those in charge of the Journ .i
$ce its growing prosperity.”

1o

S. N. Burtacharva, Benaras Hindu

{University: “A glance at the Index for

the last ten years’ articles in your Maga-
zine reveals to me the keen interest in
music tuken by the South Indians
There is no such journal in the North."

_'The Visva-Bharati Quarterly, Santi-
minetan:  “The present issue 'of this
Journallike its predecessors, maintains a
uniformly hiek level of musical research
The contributions exhibit variety anci
present music as a rich cultural pattern
characteristic of the genius of our
country. Those who care to stud
Indizn music seriously, e¢specially it}sl
Southern Schoul, would be happy to dis
cover that each article in thys Journai
embodies some aspect of faithful re
search in the domuin of music Thi-
Journal should inspire the lover.; ancsl
patrons of Hindustani music to start
similar magazine from the North.” *
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THINXXVIID L MAaDEAs 00 ~1C CONFIRENCE

T

OFHICTAL REPORI

The Opening Dy

St Do S04
Tie NXNXVHIYL Cooterere~ and Muste Festinal of the
Madras Muao Acsdqe

presoses, IS0 Mol s Tt Rovapettsh Madoas-14 from

voweore RoLD oo the Academnys can new

e 200 Docomber T o 30l T ey dues

The Conterence was rre dow over by Vidwan St Alathur
Sivasubrabmuania Iver 0 de ot v ese by S G D Bulal It

was o ot e o oot nemr tedandostn g magnate,
maees Dover ond o e 0 sapd 0 v 1o the Academy,
Tiero wac ey rd attende oo 0t cpenane function,

[ie Cortirence was e od ws wse! by muscians and
musicologits trem o Tl 00 s fiom some foreign
couiries.

Opening Function

On arrval at e premases of i Academy, St G D Birla
was reconed by thie Searctinies Lnd Members of the Exccutive
Coemoutee od toe Taport Commuttee of  the Academy,
Dr. V. Raghavan, Secretiny ntreduced the distinguished vasitor
1o the Viee-Preaderts and  the members of the  Lxecutive
Committee, 'he Proside tof the Conterence Vudwon St Alathue
Sivasahrabimaria oo cnd merbers of the Eaperts” Commattee
of the Al e
te President of the Sadus o7 e Centerence ard other dis-

Cths HonThle Moo Bistice MO Anantanarayanan,

neganhed goosts ATter ptnodaction there was a group photo
chen with the Jompuneted Cpener of thie Conference and the
Precdents of the Contersocan tihe Sada Str G, DL Birly was
e tahen oo the rew anditoimoot the Academy,

[he provendings began with praver by the students of the

Feaciiery’ College of the Munio Academy



2 THE JOURNAL OF THI MADRAS MUSIC ACADEMY [VoL. xxxvi

Sri T. V. Rajagopalon, Secreinry, read mwessage received for
the success of the Confererce and the opening function

H. H. Sri Sankaracharya of Kanchi Kamakoti Peetham sent
his blessings and also special prasidam to  the distinguished
opener and the President of the Cor-ference.

The Vice-President of India, Dr. Zukir Hussain sent his
best wishes for the success of the Conference.

The Governor of Madras, Sri Chandra Reddi said in his
message: The Music Academy, Mudras
for its devatad servic: to the causs of music for a long number
of years. Its annual conferences and concerts have proved quite
popular in the City. I wish it evory siececs,

deserves our admiration

His Excellency, the Governor of Gujarat, Mr. Medhi N

; i awaz
Jung sent his coneratulations 1o the Music

' tion Academy, Madras,
on1ts most excellent activities and best wishes for the success

of the 38th Conference.

His Highness the Mahrraja of Travancore, one of the
Academy’s Royal Patrens said in ihe course of hig message: The
Music Academy, Madras, due to the devoted s

. ervices rendered by
the Presidents and Office-bearers during the past 38 vears has today
£ A yod s «

beeome not only the premier institution of itg kind in Madras but
has become one of the leading instiiutions in India, devoted to
the cause of fostering music and finc art« in oyr country. | send
my best wishes to the 38th Conference and 4150 for bright futyre
to the Music Academy.

is Highness the Muharai: "Bhav:
H 2 s t” Maharajah of Blavanagar, former Gover-
nor and Opener oi onc of the Academy’s former conferences

sent a telegram wishing the 38th Conference bej
ing o
Sti G. D. Birla, every succcss. & opened by

The Union Minister for Food and Agricuiture

¢, SriC. §
. . ’ - Subra-
maniam sent best wishes for the syecess of the COnfcren;
- ! e

the i lages: ini
and concerts. Sri O, V, Alagesan, Minister of State, New

Delhi sent his message wishine t F
: g Uhe success of the progra
the Conference. Programme of
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The Minister for Community Development and Cooperation,
Sri S. K. Dey, sent his best wishes to the 38th Conference.

Dr. C. P. Ramaswami lyer, Vice-Chancellor, Annamalai
University, wished the function all success.

Dr. Henry Cowell, distinguished American composer, and the
author of the Madras Symphony dedicated to the Music Academy,
Madras said in his message: This time of year we turn in thought
to the great conference of the Music Academy. We long to be
there; it is the world's greutest Confercince and we greet it as
such. My personal news is thut during 1964, I fimshed my nine-
tecnth Symphony. Back of this stands the solid rock of history
of carnatic ragas and talas, helping iny creative wish, always, to
integrate the highest imusical elements of kast und West., With
our Jove to the members of the Confercnce.

Dr. Johanna Spector, Director, Department of Ethnomusi-
cology of the Jewish I'heological Seminary of America, New York
wrote :

I had the privilege to attend your Conference, the magni-
ficent musical events which fascinated me so much in December
in 1961. May [ wish success to all the participants, scholars, and
performers alike who are uuiquely qualified (o express the genuine
spirit of India. 1, as a stranger was dceply impressed by the
beauty of the music, the sound quality of the insiruments and
human voices. I also admired thie audience who would follow
every move of the performance admiring, rejoicing or applauding.
Attending your Music Conference was one of the great
experiences of my life and 1 shall not easily forget 11,

Dr. Thomas W. Simon, formerly Cousul General to the U.S.
in Madras wrote: I wisii that this conlercace will oce the finest
that the Music Academy has brought to Madras. My son was
full of praise for the new Auditorium of the Academy and I am
sure that it enhances the charm of the Conference. 1 do not recall
going to a Conference of the Academy that was not a genuine
treat and grand experience. 1 rejoice in the memories of those |
was able to attend and for those who can attend this year.
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The following former Presidents of our Conference sent
good wishes: Bangita Kalanidhi Sri Rajamanickam Pillaj and
Sangita Kalanidhi Sri Marungapuri Gopalakrishna lyer,

Among many other musicians, who sent messages were:
Dr. S. N. Ratanjankar, who bad participated in many of ou;
Conferences, says in lhis message: May « day dawn which will
reveal Shankarabliaranam in Biluwal and Bilawal in Sf k ‘
bharanam. ankara-

Messages had also been received from the United States
Educational Foundation in indw, New Delhi, Dr. Roerich and
Mrs. Devika Rani Roeniciv und other musicians and members

Sir T. 5. Rajam, Vice-President, who presided over the
opening function, expressed the grutification of all those assembled
there and the citizens of Madras, at the visit of $ri Birla to Madras
after 32 years. He said that tuey had all been looking forward
to this visit and his aceopiunee o ihe luviation of the Academ
which had been with him tor some years. He paid a tribute t)(;
Sri G. D. Birla as a great industrialist and one who had abidip
faith in the bigher values of life. Sri Rajam then calied upoﬁ
Dr. Raghavan to present the welcome address to the distinguished
opener of the Conterence.

Welcome Address

Dr. V. Raghavan, Seccretary, then presented the Welcome
Address to Sri G. D. Birla on behalf of the Music Academ
Madras. He said in the course of the address :~- b

“Dear Sir,

May we eipress to you our most sincere gratitude for your
agreeing t‘o ppen our 33th Conference and Music Festival this
year. This is the fourth conference we are holding in this pew
auditorium of which the foundation stone was laid by the lat

Prime Minister Pandit Jawaharlal Nehru. This is petha s?he
largest of its kind in the country and is a monument at otl:ce oef
O}Ir preserving endeavour, the generosity of our fricuds and th

vision of our Vice-President, Sti T. T. Krishnamachari o )
request to you was made, as you may reimember, some ye;us augro
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and we are glad that it has been possible for you to accept our
invitation and go here and inaugurate our Conference and Music
Festival.

The Music Academy, Madras was founded in 1927 as an out-
come of the cultural annexe of the Madras Session of the All-India
Congress. Distinguished leaders, publicists and educationalists
in the country have been associated with this organisation. At
that time when all cultural activities had to be carried on by
voluntary effort and by public support, we slowly built up this
organisation and its diverse departments of work. It was no easy
task to assemble all the aged repositories of the traditions of the
art available at that time and organise what still continues to be
our forte, the Conference and deliberations of our Experts’
Commuittee, through which we have codified the large body of our
Ragas, discussed the compositions of our outstanding composers
and examined all the basic techuical concepts of the science and
art of music and its performance. What we have done could be
seen in the thirty-seven volumes of our Journal, another solid
monument of our labour, on the academic side, as also in the
series of publications which we have brought out, We have
taken a whole view of Indian music and kept Hindustani music
within the purview of our Conference and more recently towards
the further broadbasing of our work, we have been affording
opportunities for the participation of musicians and musicologists
from the West. 1t has been observed by those who have partici-
pated in our Conference from the North as well as from abroad
that our effort here stands unparalleled.

This may be obvious to you because as a connoisseur in
music and one possessing practical knowledge of the art, you
have had occasion to know the gatherings in the field of music in
different parts of country, particularly in the North. Indeed you
have helped all such cultural and educational institutions in the
country. Thename of the house of the Birlas will go down in
Indian history for the extensive and the munificent benefactions
they have made not only in the fields of industry and technology,
but also in the cause of the up-keep and development of religion
and education. Pilani, the Planetarium, the Industrial Museum,
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each one of these will bear witness to your liberality, as well

to your deep interest in tie spread of educaiion xnd tf;c ;ievcloas
ment of knowledge. The national poet of India, Kalidasa, g o
of his royal heroes that they gather riches for giving’ av:'lys
and that, as with the clouds, so with the large-hearted on:sy
taking is only for giving back : &1713 amafanm, suzi fi ﬁmnfa;
gal aigaitdd.  The crest-jewel of South Indian literat

the Tirukkural, says: “‘cedal nunru”, <o give is be;ltrf'
Your long and intunate association with Mahaimaji pas w.
believe, deepened your being and coniribuied (o your evolved ind

. - S T il
and its abiding faith w tue igher values o e, [hys is fd 1d
. L ’ evident
not only in your pudlic work but ulso in your wnungs in Hingj
ndi

and Euogiish,  Fhae uesi President or {ndia wity whom yo

. ‘ * U were

no less wmtimate said @ you became “hke a ciijld of Gandhij » ;
7 an

one **im whor the seed ui his teachungs foy
ound a well
-prepared

field any his message a ready response.”

South India is a haven of cullure, and has beeg the sprj
board of repaissunce in our hisiory during periodic comui:sg-
when our cultural foundations were shaken, Even so, in s per n;
of transition such‘as We are passing through when we are adjustl'o
our precious herllage 1o ine needs ol modery developme 1?g
there 1s a great need Lo help, preserve and foster al) those xdn >
logies for which s country hus siood theough the centu lco-
Y ou have busipess Interests in tie South, but oWing to the \:Zs
range of your work, you have not been aole to visit thig par: i‘
the country as often as you might desire to do. The mors Oo
comes here, the more full and deep will one’s discovery of lndl}é
become. ia

Sir, we shall cherish this visit of yours to oyr Institutj
We now request you to deciare open our thirty-eighth Con o

, . fi
and Music Festival. crence

We remain, Sir,

YOUR FRIENDS AND ADMIRERS ¢F
THE MUSIC ACADEMY, MADR4S
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The Address was presented to Sri Birla in an arfistic silver
casket in the form of a South Indian Vina.

Rising amidst cheers, Sri G. D. Birla said in the course of
his opening address :
“ Dr, Raghavan, Mr. Rajam, Ladies, Gentlemen and friends,

It gives me great pleasure to come and inaugurate this
function. I frankly admit that when T was asked to do so, 1 was
rather nervous because a number of eminent persons have inau-
gurated this function beforc me and having regard to the fact
that T was not fully qualified to inaugurate this kind of function,
I was very reluctant. In fact, T tried my best to escape from
this, but some of my friends who are here to-day especially,
Mr. Rajam, Mr. Ramnathji Goenka, Mr. T. T. K. and others com-
pelled me to take this task and I thought I shall face this ordeal.
So I have conie.

It is true that I am coming to Madras after 32 years, not of
course to the South as such, I had been to the south more than
once on my own work. The very first visit in 1916 was not very
pleasant because immediately after that, I had some political
complications with the Government of that period and I had
immediately to go underground from Madras where Iremained
for two months until 1 found I could reappear. Those were
difficult days.

You started in 1927 which means you started this institution
eleven years after my first visit to Madras but of course all those
days were quite different and many of you could not even re-
member what sort of town it was in 1916.

I feel rather reluctant to say much about music. My only
qualification is that I am fond of music. 1 don’t say this just in
convention because many people just say that they are fond
of music. I am really so. I would not however try to say
something which I do not know. Your committee is composed
of many eminent musicians and therefore it will be foolish on
my part to talk on music. All that I can do 15 te pose some ques-
tions which you may consider in due course. Among your activi-
ties, I find that you are teaching music and dancing, It may be
possible for you to exchange your knowledge with North India
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on their Ragas and Raginis. All the same, there is some difference
i the method of your singing which we cannot adopt and which
if [ muy say so, many people do not even appreciate. Similarl;
you here might find it difficult to follow North Indian music and
fully appreciate it. A time would come when all of us should

learn what is the best in South Indian music and what is best in

North Indian music. But it would be very intcresting to the

students of music if we tell them what sort of instruments existed
before two thousand years back when Narada and Sarasvati
played on Veena. Ravi Varma painted Sarasvati as playing on
vour modern Veena. Now this question of research as to what ,Sort
of music there was when Lava and Kusa sang the Ramayana, is
very interesting because Ramayana is rather difficult to s,ing
unless of course there was a different method. These are some
points which require research.

I find that you are already issuing a Journal whicl
interesting. Therz are some journals also in North India. If there
was exchange of views us to what standards of music existed

thousand years before or even five hundred years before, it
would be very instructive to know. ’

1is very

I was toid by my cminent friend here that an inscription by a
king on music has been found in South India, which has not béen
fully interpreied. It will throw light on the position of music of
that age. There is another question which is worrying some of ys
I am not quite sure whether it has been WOrrying som .
also. I take an optimistic view on the question whether
music will survive at all.  Gradually those w}
music, Gulam Ali Khan, Kesari Baj and others wil| gradull
disappear. What will happen to classical music in futyre weud)'
not know. Perhaps those who can sing classical music’are o
fully rewarded. Those artists in those days were patronisedﬂgt
the ruling houses. I do not know whether it is possible to tak y
optimistic view of the future of classical music but it will be 5 e an
sad day indeed if classical music disappeared, which I hope j
will not. During the last few centuries, there has been no (Il)e it
lopment in music. We had in the beginning Dhrupad G”izalc'Ve-
so on. Now of course, all this is overshadowed by Ci:l’em‘a dl']d
I do not know whether I can call that music at all. Al thems:sr;ce,

e of you
classical
10 sing classical

very
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youngsters like that sort of music, which is really boring. T find
it difficult to stand it. Still they call it music. This sort of
tendency is found even in the foreign countries. Is it develop-
ment or is it deterioration, I do not know. Those like myself
would strongly disagree when it is said by somebody that the old
classical music is boring. What is being sung in Cinema is very
short-lived ; what T used to hear of that ten years back has com-
pletely disappeared but classical music is siill surviving. These
are the points that 1 am posing before you; I am not giving any
opinion. But 1 hope your institution will examine the situation well
and see that you maintain the purity and tradition of old music.

Fortunately many more institutions are coming up in North
India and in Culcutta, I find some of the enihusiastic young people
including my cwn son are setiing up a big hail. Probably inferior
to this hall of yours, although more costly perhaps, there are many
coming up in Deltit and Bombay wso. I hope there will be
exchange of knowlcdge from South to North and North to
South. if good Journals are issued giving ihe activities of all the
institutions, it will be possible to co-ordinate the efforts of the
music lovers, I hope also that there will be exchange of students
between Souik and North so that your knowledge will be imparted
to North India and the knowiedge of North India can be imparted
to South India. That is the best way to integrate the whole
country. When I was heie in 1916, there was more difference
between the South and North. 1 do not find so much difference
now and it is becoming universalised. These are some of the
points which 1 put before you.

In the end 1 should like to thank you again for giving me an
opportunity to come to the south and especially to Madras and
having the pleasure of inaugurating the function. 1 hope and
pray that what you are doing will progress in future more and
more. [ hope, although 1 am not young but old, but still 1 hope,
I wall have the pleasure to come again to Madras, in which case 1
will have the pleasure of seeing the further progress made by you.
1 wish you all success and I can assure you of my sympathy, I
find people are complaining today about Ligh taxation and

difficult days. Yesterday when I met your businessmen, I found

that they were also complaining about the same. This shows

2



16 THE JOoURNAL O THE MADRAS MUsIC

ACADEMY  [VoL. xxxvi

India is integrated by its common difticulties.
country through music because in thes
when all the time people ¢

Let us integrate our

e days of strain and stress,
alk of nothing but ¢
formation, frankly I get deppressed and [

escape is that if you can find time to ljst
yourself and play with childsen, you will
I trust you will succeed in introducing hu
serious and learn to forget the worries,

the Puranas you will find there w
worries and Pandavas had their o

kings had also their worries. Therefore, if you have any worries

and if you are all the time so serious, you shoyld find a solution
and introduce song and humour ang love. I think that music
can help us a lot in this.

aXation, capital
get bored. The only
€0 1o music and sing
forget alj the worries.
mour when yoy are so
When yoy look into
48 no period without any
N worries and a)) the big

I thank you very much once again {or inviting

me to be here
and I can assurc you my full symp

athy.  Thank you again.”
Sri G. D. Birla then declared open

the Academy’s thirty-
eighth Conference and connected festiyq] of

music and dance.
Vote of thanks
Sri K. R. Sundaram Iyer, Treasurer, t

having accepted their invitation ang inau
Conference. He then requested Sri Rqy
announcement,

hanked sri G.D. Birla for

gurated thejr thirtyeighth

mnath Goenka to make an

Sri Birla’s Donation
Sri Ramnath Goenka announced that $ri G. p. Birla would

be happy to meet the cost of (he air-coy
auditorium of the Music Academy which

might cost aboyt Rs., 3
lakhs. The announcement wag received wit

ha tremendoysg ovation.

Election of the President

Sangitha Kalanidhi Sri T, 1, vy
that Vidwan Sri Alathur Sivasubrahm,
of the thirtyeighth Conference of the Academy, His proposal was
seconded by Sangita Kalanidhis §yj Musiri Subramania Iyer and
Sri Mudicondan Venkatrama Iyer and also by SrikK. Chandra-
sekaran.

Vidwan Sri Alathyr Sivasubrahmani, Iyer then delivered
his Presidential Address in Tami),

enkatarama Iyer proposed
nia Iyer be elected President

CE 11
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Presidential Address
by Vidvan Alathur Sivasubrahmania Iyer

I must first pay my sincere respects to the Opener of the
thirtyeighth Conference of the music Academy, Madras, to the
Vidwans and Vidushis and the music-loving public who are
assembled here. I have also to express my gratitude to the
Academy for having elected me as President of their thirtyeighth
Conference. The honour which the Academy has done me
belongs to my father and teacher Vidwan Venkatesa Iyer and to
Vidwan Pudukottai Dakshinamurthi Pillai who took great inte.
rest in my progress as a musician and on this occasion, my
thoughts go to them in reverence. Next, I have to mention that
it is because of the affection and good wishes of my elder, Sri
Srinivasa Iyer, who has been with me from my young days when
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we learned music together and with whom 1 have, to this da
been inseparably associated m  all my concerts, and music}:l
career, that I am able to occupy teday this chair.

The Music Academy, Madras has been serving the cause of
musiC. for the past thirty-seven years. In addition to 5 fo
guarding the traditions of the Lakshana and the Lakshya fsat:-
divine art of our Carnatic Music, it has also been prorz ti ;
Hindustani music, Bharata Nutyu, Western music and also do ma
to some extent. It bas been contribuiing o the appreciatic:‘ame;
these by the lovers of art. The art of Carnatic Music whicrfll ;
divine in its nature has been given to us as a great tr .
enriched by the compositions, brimming with devotion zisr}:e
great .composers Purandharadasa,  Tyagaraju, Muth’uswa C
Dikshitar, Syama Sastrigal, Maharajah Swati Tirunal and othe m;
who have codified the Lakshana and Lakshya of the art Th rdS .
conserving and cherishing this heri:age of compos-itioe ;“y
fallen on us and it is our duty to learn these compos 'ns z'ls
the proper form from our teachers and to sing tII)Je mt("ms o
adoration of the Lord and the delectation of the ub[?' ey
songs of our predecessors arc in a large mass oi? Rlc. e
several of them are not being kept in vogue, Itjsp ey oo
render rarer pieces also and muintain their place ip lhecessary N
Thereby the characteristics of several rare Ragas ¢ SCOHCQNS-
texts of several of these out of the way composi;' . o
come well understood among the listeners, o ould be-

The great composers have sung their soulful co it
in different languages. It therefore behoves ys ¢ mpc')smons
selves with a certain amount of knowledge ip ?5 quip our-
Telugu in addition to our own mother tongue. ansieit and

It is not correct to say that it is not necessary to
Ragas other than a few important or wellknown render th-e
true that we should sing and give Prominence to (;Ees. It is
important and well-known Ragas. Indeed in some pi ese mo‘re
certain Ragas, certain Vidwans naturally gain g s eciPl‘eces an§ in
for their renderings. It is also truc that by c‘::ls:-a reputat%on
by distinguished singers a certain polish, pe:rfectionlelt e cering
come to certain Ragas and the sensitive listeners Z?V‘:d;ulllnes;
ays loo
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forward to those beauties while listening in the concerts. Apart
from all these, as the great composers have laid distinct excel-
lences in almost all their compositions, it would really be to the
distinction of a musician if his repertoire is large and includes
these rarer pieces which add to his knowledge, experience and
maturity.

The practising musician should have a distinct style of his
own. Those who are in the forefront of the profession to-day,
it may be noted, are all well-known for their distinct styles.
It is on these that their prominence rests. Younger musiciaas of
the future shounld know this.

To-day music is greatly developed ; radio, music schools and
colleges-all these have come into being. All this would not mean
that the standard of music has gone up. Those who had trained
themselves in the traditional Gurukula method and cultivated
music with reverence and devotion and whom the Gurus bad
really blessed, it is their ceaseless toil in this way that had borne
fruit for them, The desire to learn music has grown tremen-
dously today. Along with this, the devout approach to the art
must also be there. There is unfortunately evident a hasty
desire to get early prominence. Nor are the teachers able to say
that the pupils have gone out of their hands afier complete satis-
faction. Therefore, if the teaching and training in the modern
schools follow the old Gurukula methods and if the conditions
avallable in the schools are so devised, we may say that the
music of the coming gencration would be sauisfactory.

The singing of Pallavi to-day 1s unfortunately 100 quick and
short. It appears as if there is a feeling that this 1s a part of
the concert which should have to be somehow gone through or
got over. Raga, Tuna and Pallavi are the mark of Vidwanship.
They are the core of the concert. 1 very well remember how at
the instance of the late Kasturi Srinivasan, Vice-President of the
Academy, the Academy requested all senior musicians to accord
adequate time and space ia their concerts t0 Ragan, Tunam and
Pallavi. We cannot forget the great Vidwans woo had specia-
lised in this fisld asd bestowesd thereby a distiaction to the
Cutchery style-Aandanallur Subba Iyer, Veenai Subbarama Iyer,

8
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inculcated. The iae.bod of oluen 1y
colleges should be fashioned accordingly. If students are (o be
trained as Vidwans and Vidhushis fit 10 give concerts, it would be
necessary to appoint as teachers in these institutions outst
artists who have distinct siyle and ability.
to their pupils the same enthusiasm,
in music.

cution as in
d be Properly
thise schools and

auding
T.hcy should impart
hope, dignity and devotion

Scholarst.ips are now awarded by Governraeat to youngsters
to learn music. Threc mutters are (o be noted here. Ope the
number of scholarships avaiizble may be more : secondly ’only
those with some abluence and can learn music even Wi’thout
aid, seem to be getting those ;,cho‘.arships, and those who
really stand in nced of this aid becuuse of their ceonomic positjon
do not seem to get it easily; thirdly, although there are man
leading Vidwans capable of coaching and guiding these scholar{
ship holders, it is a pity that just a few Vidwans alone continue
to get a large number of these assignments, Apart from other
Vidwans and other styles being by.passed, it may be noted that jf
there are too many pupils undes one, it would not be possibje for
one to train them properly.
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In institutions which are set up by the State for the manage-
ment of music, there is 2 tendency for the saime set of members to
continue, sometimes, :te existing ores nominaiing or re-electing
themselves. I think leading Vidwans who have a position in the
field should be associated viti these bodies in larger numbers and
every time a new Council is formed thore should be a certain
percentage of riew members,

There are some agifations in respoct of the relays arranged
by the All India Radio. It wculd be necessary for the Radio to
give greater assistence th.ough relay fo musicians who have not
attained some prominvnes, for exo mple, Y would insist that the
All India Radio relay the 2230 snd 7-30 scries for the juniors in
the Conferences of this Acadoiy,

If in the course of 18 se romarks, Dhave said things acceptable
to you, : ou may tuke dvina ior your vonsideration ;) the rest which
may not be feasibie may be overlooked.

It would not be possible to mentior another institution like
the Music Academy, Madras, which had made continuous and
solid contribution to music for an unbroken period of thirty-
eight wyears like this.

Whether it is in the Central Academy or in other bodies,
whether it be in oflicial or non-officia) channels, whether it is in
the A. L. R. or elsewherc—all efforts for the promotion of music,
which we now know are liicr to the pioneering efforts which this
Academy had made. Tlis auditortum in which we are now met-
let me hope - isone of the many achicvements of the Academy to
come, in thc ycars in stere.  In s szpvice to the ceouse of music,
may this Academy fiovrish ever mere! This is my prayer to the

Almighty.
May I request 2l the Vidwans present 10 co-operate with me

and conduct the discussions of the exnerts’ Commilttce which are
to begin from tomorrow me, ning.”

The Opening function came toa close with a recital on the
Nagaswaram by Shetk Chinna Moula and Party.
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The Conference Souyenir

The Souvenir which was published on the
thirtyeighth Conference gave, as usual, complete account of th
activities of the Academy and the annotated Programmes of the
whole Conference-the discussions as well us the concerts od the
recitals. It carried also the usual pictorial Supplememanf :;le
famous composers and the distinguished persons connecte((; { }‘:
the Academy’s Conference and 3 number of articles on v_vlt
subjects of music—The Padas of Sii Swatj Tirunal by Smt Vl;lr.lous
Varadarajan, two Apurva Ragas, Parasu und Homir b .s rm.da
Kalanidhi Mudikondan Venkatrama Iyer, a biogr;{phiC' ly angita
the well-known Nagaswara Vidwan Semponnar Ko‘\l/'lnou o
swami Pillai by Sri T. Sankaran, Prescrvation of Clas l Rama-
positions by Sri K. Chandrasekharan, Raga and Rg :1;:31 Com-
Kumari S. Seetha, Indian Music in the Uv. S. by Drg]; u‘pa by
the Violin and Dwaram- a tribute tn Pro."choJr v . kagnavan.,
Naidu who passed away on the eve of the Cont en ataswam%
C. Seshachalam, an aceount of the Kannada singer azl;lence~by Sri
Kanaka Dasa by Rajasree, and 3 biographical sk tcl?mposer
Vidwan President of the Conference Sy Alatbur Siva etch of tl'le
Iyer. subrahmania

occasion of the

Agenda of the Conference

The following formed the agenda of the

. . Ex ’ .
meetings of the thirtyeighth Conference . perts’ Committee

1. Talks & Demonstrations :-—

(i) President Sri Alathur Sivasubr
Sri Srinivasa lyer.

(i) Sangita Kalanidhj T. . Venk

ahmania Iyer & Vidwan

atrama Iyer—§rj Dikshji-
tar’s Kritig,

Mudicondap Venkatarama
Neraval yng Tana,

Budalur Krishnamurthi Sastrigal.
Goty Vadyam,

Yyar—Raga, Nana-
of Tyagaraja,

(ii1) " .
lyer -
(iv) " v

(v) Vidvan Madurai Subrahmanya A
Tana and Little Known Kritis
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(vi) Vidvan V. V. Satagopan—Sastriya Araichi.
(vii) Vidvan T. N. C. Venkatanarayanacharyulu
~—Sangita-Sahitya-Sama-aikyam.
(viii) Vidvan Nori Nagabhushanam, Hyderabad--Violin as
‘Solo’ and ‘Accompaniment’.
(ix) Prof. R. Srinivasan—Future of Karnatic Music.
(x) T. Sankaran & T. Viswanathan-Javalis.

2. Presentation of Compositions :—
(i) Papanasa Mudaliar’s Compositions—Vidvan Srivan-
chyam Ramachandra Iyer.

(ii) Sivagiti of Rama Panivada of Kerala—Paper by
L. S. Rajagopalan and Demonstration by Vidvan
K. S. Panchapagesan.

(iii) Chidambara Bharati’s Compositions and style and
technique of singing according to Mazhavaraya-
nendal Subbarama Bhagavatar—Dr. P. C. Sitaraman,
Madurai.

(iv) Vidvan Nerur Srinivasachariar’s Compositions: Smt.
Ranganayaki Ramanujam.

(v) Sri N. S, Chidambaram’s Compositions: Vidvan
S. Balasubramanyam.

(vi) Sri “Andavan Pichai’s” Compositions :
Vidvan Master Chandrasekharan.

3. Laya, Pallavi, Tala & Mridangam:—
(i) Konnakkol—Vidvan Mannargudi Vaidyalingam Pillai.

(ii) Jati-nadai apoorva korvaikal on Mridangam and
Kanjeera—Vidvan Tiruchendur Ramayya Pillai.

(iii) Pallavi—Vidvan Vidyala Narasimhalu Naidu and
Chandrappa.

(iv) Pallavi—Vidvans Tiruchi Swaminatha Iyer and
Madurai Krishna Iyengar.

4. Raga :—
Saranga Ragas—B. Subba Rao, Mysore,
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5. Papers :—

(1) Influence of Hinduuiuni

and Western Muys;i
. . usic eon
Kernaric Music-Vi

fvan N. Riijzvg()pg]an’ BA

(i) The Problem of Couvinuity iy
B C. Deva, Delhs,

(iii) Rare Ragas aod other Music Mater;
in Sarasvatt  Mahai—Srj
maniam, Tanjore.

(iv) Svara Pallwi ond

vans, Vijayuwad:,

Music and Srutj—

4 al in Manuscripts
I G. Ananta Subrah-

Jakki, i D ruvuluy—y. Satyanara
(v) Efizet of Music 01 Matter, Man g

nd Mind——
chainn. C. Sesha.

6. Hindustani Music -
() The Background of Padavali K

e B Irtan of Bengyl
Prajnunananda, Calcutta, )

Swami
(1) Lochana Pandit’s Ragatarangini—
Sri C. S, Pant, Dothg Un.iversity.
(i) —Prol. G.H. Ranade, Poony,
7. Western Music :—

(i) Talk and Demonstraiion on

Piano—p
i —Pr
Kenneth Wentwarth, US, of. and My,

1i) The Chants in  MMediovn
( ) : ‘ i ICdLVul EU"ODCIH’] MUS‘
B. Hizgins, 1.S. '¢—Jon

8. Any other subject o be taken ui
approval. '

)l

dthe Prcsident’s

Experts’ Committee Meciines
T+8 FIRST DAY
21st Diocember, 1964
PPN ' Ba Yiewn . .
The meeting of the lxperty’ Committae j
the thirtyetsl:h Couferer e

1 connectj .

[ . SReon witt

Of the AMuaie A ith

; : st Musie Academy begin t

at the Music Academy ouldis o Vidwan Aj >f to-day
. P S X 4 ..

subrahmaunia lyer, the Prosident athuyr Siva-

.
i the Clair T}
. -U1air. The .
began with a Prayer. “ Proceedingg
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Sama Gana

Continuing the practice bezan last year, Dr. Raghuvan said
that they had arranged this year to begin the proceedings
everyday with a half-hour prayce--ccital and for this they
bad arranged this ycar for prosentation in g bistorical sequence
the music of Samagana, Tovarar: and Tirnyeimozhi eic. The
procesdings opeuned with the reertal of Sunnisuia by Sri Rama-
natha Dikshitar with Vidven Sri Piclumani on the Veena. Sri
Dikshitar rendered eight Samars in icost of which {here was a
range of five notes, the sixth oscurlaz very rarely. The Presi-
dent, Mathur Sri Stvasubrabenic fyer, wiilc thanking the Sama
Veda Srautin and Vidvan Sri Pichumani, recalled how the late
Veena Scmbasiva lyer used 1o play Sama Veda with Veena at the
end of his everyday pujr and huw he himself had learnt it
with him.

The President then auncurced thet the proceedings of the
Experts’ Committee would begiv.  Dr. Raphavan placed before
the Committee meeting the various subjects that had been
included in the agenda of the thiriyeighth Conference-talks,
demnostrations, papers elc.

Little Known Lritis of Tyagarcja

The President then requested viohn-vidvan Madura  Sri
Subramania Iyer to give his domonstration of some important
songs of Tyagaraja which were either rare or had some special
Pathantara s kpown to the Vidvan., Vidvan Madura Sri Subra-
mania lyer then, by himself and along with his son, Sri M. S,
Sadasivan, rendcred the foliowing picces:  Matilona yochana-
Kolahalain-Adi ; Namoralani-A+abi-Adi; Jti samayamura - Chaya
Nata-Adi ; Lavanya Rama-Poorna Shadjam-Rupakam ; Sanatana-
Phalamanjarai - Adi;  Varasikhi  vahana - Supradeepam - Adi;
Tarama Neemahima - Kalyani - Rupakam.

Vidvan Madura Sri Subramania Iyer said that Tyagaraja’s
songs were so varied and so numerous that one could see ip
them not only different styles but also different grades and steps
from the simple ones to highly evolved creations. Vidvan
Subramania Iyer said that it appeared that on Tirupatj Vene
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kateswara, Tyagaraja might have written a Pancharatpa and th

in addition to the two already known, he had presented hat
morning a third piece in Kalyani-Rupaka and two more i t Z.It
Tirupati-pancharatna remained to be unearthed. rein this

Thanking the Vidvan, the President said that th
several Pathantaras in Tyagaraja ; his compositions ;rf: we1:e
such a large number. He referred Particularly to the twelng in
which were presented by the Vidvan, which were rareo picces
Kalyani-Rupaka on Lord Venkateswara in Tirupati- , Viz. m.
mahima pogada and in Arahhi-Adi, Namoralany vini, arama ni

He said that the demonstration showed how useful jt
a violinist to have a good equipment as a vge 1t was for
President said, with Jaru and verve,
Subramania Iyer was exccllent.

alist. Indeed, the
the Kalyani of Vidvan

THE SECOND DAY
22nd December 1964

At the second day session of the Experts’ Comm
Music Academy, convened in connection with th
Conference, there was firsta talk on and demonstrat
by Sri Somasundara Tambiran of Dharmapura Adj
biran explained the contents of the sacred collecti
and the hymns of Nayanmars comprised in it. He explai
their musical aspect, the Puns and the Kattalujs x:ham;d oo
referring to the basic melody and the latter 1o the di;i‘eree s
and rhythms in which the hymns are set. The hymnps jp Zt'ﬁ‘m'nes
{)am were sung today in the more familiar modern rq oo,
times also in different ragas although assigned 1o the s&;as’ oy
He also said that the hymns of Tirwvachakam were e Uy s
in a single raga, Mohanam. Sri Tamb [y sung

iran rendered a
Tevarams. The President thanked Sri Tambirag fornhu.mbcr‘ of
and explanations. 15 recital

ittee of the
¢ thirtyeighth
ion of Teyurgm
nam. Sri Tam.
on of Tevaram

U. S. S. R. Cultural Delegation

The Academy then accorded a reception to the

Cultural troupe whick was presently performing in the U.S. S, R.

City and to
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the Soviet Consul General in Madras. On behalf of the Academy,
Dr. Raghavan welcomed them and introduced the leader of the
troupe Mr. Kazantseva, and other important musicans and
dancers in the party. Each member of the delegation was garlen-
ded on behalf of the Music Academy by Messts 1. V. Raja-
gopalan and R. Ranganathan, Secretaries. There were then ihree
talks by members of the delegation on the arts of music and
dance in the Soviet Union. The speeches were translated into
English by a member of the delegation. Thanking the Music
Academy for their reception, Mrs. Kazantscva conveyed to the
President of the Conference their good wishes for the success of
the thirtyeighth Session. Soviet culture she said was both of
classical and folk forms. She expressed her deep appreciation of
the interest in Indian music and dance and the way i which these
were taught here in Madras. In the ditferent Countries of
U.S.S.R., different wusical culiures prevailed ana out of all
these diverse cultural, musical and dance materials, 1o all of
which they were extending their patronage, Soviet music and
dance were taking shape. Classical music was well understood
and all efforts were being made to bring it to the common people
and it might be said that theclassical and (he common music were
equally understood by the people. lhe same mught be said of
dancing also. Another member of the Opera Balict Theatre in
Kiev, then spoke about the music and dance culiure of the
Ukranian State. He gave an account of the number of theatres
and ballet troupes and music institutions in Kiev, and sang a song

in Ukranian.;

On the subject of choreography, it was said that the diverse
traditions were being crystalised and the different schools were
being integrated and ali such efforts were being helped by the
Government., Girls and boys were admitted from their eighib
year onwards into schools of music and dance.

The President then thanked on behalf of the Academy the
Soviet delegation for their visit and their talks on aspects of
Soviet music and dance. He said that in the past years, the
Academy aud its Conferences had been visited by several foreign
delegates and troupes like this and the Academy believed in the

4
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bringing together for comparative study ihe different musical
systems and cultures. The delegation then went round and saw
the new auditorium of the Acudemy and expressed their admi-
ration for the structure.

YHE THIRD DAY

23rd December, 1964

The Experts’ Committee mzeting convened in connection with
the thirtyeighth Conference, with Vidvan Alathur Sivasubrahmania
Iyer in the Chair, begun teduy with the Tiruppavai recital of
Kumari R. Vedavalli accompanied by 81 T. N Rimamurthi on
the Violin and Sri Madurai Venkatesan on the Mridangam. The
President complimenied Kumari Vedavalli and

1er accompani-
ments for the fine rendering.

Rare patterns of iala-Variation

Vidvan Tiruchendur Ramayya Pillai, pupil of the late
Mamundia Pillai and one closely associated with him and the
late Dakshinamurthi Fillai, give a dewmonsiration orally and on
Mridangam and Kanjira of rare patterns of Tala-Jatis and
Nadais for which the late Mamundia Pillai was famous. The
rare Korvais in different Jaris which he recited and played were:
Chatusrajati Triputa Tala with Korvai in Catusram and Sankirna
Jjatigal-544 ahskaras; o the same Tala, Khanda nadai 5
akshara Korvai—200 aksharas ; Misrajati /\'orwzf-chauka’ madhyama
trikala Misra korvai-245 aksharas ; Chatusrajati Triputa korvaj in
96 aksharas. The demonstration of the 77-year old Vidvan was
greatly appreciated by the Tala specialists and Mridanga vidvang
who attended and he was thanked by the President Sri Alathur
Sivasubrabmania lyer and Vidvan Palghat Mani Iyer. Vidvan
Mani Iyer, speaking with fervour, praised the value of the demon-
stration and emphasised that, apart from skill and kpo
the proper style in which the patterns were executed was
importance. He also said that he was going to pla
evening concert onc of the patterns demonstrated by Sri
Pillai.

wledge,
of great
yin the
Ramayya

Prs. 1-1v] THE XXXVIIITH MADRAS MUSIC CONTFERENCE 27

Papanasam Mudaliar’'s Compositions

Vidvan Sri Srivanchyam Ramuachandra lyer, Asthana Vidvan
of Kancht Kamakoti Peetham, gave a rccital of some of the rare
compositions of the well-known Tamil composer Papanasa
Mudaliar who was born in 2 village near Tiruvarur, many of
which were composed in Ninda stuti style in Tamil on Tyagaraja
and other deities in the temples in Tanjore district. He was
accompanied by Sri T. N. Ramamurthi on the violin and
Sri Melakkaveri Krishnamurthi on the Mridangam. Sri Rama-
chandru Iycr made a brief reference to the life of Papanasa
Mudaliar and the sources from wkich he had collected these
picces and their tuncs, Vidvans Srivanchyam Subrahmanya lIyer,
Mudicondan Veonkatrama Iyer, Srivanchyam Pakkiri  Pillai,
Nagasvaram Vidvan, and the temple-singers at Tiruvarur. The
picces rendered by him included: Arasanidathil - Ananda-
bhairavi-Adi-Tirunagesvaram shrine ; Perum nalla Tyaga-Poorvi-
kalyani-Chapu-Tiruvaruy ; Lrhuny vehaiyinal-Begada-Chapu-Naga-
pattinam; Paratatva - Todi - Adi - Kanjanur ; Varum Varum -
Sankarabharenam - Chapu - Srivanchyam ; Unnamal Tinnamal -
Punnagavarali - Chapu - Tiruchenkattangudi.  The President
thanked Sri Ramachandra Iyer for the trouble taken by him to
collect these compositions and referred to the special charm of
the Ninda stuti compositions of Papanasa Mudaliar.

THE FOURTH DAY
24th December 1964

When the Experts’ Committec assembled this morning at the
Music Academy, Madras, with Sri Alathur Sri Sivasubrahmania
Iyer in the chair, Vidvan Sri T. A. Jayaraman accompanied by
Vidvans Kottaiyur Tangavelu on the Violin and Sri R. Rama-
chandran on the Mridangam recited the psalms of the Azhwars.
The tunes for these had been sct by Vidvans T. K. Rangachari
and B. V, Raman. The President thanked the Vidvan and the
accompanists for their renderings.

New Compositions

This was followed by a recital by Vidvan Sri S. Balasubra-
maniam of the Tamil compositions on Navagrahas by Sri N. 8.
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Chidambaram. Sri Chidumbaram presented copies of his come
positions entitled ‘Nm'agmha-/,n/-(/njuli’ to the President and
members present and explained how he Came to compose these
Tamil devotional compositions on the N“"“.%’mha-Devazas.
Vidvan Balasubramaniam who was accompanied by §rj Kumba.
konam Krishnamurthi on the Violin ang sy Nagur Amp; Iyer on
the Mridangam, rendered four of these Navagraha-kriyig in Tamil.

The President thanked the Composer and t
sang them and referred to the great Muthuswg
having shown the way in his memorable Navagra

he Vidvan whe

mi Dikshitar g
ha-kriyis,

Srutis

Dr. B. C. Deva, Special Officer for Musi
Akademi, Delhi, then read a paper on ‘Conti
Srutis’.  Adverting to the much discussed s
nature and number of Srutis, the Speaker
aesthetic awareness could never be measured and the Sryy; could
only be a pointer and never a measuyre, Only from the arithmetic
point of view it is mentioned as 22 byt ip reality jt is infinite, He
likened the transition from note to note, Particularly witp,
Gamakas, to the similar process of vowel—consonant.vOWel transi.
tion in speech. The Speaker referred to the methods given by
Sarngadeva to determine the measure of sritis and the modern ex.
periments by Ellis, for determining the rough steps in pitch which
could be distinguished in an octave, He discussed also the moot

questions which had come up again ang again namely; Are

srutis intervals or notes, are they equal or are they unequal, are
they 22 or more ? Regarding the first (wo questions he sajq that
the two conceptions were not opposed to eqch other. Asg ratios
Y were equal. For all

they were unequal. In another respect tpe
12 svarasthangs would

¢, Sangeet Natak
Uity in Music and
ubject on the exact
pointed out how

practical purposes the speaker said that the
be enough.

The lecturer answered a few questions at
his paper. Sangita Kalanidhi Sy Semm
said that he agreed with the spe
was need for them to re-think ihe;
music to students in large num

the eng of
angudij Sriniva sq Iyer
aker and added that there

d of teaching

bers and tpat the beginning
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lessons in Mayamalavagowla etc. required reform ;o;l:y. ciz;:}g);z
Kalanidhi  Sri  Mudicondan Yenkatarama y comple
i the paper said that it was bas.cd on hy
e nc calculation.  Disagreeing with the previous
o Iliuresaid that the large number of pieces of
Speakef’_ 'e rare ragas and in notes other than tnose
. lm svarasthanas would have to be given .up 1fn
o tv've vewas taken of the science and art of music. Sri
Vonkataram: Iyer also recalled the singing of the Samans on
Venkatafflmad . and pointed out how the svarasthanas in Sama-
e et la);l Ri and Ga differed from their counterparts
'gana’ Paf“c‘;id:y music. He mentioned also how the 12
;r:a:::tﬁfr:;:-eview was opposed by the late Paravakarai Prana-
tartihara Iyer.

Bringing the discussion to a close and thanku:ig ;,hi
lecturer, the President of the Conference observe t. a
hile they had in present-day schools and colleges production
cv:fa great number of students, and knowledgc; of thleovri;évk;?:
evidently grown very much, unfortunatcly very evlv1 rea pdvans
had been produced. He would impress upon them t e
different theories propounded by the speakers on the za}pterr i
morning were mutually complimentary.and not contrjli 1cezs)l'1,re-
each view elucidated an aspect. While resnar.ch an m. ure-
ment had their own value, ultimately music is a pract;]cat it
and what one learns directly from the teacher and what o
sings formed the criteria.

THE FIFTH DAY
25th December, 1964

The Experts’ Committee, met today as part. of the t.hi;ty;
ighth Conference of the Music Academy, b.cgan with a re:cxta o
el.g i by Sri Sarangapani Chettiar of Kannhxpuram,
T;ruvempa'vad! by Dindugal Sri Sethuraman on the Vlohn and
s vananathan, on the Mridangam. The Presudcn‘t,
?fhit Aslgthu: Sivasubrahmania Iyer, thanked the Vidvan for his
idva

recital.
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New Compositions
The late Sri Nerur Srinivasachariar’s compositions were then
rendered by his diughter Smt. Ranganay:ki Ramanujam yccom-
panied by Sri Kottaiyur Thangavelu on the violin gand Sri
R. Ramgchzmdran on the Mridangam. Thanking her, the President
recalled his personal association with the late composer and his
knowledge of music.

Compositions of ‘dndavan Pitchai® (Maragathamma]) were
then rendered by Vidvan Master Chandrasekharan.  These songs
have been edited with notation by Smts. M. V. Janaki and §. Sita
At the outset Sti A, V. Mahalingam spoke a few words about ho“;
the lady-composer started singing these songs after a spiritual
transformation that her life underwent. The President compli-
mented particularly the excellent style of the vocal singing of
Master Chandrasekharan who was already well-known as g
violinist.

Lochana Pandita’s Ragatarangini

Sri C. S. Pant, of the Music Department of the Delhi Unjyer.
sity, then read a paper and spoke on the music treatige called
Ragatarangini by Lochana Pandita abcut which there had been
some controversics as to the date of its composition and the
identity of its author, which had been discussed proviously b
writers like Dr. Raghavan in the Journal of the Music Academ )
Madras. With fresh material drawn from the chronology of t}i;
rulers of Darbhanga and the family geneologies of Mithila Pandits
Sri Pant showed that the illustrative songs of Vidyapati found in’
the Tarangini were genuine, that Lochana was a Mithila Pandit
that he lived between 1670-1705 A.D. and that he was patronised,
by the ruler of Darbhanga, Narapati. Sri Pant then gave 3
account of the contents of the work and the important musicarll
data given by Lochana. Lochana devotes one section to 12 mela
which he says are of universal provenance, (1) Bhairayi hiz
Suddha Mela (Sri or Samanta according to Vidyaranya, Raman’lat a
and others) (2) Todi (3) Gowri (our Mayamalavagowla and Vid );
ranya’s Gurjari and the Bhairavi That of present day Hindusta}r’)j.
(4) Kurnata (Kamboji or Kedaragowla of Vidyaranya an;
Venkatamakhin; and Harikamboji and Kamas of preseJm day
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music of South and North) (5) Kedar (Sankarabharana-Bilayal) (6)
Iman (7) Saranga (8) Megh (9) Dhanasri (10) Purva (uncommon
and not represented by any at present in the North or the South)
(11) Mukhari (resembling Asavari of the North and Nathabhairavi
of the South) and (12) Deepak whose characteristic Lochana said
should be determined by a Conference of musicians. Lochana
also quoted not only Vidyapati’s songs but also thirtyeight
other composers of Mithila.

Adverting to the topic of srutis discussed on the previous
day, Sri Pant observed that there was no real conflict between the
view that there were only 12 srarasthanus and the views that the
Srutis were 22 or infinite.  There were certainly nuances besides
the 12 notes, on the basis of which also there were ragas, but
which had to be learnt from the Gurus. But for all practical
purpose, the 12-note system might be adopted, as it was of
universal vogue. Dr. Raghavan thanked the Speaker aad the
Delhi University for deputing him as a delegate to the Conference.

THE SIXTH DAY
26th December 1964

Today’s Experts’ Committee meeting was marked by a very
pleasing and appealing rendering of a selection of six Tiruppugazh
and three Devaram psalms by Smts. Rukmini Rajagopalan, A. R.
Sundaram, Sukanya, Malati and Sumitra. They were accompanied
by Vidvans Sri Dandapani on Veena and Sri T. Ranganathan on
the Mridangam. The President complimented the recital and said
it created an enthusiasm in him to present what he, along with Sri
Subramania Desikar of Tiruchi, had done on the Tiruppugazh, by
setting some of them in Ragas and Talas; he added that he
proposed to give a recital of them at the next Conference of the
Academy. He paid a tribute to the late Vidvan Nayana Pillai
and referred to Sri T. Sankaran who had helped in the presen.

tation of the programme that morning.
Sivagiti of Ramapanivada

§ti L. S. Rajagopalan then read a papet on Sivagiti, &
Sanskrit composition on Bhagavati by the celebrated Sanskrit
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poet of Kerala, Ramapanivada, of the ]8th Century. This
composition in which each piece had five feet and hen;:e was
called Panchapadi, had been discovered by the speaker from a
rare manuscript.  After describing the author and the work and
the manuscript, the speaker gave an account of the Compositi;
itself and the Ragas and Talas employed. The Paper was follow g
by a recital of four pieces from Sivagiti set to tune by Vidvan ;
Sri A. S. Panchapakesan following the raga-Tala indicatiops iy
mar}uscript. The President thanked the lecturer and the lwll
ladies who participated in the reciial. Following him Vidvao
Sri Semmangudi Srinivasa lyer expressed his appreciation of mn
work of Vidvan Sri A. S. Panchapakesan, and expressed h"‘T
agreement with the view of St L. 8. Rajagopalan that tnls
so-called Sopanam music ot Kerala was not an entity dist; ‘e
from Carnatic music and thai it was only a way of sip i inct
formed a part of the general tradition of Carnatic musxi 8 aud

Pallavi

Vidvan Tiruchi Sri Swaminatha Iyer of Bombay accom
nied by Vidvans Sri Sethuramiah on the Violin and Sri Kristfa-
Iyengar‘on the Mridangam gave then a demonstration ot'n'a
Pallavi in Byagada in two different Talas kept on the two b dd
Khandajati Muthya, Chatusra nadai, Samu idam on the htan .
/fdi, Tisra, with Eduppu past one Akshara, op ti l&nd
h)'&pressing his appreciation of the demonstrau'on, the Pr es-dett.
reiterated what he said in his Presidentia) Address abel -
importance of Pallavi and the need to render it in an anout t'he
m.emner. Vidvan Semmangudi Sri Srinivasa Iyer, in con ractive
with the President’s remarks, pointed out that,thcse (;'l‘lirirmg
aspects of musical learning must be mastered by younger vi 1ficult
But he added that those gifted with fine voice, particula: tdvans,

singers, should not over~-do these thj
; ings to t i
voice-quality. g he detrimen

ly lady.
t of their

In the competition held in Vocal Musj
- usic (Ladj .
decla.red the following as.winners : | Prize ( h;jiisi)l: tshe Judg‘es
Il Prize : Yogam Santhanam ; I1I Prize - Sh eshadri ;
waran, + Shyamala Venkates-
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THE SEVENTH DAY
27t December 1964

At the Experts’ Committee meeting held to-day in connection
with the thirtyeighth Conference of the Music Academy, Madras
there was first a recital of ten picces set in different Talas of Nortu
Svarasahityas of Sri Muthuswami Dikshitar by the students of the
Academy under the direction of Sri P. Ramachandriah who also
accompanied on Vielin. Sri Mayavaram Venkatesan accompanied
on the Mridangam and Sri Nagai S. Soundararajan on the
Ghatam. Dr. Raghavan explained that these Svara-sahityas were
composed by the great Dikshitar, all 1n Sarkarabharanam scale,
imit:ting the European band-airs ard the British National Anthem
and the Sanskrit Sahifye of these was in praise of different deities.
There were about forty such Svara-sahitvas of Dikshitar, some of
which were yet to be brought 1o light. The President Vidvan
Alathur Sivasubralmania lyer complimented the participants for
thzir prosencation cf this little known type of composition of

Dikshitar and recommended them to Vidvans and students.
Hindustani and Western influcnce on Carnatic Music

Vidvan N. Rajagopalan, B.A.. then read a paper in Tamil on
certain types of compositions and certain instruments and some
ragas which came into vogue in Carnatic Music as a result of the
contact with Western music and North Indian music. He
mentioned the Western music instruments like Violin and clario-
net which had come to stay and also the Nottu Svaru-sahityas of
Dikshitar recited earlicr and some of the compositions of Tyaga-
raja and Patnam Subralmanya Iyer such as those in Nalinakanti,
Suposhini and Kadanakutuhalan which bore the impress of Western

airs. He referred to certain ragas of Hindustani which had been
taken by distinguished composers like Dikshitar e.g., fman, in
which there were wellknown compositions. Vidvan Rajagopalan

played these pieces on Veepa and sang some of them.
The President thanked Sri Rajagopalan for his talk and

demonstration.
Western Music

Dy. Raghavan then extended a welcome to the American duo-
pianists Mr. Kenneth Wentworth and his wife Mrs. Jecan Went-

5
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worth who were on a visit from the U.S. WM. Wentworth was
currently Visiting Principal of a Western Music Schoo] in Calcutta
and Mrs. Wentworth was on the Faculty of the School
Mr. Wentworth chose for the theme of his lecture the organisatio '
of Sound in Western music and Mrs. Wentworth illustrated lh'n
talk on the Piano. His talk was interspersed with the obscls
vations on parallel ideas in Indian music in the fields of r N
melody and improvisation. Defining music as organised sound
he explained that the different ways of organisation produced
different systems of music all over the world at different time
What was noteworthy was that the different systems of T
music h.ad more in common than one thought at first sight, The
composite aspect of sound in Western music could be an'ql sed
into four elcments, rhythm, melody, tone-colour and ha;myon
and how each of these worked. Startting with the Greek modcsy
Western music during its Jater developments concentrated on the’
major and the minor scales and in the 20th century, the concen
tration had been on the two, the whole-tone and 12-tone scalcs.
The speaker then explained how harmony was buijjt up an(i
showed how this was different from the concerted playing of voice
violin and drum as in Indian music, In an attempt to fit an’
Indian melodic composition to Western harmony, such as has been
attempted in the Indian National Anthem, that Western listener
always found a certain incompleteness and it wag really a very
problematic thing. Mrs. Wentworth played on the piano three
compositions of 20th Century composer in America, Bartek based
on the 12 tone-scale in which there was scope for improv;sation
which came as close as possible to Indian improvisation on
ragas. At the end of his talk Prof. Wentworth answered som
questions. He observed that in contemporary music, there .
more flexibility and a tendency to depart from the verti’cal to Wgs
the linear conception. Answering Sri C.S. Pant of Delhi, the § vga}r{ ’
said that it was not wholly correct to say that the diﬁ”t:ra .
between Western music and Indian music lay in the staccat e
of Svaras and use of Svaras with grace ; it would be more e
to say that there was less legato in the Western than in the Icor'rect
Dr. Raghavan recalled what Mr. Eugene Ormandy, the Cog::;l;?:;
of the Philadelphia O i

p rchestra told him about the Western scale

hythm,

world
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being in reality nof one of equal temperament and requested the
lecturer to explain this statement. In his reply Mr. Wentworth
said that what Mr. Ormandy said was true and it was the Piano
and its tuning which were the culprits in this. Answering Sangita
Kalanidhi Mudicondan Venkatarama Iyer, the speaker said
although there was not that elaborate relationships of Ragas and
Rasas which they had in Indian music, the linking of music with
moods was to be found in Western music. Mr. Wentworth ans-
wered two more questions also on the origins of Western music
and the relation to Eastern music and change of pitch.

The President Vidvan Sti Alathur Subrahmania Iyer and
Dr. Raghavan thanked Mr. and Mrs. Wentworth for their instruc-
tive lecture and demonstration and the United States Educational
Foundation in India for their help in arranging this programme.

THE EIGHTH DAY
28th December 1964

At the meeting of this morning of the Experts’ Committee
convened in connection with the thirtyeighth Conference, with
Vidvan Alathur Sri Sivasubrahmania lIyer in the chair, there was
a recital by Trivandrum Sri R. S. Mani of the Bhajagovindam
of Adi Sankaracharya. The President complimented the Vidvan
for his recital and stressed the nced to have knowledge of
languages like Sanskrit for the correct rendering of the Sahityas

in those languages.
Javalis

Sri T. Sankaran and Vidvan Sri T. Viswanathan then gave a
talk and demonstration of rare Javalis. Some of the pieces were
rendered by them jointly with Smt. T. Balasarasvati. In his speech
Sri Sankaran gave a lively account of the composers of the Javalis
particularly Sri Pattabhirama Rao and Dharmapuri Subba Rao
and their association with Veena Dhanammaland the background
of how some of the Javalis came to be composed. He and Sri
Visvanathan drew attention by singing snatches of several
Javalis to the excellent Raga-bhava and also the Tala aspect of
some of them, which was also noteworthy. They covered a large
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number of Javalis including many rare oncs in ragas like Kirg-
vani, Mayamalavagowla, and Hindustani-Tod; which had not been
generally hcard. They were accompanied by Vidvans Vv, Tyaga-
rajan on the Violin and T. Ranzana‘han op the Mridangam
Thanking them, the Presidunt Sri Sivasubrahmaniy lyer said (h‘l;
the Javalis were very importar: for their fuga-bhava, and i th;t
respect should be studied well by Vidvans ang students and those
who knew them should also make them available to Vidy
students, Thanking them on behalf of the Academy, Dr. Ry T

van mentioned a volume of thirty Javalis editeqd by Sl’lll T B‘rign:l'-
of the same family brought out by the Music Aca('lel;ly 'ms

,

appealed to them to give the Academy for publicution editio f
more of these rare Javali . ’ s o

ans and

Violin Playing

Vidvan Nori Nagabhushanam assisted by hig o

vasa Sarma on the Viclin und Kumbhakonam Narayanaswami
the Mridangam gave a talk and demonstration of Viol}n dFI-On
as ‘solo’ and as ‘accompaniment’. He said that thcp e
freedom in playing Solo. When accompanying, the V'rc:'w.as
has to adjust to the style of the main vocalist and ’8ain . 10linist
experience. To play vioiin as a soloist, one had onthe othzcessary
to attain a certain ripeness in the art. He O’bServed 0 trhand,
accompanist, one should follow the main artist, be of hela tas .an
and not go in onc’s own way. The main artist too sh;; lom'm
turn, encourage the accompanist and help him to cain funukd, m
ledge and experience. He added that tcapy Worlg would 1now.
be better ; it would be helpivl to each other, if ip ada ways
they could practise well or had often been Derfc;rming 1o vance,
Accompanying on the whole was more dikficult. The sgc{her.
sang himself and rendered some of the kritis of Djks] ’tpeakcr
Tyagaraja, on the violin. Vidvan Alathur Sy SiVasub“har an.d
Iyer thanked the speaker for the vocal and violin demox:trr;fma
ion.

n Sri Srini-

Pallav;

Vidvan Vidyala Narasimhalu Nuidy then i
, :  1nirod ; .
Vidvan Chandrappy of Bangalore who, :1ccompam:§eg his pupil
Chandrasekbaran on the Violin and Palace Vid Y Mas
on the Mridangam gave a display of an Avadhan

| ter
van Srj Seshappa

a-Pallayi, keeping
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on the right hand Misra Afu and on the left, Khandajuti Mathya,
Tisra Nudai. In his Presidential remarks, Vidvan Alathur Sijva-
subrahmaunia Iyer referred to the Double Pallavi as having been
donc in the past by laya-eyperts like Erattai Pallavi Krishna Iyer
and complimented th. skill and efforts taken by Sri Chandrappa
to practise these difficult Pallavi excrcises. He expressed his
appreciation also of the talents of Master Chandrasekharan and
the appropriate way in which Vidvan Seshappa played on the

Mridangam.

THE NINTH DAY
29th December 1964

The proceedings of the Experts’ Committee held to-day in
connection with the thirtyeighth conference with Vidvan Alathur
Sri Sivasubrahmania Iyer, began with the rendering by B. Leelavati
of Dikshitar’s Navagraha Kriti for Tuesday d4ngarakan in Suruti
and the Todi piece in the Kaemalamba Navavarana series of
Dikshiiar. Vidvan Sri Alathur Sivasubrahmania Iyer complimented
the artiste for her rendering.

Chidambara Bharati’s Songs

Dr. P. C. Sitaraman of Madurai, disciple of the late Sangita
Kalanidhi Mazhavarayznendal Sri Subbarama Bhagavatar, ren-
dered some new compositions of Mazhavarayanendal Chidambara
Bharati in addition to those he rendered at last year’s
conference. Dr. Raghavan announced a publication by the
Academy of a volume of sixteen compositions of Chidambara
Bharati edited by Dr. Sitarama lyer. The President of the Con-
ference who released thie publication recalled his own association
with the late Subbarama Bhagavater and his having had occasion
to listen to and learn some of these compositions from him.
He paid a tribute to Subbarama Bhagavatar and his style of svara-
singing. He complimented Dr. Sitaramnan for preserving and
rendering these compositions and editing avolume of them for the
Academy. Speaking on the publication, Sri Embar Vijayaragha-
vachariar referred to the fact that among the compositions of
Chidambara Bharati, werc a series of compositions on Puranic
stories and the lives of Nayanmars written with a view to help
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performers of Harikatha. Chidambara Bharati had composed
songs for Harikarha after the manner of the Marathy Sakis
Dandis, Ovis. Dr. Raghavan thanked Dr. Sitarama Tyer for pr;::
paring an edition of these songs for the Academy and also Sri
N. Chidambara Subrmaniam, a well%nown Tamil writer and
grandson of Chidambara Bharathi, for contributing a biogra-
phical account of the composer to the volume. Copies of the
bool.(‘were then distributed to the Kalanidhis and some of the
musicians present.

Effect of Music

Dr. Raghavan requested Sri C. Seshachalam to give his talk on
the effect of music on matter, man and mind, a subject to which
Sri Seshachalam had devoted much thought, and on which he
had collected during his tours abroad a good deal of material
on the researches done in the West. During the course of his
very informative and elaborate fecture, Sri Seshachalam Chettiar
covered a very wide field. Beginning with some of the indian
philosophical ideas on the nature of the universe and op the
power of music, he referred to myths and legends and icons
emphasising the power of music which excelled that of mer;
words, z.l power which was akin to that of a mantrg. He referred
to certain experiments carried on in Europe in which different
sound patterns were found to produce different types of pictoria]
designs and even figures. He observed that we had lost the ke
to the ancient wisdom by which svaras and srugis Were givez
significant names of psychological significance. Squng h
said, bad not only benevolent effect but also destrl;ctive
power which unfortunately modern science ijs exploiting foe
purposes of war. Music had also influence on plant-life alth T
this was an extremely controversial subject. He referred ¢
the conception of Ragas and Raginis and the Raga- [o
paintings, as the basis of which was always the inﬂuenc;"aa
melodies on living beings, animals, reptiles etc. n Holl Zf
which he had visited, mechanic milking was done with music bafl .
played to increase the yield. In hospitals there were experi eing
made on the beneficient effect of music on conception and d';pents
of children. Musical therauputics was ap important :ulbvjec?;

ough
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waiting to be taken up by Indian scholars, Research in applied
psychology in music had to be organised. Music had an undoubt-
ed effect on the mind of man, and it was on this basis that the use
of music in worship ha® developed. The subject had to be
studied from the point of view of different types of mental consti-
tution of man as also different kinds of effects which different
ragas produced. Similarly, basing himself of his own experience
of different composers and their compositions, he said that no
special work could be done on the psychological analysis of
different types of compositions. During the course of his lecture
the speaker referred to several papers and books which had
appeared in the West on these subjects and appealed 1o the
Academy and other bodies and those interested in music to devote
themselves to further research in the many topics which he had
touched upon. The President of the Conference, in thanking
the Speaker, referred to our traditional belief in the miraculous
powers of music and the possibility of verifying these scientifically
today with the aid of scientific equipment.  Dr. Raghavan, thank-
ing the speaker on behalf of the Academy, referred to the pre-
vious lectures on this subject in the Academy’s Conference and
the papers published in the Academy’s Journal and expressed the
hope that with the assistance which was now available from the
Central Akademi and Government, it should be possible for
those equipped for this kind of research to explore the possibilities
of research on this important subject.

THE TENTH DAY
30th December 1964

At the meeting of the Experts’ Committee held today in con-
pection with the thirtyeighth Conference with Vidvan Sri Alathur
Sivasubrahmania Iyer in the chair, Kumari K. Muthulakshmi,
daughter of Vidvan M. A. Kalyanakrishna Bhagavathar, accom-
panied by Vidvan Pudukottah Sri Narayana Iyer on the Ghatam,
rendered on Veena Dikshitar’s Navagraha Kriti for Wednesday,
Budhamasrayami  (Natakurunji) and also the kritis, Siddhi
Vinayakam (Chamara) and Koluvamarageda (Todi). The President
in complimenting the purity of the style of the rendering, paid a
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tribute to the family of Sri Kulyanakrishna Bhagavatar who
had been vainikas for some gencrations. '

The Medieval €uropean Chants

After thanking the authorities of the Academy and the Con-
ference and opening with the singing of onc of the Chants (Hail O
Queen), Mr. John B. Higgins of the U.S.. student of Carnatic
music, gave an account of the origin, devclopmeht and place of
Chants in European music. He traced (he history of the early
Roman and Greck music to previde a histerieal perspective to
the study of Chants. He spoke of the influence of Bysantium
which, thanks to its gecgraphical location between the occident
and the orient, became a meeting pluce of oriental influences
There were also influences from Hebrew music and from Syria an(i
Egypt. Chants formod the onicial early Chrstian Church music
and were used in the tisk of converting Pagun Europe to Christia-
nity and developed on tis religious ideology.

The music of the Church consisted, in all of eight modes or
scales in which all chants were composed. Western musical
theorists who staited analysing the Bysantium Echo; or collections
of the melodic modes, analysed them without urderstandin
the Bysantium and Greek systems, However, all these resulteg
in the formulation of eight medes of which fLur were the authen-
tic oncs. The Borien (resembling Kharaharapriya iy 4 single or
un-ornamented form}, Phrygian (resembling Hanumgr Todi), the
Lydian (resembling Mecha Kalyaniy and Mixo-Lydian (resem;)un
Harikainbhoji). The four other modes were derjved by the shiﬂg
ing of the range of the notes, and were given the prefix of <H .
in the notes of the four authentic ones. The first Organisaﬁongf
Christian chants began from the time of Pope Gregory the Gre,
from which circumstance all liturgical Chants came to be cana(;
from 9th Century onwards Gregorian Chants. The speaker the
described four principal types of Gregorian Chants ang sang so en
of them and also played some records to illustrate others Thme
included a 12th Century Chant, in which words were .few ese
there were long, gracetul passages for the musical] notes. and

Mr. Wentworth, wio had specialised in the Chants

mented the speaker at the end of his talk, especially for compli.

¢ Indian
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parallels which he pointed out. The President Vidvan Sri Siva-
subrahmania Iyer expressed his appreciation of the interest which
American students and musicians were evincing in Carnatic music.

Svarakkorvai

Sri K. Chandrasingh of Bangalore who had worked out large
volumes of Svarakkorvais for different ragas and pieces, then gave
an account of the work he had done and demonstrated some
part of it. Sangita Kalanidhi Mudicondan Sri Venkatarama Iyer
and the President of the Conference Sri Alathur Sivasubrahmania
lyer clucidated the nature and the proper way in which Svarak-
korvais should be sung. While appreciating the great labour Sri
Chandrasingh had taken in working out these Korvais, the Presi-
dent, bimself singing somce samples, poiuted out the way in which
they should be utiised in aciual concert performances.

THE ELEVENTH DAY
31st December 1964

The proceedings of the Experts’ Committee to-day, met in
connection with the thirtyeighth Annual Conference with Vidvan
Alathur Sri Sivasubrahmania Iyer in the chair, there was a prayer-
recital by Smts. Sukanya Swaminathan and Sumitra Ratnam con-
sisting of Dikshitar’s Navagrahakriti for Thursday, Brhaspate in
Athuna and wwo other kritis, Karimukha~-Natu-Adi and Palaya
Deva-Bhairavi- Rupaka.

Compositions of Maharajah of Mysore

Asthana Vidvan Sri N. Chennakesaviah of Mysore, assisted
by his pupil Sri 8. Seshadri and accompanied by Sri A. K. Ganesan
on the violin and Sri Dindugal Ramamurthi on the Mridangam
then gave a recital of select compositions of Sri Maharaja Jaya-
chamaraja Wadiyar, Governor of Madras. After rendering a
Suddha Todi Varna in Ata Tala of Sri Patnam Subramania lyer,
they sang the following compositions : Gam Ganapate-Durvanki-
Tisra Triputa ; Vandeham—-Hamsanatini-Adi; Sriranganatha-Kalya-
navasanta-Misra Jampa ; Bhajare-Poornachandrika-Adi ; Matanga—-
Suddha Todi-Khanda Triputa.

Vidvan Sri Chennakesaviah pointed out the rare ragas used

by His Highness and also the regular reference to Sri Vidya as a
6



42 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoL. xxxv1

mudra in the texts of his songs. He also said that he had pre-
pared a volume of the Muharajal’s songs with notation. The
President of the Conference referr=d to the learnin
deep knowledge in music of the Maharajah. Referrin i

a ISaja-yOé,’i: an expression which Bccurs In one ofg li(i)sh;?n::
rendered this moruing, Dr. Raghavan said that it would be a
pleasure and privilege for the Academy to publish a volume of
the songs of Maharajah, a Royal Patron of the Academy,

g, piety and

Raga-Classification

Sri K. R. Rajagopalan, Lecturer in Statistics, Madras Chris-
tian College, then presented a paper on Entropy or Information
as a method of Raga-classification.  This was ap application of a
theory evolved by scientists like Youngblood ang Coons. Entropy
or *H’ usitis referred to was calcujated by the proportion with
The speaker analysed some
Carnatic Ragas like Sanharabharanam, Madlyamavati and Reeti
gowla and compositions of the Trinity and a few others and
explained how these analyses would work. The point made by
the speaker was that while Entropy-analysis had been applied by
B. C. Deva to the Norih Indian music, the application of the
same to Carnatic music seemed to have litte justification and
could not form a basis of Karnatic Raga classificatjon, Dr. Rag-
havan thanked the speaker.

which cach note occured i a Ruga,

Svara Pallavi and Jakkini Daruvulu

Sri Satyanarayana, Vijayawada, then read a paper on two
kinds of compositions of Andhra Pradesh called the Svara Pallavi
and Jakkini Daravuiu.  Svara Fallayi could be identified with
what is better known as Jati-svaras. This was very popular
with the composers of the [9t] century and was employed
in dance recitals.  The compositions had bogh the mediym
and the quick tempo. If we tuke away the Sahityg portion
we might sce that the Svara Pallavi was also similar tq Svan;
Jati. Compositions without a literary text were known even
from the time of the Sangitaramakarg. Musicians at the courts
of Vijaynagaram, Bobbili and Madgul took interest in thege kinds
of compositions as a sort of mutua] challenge of musical skill and
later the performers of Veena also began to use them. From them
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the vocalists too took them. Two names could be remembered
in this conncction, those of Sangamesvara Sastry and Vasa Ven-
katarao. Svura Pallavi had been found in Rugas Kalyani, Bilahari,
Navaroz, Vasanta, Hindola, Kedara Gowla, Edukulakamboji,
Arabhi and Sriragam.

Jakkini Daruvulu also arose in dance tradition. Jakkulu
were wandering tribal folk performing folk dances like Kuravanji
ot Chenchy. JSakkini Daruvus were however developed by musi-
cians as a type of classicul composition, with Pallavi, Anupallayi
and Charanam, with Jaris tn the former part, and with some
Sahityas in the latter. Rare time-measures like Kuru-Jhampa
were used. They were used i Yaksha Guna and plays. Originally
these were used in dance, together with recitation of bols or
sabdas op the Mridangam. The talk was illustrated by Stirangam
Gopalaratnam who sang a Svara Pallavi in Navroj, a Jakkini Daru-
vu from the Vasa family, composed by Chinna Kamayya, one
in Athana, Kurujhampatola (2 - 5-3), and another in Mukhari,
Adi. The artiste rendered alsa three Javalis, in dnandabhairavi
by Dasu Sri Ramulu, and in Mohanz and Kamas. She ended her
recitai with a Mangala in Surati, sung at the end of Telugu tradi-
tional Naakas.

Thanking the speaker, the President Sri Alathur Sivasubrah-
mania Iyer, expressed his appreciation of Gopalaratnam’s precious
vaice and melodious renderings.

THE TWELFTH DAY
15t January 1965

The proceedings of the Experts’ Committee today met in
connection with the thirtyeighth Aunual Conference with
Vidvan Alathur Sri Sivasubrahmania Iyer in the chair, began with a
recital by Smt. Devaki Rangappa of Dikshitar’s Nuavagraha Kriti
for Friday, Sukrabhagavantam (Paraz) and two other Tamil
compositions on Ganesa and Devi. The President expressed his
appreciation of the rendering,

Rare Ragas
Dr. Raghavan then mentioned that through the Madras State
Sangita Nataka Sangam, the Government of Madras had appoin-
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ted a research scholar (0 examine the music manuscripts in the
Tanjore Sarasvati Mahal Library and that Sri T, G. Anantha-
subramaniam who was doing this work would present several rare
Ragas which were found in those manuscripts.
scholar then gave an account of severy] r
manuscripts in the Sarasvati Mahal, These Ragas were noted
with svaras and some with detailed descriptions
Muttayi etc. They were written after the tipe of Venk
Chaturdandi Prakasika whose Mels-sclieme they followed. Th
rare Ragas which the Speaker presented were Spyy; Nata M i ¢
Kaisiki, Bhinna Kaisiki, Asokq Varali, S(I/(lk(lVAl’/vll(l’ OD”’”‘I
Hamsika, Langulee, Roohaka, Modaka, Dombi, Cheta GSu‘," eva
vaka, Chaturanana, Naca Kurinji, Kumudamody o, Bha-
Sarasamohana, Hursa Kapi, Nattaiallar, .
Bhoga Saveri, Mandahasa Chandril-,.

manuscripts, 514 ragas were described
tioned ones would strike one 35 being g‘e
President complimented the rescarch eff.

The research
are Ragas in palm-leaf

of Eduppu,
atamakhin’s

Sdrvamangala,
Komala, Savanteema,
On the whole inabout 10
of which the above men-
nerally unheard of, The
orts of the Speaker.
Dhrupad

Sri C. S. Pant of Delhi University, accom
Vallabh on the Tabla and Parur An
sang Raga Bhairav, Tansen’s Dhrupad i . i
another anonymous Dhrupad in Sul/Ta1,1?Oc;;l:2;r:flinmRBhaimv f’”d
and a Tarana in Tintal (Bhairav), €omposcd by himself ai‘a Bh””'f{"
dent thanked Sri Pant for his exposition. e prest

Panied by Sr Prem
antaraman op the violin, then

Tana and Niraya)
Sangita Kalanidhi Sri Mudicondap \%
. enkat
panied by Vidvan Madras Balakrishpq I)’e: ?;?;ma Iyer accom-
Violin and Sri T. V. Ramayya Pijllaj (77 years years) on the

then gave a talk and demonstration on 7, ) on the Mridangam

said that Tana was best understood as Raga'jl:;?iNir/[av;l. He
n a l‘lyama-

kala. Musicians with gamaka-sarirg could sing Ty

were no varieties of Tana like Kukkuta, Kak, M(mdla/rwdl. There

really belonged to the art of vikatukayjs "Anam “w’l etc. which

pronounced when singing Tana, not exhaustivel alg shou.ld be

with the raga-chaya.  He then $ang a Tanu ip S(m?" " consistant

took up for niraval in the same raga With the V:{‘(I)rradblzar;zena and
$ * Ragamu
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talamu rakti bhakti gnanamu’ (Adi) and also expounded, through
his exposition, the rules and sampradaya regarding improvisation
of niraval. One should always come back to the beginning notes
when cach ararta was completed and it was enough if the words
were kept within the Jaya set up already and were rendered, giving
margin on both sides consistant with the original set up. If one
wanted to develop it more one might have it in another octave in
a new set up. It should be sung with raga bhava in all the tempos
and when rendering in Madhyama kala, besides keeping the tempo
of the Tala, improvisation according to one’s ubility in Laya Vin-
yasa and Pada Vinyasa might be done. The President in thanking
all the three stalwarts, endorsed the opinions expressed by Sri
Mudicondan Venkatarama Iyer and paid a tribute to his learning.
He expressed his respectful appreciation of the two other old
vidvans who accompanied the demonstration.

THE THIRTEENTH DAY
2nd January 1965

When the Experts’ Committee met for its final meeting today,
there was at the outset a recital of Dikshitar’s Navagraha Kritis
for Saturday, for Rahu and Ketu and for Sunday by Smt. Rajes-
wari Ranganathan accompanied by Vidvans Alandur Natarajan
on the Violin and Sri K. Narayanaswami on the Mridangam.
The President expressed his appreciation of the renderings.

Rare Compositions
Sri T. G. Anantasubramaniam, research scholar of the Madras
State Sangita Nataka Sangam at the Sarasvati Mahal Library.
Tanjore, presented before the Committee certain new composi-
tions in Sanskrit which had been found in the palm-leaf manus-
cripts, in Sarasvati Mahal, Tanjore, notably a series of composi-
tions on Nataraja and Sivakamasundari of Chidambaram shrine.

Sangita and Sahitya
Vidvan T. N. C. Venkatanarayanacharvulu of Guntur then
gave a talk in Tamil on the inevitable and inseparable relation
of the two components of music Dhatu and Matu, Sahitya and
Sangita,
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Other Papers

‘ Dr. V. Raghavan then communicated to the Committee five
papers of participants who could not be present at the session

viz., the Background of Padavali Kirtanas of Bengal by Swam;
Prajnanananda of Caleutta ; the Necessity of Re-examination and
Revision of some Definitions of our Music in the light of their
True Spirit rather than of their Form by Prof. G.H. Ranade, Poona:
Sustria Araichi by Sri- V. V. Sadagopag, Delhi University : Scicnce’
Mathematics and Music by Mr. G. Ramabadran, Delhi; and thé
Structure, r('jpzxir and accousticul properties of the classical drums
of India with special reference to Mridanga and Tabla by Mr.
Dennis Murphy, U.S. He then gave a resume of the proceedings
of the Experts’ Committec and the subjects covered ducing the
session.

The President, after thanking the speakers, summed up the
proceedings of the Experts’ Committee of the thirtyeighth Con-
ference and said that the whole series of talks and demonstrations
was most impressive and educative.

Speaking on behalf of the participants of the Experts’ Com-
mittee, Sangita Kalanidhi Mudicondan Sri Venkatarama Iyer
complimented Vidvan Alathur Sri Sivasubrahmania Iyer on the
able and at the same time amiable way in which he conducted
the proceedings. He referred also to the distinction of
Fellowship of the Central Sangeet Natak Akademi conferred
on three persons who had been intimately working with
the Academy and its Experts® Committee work, Sri T, L. Vep.
katarama lyer, Smt. C. Saraswati Bai and Dr. V. Raghavan and
expressed the appreciation of the same by (he Experts’
Committee.

Speaking on behalf of the North indian delegates, My C.S

Pant of the Delhi University observed that he could only Sa. t.h .

the coverage of field in music at the Experts’ Committee a:d ;t

concerts of the Academy’s conference was colossal. The re(:'tt le

and discussions of Carnatic, Hindustani and Westerp Mi a.s

“brought out common points undeclying all systems and uzc
universal nature of the language of music. Writers of music t the

had said that the art was always Lakshya-pradhana and j waesxtt:
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be said to the credit of the Academy that their efforts had
always been concentrated on bringing together all the practical
exponents and the learned senior musicians in the field.

Speaking on behalf of the musicians from Andhra, Vidvan
Sri Nori Nagabhusanam said that the Academy’s Experts’ Com-
mittee discussions were probably the only platform for musicians
of all schools and regions and countries to come together. In
fact he said that these meetings which went on day after day were
a ‘Yagna’.

Dr. Raghavan then, on behalf of the Academy, expressed the
thanks to the distinguished opener of the Conference, Sri G. D.
Birla, to Vidvan Alathur Sri Sivasubrahmania Iyer who accepted
the Presidentship, to all musicians who participated in the discus-
sions and the junior and the senior cencerts, the Central Sangita
Natak Akademi for their help, to the departments of the Govern-
ment and the Corporation, to the patrons and judges with whose
help different competitions were conducted, to the Boy Scouts, to
the Press and to the members of the Souvenir Committee,
especially Mr. G. Narasimhan, Chairman, and Sri S. Natarajan.
The President was then garlanded on behalf of the Academy by
Sri T. V. Rajagopalan, Secretary.

Resolutions

Dr. Raghavan then placed a resolution felicitating Smt. T.
Balasarasvati on the conferment on her of a Doctorate by
Ravindra Bharati, Calcutta. The resolution ‘'was passed with
acclamation by the audience.

He then placed a condolence resolution before the Committee,
touching the demise of the following vidvans who passed away
during 1963 : Sangita Kalanidhi Dwaram Venkataswami Naidu,
Messrs. Karukurichi Arupachalam and N. Raghava Pillai, Vikatam
Ramaswami Sastrigal and Chilakalpudi Venkateswara Sarma,
The audience stood in silence for a minute.

The proceedings of the Experts’ Committee of the thirty.
eighth Conference then came to a close with the singing of
Mangalam by Srirangam Gopalaratnam.
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Members® Day

On the morning of the New Year's day, Members day was
observed with an at Home to the members and the President of
the Conference. Sri T. K. Rajagopala lyer, one of the oldest
member of the Academy, garlanded the President of the

Conference.
The Sadas

The Sadas of the Academy, marking the conclusion of the
thirtyeighth Conference, was held on Sunday the 3rd Januar
1965, under the chairmanship of the Hon’ble Mr. M. Apant y
narayanan, I.C.S., Offg. Chief Justice, Madras, ' &

Vidwan K. V. Narayanaswami sang the Invocation Song and
Sri R. Ranganathan, Secretary, read the announcement convokin
the .Sadc.ls, and Sri T. V. Rajagopalan read fresh messagci
received in connection with the Conference and the Sadas.

His Excellencies the Governors
sent messages. ot Bombay and Kerala had

The following Ministers at the Centre had sent messages :
The Hon’ble Sri D. Sanjivayya, Sri C.R. Pattabhiraman Sri NBtef :
nanda Kanungo and Sri R. K. Malavya who said that S.Omh 11 Z:.
with its rich heritage of divine Karnatak music had been 'E‘ 1
enduring contribution in weaning away the buman spi I:]lf ing
utilitarianism, The Music Conference was doing a great E;:V. fom
making it possible to the many Nadopasakas to partici ice by
make the divine quality of music descend upon the nsteniga;te and
The Hon’ble Speaker of the XS '
wishes p he Lok Sabha had sent his good

Dr. C. D. Deshmukh had sent best wishes

Sri S. R. Kanthi, Minister of Education, M

. s i
success and prosperity to the Academy. ysore wished every

Vidvan Sri R. Anantakrishna Sarma, member of 15
Committee, had sent good wishes to the President ofe
ference and Ustad Halim Jaffar Khan expressed hig apt
of the efforts of the Academy t P
o sic, Yy 10 present North Indigg

Experts®
he Con.
reciation
classical

The following music scholars and frienq

from abroad had sent their good wishes : s of the Academy
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The Society for Asian Music and its President, Mr. Willard
Rhodes, congratulated the Academy for the high artistic standard
established and maintained. The Asia Society, Performing Arts
Programme, New York scnt its best wishes.

Prof. Barbara B. Smith, Professor of Music, East-West Centre,
University of Hawaii wrote that she had heard the most wonder-
ful things about the Music Academy and its Conference and hoped
she would be able to uttend some year.

Sri C. V. Narasimhan, United Nations, sent his best wishes
to the Academy and his friends.

Sangita Kalanidhi Sri T. L. Venkatarama Iyer, Vice-President
of the Academy, then welcomed the President of the Sadas and
other Vidwans and guests who were present at the Sadas.,

Sangita Kalanidhi Sri Mudikondan Venkatarama lyer then
presented Vidwan Alathur Sri Sivasubrahmania lyer, President of
the thirtyeighth Conference to the Chairman of the Sadus for the
conferment of the title 3ungita Kalinidhi on him.

Vidvan Alathur Sri Sivasubramania [yer
The Citation

Born in 1916 at Alathur in Tiruchi District as the sccond son
of Smt. Lakshmi Ammal and Vidvan Sri Venkatesa Iyer ; started
learning music from his own
father, from his 7th year,
along with Sri Srinivasan with
whom he continues to sing
together ; made his debut in
1928 at the Tyagaraja festival
at Tiruvayyaru and the Daks-
hinamurti Guru Puja festival
at Tiruvarur ; had the good
fortune to be closely asso-
ciated with Sri Dakshina-
murti Pillai and Veena
Karaikudi Brothers ; practi-
sed also Kanjira and Veena |
for some time; later Wwus
intimately associated  with
Sri Palaui Subramanya Pillai
and Sri Palghat Mani lyer ;

1
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appointed astlwna  vidién ©f Travancore in 1944 ;  of the
fourth generaiion of a dircet iine of disciples from Sri Tyagaraja
through Manambuchavadi Venkoetasubba  Iyer; has in recent
years been actively connccted with the Tyagaraja Aradhana
celebrations at Tiruvayyaru; neted for correct Pathantara of
kritis and specialisation in Lava and Pallavi.

The President of the Sados then read the Birudupatrq confer-
ing the title of Sungitn Kulunidhi on the President of the
Conference, Vidwan Sri Alathur Sivasubrahmania Iycr. The Sadus-
President decorated him also with the insignia of the title, the
gold medal.

Dr. V. Raghavan, Secretury, thon presented Vidwan T. N, C.
Venkatanarayanacharyudu, Member of the Experts’ Committes of
the Academy, to the President of the Sadas for the presentation
of a Special Souvenir for meriiorious service tendered by the
Vidwan to the causc of Kusic

Sri i N C. Vienlinianaeayanacharyaiu
The Citnticn
Born on 26-11-1902 at Tekkaliupadu Agraharam, Guntur Djs-

trict, as fifth son of Smt. Lakshmamma and Sri Srinivasa Ragha-

vachariar in g family

cuvoted to Veda, Sustra
- and  Sangita ;  learnt
Vocal music and Veena

feem his elder brother

e Raghavacharya; Mem-
: ter of Board of Studies
i Music, Andira Uni-
versity,  Expert Com-
mittee,  Sangeet Natak
Akademi, AP, Kula-
pati, Sangeeta Natak
Academy, Gurukulam,
A.P.; has set Annama.
churya Sankeertanas to
iHUSIC; IS connected with
- v MUSIC  examinations of
Government ang Andhra
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University ; has been associated with the Experts’ Committee
of the Music Academy and its work from 1929 : author of seven
volumes of music compcsitions in which he has shown his skill in
Chitra Kavifyo.

The President of the Conference, Srt Alathur Sivasubrahmania
Iyer and Vidwan Sri Venkuat asrayanacharyaly, the recipients of
the honours, wore then felicito:cd by Sangita Kalunidhi Budalur
Krishnamurthi Sastrigal, Brohmosri Annaswami Bhagavatar, Sri
K. Chandrasckharan, and Mr. ¥. van Lamweerede, Musicologist
from Hollind who had atteaded th2 whole Conference.

Sangita Kaianidhi Alathur Sivasubrahmania Yyer then acknow-
ledged the honour conferred on him and said that the election to
the chairmanship of the Academy’s Conferences and the confer-
ment of the title of Sangita Kalaniilii ware the acme of achieve-
ment in the career of o Carnatic niisicien, His having received this
honour was entirely due to the Academy’s affection for him and
the blessings of his own <ldzrs an tracters in the ficld of music,
The fiftcen days” discussions < ¢ the Conference could not have
been conducted by him but for tiic co-operaticn and help of the
Vidwans and scholars and theiz{nre, the honcur went really to
the world of Vidwans and not to Iil.a individualiy. This kind of
work which the Academy was doing, in the Conference part as
well as in the concerts part, every year without a breek, was being
watched by us musicians and he might say that every year there
was some thing new and some further improvement and success.
It really demonstrated the disinterested aud ccaseless work and
the mutual co-operation among the office-bearers of the Academy.
He said he must also mention on that occasien the President of
the Academy, Sri K. V. Krishnaswami Iyer under whose lead the
work of the Academy had been organised in this orderly manner.
He should not fail to mention two of the valued Vice-Presidents
of the Acacemy who were unior{unately no louger with them,
namely Sangita Kalanidhi Sri T. V. Subba Rao and Sri Kasturi
Srinivasan.

He added he had already said in his Presidential Address and
also in the specches which he made from diy to day at the con-
clusicn or beginning of the proceedings of the Experis’ Committee
meetings, matters of significance to the younger musicians of the
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coming time 35 also to students of music. He hoped they would
take them in the proper spirit. He could only say on the occasion
of the Convocaticn of the Conference that hard work was
necessary on the part of the young Vidvans and that technical and
scholarly aspects of the art like Pallavi could rot be relegated 1o
a secondary place, and proper Sadhana stould be regulacly done
He said he would be failing in his duty if he did not express hm
gratitude and affection to his “ brother’ and partner in the cow~
certs Vidvan Sri Srinivasa Iyer. He must thank also t)llc
President of the Sadus, the Hon’ble Mr. Justice M. Anantanar
yana lyer whose knowledge of music and attachment ~t0 ‘tsn
Vidwans were well-known., Tt was fitting that he should h'we
adorned the Chair that day. e
He said he would emphasise the {aet t

h'lt thc yea . .
. . “ ar i V\/h
he presided over the Conference of (he o

A B d(’b y ¢

! ca m was n )1”1 \ae 1T

] ann‘\lq Of h(: In 1t y bCCdUSC the dlﬁ)nl“"ul hC l“dL t] lai
+ N on 5 S d 13

magnate of India Sri G. D. Birlahad como {0 o

. . ) He en th o
and had extended his munificent help to the :gvt Ibueilgiollfcremc
Acadermy. He hoped that every jear the Conferen ng of the
Academy would bring such generous het ce of the

. p from the
art and their great temple of music in the South Woulljjtcrg;:ts‘()f the
mue to

grow still further.  That was his prayer to §i Tyaga Bral
. . ahm
Vidwan Sri Vcnkatanarayanacharyalu, in acknowledp;
honour conferred on him by the Academy, referred t ging the
association with the Experts’ Committee of the Acade(x)n;]ls Long
and its

Members. He.had occasions to contribute papers, gi
trations and bring out different publications ; o emons-

includi X
own songs, as also old compositions like those Oflhl?%rsqome of his
composers. He referred to the fact that Vidwan Cf allapakkam
looked up to the Academy as a Kendrg S Irom Andhry

. .. of the A .
it a privilege and pleasure to attend jtsg essions ttand considercq

Sri T. V. Rajagopalan and Sri p. S. Ram
sented the candidates who had come oyt Successful
competitions held during the Conferepce, (Se:ru n the various
President of the Sadas then distributed the ori; 1st below), The
the winners. ©% POzes and medals (o

Dr. V. Raghavan then requested the
special awards for the cacouragement of y

am,

achandran thep pre-

President to make the
oung artists who had
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participated in the afierncon concerts.  The prizes for these had
been endowed by the Exccutive Committee of the Academy and
Dr. Henry Cowell, the distinguished U.S. composer. (See list
below). The President gave the awards.

Sangita Kalanidhi Sri Mudikondan Venkatarama Iyer, the
Principal of the Teachers” College of Music, of the Academy, then
presented 1o the President of the Sadas the students of the
Tecachers® College of Music who had passed out successfully from
the Teachers’ Training Certificate Examination of the Gouvt.
of Madras. The President of the Sadus then gave away the
certificatzs to the students,

In his speech as President of the Sadas, Srt M. Anantanara-
yanan said that tastes of the people differcd und that he had no
quarre} with those who found delectation in non-classical cheap
music like the screen songs. But he was sure one who had
enjoyed and understandingly appreciated Carnatic Music for some
time would never be Jured by the film variety, however catchy.
¢« There must be no kind of mixing of the two and we shal) leave
those who find pleasure in the cinema music to continue to be
there but shail not allow them to corrupt our music *’, he said.

In India from time immemorial, music had been dedicated to
God and the great composcrs had all been inspired singers using
music as an instruucnt to think of the Almighty. They had no
other use for music. In other lands, natural phenomena like
spring, rain, thunder and so on happened to be the subjects of
In the Indian compositions, however, the predominant
theme was Bhakti and the other Rasas which were no doubt there
in plenty only served to heighten the Bhakti Rasa. He quoted from
Tyagarajo’s compositions to illustrate th'is Poim. The Chief
Justice was of the opinion that Rage singing was even more
t than Swara deliveries and the Raga had a definite

music.

importan

rsonality.
pe ay Vote of Thanks

Sri K. R. Sundaram lyer, Treasurer, then proposed a vote of
thanks to the President of the Sadas as also to several others who
had made the Conference a success. He made special mention of
the munificence of Sti G. D. Birla and thanked also other Donors
who had helped them in the great building project which they had

undertaken.
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THE PROBLEM OF CONTINUITY IN MUSIC AND SRUTI]
B. C. Deva

Tintroduction

All phenomena that we know of s bound by time-space.
And it is in the very nature of time that perception becomes a
matter of memory; further it becomes a matter of ¢ discreteness *
of “this’ and ‘that” and ‘before’ and <after’, However, if
one is willing to look into that which is “between’ and ‘beyond”’,
we are face to face with fhat which is neither *btween’ nor
‘beyond’, but at the same time the substritum of phenomena,
It is sui generis and yet in contact with time. It is neither couti-
nuous nor discrete ; it isneither in time nor out of jt, For a lack
of proper word of communication, we shall call it the aesthe
dawareness.

tic

The crux of the problem lies in this region of aesthetic
awarencss of phenomena. How are the two related, if they are
related at all? And in the process of relationship whatis i that
happens?

I feel that the aesthetic awareness can never be measured or
metrized. Yet it is the foundation and substratum of metrizable
time of phenomena. And a high degree of approximation in the
matter of measurement and metrization is all that s possible for
indicating and pointing ot “¢har’. And I feel thay SFUti is such
an indicator. it points to'a gap thai is the essence of e inade-
quacy of temporal perception.

Even tcmporally we do know that things ¢

; a1 be continuoys or
discrete ; and to m=asure of communic

. o 4iC our experience of thiyg
continuity we quaatize it or vaguely callit a qualitagive eXperience
In the measurement of musical intervals and continuous trap a
. , Si-
tions from note to note (meend, jaru) we immediate}

ith thi Yy come
to face with this problem. face

The transition from note to note is
of one speech sound to another. Particularly with gamal
ukas

employing a glottal catch, this would be a process similar
vowel-consonant-vowel transition in speech.t to

parallel to the transitjon

These transitiona}
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characteristics of speeci: have received an excellent intuitive study
by C. R. Sankuran in bis theories of alpha-phoneme and alpha-
phonoid®. These have been extended by the present author to
music.

“ In the alphc-nheneme theory, we find an approach thatis
multiordinal. For, limitations of thought processes show that
unless we dispense with thought, we shall not be able to ‘know’
the nature of thouzht or arv such temporul phenomenon, Which-
ever wuy wo proceed, on the ene end matter and on the other
end thought, we fird that which is sui geaeris, which pervades and
sustains all phonoinena, but whicio vet eiudes o]l phenomenologi-
cal definition. 1t is tic aduzission of this non-temporal wedge
(so to say) that would give us ¢ fuller undersiunding.

“The alpha-phonsme theory stands oa this intuitive truth.”

“In its corapreieusive aspicy, the theory comprises all
‘phenomena’ wherever tivi. is involved. 8o that, though in the
beginning, the thaery wer houeht of in the context of speech
elements like consouant and vowels, it is now cxtended to any
vibratory plicnomenon ; i the present context, it throws light,
therefore, on musijcal problems™.

In general terms:

‘“Whenever there is a transinon from onc tone to another,
both must be capab!z of preeise positive definition in mathmatical
terms.

“The two tones (analogous io consonant and vowel) are
mutually exclusive only arbitrarily.

“From ihe above it fallows that 1 the tonal transition, there
is no way of positively fixing the termination of ounc tone and the
beginniny of the nexi.

““As the term tone here ncludes both production and percep-
tion of sound, we have to tike Into consideration the mode of
vibrations of a body (strings, veenrt chords), the neurophysiologi-
cal receptors, the psychological process of attention, unconscious
repressions, etc.  We have therefore to consider a tonal pheno-

8
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menon not merely as (a conceivubly unidimensional 7 acoustical

but as an acoustice-articulatory-psychological (multi-dimensional)
continuum. ‘

“ Now such a tonzl-transition is not composed of a few dj

crete instant (-aneous)-phenomena but js an integratio ew ; is-
infinite number of phenomena differing infinitely little f? o
another; it 1S a continuous process...these infinje num(l)JI:r 0(2{;

phenomena) differing infinitely little from ope a
nothe
as elemental profiles in the present theory therare defined

“In this densely ordered set of eleme;
of precise experimentation can reve
tone to another—i.e., there is no meg

ends and the other begins. At thig junction.poj

limit known as the Weierstrass-limit s defined ng, a (fonccplual
present theory, in the familiar manner of Deé i(':COI:dlng to the
This conceptual limit is known as the alpha- ~exind’s Postulate.
construct. Pha-Teglon. 1t is a mind

ital profiles no degree
al a change-point from one
ns of saying where one tone

““ Analogously the e]ectron-jump frem o
as well as the transition fom consonant to vo
are worthy of consideration here,

ne orbit into another
welin humap speech

“Obviously this alpha-regj i
' “TEZION 15 nej
other and yet is the progenitor of bothelt]i:r one
order of time ; it is the alphaphone - Also
and not Reason-able,

tone nor the
» 1t is not of the

“ However, when temporal]
it is the moment of temporal
¢ fleeting’ f\ i
‘ fleeting * for measurf:ment. Since, yet it is in time-jg ¢
it is phenomenologlcal and this s time tself

r ‘environment > ;
phonoid of the first order—not measurable bulel;tt Is the alpha-
¢t existent.”

Yy we assi

generation which js again too

“ We may, however, reco
dary order. Thi
measurement ; it

depending upon of convenience,

a
“The role of the alpha ndmeasure.

where we are concerned wj
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physiological and psychological times. We may, therefore, define
an environment that can comprehend all these levels. 1t can be a
multiordinal environment.”

I strongly suspect that this problem of continuity.disconti-
nuity which is a fundamental one in human perception-is at the
foundation of the theory of srutis. That is why, inspite of the
arithmetical problem (to which we will turn later), srutis are said
to be infinite in number. The reduction of the infinite to the
perceivable and measurable finite, introduces approximations and
errors. These are inherent in the process and I again suspect that
the srutis have this occultic background: for, notice that there are
22 srutis and 7 notes, with a telling pointer to 22/7 (n)—a
pumber of great mathematical and occultic implications. The
sruti is, therefore, the primordial perceptive gap between time
and non-time. Only for arithmetical and mathematical purposes
is a significant number—22 —autached to it. Evea then, sruti is
only a pointer and not a measute,

Srutis

The word sruti has been used with slightly different meaning
by various writers. In general we may say they are additive
measures of pitch relations in music.

Matanga has defined it as the sound which can be grasped by
the ear®. if we interpret this too broadly we may say any audible
sound is sruti. As Kohala says some took the sruzis to be infinite*.
Thus we see that all the sounds we use in music are srutis, and it
is obvious that we do use really uncountable pitches in music. It
is practically impossible to measure all the pitch variations of
steady tones, gamakas, glides, etc.

The srutis are convenient steps of measurement of pitch,
analogous to notes. We say that Bhoop has five notes. It does
not mean that we use only 5 perfectly steady frequencies. It
means we recognize 5 points where we can conveaiently stand and
measure the pitch. If we try to measure all the meends, gamakas
used in singing or playing Bhoop, the pitches would be infiaite .

To define these steps or srutis Sarngadeva gives a method.
A string s fixed on a vina (harp) in such a way that it can pro-
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duce its lowest pitch. Now, tune arother S'ring at g slightly
higher pitch.  But it must be 5o close to (), first in pitch, that a
third tone can net be introduced between 1hepy. Similarly tune a
third string just abave in pitch to the second, so that there cannot
be introduced another tone between the second and third strings
and so en, The strings so tuncd are said tg ba One sryti apart.
1t is clear, therefor~, that, accerding to Snrngadevn, sruti is the
just noticeudble aiffercnce in piic.‘14~1n moderalanguaee
that sruti s the dijeience limen for piteh. However,
fully try the experiment on a swaidainaadal, we
than 22 srufiyin an octave. In our orelimin
could get nearly 40 tenes beivren Suand Gt

we may say
if we care-
can get muany more
4ry experiments we

Also, by modern experimenis with

PUre tonces
found that a normal ear can discorn

. it hus heen

Wdifferonee of nearly 3 cps
to S cpsinpitch. That is, ifa tone is 240 ¢ps, and another tone

of 243 cps or 37 eps, thu lutter wili be heuy. us different in pitch,
But if the other tune s say 241 ¢ps or 239 ¢ps,
distinguish between thess and 249 ps. i w
48 as S«a, then aboul 8 (=460—ix103)
made out. Of course, this is under cxperimental conditions with
very accurate instruments i the Iaboraiory with pure tones!  But
under ordinary conditions, with complex lones, the number wijl
be definitely less.  Again, even if the number of different pitches
within an ociave which the ear can Lake out,
22, they may not be * musically * different of sig

the ear can not
¢ tuke 240 as Sq and

LT Ny aene I
sSinerent pitches may be

may be more than
nificant.

In this connection we may refer o
(England, 19th Cent.)’. He took 4 sirew
bridges under it. By moviag the bridge, the length of the Vibra.
ting string could be altered, thus Changing the pit
He found that to produce a just noticeub]e duil
of the string he bad to shorten the length of th
its previous length. Foc instance, let the wir
Let this be Sa; 10 get the next Just noticea
length by 1/32 of this, that is oy 1024/32, The pew length s
996 mm. The next length to produce 3 just noticeable difference
in pitch will be 31/32 of this new length i.e. 99¢ < 31/32=964 om.
The next note will have a leagth 31,32 of this, j.e, 964 x 31,32
%932 mm. and so on, till we ger Sy with leugtin 512 m,

40 experiment by Eljjg
wuostring with, moveable

¢h of its soungq,
crence im the pitch
¢ string by 1/32 of
€ be 1024 mpy long.
ble pitch reduce the
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Stri is inverse!v proportional to

we K t}\lz;:;y :itr::%velednegctrhease the length by 31/32 of t.he

frcqt}“”)’- IS?’ fvc are increasing the frequency by 32/31 of its

ot value If you actually calculate the number of such

s oo v'z:ll:e.from Sa to Sa, you will find that there are nearly
steps possi

22 steps!*

hat is, by Ellis' experiment, the number of rougk;zstep;hxix;
. (ll' h, can be distinguished in an octave are.ubout 2. m
pltc}:iwclilc surprising agreement with the 22 srutis mentione y
is indeed a 1

our ancients !

. important point in it. That is

The abo_ve.fxfl)f:ﬁfn;/i’assi;a;:ﬁ wlzichp can be p-erceived
tjliSI dih;n (tlllz/ié;ec:lsmion already present in adperson.t li(:r ;?Sslilvl:;‘,
{ (_’1)[.’" S K ‘ , . a an ou H > .
you take your t-eixxnhitsuii zvi‘re{v (iwycets. il‘he sume cup of tea
But, before drin Sgwe;t now! That is, your sense of sweetness
does mnot taste SOf ‘he previous sensition of sweetaess already
changed because © yant xt)o feel the tea sweet you will have t‘o add
present. If you “SimilaIU’ light a lump in your room in the
much More Sugar »t produce any ncuceudle difference mvlhe
day time. lt\doCS nx'(())Oi). But the same lamp lighted at fllght
brightness of 'lh:t’ Here again, your eye is not appreciably
appears 59 b"g, . in day time becausc of the sun-light alrea(li)'
afected by (8¢ “;;F[’n the lamp to have any cffect at all, you will
present. y?tumuch brighter. When a peor man with a salary
have to make i Rs. 10/- it is a great loss to him. But to a man
oiRs. 1?0/1.{:05;5000/.- a loss of Rs. 10/~ is almost un-noticed.
who gets - b

For those who want to calculate these, hereis the Eled;:-)dé
oo ' Wi HP] I
ible * will be 1/x 3%, The thi
1. The next audible ‘note ' .
Le:i't;gla lZ)ete \;vill be (* x 33) x 31, The fourth audible note will b;
(i 31 x a= How many steps o
3 . Now, Sa=2. oW

(1/X gixgi 33 and so 0{1 N ). 1 xggx?ﬂxg‘z'"?___;.
32 will it require to get Sa 7 That is, 1/x 5§ X 57 X 37
ERY

Let this pumber be n.

Then 1 x (39 =2
o = 21.98 or very nearly 22.
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Both have lost the same amount. The difference is due to the
money they already possess.

The same thing happened in Ellis’ experiment described
above. Everytime the increase in pitch was by 1/32 of the
immediately preceding pitch. It was not 1/32 of the original
1024 mm. That is, the sensation of pitch difference depends on
the previous sound just heard. Thisisa familia;

. physiologi
process and is expressed mathematically as a logarit Blcal

bmic scale.
Now we shall‘ examine a musical fact familiar to ys Let
Sa=240 cps. Its Pa will be 360 cps. That is, we have asc;:nded

by 120 cps.  Now take the upper Sa=480 cps. |f
: . If we no
by 120 cps from Sa will we get Pg? w ascend

We certainly do not get Pa. Actually we have to ascend b
240 x 62 and reach 720 cps to get Pa. This is the meaning 03;
our discussion above. From Sa=240 Cps we ascended by lZOi 5
But since 480 cps is a higher pitch, the same amount of ascfnt.
will not do.  Our sensation is now *higher®
ascent also must be by a higher degree.
depends on the previous sensation,

and hence oyr
Our sensation of Pa

This is perhaps the basic scientific principle in measurin
musical scales by srutis. In the above examples, the interyal W'g
Sa—Pa. But the increase in frequency in both cases was not t;s
same, In the first case we ascended by 120 Cps and inp thc
second by 240 cps. We, therefore, require a scale which has equael

units for equal musical intervals. Inthe sru¢; scale both are
to 13 srutis, as in the above example. ¢qual

Of course, if we do not subtract the fre

. . . quencies bu
their relation by ratios, both will be foungd to be the sa;“prgss
\ T3¢ ‘ . €.
Pa= 34§ =~ 146 = 3. S0, equal musical intervals are expressj .
by equal ratios. Dressible

However, it is not easy to work with ratios.
simple scale which can be easily used. Apg sruti s
scale. 1t can be easily worked, for,
2) they can be added or subtracted
are equal in srutis.

We require a
. cale is such g
srutis are 1) small i Dumber
and 3) equal musical intervals
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There have been great many discussions op the nature and
number of srutis. We need not enter into the merits and demerits
of all these. We may note here the following :

1) Our ancients did not talk of frequency ratios. They talk
of numbers which can be added or subtracted.

2) The ratios given by various authors for the 22 srutis are
so close to one another that they may not make any practical
difference. For example take the case of 1 sruti: We can get
one-sruti interval as follows:

Subtraction of Srutis. Ratio. Savarts. Cents.
4 -3 =1 e = P 5 22
3-2=1 I+ 1 = 37 18 70
3-2=1 L0+ i = S 23 90
2-1=1 15 = v = i 23 90
2-1=1 I+ = 0 52
2-1-1 e =3 870
2-1=1 17+ 355 = 43348 2 6

It is not necessary to remember all these numbers to under-
stand the basic idea! We neced note only that 1 sruti interval is
equal to many ratios some of which have been given above. 1t is
possible to obtain similarly differing ratios also for 2.sruti values,

Thus we have the important idea that sruti does not correctly
measure a tonal interval. For when we say 1 sruti, it may mean
any of the above ratios! It indicates a position in the octave,
When we say 2Ist sruti, we mean the 21st position from
Sa, where the octave is measured by 22nd position from Sa.

For instance, when some one asks, “ How far is the post
office from here,” we may say ““Oh! Just pass by 5 lamp posts
and you will reach it.””  We definitely do not mean the lamp posts
are at equal distances from one another. The lamp post is only a
numeral indicetive.

The sruti then may be considered an ordinal number. It
shows the positiou of a sound on & scale of 22. The actual ratio
is a cardinal number which shows the correct relation between
two pitches. We may compare the srutis to the position of a
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student in the class: he might have si00d 1st or 5th or 22nd in

an examination. This is his sruzi number, The actual marks he
gets in the examination is like the pitch ratios

Again, imagine that you have to group students in a school
according to their heights. Let us assume that we want them ip
12 groups, starting with boys 5’ tall to ¢’ tall.  Then we can have
groups like this: (1) 5105 17, (2) 1”10 5 2 and 80 on; till
(12) 5 117 10 6. Now all boys who have lieights 5’ 1y, s ,1
5’ 177 and less than 5 2" will come into Broup (2),

them second group boys, though their heights are not

17
2

We will cajl

the same.
Similarly we divide the octave into 22 parts.

. ) In each sryy;
come all intervals which are very close, according to

this scale.
Thus sruzis are equal when they indicate

4 position in th
octave but unequal when we express them as ra ¢

tios.
In the discussion on srutis by various autho

) ) rs the follow;j
points will be found important : wing

1. Are the srutis intervals or notes ?
Perhaps this is not so complicated as it seems,
Let us consider them as notes. We require 22

That is, starting from Sa, the last note must be th
this figure:

Gy
[

Sa
The twenty third note is S
‘repetition”’ of Sa.

in an octave :
¢ 22nd as in

a which we do ot count for jt is 4

If the srutis are intervals, we muyst have 27
as below :

Y
/////

Sa
The Sa comes after 22 intervals
deration the last note (Sa), omitting Sq

£4aps in our figure
»

Here we tuke into consi-

« For, the first interval ig
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: , Cem . .
from Sa 1o Re (Gie iy wnd the fas intovar (22nd) is from N
to Sa.

That ir, in the first case Najs counied but not Sa. In the
second casc S« is not counted but S« is taken inte account.

2. Are the siutic cqua! o vnequal ?

Expressed as ratios. they are uncqual. We have seen this
particulariy in the. cow of 1osrnaiinootyads, I thisv are uncqual
what are their moihepatical veluss?  MMuch  discussion and
difference of opinien ¢L-aine on this pooBlem. flowover, most
of these opiniors ar: tfLooretico] with very little proctical evidence.

But we have alvo sen st when voaos arve oxpressed as
additive numbers, they ¢ fogerithmic za¢d quel

10 otber words, spiic ore both equal aed nequed,

In a0 Far as iboe iedioaic 1 pocvinn oo octav s (a5 ordinal

numbers?, they are conet i x .n”c.}fg,/ they 4o no't mcn_syrc
but show only a position i7 7 s.i0s of piienas. Bt each position
or srufi mav have many 2los rados vhicho we measure. In this
capacity they are uasqual. Much confusion cxa be avoided by

following this idea.

3. Why are tiore only 22 syutis?

This is & mathem wical question for which many soaitions have
been offercd. Somec say that 22 smutiv and 7 notes are closely
related to theratio of the circumference and radius of a circle (22/7).
Some are of opinion that this is @ small number which does not
introduce much- error when we change ratios into additive
numbers.” We have alesaldy deseribed Sienendeva’s and  Ellis’
experiment. where it was s2en that roughly there are 22 distin-
guishabie pitches i an octave.
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LOCHANA'S RAGATARANGINI

By C. S. Pant

The importance of Lochana’s Ragatarangini was first brought
to light in the 1st All-India Music conference held at Baroda in
1916. A brief survey of the work was made in it by the late
Pt. V. N. Bhatkhande during the course of his paper well-known
as ‘A short Historical survey of the music of Upper India’. Only
a small portion of the Ragatarangini was then published in 1918
from Arya Bushan Press, Poona. The name of the editor was
D. K. Joshi, of the publisear B. 8. Sukthankar, the main super-
visor and inspirer of the project was Bhatkhandeji himself. A
verse supposed to give the date of the work, namely ‘¥9i-ag-gufaa-
31T u}qa\amaiﬁmmeﬁ’ had ever since that ume caused a good
deal of confusion among schoiars. A complete edition of Locha-
pa’s Ragatarangint was published 1n 1934 A.D. from the
Darbhanga Raj Press. It was edited by the Raj Pandit Baladeva
Misra of Darbhanga. fn the jearned introduction the editor has
settled the date of the work as being nearly the end of the seven-
teenth century.

Lo the All-India Music Conference of Lucknow held in 1936
I bhad read a paper on the subject in Hindi. This was
circulated among some scholars and students for a time, was
allegedly appreciated, but could not be publisbed.

It is indeed unfortunate that extremely unfounded and
misleading statements ase sull continuing 10 be made about the
subject. in the introduction to his translation of the Natya
Sastra of Bharata (Vol. Ll Chapters 28 1o 3o, Bibliotheca Indica,
Calcutla, 1961), tor instance, Sri Manomohan Ghose says about
the Ragatarangini that, ** it was composed by Lochana Kavi, the
court musician of the King Vallalasena of Bengal. 1t was written
in 1160 A.C., the year of Vallalasena’s accession.”” *“Songs of
Vidyapati”, Mr, Ghosh goes on Lo say, ‘avallable in the present
text of the Ragatarangiot are evidently o late interpolation and
hence do not determine its date. (See footaote). He therefore
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lived one gineration eatlier thun Jayadeva tie celebrated author
«
of the Gita Govinda.’
It is clear from couse iowurks thay 1, e writer has aot
gone througit the parshangae <dibicn of the im;;zuarangini
In order to remiove the confusion of whie! b . )
o Ta ) which the above is only
one exampie, 1 would ke v make some oty vations before thi
is
learned assemibly-
The extracts and deseriptions utijiscd by o .
X " N ( Cri i i uﬂ.(‘l Oy uh.\lkhandc in his
papers and in bis 1918 cditivn were supplicd to hip, by his friend
¢ Sri Krishnn Josbi, (o . ‘ rien
late Pi. Sri Krishni Joshd, {the present writer's maicrnal grand
father), as alrcady acknowiedged by the cditer The l(
3 i : ' 1€ releve
extracts were copind ifeu a muhusenpl in he HE Televent
D Maoeidia Nuth G YO thC possession of the
late Sri Nagendia Nuin SDUE, G OF thie gl cariors U‘f{hb Le
Allahabad.

The Darbhungn caiiion o1 1934, og w0l e hand

ader,

» 18 based
he verse ¢ ywr-gg-
| 1y learned teachers
et enguired g iis matter s
“reel of the aetyal
0 oiher manuscripts

e

cn another manusciipt
T -2 wlamada sy, One  of
Dr. Umesh bista o bihar whe

ara Y .
dhg dovs Bou contain 1

i

of the opinion thao \s verss is pot partund p
Ragatarangini of Lochana, and is not found i

of the work.
Let me now come to the author, i puirons, apd
) e " . 3t : . . b c
of the work. The Ragatarangini s in five chapiers caljeq "; nature
. . arangas,
It begins snd ends 1 Sanskait RIS, Las alse
. . ) R
verse passages in SansKrit running Broughowy UL i i Prose and
. . . . R y it .
a veritable misc of W formaiivi op g farge gu.an : ;is otherwise
. . . . . . - WICr O ¢ _—
Maithila dialect ot tindi-—so.gs set (o Rugas ung - .xn?gs n the
so-called Hanuman-mita. waginis of the

In the openiag passag: just afier e Usus
the author speaks about the line of hig patrons
.

this—

" inangalacharapg
Let me reproduce
fatuEaam A ifigegiy feqaqar famy, |
TG FAN T gayza, HRTSIAL yafy
FRAGHEE G I Tedirzg ;¢ R

TR: SARSKY VI Fagl oty Ry
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YATPRAFARET Praar fQgaeyiia-
£l 4 R BAAFAATFGEUHC |
5w UaaF9zEA G Faaifoaz 4t
qiF1ET g 09 FATITGIRYA: T i
gaErar garigzacligiea: manad
feaid: sRT@TeR W g b, |
sdYegIfaazan; Wikl fies qaqyt-
eaAET gag Fawdal qEa qUdlET o v )
qF@nfT gar: q0T TRE Ao il
Azt safasmar i 393, ) |
UAZIAGUIAUA IR E 0 B el se74-
SHAGT GG EUARTAH (T ga: Yy
genzifassged gkl Marageasq.
AFEaEACAT: afqye pEaggiad |
QIR FAAITTR aRElerasQat
aiedtaferagifaas: wersgn dfge g g )
gong st (T3 EAgTal SR BRAgUIa g Hoe, |
Feaal atfagRuafeguRaa gigiTasg, o o g
a safa agias agqaeaatyg gai <o
@aay 1 AANETIERT O faga 1
gty IeargURASHEI T TeT o
frw: Il gITS FTT WA q@fy gy < )
frfatanE® g4 Mg AT 9 91 agaaeaq |
Paeql StaaTEaaiEaT qar gnatiofiag o ¢ g

It is clear from the above verses, that Narapati, younger
brother of Mahinatha, the then ruler of Mithila, was chief patron
of Lochana, the author of the Ragatarangini. The three ances-
tors of this Mahinitha mentioned above are Sunder, Shubhankar,
and Mahesh respectively, the last, namely Mahesh being the
earliest. Mahesh, in fact, is well known as having got from Akbar
the Kingdom of Mithila in recognition of his profound scholar-
ship. He was a great scholar, author of mnany Sanskrit works and
of some sopgs in Maithila and the Darbhanga rulers are all his
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descendents, He is, further, known for an “ Akbarnama™ in
Sanskrit, which, while its manuscript was on its way back to
India Office Library, was noticed long ago by me at the Bhapdar-
kar Oriental Research Institute, Poaona,

The date of Mahesh or Mabesh Thakkur, according to ope
regional source, namely Mubamabopadhyaya Mukunda Jha
Bakshi’s * Kbandabalakuleka Mithillabbashamaya Itihasa” g
San 964 to 976. This *San’ is a local era of Mithila or rather
Bihar and we have to add 593 to the Maithila “San’ to turn it
into the Christian cra, Thus Mahcesha’s date comes 10 1556 to
1563 A.D. according o this source.

The date of Mabinitha, the then ruler and elder brother of
Narapati, Lochana’s patron, should, let us assume, coincide
approximately with past of Aurangezeb’s roign, because Mabindatha
was the great-grandson of Mahesh, us Aurangzeb was of Akbar
his coptemporary. Now this is wonderfully corroborated by
several ¢ Kulapanjis’ or registers of genealogical 1ables, which is
an important institution of Mithila. 1 give below the dates of
Mahindtha and his brother Narapati, who later succeeded to his
brother according to different Kulapanji's aad some other sources
and authorities. (The original dates are given in Maithila *Sap’
but I am hercunder giving the dates in Christian era by adding
593).

(A) Mahinitha: c. 1671 to 1692 A.D.

Narapati: ¢. 1693 to 1703 A.D.

(B) Mahinatha died ¢. 1690 A.D.
Narapati died <. 1703 A.D.

(©) Narapati ¢. 1678-1098 A.D., with some slight variations
(Sir George Grierson, J.B.O. RS, Vol, 3, Part iy
1917, pp. 552-54). s

(D) Mabindiha and Narapati: ¢. 16951705 A.D.
(according to an unpublished bistory of Mithila in Ms.):

.+ The Kulapanjis or gencalogical tables arca wcll-knom
Mithila. It is the opinton of Dr. Grierson and so many other local
authorities that these Kulapanjis began to be systematically maint
ained from generation to generation, from the time of Harasingha o;
Harasiogbadeva the last Karnataka suler of Mithila of the 14¢4
century. (See J.B.O. RS vol 3, part iv. pp. 552-554),
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According to all the above scurees ilie duic ol Lochana’s
patron falls between 1670 and 1705 A.D.

The editor of the Darbhanga edition of the Ragatarangini,
viz.. Rajapandita Baladeva Misra gives us other interesting
sources of information and corroborations also in his introduction,

(1) The anthor of the Ragatarangini, Lochanakavi, is also
named as Mahopadhyaya Lochana Jha. He was son of Maho-
padhyaya Babu Jha. His descendents were still living in the
village ¢ Ujana’ (3@{(:{) of Mithila, which is an Apabhraméa of
Uddyina (371).

(2) An old Talapatra ms. of Naisahdhiya Charitra in the
Darbhanga Royal Library was copied by Lochana Kavi himself,
and bears the colophon of his signature SUNAHIRGT [EFAFS-
Fha. o Srawgeal wH 1603=1631 A.D.

(3) Chandrakavi, a famous Maithila poet who was alive till
the first decade of the present century records that he saw (a)
Ms. of Ragatarangini bearing the date TF 1607=1685 A.D. (b)
AnotherMs, written by Lochana Kavi himself bearing the follo-
wing verse at the end.

Ragragnifreiid mEaEl

g% aiRfgdtaigi Sadag gEasy |
A FuUsaE aftadg ARed )
eaadsa fefataamar, )

This is still another evidence of Lochana being a resident of
Udyanagrama (village Ujana locally of Mithila), giving the date
Saka 1624=1702. A.D.

Lochana has not only reproduced Maithila songs of Vidya-
pati (14th century) but also cf a host of later Maithila poets in
different Ragas and Raginis. There are songs in Maithila com-
posed by Lochana Kavi himself too. In one of these songs in
praise of Goddess Durgd, Lochana prays for the welfare of his
patron Narapati and -his elder brother Mahinatha, “agfy qfy
ufag wage %8 afiam gad >'— this being another evidence
regarding Lochana’s patrons Narapati and Mahinatha as already
explained.
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. Thus, the statement -~ of My, Minomohan Ghosh i i
introduction to his translation of Natyasastra Vo;)bI[ e
Lochana Kavi was a court poet of Vallilasena, the Se' i
Bengal, that he was earlier than Jayadeva, aut’hor of Gm: TU]C.T o
z.md that songs of Vidyipati in the Ragatarangini e
interpolation is ludicrous, unfounded and grossly irres are; later
may point out here that Lochana hag referred (o J'lp(::;I e 1
his Padas, and thc foliowing is partticularly il‘iiere(s)tli e\{a and
third chapter which is5 devotsd particularly 78 In the
Ragas and Raginis of Liithila-—
A Bl | o g s 35t 3f Y
Y@@ g AwgHd— SR

to local and regional

eaAfafiEAR gEd w ag st 0 gy opy
@ a7 (genfy gafaza) 23AH ) T

( the Trarbianes editie
(See p. 49 of the Darbiunua adition of Ragatarangini)

Lochana in his Ragataranging hus . .
L H atArangine bus, by way of illustration of
Ragas and Raginis, reproduced not only Jayadeva’s
> ayadeva’s and Vidy
pati’s songs, but songs of as many as thitrynine poets includi
himself, all Maithila except Jayad.va. !

o

ng

In this connection we have to remember carefully that out of
the five chapters or Tarangas four chapters or Tarangas of th
Ragatarangini deal with Dhyanes (pictorial forms) arid illustratio e
by means of songs (partly in Sanskrit, largely in Maithila) of ‘;:s
six principal Ragas and their thirty Raginis mainly accord e
to the so-called * Hanumanmata’, and with the local ang regio
Ragas-Raginis and Sankirna Ragus of Maithilg of Teerabhul;(a?’
rendering the book of great importance for the Maithila of B'hht
variation of the Hindi language poetry and song, [t g ol thari
fifth Taranga or chapter which the author regards rightl ) the
wider or universal interes: and application and which deafs as .of
the Mela or Samsthina system based on twelve mejas and tzu'h
Janya Ragas, being mainly the northern variation of the Mell'
systems, with some common clements; and alse with Sank,ela
Ragas of wider prevalence introduced us Irna

ing

¢ g GFESAFITOMANIHEZOTAZY; |
= Bascdon Kshitirﬁohan Sen : Gft‘dVit:'ina-Vr o e
(Bengal Era). tsika, Vol 1, 13359
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The author informs us thay he (Lochana) had also wrilten
sngraba, to which hc refers

another work natged Rigasang:vi
readers particulariy for the opies dealing with  aspevis of
Nibaddha Geeia (i.e. Prabandhas).

Rt wgEeg Wes UaGHlEHaRse ey o

The author while introduving the twelve belus mainly basud
on Shuddha, Komala and Teuver vusieiios of tiue north ledian
medigval scale says—

o flopai @soere eqvin Tivgldaes W@l
i AR ARt T iR I 0l
R HRGQAL: ST ST IR g
qRg; AT qaf5et sElar oAy, o

This very passage is alsc fourad s e Hridayakantukam of
Hridayararayznadeva of Gadhideda (Jabalpur) of 1667 A.D.
Hridayanarayanadeva wids one more Ml af his own invention
pamed Hridayarama wiich Lochana is not prepared to accept,
because it is not of wider intcvest.

We mmust now sdmit ihatl it is not Hridayanarayana who has
borrowed from Lochana but Lochana who has borrowed from
Hridayanarayana, or bota from « common source.

I say Lociinz has bosrowed from Hridayanarayanadeva
because there is onc maore very important evidence,  Bhavabhatta,
the court-poet-musician »f Anupasimha of Bikaner (1674 1o 1709
A.D. according to Bhatkhande, but 1669 to 1698 according to
K. M. Panikkar 1n his introduction to Anupasimhagunavatara of
Vitthalakrishna, edited by Kunhan Raja, Bikaner 1942) in his
works named after his patron as Anupasangitanpkusha.  Anupas
sangitaratnakara and Anunas.npiavilass has quoted from Ahobala,
Srinivasa, and Hridayanarayanedeva and a hest of other writers,
but nowhere from Lochana or his Ragatarangini. Thus the date
of Lochana and his patrons (A.T3. 1670 to 1705) which has been
established agrees and synchronises remarkably well with that
of Bhavabhatta, whe was his coatemporary. Thus, the date of

Lochana’s writings falls betwsacn 1670 zud 1705 A.D.

Toemglad (o poinl out tht in yptie ot the fuct thud e
complete Darbhanga cdition ¢ the Rugatcrangini could not be
10
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scen by the learred and renowned secretary of Madras Music

Academy, Dr. Raghavan, who has remarkably coime to the right
1 o0 N N 1 MY RS .

date Of LOQJ&IM “s ”}’70\/ A.L),, IT‘ l!lb ﬂ ‘“»kn;;._q!rg pape? “ Latﬁf

Sangita Litersiurc” theough i would uow ooly

. ) . : i * sugzgesi oune
modification, nameiy, with regard io H;jdﬁyam”yam as 1 have
~ ity hs

already explained. Dr. Raghavan’s suggesiion that YR gRA AT
or Saka 10821160 A.D. according 16 soma is 1 Joca) era is also
interesting. As I have alrcady pointed out, tieie is g3 loclal
‘Maithila San’ prevaiant in Bihar wiich 15 obluined by subtractin
593 from the Christian exe, or {6 wuich w2 haye te add 593 iﬁ
order to convert it iute th: Christinn era,
yoEgaafaaad or 082 a8 8T 84 we paye 4 a8 equivalent to
1082 + 393 = 1675 A.B. which 100 ugrecs x.cmmkagly well
with the date of Loctuna arrived at above. Bui pessonall
I am inclined to beiieve that the whole verse ’
* JIRIRAATAE Augaaiavsua) |
TEAERT grrEnaa, frararg o

faus, if we regard

is an interpolation, which, as I was informed by Dr.
was just scribbled at the end of the ms. of wh;
supplied by my grandfather to Bhatkhandeji for hi
Poona edition of 1918 (of only a small portion of t
speaking, Vallala Sena’s date is 1153
has nothing to do with
other ms. of the work,

Umesh Misra,
ch parts were
§ papers and the
he work). Really

) Fo‘1178 A.D.,* but the verse
agatarangini and js pet found in any

To conclude, the most important points established are that

(1) Lochana was a court-poet and musicisy, of the rulers of
Mithila—~Mahinatha and bis brother Naranat: icul: tach
i 4patt—particularly attach-

ed to the latter, and that his datc of writi
2 dade of writing falig :
between 1670 and 1705 ATy & fulls approximately

(2) He was @ contemporary of Bhavabhatia (1674 to 1709 of
1669 to 1698), who, while he has quoted from Hridayanarayana-
deva (1667), has not quoted from Lochana, d

3) Four chapters «f 1he gt . \
( ) T chap r:, ot the Rugatarangsing first four Tarangas
deal with the Raga-Zapiing iysteis, and 4
- oIS n 713, ang th- lecn) and [egional
traditions of Mithiia wcluding some  wope,
R o e mongs of Jayadeva, the
* History and Cultyce o

U the indign Peopie
Bombay.

- Bhaiktiya Vidya Boavan,
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author of Gitagovinda, ard of Vidyapati and a host of as many as
thirtynine poets who have composed songs in Maithila. These
are no interpolations, but part and parcel of the original
scheme of the work and its very life-blood.

(4) Only the fifth chapter ~r the last Taranga cf the work
deais wich the sysrem of weivs Melis or Samsihanas and their
Jenya Rogss bed o the medizeoul sorth Iadise Suddha scale
equal to madarn dtocusteni Kaf Thots or the South Indian
Kharokarspeiva Mela—Melas bescd mainly on seven  Shuddha
and five Vihiriti note: These and the Sankirna Ragas described in
this chapier are of wider intzrest and wsage 2s distinguished from
the local ot regional varicties in the first four Tarangas or

chapters.

These twelve Melaco—or eathor only civen Melas-—~because

the twelfth 9% is supposcd to heve boen fost by toth Lochana

P [ A TS YN .
a {(vid> @ VTR 20T @) have

and boidovan ESAT OGN
v

R . PO 3 o4 gl N -
about seve: yoishy Jan Segues Lltarhed 1o them in total.




SIVA G O 2ALIAFANIVADA

LEt

1was wihde tcadine Vs st . .
e rcading the book * Covuibution of Kerela to

Sanskrit Literntpre S N .

e S CEFTIET by my frnd D, Kuagunna: Raja that | eame
WCTOSS Sivi i o . : . . ’

; TOss b““ Gt of Ramupanivada. Knowing that it had not
e2N pnblished ca Fir T oborrard . .

) Ny )lﬂh(‘d Y] fd!, H storred r;‘,wi:“)‘s: cnqmncsm g‘J‘ at amanus-~
crint, wkily ! o , . ’
o £ Luckily ) contucted {tate) Sdi Kuttamassery Nurayana

soartnd] b v e SN . .
" rodi wha had @ corton ob oy mGaanerint copied from 2
palm leaf Groptha,

YWY 1hoy apted a3 o . .
VIl Rt started an fntcrcating neriod of study, search for

der eompietc anusering, g 2ol the musicul crmposition set
to notation. I have bece #b1 o oo at the ol palm teal manus-
enipt from Ss1 Voman Magy G, one of tha d:’l';cenduuls of the
author dunsetf. Gettiny the 4usieni Compositiong sit to notation
proved unexpectedly dificuly as my sHempts (o cntist the help of
several leading musicians did not sueceed. Figetly I was Tortunate
in getiing the active ch-operatins of vy frizng Vidwan Sri A.S,
Panchapakesa lyee, Principal, Rosika Ronjuni Sobha  Music

Schkool, Madras in getting the musical compositions set to
notation.

Author

; Oicm vins s .
‘The author of Siva Gitj is Ramapanivida, ane of the greatest
poets of Kerals. He flourished in the isth century. He has
3 ' . . N .
z’vrl;:e.“ several beoks of owistunding merit both in Sanskrit and
Prakrit. He has been o ; i .
< cen patronized by severai k . .
. . oral kKipes and
in Korala. os and chieftains

The author belon : i
o gs to the Nambiar community who are
professional drurmamers, who asuist the professional acte £
Kerala known ax Chukyars in guaoing S dori Lo
‘ : S 0 stegine Sanskrit dramas and con-
ducting discourses i Purciie sterion. knew Z
. araine stoyiesg, ‘Ul(_;\kn AT I\O()ttu. They
play on « peculiar drum known ns the Mizliava angd since th
play with et pal Uy style o peclye 25 Panivad J‘ " B .ey
-« - . . . ) Hiatas
a professional drummer it i, ne vwonder thui l"'r"r'p'tzxivad etllng
i ~ 33 AL ng a
written a work on Talas knows g3 ‘Talaprastarg 3 has
) ' Ly Sedld
tely it has not been published so (ar.

Unfortuna-
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Thers hos ban oz tot of controver,y in Kerala about the
idemtity of am.oonivodn Tne set of scholars contend that
Romapanivzdy was iduntical vith Kunjun Nambiar, the originator
of ¢Oirantyial’ in Kerala, Another s2i of scholars  hold
that oo oive b ond Foarfen NMambisr are different persons,
but may be thoy wers close relstives. Tire present trend of
opinivn ¢ cms to be that Hhey ars different persons.

Resnzpanivacs briorpad Iy a2 Podartathu family of Killi-
Lurissimangalem villag, lac is aree Lakion Railway Station in
Praicha: District, it fas wrten sovirad kavyas Iike Raghaviya
zzml\JV;ls‘.w‘.uvilusa, soveral draunns Lie Sitz Roshava and several
stotras Of interest 1o music lovers are lds Taliprastara and
Viitte Vagiika dealing wih T:sins and meires. There is one
susieal work called Gite Ramam 2014 10 be written by him but
same scholars dispuis tuds duwern, thore is no dispute that
Srya (it 13 wrlned by wud b wure wou will agree with
me acec fstening 1o fuw doraonsitsion which my friend Sri
Panchansiesa Iy b arranging thes there can be no difference
of opiniau about its Ane qualivy aad mucical value,

Ramapenivade belongs 0 3 period prier to that of.Tyag'a-
raja. Kathukah (or rathei f\‘iam:a::t'u.am) wiis ;?lx'ce}dy o exis-
at Ramapaaivada’s time. Runjan Nambiar in his Tullal
fun of Katliokali troupes. The Kathakali

121 now were not in existence at that

tence
works has made
compositions witich e popt
time, however.

Apart from Kathakali compo‘si.tions there do ngt seem to
be any classical musical con‘xpf)smons' of that pen?d other
than l{iivm Giti. That shoule pive it 1 speeial valu'c. Earlicr t.o.thc
works vf Maharajy Swati Tiranal the only musical compositions
of Kerala, othr tLan Kathakali ‘,‘J«j)xzks., wﬁh«erc the Tala and R.aga
are laid down by il COLIpOSTY »nr:_c:.c}f aned \y-i'mre there is a
regular Pallavi and Charapas. dre the Krishnn Giti of Manaveda
and the present $i1v3 Giti.

] believe it is the well founded opinion of many that. if a
‘ Las to be good 1he cutbar has necessartly to
meontioned Ranepanivada has written
3atals, Swva Sataka, Surya Sataka

rausion] cowposttion i
be a Bhakta. As already

seyveral stotras like Mnakunda
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etc., besides his kavyas on puranic themes. The slokas and songs
in the Siva Giti alse will bear out tie fact that the author was a
profound Bhakta.

The Work

Siva Giti is a musical comnosition modelled on the famous
Ashtapadi Gita Govinds »f Tu-adeva,
two) sloka {vilowed by
Since ali 1‘h', -0tz Love five cluvanas the work is alzo called
Panchapadi. Tiig, nowever, iv not a :arce siven to it by the

These 13 one (sometimes
nusical comoesition of five stanzas,

P Y 171, 7 .
author.  Unlike Gita Govinda, bowever, oo stery is developed in
It. The verses ond sengs are in praiss of tae

Bliagavati of
Mukkola Temple.

Mukkols (known as Mukkuzhala in oiicial vitlage records) is
a village near Ponnuni in Kerula Stute. 'There area group of
temples there, the intporiant one being that of Amba or Vichnue
maya, The story goes thut Sankara Bhagavetpada when passing
by the place had a vision of a lustrous image. He did penanc;:
there and Vishnumaiya appeared before him and blessed him. At
Sankara’s request she agreed to remain there as a * Svayambhu
Vigraha’. There are three temples there. Melekkiva Bhagavati
or Vishnumayd, Kizhekkavu Bhagavati or Durgd and Kannenkavu
Bhagavati or Bhadrak@li. Of thesc the Melekkivu Bhagavati’s
temple is the most important,

It is the general belief that those who regularly pray at the
Melekkavu temple would get their desires fulfitled, whether it b
wealth, issues, proficiency in lctters or arts, or what one wills Thz
temple therefore used to attract the literary pcrsonaliti'es of
Kerala. Melputhur Narayana Blatta, the famous author of I:Ii a
yaneeyam on Guruvayoorappan was a devoiec of this templc‘ar‘g
he has composd seventy verses describing thie feet of the Godd .
The work 15 known as “tipidu Saptati, ) o

The famous Uddandz Sastri makes un inspiring referenc
this temple and the deity in his okilusand sy ‘nart | sta Py
in Bringasandesa of Vasudeva also there is \rt:l'crcx}LL ntla 77')'
temple. It 1s thecetore not surprising that Ramapv:rulvvw(;)a o

. _ al
thought of composing songs in praise of this Bhagavati S0
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The name Mukiiola seems to be the slang expression for
Mukkavala meaning juncticn of three roads. Its name has been
Sanskritized as Mulktisthala, which in Malayalam has become
Mukkuthala in efficial records. [ have visited the temple recently.
I am sorry to say it bas lost its old glory, and itisina neglected
condition. It is a pity tkat the H.R. Endowment Board continues
to neglect it. In the fifth stanza of cach Panchapadi, Ramapani-
vada refers to the deity as Muktipuravasini, Muktipuresvari etc.,,
and prays for her blessings.

The first mention about Siva Giti seems to be in the Mala-
yalam work Kerala Sahitya Charitram of Mahakavi Ullur
Parameswara Iyer. Theauthor refers to this work only as Pancha-
padi and does not mention the name Sivd Giti, which is the name
given to it by Ramapanivada. Sri Vadakkumkoor Rajaraja
Varma Raja has dealt with Sivi Giti in detail in his book Kera-
leeya Samskrita Sahitya Charitram. Sri Raja had access only
to the portion of the copy of th: manuscript with (late) Sri K. N.
Pisharodi. To my knowledge no one has attempted to set these
songs to notation so far.

$ivE Giti consists of six cantos, each Canto having six songs.
There arc cight or ten siokas in each Canto. The slokas are in
different metres. Most slokas also have some musical value and
can be recited in a Raga or as Ragamala,

The first two cantos are styled Angavarnana Prakarana by
the author himself. The author gives a head-to-foot description
of Devi in the various songs.

In the palm leaf manuscript obtained by me the first two
songs (in Nata and Bhairavi) are lost since the palm leaves are
damaged. The ragas of the songs are scen. The Tala of the
first song is scen but not of the sicend. The third Panchapadi
describes Parvati’s ¢resses, the 4th and 5th her eyes, the 6th her
face, 7th and 8th her breasts, 9th her arms, 10th her waist and
11th and 12th her fect. The interspersed slokas also deal with the
description of various parts of her pody.

The 3rd canto is called bty the author himself as Sankeerna
Varnana. It is a miscellaneous description of the Devi’s sportive
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grace, the beauty of Hci perse. Her sweel nile, Her plaices and
Her greatness. Thé soiig in Severs ;
FLOH —FARIGTU
waRHERa waited tenfenivmiegise s fiogiaar
. L . .-
qgEl—aleal faa qies qoend snaay s SEmiye |

CORTRBI T A 030 AT Ty

For cantos 4, 5 and 6 the author bas not given auy particular
title or heading unitke the (st thies cantel. 1o caivo 4 thne first
portion deals with tic prowess of lier aras and Her hereic
exploits and the fizht with the demeuz. In the second portion,
the songs are, mainly prave. wod stuti

Panchapadi No. 20 o Ainif K ont doser i Fibe et vivn (ke
Asuras can weid be uso cvan a5 @ marciin cose) A

guua—Mfaaneesafzgiitaaagess G RO e .
fafozan | )

- - N .

ggAl—atzd aafdinofe. HEALIRT AT
Panchapadi No. 235 i Crenmakuiinil Ry ohers (he poet prays
. - ™ e

torid him of 2l fear wnd insuspicions thiass ;

alliteration and sound effect,

UM —F T AE AT T

EACTARIRN R g ol et o dim

,},\_l ! “
TEA—afmTIEG R g g
HEATTHT w732 a7 55 997 )
Canto 5. Ca 3 Yo pie e o p
allo > Consisey didiny ot oroyor SuLps P&LIC!I’J_-

adi No. 2€ ia Devagniibng roon is o & j
p Cia Devagnnibor roga is o Gae it

IO T4« W0 0 A 141 RawFG Ty

i
:afirf‘wl‘afir=ﬁa‘165mirazm|'iqt&rx'e-:.-ﬂfm{ t
@Al —afed faafy fmiaas & qaish RTREI Y

. In I.’z%nchapadi No. 28 the poet chides people who spend the;
time waiting on kings in pursuii of wealth, instead of prayin .
Her. Insome of iiis »ther works the poet has acknowledp dg .
patronage of some kings. Hvidentiy Siva Giti is composed ie o
the patropage of any king. R esearch workers may gt soma o t"or
here to decige wheih e vy ot

: REELGY Wa compeon qnring corlier or
3 ey Fame o S 3 3 i . e \
later part of ti.¢ poci’s carecr. in Paiicipads Mo, 32 e pog
Pvesb tae poet prays
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that the song may contribute to the delight of men. w@% sqia=%
dqdig.

Canto 6. Tius is the last canto. The Panchapadis in this are
also prayers. The last song No. 30 is ¢ Muangalam in Gumma-
kamboji raga F&H GEiA AFS FETCIET FAFSY

In the last stanza ;he poct udds his name or Mudra,

giamggeamita qaag arzygbfy fasma
yiadl 90 wg gaweaic qrifug wey usy

As already meptioned, unlike Gua Govinda there is no story
developed in the Pauchapadl. Though one cannot claim that Sivil
Giti has reachicd the excelicnce of Juyadeva’s work, neveriheless,
the poet lias done a good jub ot Laatchitg sound wilth meaning
and impariing an excelient musrcel value to ii. I Gita Govinda
there is Do Dwillyakshare-prase bul 1n many of the songs and
verses of Sive (1t Uiy is tound, probably because of the Kerala
background ol the wuthor.

Ramgzpanivada had also another similer composition to keep
as ¢ moael. Tius 1s thie 17tk century work Krishna Giti of
Manaveds, a Zamorin wio reigned in Caiicut between 1655 and
1658. Krishna Giti describes the story of Krishna's lile in eight
cantos. This 1s also moaelled on Gita Govinda and contains
verses and songs. It is intended to be acted and is enacted at
Guruvayoor temple regularly.

it is the belief of mauy that this Krishnanatium was the pre-
cursor of present day Kathakali of Kerula. Though the dance
portion of Krshnanattam 1s prosented well, I am sorry to say
they are compictely ncglecting the musical side.  Llis a puy that
such « good work s thoroughly spotled by bad handling because
no one listening to the songs iu the way ticy are rendered now
will attach any musical value to the work. In fact, however,
Krishna Giti has a lot of intrinsic merit. Manaveda was a learned
Grammarian and one would find some dilficult usages in his work,
Ramapanivada has, however, no such bias ia favour of grammar.
Siva Giti is not intended to be cnacied as tnere 15 0o story value
in it. {t may have D:en ongitally micuaded 10 De sung ut the
sopana of Mukusibala temple during poojas.

¥
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The Talas used

Out of the 36 Panchapadis, the tala of one is not known,

as the manuscript is damaged.  'Tic ialas of (he remoining 35
are known and can be tabu'atid as ol - -

Ekatala 6 Punci vhoaka 90 Chanip.

5, Dtruva 3;
Atantha 8 aad Fu olingcio gL

(1) Ekatala is the same o = Ekatala of Carnalic music:
usually this is a tala ot 4 mirs

(@) Panchakarika or Foise i
equivalent to the Roopaka Tul.
tala—rather a 160 mubiple of “ibr hiving 96 mutras—that
the drums (chendai) are play:! Licphant Processions inside
temples of Kerala. It is knowi as Purchiari Melam. For Pro-
cession outside the temple 2 dilfersat tult known as Pandi
Melam is used.

iz oo omattas ond is
TEosinntic music. sy ds in this

() Charpa tala is the Jhaaps Tala ol Carnatic music.
This has 10 matras,

@) Dhruva Tala is also tiw: sume as the Dhruva tala of
Carnatic music. This has 14 mautras.

(3) Atantha Tala is a tala in 14 matras and is equi-
valent to the Ada Tala. This tala has a gresler number of
matras than others generally used in Xathukaii
tala is usually used in all descriptive and slow moving  dances
in Kathakali. The word Awaniia lias, therefore, become

synonymous with anything th. is siow moving in Kerala.,

(6) Kundanachi. The wora Kundunuchi scems

‘ _ ] / to be the
Malayalam version of the Saasi:it worg hundranachi ” whieh

is the name of an animgyl belongiog w the Jizard family. The
“Udumbu > whose skin is u.ed g betdange 15 alse a kind of
lizard, Kundranachi is mentioned in Taittiriya Yajus Samhita
Sth Kanda, 5th Prasna, 54th panchad;i.

This Atantha

agat wlwsl wWor f[ifed Gia SR Tataw a1 gl

I suppose there may be simiarity of

matras of the tala and the gait of the or

of its connection with the apsarus,
Tala also. Only one fanchapai

this Tala. Yius Taiw 15 ety tug

cadence between the
cature. Probably because
Il is given us a name for a
st Fadi ruga i3 composed in
Wi gow Kanjan Nambiar
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has mertioncd boan Reg o e hedbat Harist Svayamvaram.,
He uses i 7 conneetinn with the Jdances of eclestial damsels.
Here the connection batwesp Kurdrinzcht and Apsaras mentioned
in the Yainrveda hocomes oiicant.  He says it has 12 matras
and doseribes it as fallovis i —
Koatanace (2 kan #Fontom dqa mdavem inhance
Ranty huttavum ovin werennm
kan‘t:‘l.vur‘\'.k-u kauivkaem upwe idnum
etr.ajyum syztukonty anuide Settiyum untam cte. ete.
He continues the specificaiions of the tala as follows ;—
5341 #yzdy 833 @A pinn atha
RZA A pinne 9IT WA 799 ittaram svaripam atikina
vastu 1in inennarivenaw

Thivtolais alse mondopsd fo the Talaprastara of Rama-
panivadz, where e mentions it 25 follows 1
ZA @GTF T 0 T ag I

@3F ¢ g A e
great, wred el g

A manuseript of Talapeastara was available at the same place
where 1 got the manuscript of Sivii Gisi.

This description is the same as that given by Kunjan Nambiar.
Ramapanivada 2350 mentions that Kuntanicci tala is a variety of
“Gandharva ™ tala. Gandharvz slso is the pame of a2 raga.
suppose there are several names which are common to, both talas
and ragas.

Adi Tala which is known as Chempata Tala in Kathakali—
and very freqo:nily used so—is conspicuous by its absence in
Sivi Giti. 31 is o surpons o to how this Tala has not been used
at all.

The Ruuy

One pecwii-niy 3 ¢4t the 39 Panchapadis are composed in
differcart rugas, -ai i1 8§ Panchapadis there is a choice of the ragas
and there is reaztitisn of ragas oniy in these.

Cauto Lo [he follewing ragis are used :~—~Nata, Bhairavi,

Mulkhar, Samanta Malahari,  Pantuvarali aand
Sowrashiram,
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Canto 2: Malavagowla, Kedaragowl:, Ramakriya or Kanda-
ram, Madhyamavati, Nathanamakriya or Padi and
Sankarabharanam are used.

Canto 3: Saveri, Desakshi, Kandaram, Kalyani, Todi,

Bilahari or Punnagavarali are used.

Canto 4: Gowlipandu, Ahiri or Kapi, Kamboji,

Revagupti,
Saranga or Savari, and G

anakurinji are used.

Maruvy Dhanyasi or Suratti, Devagandhari, Mala-

hari or Pantuvarali, Indisa, Bhupalam and Varali

or Mchanam are used.
Canto 6: Neelambari, P

Canto 5:

adi, Useni, Vasantha Bhairavi or
Mukhari, Kedarapandu, and Gumma
used.

There are some peculinrities in the
from such changes of La into Dy (
Varadi), Kamboji is ¢alled Kimodari
Gummakambhoji is called Kumbhak
that the last Panchapudi,

kanibhoji are

nomenclature used. Apart
i.e., Varali is mentioned as

in ail old Kerala texts.
amodari and it is in this raga
the Mangalam ig composed. Maya

Malavagowla is referred 1o only ag Malagowda. Nathanamakriya
is called ** Natharamagri”, Ramukriva

is called “Ramagri’. In
edukulakamboji is called
Lhanyasi is mentioned as
Atuva Dhanyasi in Sivi Giti is

passing 1 would also mentjon that Y
Erikkilakambodari in Kathakaji texts,
Dhanasi and the one in M
mentioned as Mara Dhanasi.

It is to be noted that one song is co
another one in Ramakriya, |p
mentioned that Ramakriya was
is not reasonable to imagine th

mposed in Pantuvarali and
some of the text books it is
an old name for Pantuvarali, It

. . al Ramapanivady composed two
songs in the same raga cwing different names toit. [t has been

already pointed out that the 34 Songs are composed in different
ragas and there is repetition only when the choice of & raea is
given to some of the Panchapadis. Hence I would put it th:lt in
Kerala of Ramapanivada’s time Ramakriya ang Pantuvarali were

different ragas. 1 would ajso mention that Attyr Krishna Pisha-
rodi in his book ‘Sangeetha Candrika* gives (he Arohana and
Avarohana of Ramakriya as

Sa ga ri ga my pa dha nj sa
Sa ni dha pa ma g3 1i sa
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Professor Sambamurthy mentions in hi‘s‘ text’bool:. fPatIBl;:lopjllg
is referred to in Sanskrit texis as ?evt\glxgxcila gou
mention that Ramapanivada bas com'pos:in.. one in ! tp o cach
in Bhup=la and Revagunti. So even in bis time these tw 2
. pl ere different entities, as at present. I wouk.i also
ap?atri)lrlj‘ ytt?:;; Ramapanivada hes com:pos=d one Panchapadi each
ipnmlr\l/laya aalavagowla and Nathanamukriva.

The following ragas used in Siva Giti scem to be peculiar Fo
‘ < . .

Kerala and I have not been able to truce their equivalents in
era :

Carnatic music.

Keda -apandu: In the Saneeeths Chandrika of Attur, ﬂ;ls
Ke ¢ :

is mentioned. Sri Attur is one who does not acce.pt the

‘;[g? k r“ svstem of Venkatamakhi. He has formulated his own

Ca,ﬁ,‘\l‘-\' ' . . . oo

ajch is probably simifar to that of Bhatkande. From

system \-\‘l. ven in Sii Attur’s book Teould gather that Kedara:

the detas e on ! ankarabherana having Arohana sa ri

e . H O[ S .
pandu w:li be a Janyu dha pa ma gari sa.

ga ma pu ni sa and Avarohang 5a ni
(< e

: ‘ akurinhi is rather
Kanokeurinhiz St Attur meptions tht Ea(?%kuk\:rinji” In
1R ’ ana .
) <pression and should be called Y also is a Janya
o sans egp )ﬁle would be ¢ Ganakurangl . Tmsg 50 i )
crit 1Be na C oo a dha n1 sa an
Sanskrkt abharana with Arohana sa ri git ma p
of Sapkar

. dha pa ma ga ri ga sa.
‘ HI g S5
Avarohana sa ni dha p | '
akali artists appearstobea

o 1o b Kath
Padi: This raga sung oy natic texts,

ioned in Car
bit different from that mentionsd 11

. v in
This is probably the same as Ghantarave,
118

Kanduram: 4 lot of vakra prayogas, the way the

cems 10 b
Jich case there scems Xo)
day.

wl cems

Thakali artists sing 1L 10

Kavhakali arts |

' : even the top

i This raga is sung i Kathakali b\;t en the top

nd tve its Arohana ¢f Av:zro' fma ne it
artists are unable to ¢ o o patus. S0

. in fo!
. t is found 1m « ¢ raea but may be
Karta Roga. lthftt it is not even comple e raga
inion tNd
arc of opm

. . selection of ragas by
{olk tune Looking at th¢ sckc(;. O e

a ’ . at indise
termed only [ am inclined to believe that *been properly

Ramapaneiadss d raga which unfortunately has not 9¢

g
‘dg.f rag
peen a fuli-fle

peration.
he present 8¢

. olosttol

codificd and s
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Samantamalahari :  This is mentioned as Samantalahari also
in some other texts. ! find it mentioned in the Krishna Giti of

Manaveda. However, I have not been able to get any information
about this raga pattern.

There is considerable scope and need to ¢o into the details of
these rather obscure ricas and fix their proper Gamut. Itis likely
that some information can be had from Tamil Pans and Tirams
as there had been so much of cultural and political contact
between Kerala and Tamilnad in olden days ; c.g., even in present
day Carnatic concerts the following ragas are only infrequently
met with :—~Gowlibaniu, Revagupti, Maruvadhanyasi, Malahari,
Padi, Gummakambhoji, Desakshi etc. Ramapanivada has com-
posed only this one musical composition (thc authosship of Gita-
ramam is disputed). Ifhe has, therefore, chosen to use these

ragas [ would put it that it goes to show that these ragas were
very popular in the 18:h century in Kerala.

In present day Kathakali compositions the following ragas
are frequently met with: Anandabhairavi, Dhanyasi, and Yedu-
kulakambhoji. These ragas are conspicuous by their absence in
Siva Giti. 1 feel that students of history of music will find some
interesting points in a study of the ragas used in this work, [
believe it will also go to show that Kerala had no separate system
of music other than Carnatic music and that what little difference
One comes across in Kathakali or in the so called ‘sopana
sangeetam ’ (temple music) is only a style or Bhani of a particular
region. Some changes can always be expected when music is
learnt merely by listening without any co-ordinating scientific
theory. 1In the recitation of Puranas in Malayalam, just like in
Tamil, various ragas are used and such songs are known as Kili-
pattu. Various ragas were used in old Kathakali songs also.
These were being sung in the Keral
The same style, may be with some
adopted even today.
made in these two.

a4 style or Bhuni of singing.
chanees, continues to be
Hence the search for tiiese old Tagas may be

1 am glad to note that of late there is a
the theoretical background and codify th
manner in Kathakali also.

tendercy to look inta
2 ragas in a proper
This august body can contribute much
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technical skill in ihis regard and I hope some members of this
Academy will take up the matter inright earnest.

I have already mentioned that in each Panchapadi the deity is
addressed as Muktipuravasini etc. in the fifth charanam. There-
fore tlere is a Sthala mudra in every song. As already mentioned
the Mangala song is in Gummulambhoji. Probably this is the
only example of a Mangala song in Gummakambhoji raga.

There are Raga Mudras in two songs. The one in Kalyani
begins FeAfodl AAAREGL etc. The one in Saranga starts FLFTI.

Tam grateful to the President and Members of the Academy
for the opportunity given to me to present this paper. I am
particularly thankful to Dr. Raghavan for the interest shown by
him. I also wish to place on record my grateful thanks to Vidwan
Subbarama Pattar, Prof. S. Hariharan and Vidwan K. N. Pisha-
rodi for the help and guidance given to me and Sarvasri K. P .G.
Nambiar, K.P.N. Nambiar and Sri K. Raman Nambiyar in assisting
me to obtain the manuscript. If these songs appeal to you the
credit for itis as much due to Vidwan Sri A. S. Panchapakesa
Iyer as to the author.

In conclusion I cannot do better than quote the refrain from
the last Panchapadi with a slight change. 3% d: 91T ARS PLLECES ]
gaFaH |



INFLUENCE OF WESTERN MUSIC AND HINDUSTHANI
MUSIC ON KARNATIC MUSIC

N. Rajagopalan

In our Bharata Desa both Karnauc music and Hirdusthani
music are flourishing in all splendour for the past hunderds of
years. So also is Western music flourishing in Europe, America
and other countrics. Hindusthanl musicians and Western musi-
cians have begen visiting our Dakshina Bharata Desa giving us
opportunities to lisien and apprectate therr Music. Our contact
with their Music brought dbout by tixir periodical visits naturally
lead to some enrichinents 1A our isarnatic Music. 1l 1s not
mecant however that our »angita lukshanas aud Sangila sampra-
dayas were violated in any mannui bui adliering 10 tie prncipies
of Karnatic music ¢ur compesers have added 1o our music sorae
new ragas in the shape of composiitons 1 those ragas aid some
new principles of aestheiic beauues in the wone-patuungs ot our
Karnatic music. Let us cousider urstly wie Infducnce ol Western
music on our Karnatic music.  Yyaguraja composed tie songs
Raminchuvaru in the ruga Suposhiii, Muunaviyula m ine raga
Nalinakanthi and Vinana 1o raga Protnapavaralyin appreciation of
the English Band Music. Similarly Patuam Subrawmaua lyer
composed the song Rughuvamsasudha mn the raga Kathanakuiu-
balam. These ragas were created by thewr composers and the
songs composed in these ragas gwve Us sometiilog of the genius of
Western music. A new type of composition cailed * Nowe * became
popular and Dikshitar composed tuc * Notes’ Ramujauardana,
Sakusahita Ganapaiiin, Syamaic Mceeaakshi and many others
in the raga Sankarabharana which is the Major scale of Western
music.

The violin which is very much used in our concerts is a
gift tous from the west. So also is the clarionet whicli is used
nowadays for concert purposes. lu addition to tae clarionet tie
English Band consisted of such wonderiul instruments like the
Trumpet, the Bassoon, the Suxophone, ihe Oboe, the Liambong
and many others. On the modei of the English Band groups of
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Karnatic Band werc formed in our country many years ago. The
Nadamuni Band and the Balaraman Band were two outstanding
examples. Many goonps of Karnatic Orchestra were also formed
many yeass ago. But the Karmatic Orchestra gradually dis-
appeared completely. Karnatic Band though empleyed even now
in our marring: processions and Temple Pestivals is getting gradu-
ally discarded and eventually wili disappear. The difficulty for the
Karnatic Baud and Karnatic Orchestra is that except for the few
songs menticiaed exrlier, all the songs of our great composers fall
flat when pleyed by them, Songs like Evarani in Devamruta-
yarshini, Nadopasana in Begada, Koluvamaregada in Todi,
Mamava in Varaliand many other sengs cannot be played at all by
the Karnatic Band or the Karnatic Orchestra to any satisfactory
Jevel. The only way to revive the Karnutic Band or the Karnatic
Orchestra is to make available for them a new type of composi-
tions {as explained in my article onlight classical Music in the
Music Academy Journal vol, xxxiv) called Bhava Geeta Kirtanas
and Swarajatis. We wiil discuss this in detail on another
occasion.

Let us consider how Karpatic music has benefitted by its
contact with Hindusthani music. Dikshitar adapted the raga
Yamankalyan of the Hindusthani music and composed the song
Jambupate in Yamnnakalyani, adapted Hindusthani raga Sarang
and composed the song Rangapuravihara in Brindavana-saranga,.
He also adapted the Hindusthani raga Kedar and composed the
song Parimala Ranganatham in Hamirkalyani. Tyagaraja com-
posed the song Manamu feda in Ham'irkalyani. Patnam Subramania
Iyer composed the song Vepkatasaile in Hamicrkalyani. Mauthiah
Bhagavatar adepted the Hindu thani raga Sohni and composed
the song Nidu mahima ip Hamsanandi. When we heac these songs
we are able to appreciate som=thing of the genius of Hindusthani
music. Karnatic music atso gets eariched by these new ragas with
the new compositions in those ragas. Seme of the Hindusthani
ragas like Behag, Khamas, Bhimplas, Bagesri and Pilu have been
adapicd and sengs in these ragas 5ic famtliar in our Karnatic
music concerts. Our Harikathas abouund in songs in these
adapted ragas.

12
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We are having nowadays many opportunities of coming in
contact with Western music and Hindusthani music. Qur sabhas
arrange regularly concerts of Hindusthani music and the Madras
Musical Association and the Max Mueller Bhavan regularly
arrange concerts of Western music. Musicologists of both
Hindusthani music and Western music read papers with demonst-
rations on subjects connected with their music during the Annual
conferences of the Music Academy. Let us hope that by the
Grace of the Almighty such contacts will benefit not only Karnatic
music but Hindusthani and Western music also.

CHANTS IN MEDIEVAL EUROPEAN MUSIC
Jon B. Higgins, U. S.

I am indeed grateful to Dr. Raghavan and his distinguished
colleagues of the Madras Music Academy for inviting me to
speak before today's Conference gathering of musicians, schotars
and rasikas.

As a student of both Western music and Karnatak music, I
am often asked to comparse the two systems. Today, however,
I should tike to describe and illustrate examples from the Medie-
val Period of European music, in which melodic and rhythmic
elements stil} dominated Western musical thought and perfor-
mance.

Among the many Indians with whom I have talked about
Western music, very few realize that the Harmonic System of this
music dates only from approximately the Twelfth to the Twentieth
Centuries, and is today largely abandoned by serious composers,
Many musical directions are now pursued in the West. During
the early decades of this century the monolithic Harmonic System
(an accumulated product of nearly 900 years) was split asunder,
and although some of our most respected composers still cling
stubbornly to Nineteenth Century musical dictates, other younger
musicians have been lured in a multitude of new directions,
Many, liviag in a2 world where traditions are established and dfs-
solved practically within the same breath, distrust anything
remotely fixed or stable. Others, and I am one, have taken
advantage of today’s increased mobility, and are eagerly exploring
non-Western musical cultures in which tradition has sutvived by
keeping within itself sufficient room for change and spountaneous
innovation. However, my task today is not to chronicle contem-
porary musical goings~on, but to point out that at an earlier time
our music was not, perhaps, so different from Karnatak music as

it appears to be today.

Without further introduction, then, I would like to give you a
brief idea of how European religious chant developed and, with
the help of a few examples, what it may have sounded like.
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Perhaps some refercnees (o tie coliest Roman snd Greek
music will be helpful in establishing an historicat perspective
Three fundamental ideas about music from the ancient Roman.
world played an imporant role in determining later develop-
ments. Fll’S.t, t-h.:‘re wus the concept of music as a purs, unencur:-
bered I?uj!odi‘c l(nc.m v pliyed or surg by a soloist, or by a group
of MUSICIZRS I unison ;5 second, words were thought to be inti-
matgly linkced with mclody, especially in determining rhythm and
meter ; and finally. the Reman philisanhy of musig rc«vardcd‘ it,
?ot as a systc.m_ of beautiful sounds (- be oxprrienced incisolation
Orrzr:rl;h:y:tzlr:tLix:tlc:;g(cik s‘oc,iu‘lv aspieets of life, ““but rather es an

ed with the system of nature, as a force
capable of affecting human thought and conduct.” ! ’

- The Greeks were especindly fuscinuted with the casual rela-
tionships between music wud human behaviour. In a passage
fror'n the Republic, Plato discusscd the 1ole of music in his * ideal
society ”, as a part of long conversation with Glaucon, a con-
temporary authority on musical matters.

“*And is not for thisreason, Glaucon,’ said 1, *{hat
education in music is most sovereign, because more than
anything else, rhythm and harmony find their way to the
inmost soul and take strongest hold upon it, bringing with
them and imparting grace, if one is rightly trained, and
otherwise the contrary? And further, omissions ar;d th

failure of beauty in things badly made or grown woulg
be mo.st quickly perceived by one who was properly edu
cat?d in music, and 5o, feclirg distasie rightly, he ywoulc;
pral‘ss beautifuy] things and take delisht in' them and
eceive them into his soul to foster jis g;owth and becom

hfmself beautiful and good. The ugly he would ri htle
disapprove of and hate while still young and yet ungablz
to apprehend the reason, but when reason came the man
thus nurtured would be the first to give her welco :

by this affinity he would know her.’ e

1. Iwash to gratefully acknowledge Professor Donald Jay Grout's
istory of Western: Music (New Yorl /
: ork: W. W. Norton and C
- B N 0‘
1?60), from \‘Nthh I obtained the historical information and :
tions found in this lecture-demonstration ot
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¢J certainly think,’ said Glaucon, *that such is the
cause of education in music.””

Another definite influence, interesting to us in that it came
from the East, originated in Byzantium, now known as Istanbul.
This famous city was rebuilt by Constantine in 330 A.D. as the
capital of the reunited Roman Empire. When the Empire was
once more divided in 395 A.D., Byzautium became the capital of
the Eastern Empire, and remained so for over 1000 years. Because
of its ideul geographicat location, the city enjoy~d a flourishing
culture in which Greck and Oriental influcnces interacted.
Byzantine hymns became highly deviloped and complex in cons-
truction, and combin-d texts of Christian scripture with melodies
of a distinctly Eastera origin.  *“ The units of . . . (musical)
siructure were not a series of notes organized in a scale, but rather
a group of given short motives (or churacteristic phrases); from
these the singer was cxpected to chocse certain motives and com-
bine them to form his melody. Som: of the motives were to be
used for the beginning, some for the middle, and some for the end
of a melody, while others were connecting links ; there were also
standard ornamental formulas. The singer’s originality consisted
in the way he combined the motives and varied them with orna-
mentation.”” These hymns called kanones, were an integral part
of the Byzantine Church, and continued to influence Western
Church music until the final church schism, or separation in
1054 A.D.

Other influcnces on the West from Hebrew music, and from
Syria, Greece, and Egypt have been suggested, but the relative
importance of these contributions is as yet uncertain. One
general tendency, howcver, is  clearly discernible in this vast
cross-cultural movement. Many of the Eastirn chants were
highly ornamented, with frequent opportunity for improvisation,
and some were even based on Oriental scale patterns with chro-
maticintervals. In importing elements of this music, the Western
Church tended toward ordering and simplifying to the point
where most oriental characteristics were lost.

The music about which I am now talking was the official
sousic of the early Christian Church; although many secular
songs are known to have influenced the writing of these chant
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melodies, it must be remembered that the distinction between
secular and sacred was arcal one. The reason for this may be
seen by examining the position in which the Church, still rela-
tively unknown in the Third Century, found itself. It was a
minority group faced with the enormous task of converting the
entire population of Europe to Christianity. Consequently it had
to draw clearly understood lines between the Christian commu-
nity and the surrounding pagan society, and emphasize the sub-
ordination of all things—even the arts—to the eternal welfare of
the soul. “ The Church, like an army going into battle, could
not afford to carry excess baggage in the shape of music not
strictly necessary to its task.”

In the words of a contemporary observer, *“Only that music
is good which, without obtruding its own charms, opens the mind
to Christian teachings and disposes the soul 1o holy thoughts.”
One important corollary to this point of view was that all music
without words was excluded. Yet early Christians, reading the
Old Testament, found repeated references to the psaltery, harp,
organ and other musicel instruments. How, they asked, was 14is
to be explained? Church oflicials, resourceful as useful in the
art of the rhetorical nuance, called upen Allegory to calm their
doubts. Such referenes to instruments, they claimed, must not
be taken literally. “The tongue is the ° psaltery’ of the Lord...
by the “harp’ we must understand the mouth, which is put in
vibration by the {oly Spirit as by 4 plectrum...the * organ’
body.”

However, Church music was not the only music which people
heard; the theater and the market-place provided daily enter-
tainment of a strictly secular and often instrumental sort, melodies
and songs which expressed people’s gaiety and sadness_ the erotic
and tragic aspects of their lives, and these were enormously popu-
lar. The Church Fathers, naturally, had a great deal to say
about such music, though controlling it was something else again,
“Better to be *deaf to the sound of instruments’ than give one-
self up to those * diabolical * choruses, those * lascivious and per.
nicious songs * ... ‘Is it not absurd that they who have listened to
that mystical voice of the Cherubim from Heaven should deliver

their ears over the dissolute songs and ornate melodies of the
theater?’

is our
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Before going into an actuz! description of the early chants, it
is necessary to present a little of Western musical theory, speci-
fically the origin of the eight Church Mecdes, or scales to whic.h
ali chants wcre composed. He'e the influence of Byzantine music
is most strongly felt; tor in creawing their. scale system, theoreti-
cians started by examining the Byzantire echoi, or collections of
melodic motives (those characteristic phrases which I mentioned
earlier). Using these motives, they determined the scales out of
which the respective groups of motives were formed, and fitted to
them the names of early Greek scales. Unfortunately, each of
these processes seem to have been based upon a misunderstand-
ing of both the Byzantine and Greek musical systems. For if
the Byzantine motives originally evolved without basic scalc_s
already established (which seems to have been the c:jlsc), it is
likely that these motives included notes and phrases which could
not reasonably be encompassed by a single scale ; (or, in Karnatak
terminology, it is likely that these motives i‘ncluded Yisesha
prayogas and anya svaras which could 1.101 bc' included in any
simple raga sampurna scales.) Furthef,.ln tak1.ng the names of
early Greek scales, Western theoreticians misinterpreted the
manner in which they were notated, so that the Western scales
bear little musical relationship to their Greek namesakes.

I would now like to sing for you the four principal c}lurch
modes called the ¢ Authentic” modes. Numbe.r one is the
Dorian Mode, which you will recognize as the simple, unorna-
mented arohana and avarohana of Kharaharapriya Raga:

Is/ /t/g/ [m] [p/ |d/n/[ [%]
The second of the * Authentic” modes is known as the Phrygian
Hode: {sit) (g/ [(m/ [p/d/ In] |5]
This, as you can see, corresponds to the basic svarasthanas of
Hanumathodi Raga.
Number three is the Lydian Mode :

[si (x) g/ Imipl [d] |n/s]
Here again, we have a scale which resembles the Ir.ld,lan Rag.a
Mecha Kalyani. Finally the last of the four ‘Authentic’ modes is
the Mixolydian Mode :
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I'sl /vl Ja/m/ [p] Jdin| [§]
And it resambles Harikam! weji Roce. (1 nave nointed out the
correspendences brtween Charsh Modes anl ¥arnatuk Ragas
only that you might more ensily grasp the Cistinsuishine fe
of thes: Modes. The fac: that our feur “A;the:tti]:”ft;t;(;::
happen to resemble four of your most pepular melakarta scales i;
interesting, and sugiesty o chailense for come enterprising and
historically-mivded musicolsrist. But uadl Western scholars can
show reliable evidence =5 to how Byzantine echof were ornamented
and improvised upon, any s:ious comparison beiween Western
Modes and Indian Rigas seewns impossible.)

In each ““ Authentic” mode, the lowest note was designated
as the finalis, or ending note. Thus, melodies would usually end
on this note, Also, the fifth note in the scale was singled out
(except in the Phrygian Mod:) as a resting note, on which melo-
dics revolved and rested temporarily before eventually setting on
the fi.alis. It will be noticed that these two points, or tonal

centers, correspond exactly to the Indian drone pitches Sa and Pa,

and serve very much the same purpose in melodic construction,

I mentioned carlier that there were not four, but eight,
Church Modes in the system. The other four, known as Plagal
Modes, are derived by shifting the range of each ‘* Authentic ™
mode from Sa-—Sa to Pa - Pa, and adding the prefix ** Hypo-"
to its name. Thus, the Hypodorian Mode uses the sam~ notes as
the Dorian Mode, but with the upper Pr, Dha, and Ni removed
from the scale, and replaced one octave lewer. BEuck Plizal Mode
maintains the same finalis as its correspoading “* Authentic”
Mode, but changes the rest'ag note from Pu to Ga (in the case of
Hypodorian and Hypolydian) and from Pa to Ma (in the case of
Hypophrygian and Hypomixclydian).

Hence, using underlined capital iciters to ind'ente the finalis,
and plain capital letters to indicate the restiuy note, the four
¢« Authentic Mcdes” with (scir cerresponding Plagal Modes may
be noted as follows o ?

2. TIn the printed version of this lecture, I am com;achcd to use typo-
graphical aids in licu of what was originally stressed by singing
examples.
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Authentic Modes Plagal Modes
Dorian Hypodorian
S/ felgl Ims (p¢ Jdin 15 Ipel Iing (ST IsIG) m) [p)
Phrygian Hypophrygion
ISit| lg/ fmy ip/DI Ju/ 8] /p.d) ol (Slririel M/ [pf
Lydian Hypolydian
(84 Irf 1gf ImfP] (4] Mmi$) p./ 14/ /a/S] Ir] |Gl (mip/
Mixolydian Hypamixolydian

1S/ s/ fgim] [P/ fd/mf S [p-[(dInd 1St (ef [gIM/ [p]

During the Second and Third Centuries A.D., the Christian
Church operated largely in secret, for at this time becoming a
Christian forced one to live as a fugitive from Roman Law, and
discovery often meant the loss of one’s head. However, in 313
A.D. the Emperor Constantine recognized Christians as entitled
to equal rights and protection as thut which was granted to other
religions in the Roman Empire. This brought the Church out of
hiding, and one of the immediate conscquences was that Latin
replaced Greek as the language of the official liturgy, or program
of worship, in Rome.

During tae centuries that followed, as the prestige of the
Roman Emperor declined, that of the Roman Bishop increased,
and Rome soon became the center of Church authority in matters
of faith and discipline. At the same time, of course, the numbers
of people being converted to Christianity accelerated rapidly,
larger basilicas (places of worship) were built, and it became neces-
sary to revise and standardize the religious service.

Up to this time there was apparently little or no effort to
organize Christian chants, and to define their specific use in the
official program of worship. But now, from 590 to 604, Pope
Gregory the First (later known as Gregory the Great) undestook
just such a project. First he recodified the liturgy, and then
made a collection of chants from those already jn use, assigning
particular chants to various services throughout the year. This
collection when completed brought all the music of the Westerp
Church into a systematic and well-proportioned whole, and lasted
practically unchanged antil the 16th Century. The influence of
this extraordinary Pope was later felt so strongly that in the
Middle Ages a legend sprang up, in which Gregory was said to

13
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have receivea sl the melodics in use at that time from the Holy
Spirit, perclied on his shoulder in the form of a dove. Be this as
it may, the magnitude of Gregory’s contribntion is staggering, for
“he attempted to organize the entire body of chant in a uniform
manner for the whele Western Church, embracing diverse types
and practices in one orderly system.” Perhaps the most lasting
testimony to his cortribution is that, from the Ninth Century, all
liturgical chunt came to be known 25 < Gregorian Chant »,

Now, finally, we come to the chant itself, For a comprehen-
sive yet concise definition of Gregorian Chant, T once again res-
pectfully bow to Professor Grout: * Gregorian Chant is the
official Liturgical music of the Roman Catholic Church ; it consists
of single-line melody sung to Latin words by unaccompanied
men’s voices, in a flexible rhythm articulated by means other than
regular accentuation, in a scale system different from our (present)
major and minor: and it has an impersonal, objective other-
worldly quality in which sensuous beauty and emotional appeal
are completely subordinate to expression of the religious content
of the texts.”” The man alive today who probably knows more about
Gregorian Chant than anyone else, Father J. Gajarc‘l, Choirmaster
of the Gregorian Singers at Solemnes Monastery in France, 'has
this to say about the music: *¢Everything in this music combines
to give peace, that profound peace so necessary to prayer and
which allows the joyous cpeving out of the soul in the harmonious
activity of all her faculties...Anything capable of exciting or
weakening man, anything of a nature to «rouse his passions or
shatter his nerves, the seutimental or the romantic element often
prevalent in our modern music both sccular and religious, all are
carefully banished from Grogorian Clant.”

You have been licaring, at various intervals throughout the
talk, examples of severa!l kinds of chant, without any explanation.
Now I shall take four principal types of Gregorian Chant, des-
cribe them very simply, and sing them too. Occasionally 1 shall
play examples from a recording mide by the Scola Gregoriana in
Copenhagen.

(There followed a dumounstration of Gregorian Chart, in
which various forms of Antiphor und Psalm, Gradual, and Alle-
luia were sung by Mr. Higgins, and described briefly with regard
to form, liturgical role, and aesthetic qualities.)

- ENTROPY OR INFORMATION AS A METHOD OF
RAGA-CLASSIFICATION
K. R. Rajagopalan

Applications of information theory of problems in Music
have alrezdy been made in earlier years by Youngblood', Coons?,
and others*. 1n India, Dr. Chuitnaya Deva® was, perhaps the first
to use Entropy as a basis for Raga classiiication to Indian Music,
particularly North Indian Music. In this paper, applications of
the same method are tried for Karnatic Music.

The number of notes of o Raga vary from 5to 7 i Karnatic
Music. Somelimes, there may be moire than seven notes also-as
in the case of Bhashanga Ragas like Bhairavi, Begada ctc. But
most of the times, the extra note oscurs only rarcly and hence,
perhaps, this need not deter us {fom fixing the masimum aumber
of notes in a Raga as only seven. This iimit is not found to be
practicable by Chaitanya Deva, as in North Indian Music, some
ragas have ‘an incovenisnt habit of turning the accidentals into
definitives’.  Hence he prefers a Duodecatonic scale with the
following notes :

fr 2 3 4 5 6 7 8 9 0 11 12
Sa ri Ri ga Ga Ma.ma Pa dha Dha ni Ni

And he classifics Ragas, firstly according to the number of
notes it contained and labels them as~V, VI, VI, ... XII or
Pentatonic, Sexatonic, ... Duodecatonic.

The Entropy or H as it is called, is calculated by the propor-
tion with which each note occurs in that Raga. In Madhyama-
vati, for example, the notes are orly five - Sa, ri, Ma, Pa, ni -
but each note does not occur with the same proportion. The prob-
lem is how to calculate these proportions! Since compositions

1. Youngblood, J. H., “*Style as Information™, Journal of Music Theory
11: 24-35,

2. Coons. E and Krachenbeuhl, D., “Information as a measure of
structure in Music®’, Jouwrnal of Music Theory 112 127-151.

2a. Gift Siromoney and K. R. Rajagopalan, ** Style as Information
in Karnatic Music.”” Jowrnal of Music Theory. (Accepted for
I ublication.)

3. Chaitanya Deva. B. “‘Raga-Rupa. Introduction to a Mecthodology of
Raga classification”, Journal of the Music Academy, XXXIHI
(Nos. I-IV): 142-176.
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of the well known composers in each R
calculate the proportions by usiug the
notation. But it is generally recognised
be adequately set in notation
Raama samayamu of Tyaga

aga are available, we could
Dhautu of these songs set in
that Karnatic Music cannot
and even when the same song, say

raja-is set in notation by two
different persons, the notation may not be the same. Thig point is

conceded. Even when the same individual sings the same song

on two dilferent occasions, the two renderings, even in the main,
may not be exactly ideatical,

Butif H or Entropy is a Raga-characteristic, then it would be
significantly different between two different Ragas and for com-
positions in the same Raga, it should not vaty significantly. That
is, if compositions of some composers are chosen in the same
Raga, the diflerences, between the viaucs of H noticed, should not
be different statistically. We examine this by tuking three Ragas
of Karnatic Music-on Sampoorna Raga, Daira-Sankarabharanam,
containing all the seven notes ; one of the Janya Ragas, Madhya-
mavati having five notes; and one of the Vakra or Bhashanga
Ragas, Reetigaula, having all the seven notes but mot in the
standard order.

Madhyamavati ©:  One composition each of the musical
Trinity (Tyagaraja, Dikshitar, Syama Sastri) are chosen and to
obviate any difficulty with regard to setting into Notation
(svauriu@gsev) all the three songs are selected from the same
source*.

The notes of the higher octave are denoted with a dot on top
of the note and the notes of the lower octave with a dot below
the note. The aumber of times each note occurs is counted
(due weightage being given to the length of the note—whether of
one Maatra, two or more) and the numbers in the first column
of Table 1, under each song, are got ; then the proportion of each
note to the total is found and these are tabulated, under each song,
in the second column of the table. These values are called p's.
The Entropy H is calculated by the formula :

H=—3plogp

4. Rangaramanuja Ayyangar R, ‘K:uunanuna/aﬁ,(Nl\;laam\s) Voi‘i.
1947. Vol, 4, 1948, Vol. 5, 1953, (All s0ngs except those listed
underneath footnotes 6 and 7).

vy
[
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{where the logarithms are to be taken to the base 2). Mathematical
formulas are available for testing whether the differences observed
are statistically signficant or not’.

The distribution of notes indicates that generally at the two
ends—i.e. Tara Sthayi and Mandara Sthayi—the notes occur with
low proportions and in the centre, the greater proportions are
found. The middle Pa appears the most frequent note. In
Tyagaraja, the proportions slowly rise to the highest value for Pa
from both ends of the table. In Dikshitar, there is slight maximum
at the Tara Shadja (Sa) also and for Syama Sastri, there is oge
at Ri,

The values of H are to be found in the last row of Table |,
It is found that the difference between Diksihtar and Syama Sastri
is significantly different in the statistical sense. This shows that
H cannot be taken as a characteristic of the Raga, as it is differ-
ent between two composers for the same Raga.

In Table 2, arc presented a few more results for the same
Raga, including compositions from recent composers also.- Four
more songs—one cach of Tyagaraja, Dikshitar, Venkatagiriappa
and Vasudevacharya (the last two being modern composers)—are
analysed. The proportions got for the total of all the seven songs
are also given in the last column.

If, following the scheme of Deva’s classification, we take tpc
total proportions as & guide and calculate H, we get 3.00624 as its
value. Finding its standard deviation, we can test whether the
difference between this and the value of H for the vario_us com-
posers of songs are different statistically or not. We find th.at
the differences between the totals and the two songs of Tyagaraja,
and one song of Dikshitar are not significant. .But in the other four
cases, the differences are signiﬁcam'v—s_how.mg that these songs
exhibit different patterns of Swara distributions. . Thu‘s H cax'm?t
be a valid instrument to be used in Raga classification afs it is
found to be different between different composers and different

songs.
In the next table (Table 3), the fi:gta
8ix songs in Shanka}'gbhayagam (tv?"éiqh

5 ﬁasharin G. P Tc‘o}i)'a Verovatostei ice Primenenya 8
. ,G. P, L

0\%;5}

et VNP
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the musical Trinity) and for four songs in Reetigaula {(one each of
Tyagaraja, Dikshitar, Subbaraya Sastri  and Vasudevacharya)
are given. It is observed that the highest and lowest values of H
for Shankarabharanam are found to be the two <ompositions of
Tyagaraja alone! These two are significantly different, even
though they are inthe same raga, and belong to songs of the
same composer, set into notation bythe same author! For the
Reetigayla Raga, the foflowing differences are significant—between
Subbaraya Sastri and Tyagaraja or Vasudevacharya,

Thus as far as Karnatic music is concerned, there appears to

be little justification in choosing H or Entropy as a basis for classis
fication of Ragas.

Table 1

Giving the number and proportions of varicus notes among

the compositions of different composers in the Madhyamavati
Raga.

Tyagaraja. Dikshitar. Syama Sastri.
x = s
8 2 2
5 T 3 < 3 N
I S R
Z g & = < = =
Pa 1L - .0028 ~ - i - .0015
Ma 8 - 0179 6, -~ 0094 5 - .0098
i 32 - 0720 43 - 0630 350 - 0688
Sa 60y - .1345 105! - .i520 61, - 1240
ni 72 - 1607 84 - 77 - .1504
Pa 85 - 1897 1473 - 21029 86y  ~ .1689
Ma 76} - A7 307y ~ 1552 591 ~ 1157
59y - 328 107 - (542 84 - .ig4)
Sa 35 - 0781 T3 - L1034 667 - 1304
ni 13 -.0290 15~ 0220 21f - 0420
Pa 5 - 0112 4 - 0058 1y -~ 0225
Ma -~ e - - ~ - 1 - .0019
Total 448  -1.0000 604 ~1.0000 512 -1.0000
H - 299889 - 2.90865 - -3.06630
Tyagaraja Ramasamayamu
Dikshitar : Dharmasamvardhini

) ; are the songs selected.
Syama Sasiri: Palintsu Kamakshi
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Table 2

Giving the proportions of notes in Four Songs in Madhyama.
vati and also the proportions for the total of the Seven Sovgs.

PROPORTIONS
Note Tyagaraja  Dikshitar Ver’:!;%ﬁzg - V(é;l;‘i;‘;a' Total
: - 0062 - .0036 - .0019
11;:; 0104 0219 .0057 0089 - L0115
ri 1116 1562 0937 0563 - .0817
Sa .1086 1688 1278 0616 - .1239
ni 1428 1188 1336 0786 - 1275
Pa 1473 2047 1819 2008 - 1911
Ma 0982 1312 1619 L1080 - 1354
ti 1845 0859 1278 2464 - 1623
Sa .1488 .0703 1534 Jo11 - 1263
ni 0417 0266 0114 0268~ .0283
i’a .0061 0094 0028 0089 -~ .0098
Ma . - - - - - 0003
H 3.00036 3.011695  2.85673  2.83389 - 3.00624

Songs selected®:

Tyagaraja: Ramakathasudha.
Dikshitar : Pannaga Sayana.
Venkatagiriappa :  Sarva Mangale.
Vasudevacharya: Ramabhirama,

6. (a)**Pannaga Sayana’ is taken from Dikshita Kecrthanamala VI,
. published by A. Sundaram Iyer.

(b) “*Sarvamangalc” is from Sangeetamrutasara by Venkatagiriappa
(Mysore) 1938.

(c) ““‘Ramabhirama’ is from Vasudevakeertana Manjari - 11, (Madras)
1956.

(d) “Ramakatha Sudha” is also from 6 (b) above,
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Table 3

Valuesof H for six songs in Shankarabharanam and Four
songs in Reetigaula.

Tyagaraja (1) ... 3.023 3.2812
» 2 .. 3.324 —_
Dikshitar ) .. 3.301 3.3052
» 2) .. 3.217 —_
Syama Sastri (1) ... 3.255 . —
v (2) ... 3.134 —
Subbaraya Sastri ... — 3.4192
Vasudevacharya ... — 3.1844

Songs selected” :

Tyagaraja : ‘“Sundaresvaruni” and ‘Eevaraku  in
Shankarabharanam and * Ragaratna-
malika” in Reetigaula.

Dikshitar : “ Nagalingam *’ and *‘Sadasivamu’’ in Shan-
karabharanam and ‘“ Sreeneelotpala” in
Rcetigaula.

Syama Sastri: « Devimeena ” ‘‘ Savojadalanetri

Subbaraya Sastri: ** Junanee ninnuvina”,

Vasudevacharya : “ Mama hrdaye *.

7. “l\;‘laxh‘z;\il-rl;da);é” is from 6 (¢) above.

*“SWARA PALLAVI-JAKKINI DARUVULU”

Y. Satyanarayana Rao

Classical Karnatic music is not only rich in a number of
Kritis, Kirtanas and Padas but is also rich in a variety of musical
compositions. Karnatic music seems to have reached its highest
water-mark during the time of the Nayak Kings of Tanjore and
the Maharashtra rulers who patronised classical music and
dance in the traditions of the past. It issaid that the period
between 1600-1775 A.D. cun be called ithe golden age of South
Indian music when Royal patrons either composed new pieces for
music or encouraged others to do it. Vijaya Raghava Nayaka of
Tanjore (1633-1679) held the * Sarada Dhvaja™ in great triumph
and his royal court maintained the highest standards either in
music or in dance. Some of the works on music as well as Natakas
written by him make mention of the variety of compositions that
existed during his time. Among these many forms some are sujta-
ble for music as well as dance. Others are earmarked for
musical recitals only. According to Sangita Ratnakara the
celebrated treatise on music there is no such distinction, what is
known as Music includes dance also.

Of the innumerable compositions that were presented in the
Court of the Nayak Kings, 1 have chosen two typical forms which
are not much in vogue during the present times. These require
great skill and dexterity on the part of the performers for their
proper rendering and accurate presentation. Tihey are ‘* Swara
Pallavi’’ and  Jakkini Daruvu’ wiich have nothing in common
except that they were both originally employed for dance inter-
pretation.

Swara Pallavi has changed its name during recent times—
what is pow being presented as ¢ Jatiswaram’ is identified with
Swara Pallavi of the past. During the 19th century many music
composers chose to compose songs without words, using Swaras and
Jatis only. These compositions were mainly intended for their
presentation through pure dance or Nritta by the rhythaic move-

14
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ment of steps, gestures, mudras, hastas etc. In such instances a
Pallavi or a song without words was chosen for its melody or
Raga Bhava set to a fixed time measure. The language of the
song composition presented no difficulty and every one was able
to appreciate the composition whether he knew the‘mcaning or
not. The composition itself did not canvey any definite meaning
or Bhuvartha. The purpose of the composition was mainly to
provide opportunity for the Swara interpretation of the R.aga 'and
present in a skilful manner the permutations and 'combm‘au.ons
of the Swara phrases—variations of the rhythms within the limited
time measure. The Pallavi is composed in Madhyamakala and
the Charanams in quick tempo. In the early beginnings these
compositions were used for dance recitals.

This kind of compositicn according o some musicologists has
derived its name from < Jauti” which meuns foreign as in * jaati
Vallu or Jaati Kukka . This may uoi be correct.  “Jati ” itself
means a combination of phrases saitabic for dunce interpretation
like Takita Tarikita Dhim. They are rendered by Konnakkol or on
any percussion iustrument like Mrtdangam. This is the name given
to the Solfa syliables like Toiu Tinkita Naka Tadinginathom.
These syllubles are profuscly used in Jati Swara. However,
the word Jati Swara might sot have been derived even
from this ongin. Etymologically ““Jati” is another form of
“ Yati *> or Virama which is used in Sanskrit and Telugu verses
to denote a fixed point pause as in a sloka or Vritta, (Santa-
karam or Echi Tanarchi). in Tamil and Telugu this is denoted by
elisteration—rayanu enduvotivi (urdyaini, rayunu mdrubalkaverayanu,
marardya tinaraynnu, ragamu tiyaraynnu, In the musicyl form, this
Yati or Jati is expressed in the Subdus used for a time measure
like Tatuari, Dhittai, Taka Thai Dhittai-Tarikita Thom Tadingina
Thom. Swarasalso are composed to suit the five Jatis of Laya
variations or time beat. This can be seen in Swara Jatis which
are taught as music lessons e.g., the famous Swara Jati in Khamas,
Sambasiva yanare. Swara Jau is another form of Swara Pallavi
with the only differcnce that it has Sahitya also.

Swara Pallavi or the song without words is a composition
with a Pallavi, Anu Palluvi and Charanams but without Sahitya—
with a few exceptions in whichi the Palluvi oniy is devoted to Sahit-
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yas—Kalaye tvam Veda Sri Nayali, alively form which resembles
Swara Jati in its musical structure and arrangement. Muthuswami
Dikshitar composed Sahityas to some popular European
melodies in marching tunes. The Telugu Ms. No. 2536 in Oriental
Manuscripts Library, Madras gives at the ¢nd Sanskrit compo-
sitions to the notation given earlier. A few songs in Telugu are
also included in this manuscript written in 1833 by one
Kuppayya Seshayya of Chittoor. This was presented to C, P.
Brown who encouraged such manuscripts in Telugu and
Sanskrit.

In his Sangita Sampradaya Pradarsini, Subbarama Dikshitar
listed 33 songs in Telugu and culled them < Notu Swaralu®
meaning songs composed on Western musical notes. Sri A. M.
Chinnaswamy Mudzliar in his memorable work “Oriental Music in
Yuropean Notation’ gave a few sangs by Muthuswami Dikshitar
under the caption ‘- Miscellaneous Songs, ™ Sanskrit words for
European or quasi-European notes were supplied by Muthuswami
Dikshitar. All these five or six sonns were composed in Sankara-
bharana Raga--the basic scale for Western music and variations
were shown in Tala movement and these were indicated by Chin-
naswamy Mudaliar in his work. These melodies without words
were originally composed by Dikshitar based on popular Western
tunes but later provided with Sahitya either in Sanskrit or Telugu.
Such songs in simple thythms were easy to learn and pleasant to
hear. Even the saint composer Tyaguraja composed one or two
songs in such tunes as ‘“ Sarasira samaraika ” in Kuntalavarali.

Songs without words with mere music or Dhatu are not un-
common to Indian Music. Sangeeia Ratnakara by Surnga Deva
mokes mention of several varieties of songs without words.
Swara Palluvi is one of such comgposition:, Swara Pallavi as it
originated is a fine song withow words which migrated from South
to North. The musicians in the Court of An.nda Gajapati had
opportunities to visit Banaras, Lucknow and Rampur where
classical Hindustani music thrived with its fine exposition by
vacalists and instrumentalists.  The quick Tans in the time scale
impressed the Andhra musiciuns und their influence can be seen
in a bappy blending of the Hindustani siyle with Karnatic school
both in their compositions as well us music recitals. This has
contributed a lot to the Manodbarma Sangeeta or the creative
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school e.g. Dwaram and Vecna Venkat Rama Das and Sanga-
meswara Sastry, the musicians at Vijayanagaram, Bobbili and
Madgul specialised in the laya aspect and composed several
songs with intricatc movements. 1n the carly days, these compo-
sitions presented a challenge to the skill of the performers. 1nthe
Court of Vijayanagaram and Bobbili there were scveral vocalists
who specialised in singing these Swara Pallavis.  Later a school of
Veena players emciged from Vijayanagaram and Bobbili who
specialised in Swara Pallavis. Voculists like Nandigama Venkayya
thrilled the audiences when they sang Swara Pallavis. Later
Veena players like T. Sangameswara Sastry and Vasa Venkat Rao
played these compositions with great dexterity and skill, Asa
result the Vasa family kept a treasure of many Swara Pallavis in
different ragas and laya patterns.  After listening to some of the
very fine Swara Pallavis composed and rendered by these masters
it appeared as though Swara Pallavi is mainly meant for Veena
but not for any other way of interpretation either through music
or dance. As Swara Pallavi consists mainly of Swaras—it is a
Pallavi-with Swara combinations—sometimes supported by “Jatis”
or “ Sabdas” -~ all this forming the chorcographical picture of
the piece with vocal rendering, instrumental improvisation 1o the
accompaniment of drums ctc. and the final exposition through
dance in beautiful movements. The structure of 1he Swara Pal-
lavi resembles Swara Jati in certain aspects, the beauty of this
composition lies in completing the Swara patierns in (he limited
time measure with thythmic variations of 4, S, 6, 7 and 8 syllables
for beat—in the 16 matra cycle,
combination within the mathematical limit o!Fers great scope for
the musician or the dancer. Many compositions of this type are
preserved in the north and they are regularly taught in the college
of Music at Vijayanagaram. Lote Dwaram Venkataswamy Naidu
played these Swara Pailavis with great skill. Among the expo-
nents of these compositions are Vasa Krishinamurthy of Visakha-
patnam and Ramavarapu Subbarao of A ], R., Vijayawada. [Kum.
Srirangam Gopalaratnam then rendered a
the Raga ‘* Navaroju™.]

This clever permutation and

“Swara Pallavi” in

Jakkini Daruvulu. Jakkini Daruvn seems to be 1 very old
form of dance, mainly introduced in the middle of 2 drama—
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- of it was found in Prablada Charitra by Vijaya Raghava
mentzon. . ineroductory Verse, wherein he describes the nume-
Nayaka in b2 T h were in vogue in his time. He announces
poser of several types of compositions
including Gujarati Chaupadas and Jakkint Daruv‘us.“ A poet by

1va Kalkakavi who lived in the court of V{J.ayaraghava
name.Chelg;l court of Vijayaraghava Nayaka as Vijayaraghava
dezscrlbed lhe e several reputed dancers daily performed dances
.V]lasa.m——Wt f;s Each damsel specialised in one type of dance.
o Va“lo“;: Zba‘toppcd the list as she was a great dancer who
f:::d;; t}ie classical styles—the dancer who specialised in the

' : 2
Jakkini Daruvu was known as ‘¢ Murti "

rous compositions whic
that he is himself the com

Jakkini is one of the five daruvus or Dhruva Pa'dams that
were introduced in classical Sanskrit drafnas. Accordl.ng to Pr.
V. Raghavan this Natya Dhruva was'lr.ltroduced’whlle sta'gmg
dramas like Malavikagnimitram, « Jakkini Daruvu’ has denve.d
its name by the performers who a're' known .as Jakkulu. This
does not seem to be correct. Jakkini Daruvu is no doul?t a com-
position well suited for dance item b‘ut usually of a classical type.
Jakkulu or others are wandering tribal folk who perf(?rm folk
dances like the Kuravanji dance or Chenchu dance. This has no

clationship with the type of classical dance interpreted by Jakkini
r

Daruvus.

Jakkini is a distorted form of Yakshini ir} Sanskrit. In
Iptures in temples like Konark and’ Khajurz}ho Yaksh'mx
the sculp mon. They are shown holding a Mridangam like
?igures are cggidam-i“g to its tunes. These Jakkinis do perform
1nstrume{1th1/[ridangams hanging on their waists. This type of
danc.es “ﬁn today commonly seen in the Manipuri school. Here
dancing 1s eVen er is a male performer. In ancient days, Jakkinis
the dancer 110\;/'1\; instrument on their waist and performed. The
held a drum i ed for this type of dance are called Jakkini
daruvus compos the Mridangam Wwas eliminated and the dance
Daru‘vus_ I.‘a;er’composition still continues to remain in its
l'CI.HZ.imed. T eJakkmi Daruvu might be also derived from the
f)ngmal fofm'kk, or light drum ased for ritual music. This drum
fnstf.;’lmif;:]-'; thlc remple at vriddbachalam. Jakkini Daruvuisa
is still s
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combination of Jati, Swaras and Sahitya which provide scope for
interpretation by dance maovements as well as Mridangam “ Bols.
Jakkini Daruvu as it is sung now in the northern districts has a
Pallavi, Anupallavi and Charana. The first part consists entirely
of latisand we come across Salitya only in the second part, The
occurrence of Madhyamakala passages adds liveliness to the
picce. In these compositions time measureg like K

' urujham
Dhruta, Khandulaghu-Tisra laghu were used. ! P

The presence of a number of charanas all

' ! attuned t .
Dhatu is typical of Jakkini Darus. 0 the sume

[Then a Jakkini Daru composed in Mukhari
ukh :
rendered by Kum. Gopalaratnam.j T was

Jukkini Daruvu belongs to the sphe
figures in classical dramas, Y
raghava Nayaka took pride in
Jakkini Daruvus besides other

o re of applied music and
axshaganas and Natakas, Vijaya-
announcing his skill in compos&ng

musical compositions of sipn:

significang

Melattur Venkatrama Sastry had also composed Somgc J“;;‘_’ﬁ:
akkini

Daruvus in Telugu. The Daruvas You have heard are p

China Kamayya of Vizianigaram. [a the north many ¢ Y Yasa
and Vidwans who flourished in the court Of,Aﬂanda gfli"%er‘s
composed a few Jakkini Daruvus, Later there were mus; ,"Uupzllh.
Vasa China Kamayya in the Bobbilj yn Pithapurm and li,lldns ke
Samsthanam who specialised in these Jakkini Daruvus adugflla
to the tradition these daruvus are sung only in the nc‘":;c‘CiOrdmg
its traditional dance. [t ig Uot seen anywhere in th 1rough
now. Some people are of the opinion that the Jakkini gnorth
are like the Tillanas in the Bharata Natya recital Th; quvu's
son doe§ not hold good us these Jakkini Da‘ruvu 4t compari-
unique in thAeir combination of Jaujs, Swaras an; SStarld out
suxtap).e tor interpretation in dance and mUSi(‘:\'ls ahitya al}
Jakkini Daruvusare introduced jn the midst of a‘d ?veH. Tuough
to add ?olour to the situations it can also be inter fama or opera
danc-e item. There js scope for pure dance nP.TCt.Cd as a solo
Abhinaya or the interpretation according to the .fltm. as well ag
is ample scope for steps in all (he three Ict:mpos);n'uanon. There
well as gestures in nterpreting the Rasa Bh( time measure gg
Mudras and Abhinaya, 4va through Hasta

PTS, 1-IV) SWARA PALLAVI-JAKKINI DARUVULU 1t

The beauty of the Jakkini Daruvu lies in its musical structure
and the repetitive pattern of phrases in Swaras and Jatis, The
ragas chosen are also popular and pleasant to suit the tastes of the
audience that often witness the operas or dance dramas. (This
Daruvu in Mukhari is an illustration of the simple but sweet
melody of the song.) This is not only pleasing from the musical
point of view but can also be picturesque with its visual appeal
through fine gestures and movements. The Nritta aspect will be
more appealing from the point of the rich potentialities of inter-
preting the Jatis or the rhythmic solfu syllubles (Sabdas).

Originally Jakkini Daruvu was interpreted by dance move-
ment along with the playing of these Bols or Sabdas on the
Mridangam the dancer held on her waist. Thuat s how it added
beauty to the total effect of the dance performance. In ancient
days there were skilled artists who specialised in this form of
Daruvu.

During recent times this classical piece of solo dance has
completely gone out of vogue. There are a few old masters who
know how to sing some of these ¢ Jakkini Daruvus’ in the
traditional style. We have recorded some of these songs in their
correct Pathantara and Jati, and preserved them for posterity. A
few artists have lcarnt the intricate rhythmic patterns of this
composition and sung. There are a few compositions of this
nature which deserve the attention of the music lovers. These
compositions in their pristine purity should be collected from the
few masters who still remember the music and notations. Their
manner of singing or the mode of presentation may be crude and
defective from the orthodox standards of classical music ; yet it is
worth-while considering the collection of these compositions and
keeping them in our records for the benefit of our posterity,
There is already a decline in the standards of classical music in
our times. With hardly any prospect of such forgotten composi.
tions or musical forms there is every chance of their total extince
tios. Under these circumstances an attempt may be made to
discover the old masters and the compositions with them, They
can be collected and preserved in their musical notation. As there
seems to' b'e-a new upsurge in the keeping up of the dance tradition,
the possibility of presenting Jakkini Daruvus by skilled artists
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may be attempted. It is for the consideration
classical drama in the Sanskrit style to intro
of Jakkini Daruvu in an appropriate contex
and see its effect,

of the producers of
duce this dance form
tof the main drama

Both from the musical point of view
Jakkini Daruvu has immense possibilities for
gifted artists and will certainly provide a delight to the dilettante
or the discerning listener of music or dance, The two Daruvys
now selected are from the Vasa family: China Kamayya com-
posed these songs and Venkata Rao performed on the Veena, The

Sahitya of these songs is usually in praise of a deity or the ro al
patron, y

and its dance form,
clever performance by

1. Navaroju-Svarapallavi

2. Athana-composed in Kuru Thampe Tala consisting of one

Dhruta, one khandalaghu-Tisralaghu, 10 Aksharakalas ; in praise
of Rama, ’

3. Mukhari in the Adi Tala. Sahityam in praise of Jagan-
natha Raja of Bobbili.
Kuru Jhampe is not included in the 35 Talas of classical
music,
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THE NECESSITY OF RE-EXAMINATION AND REVISION
OF SOME DEFINITIONS AND CONVENTIONS OF
OUR MUSIC, IN THE LIGHT OF THEIR
TRUE SPIRIT RATHER THAN OF THEIR FORM

Prof. G. H. Ranuade

As an instance in view, I tuke up the casc of the Raga-
conventions.

What distinguishes the music-system of India from the
Western or other music-systems of the world is its employment of
a set musical scale or mode, technically known as a Raga. In
fact, the observance of a strict melodic law or Raga, throughout
a piece of music, forms one of the three essential Unitics of the
Classical music of India,

A Raga literally means that which enraptures its listener or
lends colour to his mood. As a Raguiinsists on the use of one
and the same scale throughout a picce of music and gives special
prominence to such notes as the Vadi and Samvadi, in preference
to others, and further accentuates their effect by cven exclusion of
a note or two from the rest, it is no wonder that the ethos or the
sentimental colour of the listener’s mood should get permanently
set in a way. Thus a Raga simply by the choice of a suitable
scale enables even a layman to suggest some desired sentiment
even though he may not be knowing the rudiments of music. It
thus verily enables a lame person, - or a layman, — 1o cross the
mountain or the barriers of our music in an easy manner, -
‘g3 S94d fafeg—in that it serves him as a groove, safc and sure
enough to keep the ethos of the music, or the Raga, pure, though
it may often be at its bare minimum level.

The real thing is that music by its very nature offers wide
scope for intuition and inspiration, of an artist, so as to keep it
always fresh and charming. This is why even before the birth of
the idea of a Raga, there was music beautiful enough even though
it employed tewer notes and simpler rhythms. What matters
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rations within historical memory. It is like a mechanical tool or
rafle. But are not the artists of both the North and the South
working this raille in the manner of my school-mate referred to
before? They have brought many new Ragas into vogue, though
a few of them could become popular and many were doomed
to die a premature death! Are all these Ragas the result of
real inspiration or of the cold mechanical study of the
science of music? God alone knows! In the good old days
Pt. Venkatamakhi is known to have condemned a decent Raga
like Kalyan, as it was against the spirit of the Raga-conventions
of his day. But today, it is not only onc of the most popular
Ragas, but also tops their list in the Northern as well as Southern
system.

On the other hand, such Ragas as the Miyaki Todi, Miysn
Maihar, or Miyan Sarang etc., which have been the creation of
the great Tansen, and in their time were looked upon as the very
cream of our Ruga-system, have by now become common-place
Ragas and also lost their place of honour in present-day concerts.

In more recent times the once very popular Raga Durga of
the late Abdul Karim Khan and a master-piece of his early music
career had not only faded but completely withered away during
his own life-time, giving place to the Jillha-Ragas employed in
‘Piya Bin Nahi Awat Chain', ‘Gopila Re Meri Karupa Kyoun Nahi
Awe ' etc. Next, like Capt. Willard, Pt. Bhatkande always felt
disgusted with the defection that had taken place from the theory
of music in its practice, and to wipe off the incongruity between
them two, he purposely wrote his famous book ¢ The Lakshya
Sangeet.’ But many of the Ragas as given by Pt. Bhatkhande in
his book, within less than twentylive years, since his demise, have
gone out of vogue and are replaced by many others not known
even to Pt. Bhatkhande.

Further almost all the famous Sitar and Sarod players,
whether of today or of the past generations play or used to play
at the beginning of their performance one or two Ragas in the
conventional manner only as a matter of good taste, but their true
interest lies or lay in playing such light Ragas as the Ka8f, Jhin.
joui or the Pilu in particular as these allow limitless scope for the
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one o1 more of these forms. So even this definition needs revision,
and We- will hfive to adopt some such definition as * Music is a
dynamic architecture in tone and time meaning rhythm’

A committee appointed to inquire into the condition of Music-
education is said to have rejected sixty very artistic and learnped
definitions of Music and in preference adopted a simple buttr 1
scientific dzfinition of it which said that ¢ Music consists ;; i
series of connected sounds pleasant to the ear.

This will bring to the notice of my readers, how difficult it is
to frame correct definitions of the fundamentals of any science
here, ‘ Music’ and the urgency of re-examining and revising thos;
concerning our music.
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etc., besides his kavyas on puranic themes. The slokas and songs
in the Sivi Giti alse will bear out tie fact that the author was a
profound Bhakta.

The Work

Siva Giti is a musical comnosition modelled on the famous
Ashtapadi Gita Govinds of Juadeva. These {5 one (sometimes

, i a Fatlawd v AT O it
two) sloka {vilowed by susieal eoomaesitics of five stanzas.

. S 11 o [ R Yo n . . .
Since all the onyz Love five clucames the work is also called

Panchapadi. Tins, nowever, it rot a sioc siven fo it by the

PR [ PP it el . 3
author.  Unlike Gita Govinda, bowever, oo stery is developed in

It. The verses ond sengs are in praiss of tae

Mukkola Temple.

Bliagavati of

Mukkols (known as Muokkuthala in olticial villare records) is
a village near Ponnani in Kerula State. ‘There a}c a group of
temples there, the intporiant one being that of Amba or Vichnue
maya, The story goes thut Sankara Bhagavetpada when passing
by the place had a vision of a lustrous image. He did penanc;:
there and Vishnumaiyi appeared before him and blessed him. At
Sankara’s request she agreed to remain there as a * Svayax'nbhu
Vigraha’. There are three temples there. Melekkiva Bhagavati
or Vishnumayd, Kizhekkavu Bhagavati or Durgd and Kannenkavu

Bhagavati or Bhadrak@li. Of thesc the Melekkivu Shagavati's
temple is the most important,

It is the general belief that those who regularly pray at the
Melekkavu temple would get their desires fulfitled, whether it b
wealth, issues, proficiency in lctters or arts, or what one wills Thz
temple therefore used to attract the literary pcrsonaliti'es f
Kerala. Melputhur Narayana Blatta, the famous author of I:I'" ?
yaneeyam on Guruvayoorappan was a devoiec of this templc‘-m;
he has composd seventy verses describing thie feet of the Godd(m
The work 15 known as “tipidu Saptati, ) o

The famous Uddandz Sastri makes un inapiring referenc
this temple and the deity in his okilusand sy ‘nart | sta ity
in Bringasandesa of Vasudeva also there is \rt:l'crcx}LL ntla 77')'
temple. It 1s thecetore not surprising that Ramapv:rulvvw(;)a o

. ) : al
thought of composing songs in praise of this Bhagavau 0
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RATR N OyAL AT TR
wrfzaeraanza] R rA ARy
ereaAE TR WATEIT [AXAR4T !

The name Mukiiola seems to be the slang expression for
Mukkavala meaning juncticn of three roads. Its name has been
Sanskritized as Mulktisthala, which in Malayalam has become
Mukkuthala in efficial records. [ have visited the temple recently.
I am sorry to say it bas lost its old glory, and itisina neglected
condition. It is a pity tkat the H.R. Endowment Board continues
to neglect it. In the fifth stanza of cach Panchapadi, Ramapani-
vada refers to the deity as Muktipuravasini, Muktipuresvari etc.,,
and prays for her blessings.

The first mention about Siva Giti seems to be in the Mala-
yalam work Kerala Sahitya Charitram of Mahakavi Ullur
Parameswara Iyer. Theauthor refers to this work only as Pancha-
padi and does not mention the name Sivd Giti, which is the name
given to it by Ramapanivada. Sri Vadakkumkoor Rajaraja
Varma Raja has dealt with Sivi Giti in detail in his book Kera-
leeya Samskrita Sahitya Charitram. Sri Raja had access only
to the portion of the copy of th: manuscript with (late) Sri K. N.
Pisharodi. To my knowledge no one has attempted to set these
songs to notation so far.

$ivE Giti consists of six cantos, each Canto having six songs.
There arc cight or ten siokas in each Canto. The slokas are in
different metres. Most slokas also have some musical value and
can be recited in a Raga or as Ragamala,

The first two cantos are styled Angavarnana Prakarana by
the author himself. The author gives a head-to-foot description
of Devi in the various songs.

In the palm leaf manuscript obtained by me the first two
songs (in Nata and Bhairavi) are lost since the palm leaves are
damaged. The ragas of the songs are scen. The Tala of the
first song is scen but not of the sicend. The third Panchapadi
describes Parvati’s ¢resses, the 4th and 5th her eyes, the 6th her
face, 7th and 8th her breasts, 9th her arms, 10th her waist and
11th and 12th her feet. The interspersed slokas also deal with the
description of various parts of her pedy.

The 3rd canto is called by the author himself as Sankeerna
Varnana. It is & miscellancous description of the Devi’s sportive
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FRETTED VIN& IN INDIAN SCULPTURE*
Shri G. H. Tarlekar

I bave discussed ia this paper the ea

o . rli
fretted vina in Indian sculpture. °st appearance of

The Natya-'astra says in cha
Citra and Vipaiici are the major 0:‘:: i(xﬁxil\llo:a;';he 'wo vinis
Ghov.akis and others are minor ones, [y chapte )‘(e Kac?hap-i,
described as having seven strings and Vip‘dﬁcipnir XI,X, Citra is
former was to be played by fingers, while th:: la?f- Strl-ngs. The
Naonyadeva says that Citra with jts séven strings is ::}2:‘? kOT.’ha-
or the

seven notes of the scale, while the |
ven nates of U ) atter provid
Kakali N1 with 1ts two additiony) Strings P ¢ Antara Ga and

Guuilyjituka (vob 11, p. 248) also
vini had seven strings for the sevep p
competition, Bodhisattva broke the gey
still the notes could be continued. g
PPp. 224-226) the hunch-back is Compar
broken strings.

gives the idea that the
Otes of the scgle.
cn s}rings one by one and
Viiithiinajataka (vol. 11
ed to the Vinadanda with,

This* old vi.d is the harp-type ope havin
covered with a board or stretched leather, The belly ;
towards the back where its end is rounded and tape ¢ily is broader
front, and it is continued Into an upstanding cu;rs towards the
strings are stretched one above the other, from thi
belly. These strings vary in their length, Dr.
says that it can be safely assumed that the sam
referred to in the still carher Vedic literature,

£ a hollow belly

°°marswamy
¢ harp.ving i

We find this harp-vini (sketch 1) with minor variat;

available sculptures of the Ssnchi, Bhaja, Bharhy, (gns in the
cent. B.C.), Amaravati(Istto 2nd cent. A.C)), nga’junkonndd to 1st
' 3 (2nd

- paper presented to the Fine Arts Section, 2ist SCSSio—.;
Oriental Conference, Srinager, 1961.
. The numbers ta ths article refer (o the sketches of ving, .
. Wen on

the last two pages.
2. +The Parts of Visd,' by A, K. Coomarswamy,

American Oriental Soaity 1631, pp. 244-253

TTe—
. A“-Indi‘

Journgj o
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to 4th cent. A.C.) ctc. and even at Modhera (st quarter of 11th
cent. A.C.) and on Samudragupt’s coin and in terracotta figures
as well. (It was usually placed on the lap and played with fingers
or Kona, the plectrumi. At Bodhgaya, in onc sculpture, it is held
vertically in the left hand. Perhaps it was supported by a sling
over the shoulder sometimes. At Modhera also we get this type
with five strings. One string might have been used in this type
of viui to produce more than onc note by stopping it and thus
shortening its length to effect higher pitch. In the Sunchi museum
(Ist cent. B.C.) the viui (sketch 2) with seven strings is not of this
harp-type.

The other type of vini (sketch 31 represented in sculptures is
like guitar. It is found inus carly as Amaravati and Nagarjun-
konda sculptures. Pawaya (Gupta period) has both these, harp
and guitar type vinis.  The Ajunta puintings {4th cent. A.C. to
6th cent. A.C.) have this guitar-type with four, five or six strings.
It was usually plucked by the right hand and plaved by the left
hand. Pattadakal temple (Sth cent. A.C.) has a sculpture (sketch 4)
in which a vin: with four strings is carved, shightly different from
the guitar type. The violin type 15 said 1o be found n the
Chidambaram temple.’

As regards the visi with one string, we have specimens in
Ajanta, Badami (7th cent. A.C.y and Ellora (8th cent. A.C. to Ith
cent. A.C ) etc. In one variety (sketch 5) atis placed on one hand
and played by a kowa or without it, with the other hand. It hasa
half gourd or a full gourd at the upper end.  In Delwara temple
(11th cent. A.C.), we get the v i (sketch 6 ) with one string and
one gourd at the upper end or two gourds (sketch 73, one at
each end, and played by the fingers. In the sculpturcs of Sarasvati
of Pala period (8th cent. A.C. onwards), we get this vind.

But in all these types, the frets are absent. Somedvara (1st

quarter of the 12thcent, A.C.)describes K innari vinaowith fourteen

frets which were meant for the notes of the two octaves. Before
that Nanyadeva (11th cent. A.C) hLas ulso described the use of
frets in connection with Kinnari,  Sangnia Rutnikara of Saanga-
deva (13th cent. A.C.) ulso describes the Kinnart with fourteen

1. See Journal of the Music Academy, Madras, Vol. XIX. pp. 58-70,
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frets and later on Kumbha as well. Al these authors describe
frets in connection with Kinnari vingd,!

I was able to get two specimens of fretted vind in Belur
temple (st quarter of the 12th cent. A.C.). In one case, the vina
Was broken and hence it was not possible to have a complete idea.
But to the left hand side of the main entrance there is a small
female figure (most probably that of a Sarasvati) sitting and play-
ing on vind (sketch 8). It is played by fingers and has thirteen
frets. Then in the temple of Vastupala and Tejapala (13th cent.
A.C.) on Mt. Girnar I found another sculptore of fretted viga
(sketch 9), having thirteen frets and played with fingers.

The late Shri Ramakrishna Kavi has described Matanga Kin-
nari with fourteen frets in his Bp,

ratakosa, perhaps on the
authority of Kumbha (beginning of the 1511, cent.). Kumbha?
describes three types of Kinnari, small, medium and big, as given
in the Brhaddési of Matanga. Matanga is dated by Shri Kavi as
belonging to the 9th century

. e A.C. But Nanyadeva mentions
Matanga as Caitrika (one who plays on Citrz vinid), He has
described Sarasvati vind according to Matanga, This vina was

very important as it gave aif the svaras, grutys and mirchanas.
The three types of Kinnari which have been described by Kumbha
according to Brhaddesi are tregteq by Sirhgadeva as the desi
(regional) Kinnaris, after first describing the small ang the big
Kinnaris. I doubt whether the word ‘desi’ ip Sangita Ratng-
kara gave the idea of Brhaddesi. The reference to the Brhaddesi
by Kumbha makes Matanga the originator of the Kinr;ari vina
rhaspati® ajso. in
e frets may be also
T€ notes of the tara

with frets. This view is mentioned by Prof. B
the largest type of Kinnari with three gourds th
eighteen according to Kumbha, for four mo

i TTe———
1. A specimen of this type is actually available with three gourds. 3

or 3 strings and ten frets among the peasants g ,
Mysore and South Canara.

o P fEmdlll: eggdEAltEaban | geqy
Faol g3 1 FEA, T@HRT under agnfEad
3. Bharata ma Sangita-Siddhanta,—p. 297,

Heqar Edlyyrgt

nd the lower Classes of.
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three more
register. Sangita Ratnakara allows the use ‘of t‘wonc;rView  coord.
frets in addition to the fourteen. He has given Oh- teen as well.
ing to which the number of fiets should be_ _t "
Vema? says that the Kinnari was called Rudravina.

Mattakokili had twentyone strings for the notes ﬁ,feﬂ;;gfie
Tegisters. Ghosa had one string and_a gour.d. It :vasNakulﬁ ﬁac;
the original source of the other vinis .of xtthyt)’)m-kam says that
two strings and Tritantrikd, three. Saigita :. to Shri Kavi,
the Mattakokila is the principal vind. AC‘JO‘;l ‘:gati understands®
Bharata was the player of this vina. Prof. B-i.- a 12 o
the Vainika in the Naryasastra as Mattakokila-player.

i the Citra
I have already pointed out that—mat:z:j sregflcvre?o the Satta-
and VipaiicT as the major viylis. Jatakas two octaves could be
tantri often. With the addition of strlﬂg& :ctaves. The Sanchi
had and lastly, with twentyone strings, t re;a ed, seems to be the
illustration where the vigd is not bow}f gvar,amandala of the
forerunner of the later Mattakokild of t,- : ith four,. ﬁve or six
mediaeval times. The guitar typé ViDd wressed as in the case
strings could also give more notes. by a?;mggogrd (which was some-
ey et s i he i period) was used (0 ghve
s hall gourd a SHence Matanga says that Sarasva;ll contury
the pecessary note;. d two ,gourds also. Upto the 10t R
(Ii\wCeus o 1: afltzrwirds, we find this type. ngtfersets ;vvclr ot the
to. fa.c(i)lriti‘tl::3 the production qf thet:ﬁelgzlltr. Nanyadeva of the
earlier illustration of vind s.vnh frenection with Kinnari. Hence
11th century mentions frets ‘P _co?th frets for all the svaras fiatll';:
I suggest that the fretted wm;,e‘tween the 10th cent. A.C. an
into vogue in India somewhere

11th cent. A.C.

I —

- 3 gl o VI1-306
| BiEeagany e gan By 3
. o faﬁﬂﬂi 5"@: g,{iﬂoﬂﬁﬂqf SAl: Bharamkoéa__kudrawr}a.
2, N

a foot-note.
3. PBharata ki Sangita-siddhanta-p. 19,



THE GlTAGOVINDA~E’ADAGANA IN THE BACKGROUND
OF THE PADAVALI-KIRTAN OF BENGAL

Swami Prajnanananda

kamTh_") P ‘;d‘”“”"‘{""m of Bengal is a classicul type of nibaddha-

arana 1<ra andha-gana of the Stda-class. 1t is possessed of dharu,
anga, lala, raga, and different emotional contents. 1t is devo-
tional-cum-spiritual in nature. It has a tradition ;;ndaspecial

feature of i Ahitva ;
ol 1ts own. ltS Sahltya 1n sweet vr(]ja[)ali_bhd‘sa as Well as

the method of improvisation Or guyaki are unique ones,

padalgalizr:f)efelc(ia:ief]ewn:, to prove briefly that the Gita‘%ov:':l]z:
tion of the Padq a}la-w really forms the background © :.

. avali-kirtan of Bengal. But before I proceed, 1
would like to say that the word “ kirtan’ is a general term that
f:onveys the idea of a devotiona] song or devotional songs, sung
fn eulogy of a god, a deity, or a superman, and for that reason it
1s also called the Yasogana or Kiriigatha-gana- The dictionary
meaning of the term, kirtan is kirtj—krita+ kthin in relation to
khyatih or yasah i.e., reputation. The Vacaspatyabhidhana states :
““khyitibhede amaral / khyatibhedasca dbarmikatvadi-pragasta-
dharmavatvena  nand-de$iya-kathana-jiidna-visayatd /[ Kirtigca
jivato mrtasya vetyatra viéeso nasti / * * tatrad dinadiprabhava
khystih kirtih $auryadiprabhava khyatirya$a iti kecid yagahkirtyor-
bhedamahuh.” Manu has said also in his Samhi{d:  prajiam
yadasca brahmavarcasameva ca”. So it is clear that the term
‘kirtan’ is a song in praise of concepﬁOH or kﬂOWIedge, or
quality, or power or glory, of a god or a Superman. 19 the Bhaga-
vatam, kirtan or kirtigana has been used for 2 80ngin praise of
divinity and greatness of Sri Krspa. ID th'e 15th-16th Century
A.D., STi Chaitanya and his followers used this song for signify-
ing the divine sportive play or lila as well as greatness or mqhjy;z
of the all-powerful Creator. In the Paﬁcaratfa-fﬂMhltas and
Purapas, the word kirtan has been used for SIDginga song jn
praise of Vasudeva or Visnu and bis different fmanations. As
for example, in the Bhagavatam, it has been mentioned: «rgpgp
rin veporadharasudhaya parayan gopavindairvrndaramyag gy,
pada-[amagam prg,vig’ad gitakirtil_l-" The term gltakirtnb has been
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,
(A

defined as < gitd kirtih yas'ah yasya sa Sri-Krswah”, i.e. kirtan
means a kind of song (gdna), sung in praise of divine sportive
plays of STi Krsna, and it is sung by a band of singers in a raised
voice: ¢ gayanta uccairamumeva samhatah™ (X, 30. 4). Inall
parts of India, kirtan is sung in praise of 5ti Krsna or Vispus
Bhagavan by the band of singers, and it is recognised as the devo-
tional bhajan. In Bengal, it evolved first in the form of the
Nama-kirtan and was introduced by St Chaitanya himself ; and
then in the form of Rasa or Lila-kirtan and it was introduced by
Narottamadis in a Vaispava festival at Khetari, in the mode of
classical dlruvapada in vilambita-laya.

Regardiag kirtan, one of the Vaisnava savants, Gopala Bhatta
has said in the Haribhaktivilasa (X1. 239): “kalau sarkirtya
kes'avamn” or ‘“‘kalan taddharikirtanat.” Sandtana Goswimi
has also said : < samkirtanaim nimoccdranam gitam stutis'ca nima-
mayi.”” That is, kirtan is sung in raised voice with the name of
Sti Krsna. Gopala Bhatta has prescribed this type of kirran, as
it is a combination of nrita, gita and vadya. He has said that this
type of kZrean is meaut for the Vaisuavas i.e. for the devotees of
Visuu-Krsva. In South India, the devotional kirtan was preva-
lent among the mediacval Saint-singers, viz., the Nayanmdirs and
Alwars of Tamil land, and it was.then introduced by their succes-
sors in Karnataka, Maharastra, Gujarat and other places.

Sometimes it is believed that Padavali-kirtan evolved from the
Nama-kirtan. But that is not correct, as from a close study of
both Paddvali-kirtan and the Gitagovinda-padagdna it is known
that Paddvali-kirtan evolved with the essential materials of the
Gitagovinda-padagana, which also evolved after the ideal of Carya
and Vajre ganas of the Vajrayana and Sahajaydna Buddhists in
the 12th ceatury A.D. It is also known from the comparative
study of both the ganas, Gitagovinda and Padavali-kirtan that
both the ganas were composed as the means of worship or upa-
sana in twofold ways,” and they were known as aisvarya in the
vidhimarga and madhurya in the form of rasasvadana or realization
of different divine aesthetic sentiments. The author of the Gira-
govinda has made Sti Kysna the centre of the themes of all songs,
and has recognised him as the embodiment of prime-sentiment,
sritgira. Similar conception is also found in the Padavali-kirtan,

23
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Besides, it is evident that both Kavi Jay
Vaisnava composers (Mahaj
tattva as the central theme of
this adoption, the different
mdthura, rasa, naukavilgsa e

adev and the later mystic
anas) have adopted Radha-Krsna-
their padas and paddvalis, and from
balaganas like mana, dana, kandita,
IC. were composed in the Padgvali-
kirtan. It is generally belicved that Radha-Kyrspa-tattva, asso-
ciated with bhaktitattva, evolved from the Bengal Vaisnavism that
was introduced by Sri Chaitanya. But that is not correct, as the
Radha-Krsna cult was prevalent even before Jayadev and Chai-
tanya. Well has it been sajq by Dr. S. K. De in his Early History
of the Vaisnava Faith ang Movement in Bengal (1942): * Long

before Chaitanya, the melodious Padavalis of Jayadev in Sans-
krit (?) and the songs of Chandidasa in Bengali had also popula-
rised the Radhi-Krsna cup

with their largest of Vasnava devo-
tional sentiments, Even if Chaitanya’s religious personality

s influence on him must have been
varied and abundant.” Further he has said, “A Chaitanyite Vais-

nava would regard the Gitagovindu not merely as a poetica] compo-
sition of great beauty, but ajso as a great religious w ork, and would
feign explain it in terms of hig Bhakti-rasa-vBstra,
not be forgotten that Jayadev’s poem
hundred years before the appearance of Chait
promulgation of the Rasa-$asira of Chaitanyaism,»
aside all the controversial discussions, it can safely be
the Padavall-kirtan, which was mainly based o t
Vaisnavism, adopted the main principles of Radhg
togéiher with rasatattva from those, containeq in Jayadey’s Gita-
govinda-padagana.

ly three
anya andg before the

he Bengal
“Kr Yhaa-tatyg,

The Padavali-kirtan took a new and nove] course dy
time of Narottamadas in the ‘16th century A.D. p, s already
been said that Narottamadis introduced the Zaranhgy; oy
kirtan in slow tempo, in the .mode‘of the Flassical dh
the North lndian Hindustaai music. It. is a fact thyy altormn !
different styles of manohara.sahz, r‘e(ze‘n, mandarip; J'harkhandi
etc. kirtanas evolved with their special tempo and featyr. fe

o €S, byt all
of them had their central theme, the Radha-Kr,s{za-tattva,

ring the
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find it in the padaganas of the Gitagovinda. From the observation
we find that the Gitagovinda is divided into twelve chapters
(sargas) and each chapter js named after each divine aspect of
Sti Krsna, the hero or Niyaka of the songs. Similar things also
happened in the palas of the Padavali-kirtay. The mystic Vaige
nava composers have composed different palas or plots of the
kirtan, describing the sportive plays of Radhid-Krsna, and their
central themes are Radhd and Krsna, the hero and heroine of the
plays. And it should be noted that all the palas are saturated
with aesthetic sentiments and moods (rasas and bhavas). It is
quite true that the Vaisnava Alamkarikas like Rupa Goswami,
Kavi Karpapura, Pitambaradas and others have afterwards elabo-
rately described sixtyfour sentiments in their Ujjvalanilamani and
Bhaktirasamrtasindhu, Alamkarakaustubha, and Rasamatijari, etc.,
in connection with the Paddvali-kirtan, and thus helped the later
composers to divinise the themes of the Padavalis. Not only
Pujari Goswami and Rani Kumbha, but also all the commenta-
tors of the Gitagovinda have described how Kavi Jayadev has
divinised his padaganas with aesthetic sentiments and Nayaka-
Nayika-bhavas long before Rupa Goswami, Kavi Karnapara and
other later Vaisnava Alamkarikas described and classified the rasas
and bhavas in their respective works, for the purpose of their
proper uses in the Padavali-kirtan. It is also found that like
Jayadev (as it is evident from the padaganas), the Vaisnava
Goswami’s have also divided the prime-sentiment, Srrigara into
vipralambha and sambhoga. The former has again been divided
into Piarvaraga, mana, premevaicitta and pravasa, and the latter
into sarksipta-sambhoga, sanikirpa-sambhoga, sampanna-sambhoga
and samrddhi-sambhoga. Again the eight sub-sentimental moods
like abhisarika, vasakasajja, utkanthita, vipralabdha, khandita,
kalahantarita, prositabhartrka and svadhinabhartrka were divided
into sixty-four (8x8=064) sentiments. The manifestations of
these sixty-four sentiments are also found in the padaganas
of the Giragovinda. The eight main sentiments, as described in
Bharata’s Natyasastra, are quite evident in the Dasavatarastotra,
as described by Kavi Jayadev, and those main sentiments are
srngara, hasya, karuna, raudra, vira, bhayanaka, bibhatsa, and
adbhuta. In the commentary of the gana’, ““srita-kamalakucg-
mandala™ etc. (No. 2), Pujari Goswami has stated: ¢ dasava-
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térﬁgn k‘n.rvnte $ri krsniya sarvBkarsaninanda
dz}éakytm\./am pruk:ttf‘«}'annmm}ymiim‘rupez‘lasfa tubhy
n;jyaka - §iroratnaia - pratipidaniya Vd}.r:/ ”.f’“ k.f‘.")llsya LUTVa-
x}nhyakn-gum-samanvayena sarvotkarq j”Oci;(ttatv{xdic
sritakamaletyadibhihj”t 1t g ar ivirbhiy

ore that the

eight main rasas {{ho
15 {though afterwards one or two
more sentj
ments

like ] an :

,S(m’a and vatsala were a(jdcd) 1

Padavyli-Kirtan of Bengal P been used i i
. 1 the

the Niyaka, i1 Kr.na bhas . . ®membered that

of $rigdra-rasa,

am namo’stuf

aturvidha-

, anam  prarthos
ds already been sajq befp tiyate

Regarding the composition of differ
later Padavali-kirtea, it can be said ty o
as germs (bijdkarenay in the G?rrl,:rz;)v
t({ draw.ihc attention of the readers 1o 1 f i
G.,mgmmda, which really gave. . mqe. Qi!owmg lines of the
different palazanas like mathnurg dan ~Dl‘rut10n for composing
Padavali-kirian. The lines are : PO T cio. of the hiter

o p'alfis L1 plots) of the
at their ideys are cont

I‘”d("“ﬁﬂd( ) ‘iiﬂCd
1Zdnas. .
: f woull! like

(a) Vibaran Haririhy s
fihd sarasa.vasante
» ete. (1. 28)

{b) Vrndivana-vipine parisar

a-pario:

etc. (1. 34), Parigata-yamuni-jatapute
(v) Raszlxrmc saha nriyapard Hyripg i

ete. (1. 45), &Y yuvatih prasadarse
(d) Vrodavana-vipine lafitan vitanoty, ef (

o sete. (1. 47
€ A : 1 )
(¢) Rasollasabharena  vibhramabhrizms )

v, ete. (1. 49), Mamabhira~vamabhru-

(f) Viharati vane radhy ggqns

rana-pru
(11, 10, Ybrenaye harau, ete,
{ Y uvatis / 3
2) thu valattrsue Krsne Vihiiring
(1. 19). SHRL mim vind, ec
. .
1. In this connection, D
10n, Dr. S, K. De hg s
S said:

vatara Stotra, as w "
R ell as the second Jay“"k‘y“ﬁ)em H The opening Dada.
d~Hare Stotrg
4, presents

Krsna in his Aisvarya :

dc.i.tAy of many incay‘;ﬁipeut, notan Avatira, pyg as th .

all reference to R‘le::‘m;ns ( dasikeikye krsncyq rzz})/) ° veritable Supreme

adhT but mentionlng ¢ o S raman), omitt

ceeds, the Dhirodit val & Nror Lakamy - Qnitting

M'Z\dh’urya im t;;zgua Niyaka  becomes Dh;ra\ai:t.h' As the poem pro-
¢ oy p 10ns of the theme are developed B and all the erotic

Vaisnava Faith and Movement (Calcutta 1942) to their fullesy extent o

’ »P. 9, nt."—
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(hy Govindam vraja-sundarigana-
Ridhimadhiya hrdaye tatyaja vraja-sundarih, etc,

vrtam, ete. (IL 19).

(i)
ML .

(j) Dhira-samire yamuni-tire vasati vane vanamili, etc.
. 9.

(k) Hari Hari yahi Midhava yahi Ke§ava ma vada kaitava-

vadau, ete. (VHI 2).

{H Smara-garala-khandanan mama dirasi mandanam, dehi
padapallavamud&raxp, ete. (X, 9).

in this way it can be shown that different palaganas of the pada-

vali-kirtan were composed by the Mahajana composers  with

different sportive ideas which are contained in the padaginas of

the Gitagovinda.

Besides them, the twelve spiritual principles or tattvas like
yugalarapa, prakdsa and vilasa, rasdsvadana, mutual bhajana,
bhakta and bhagavan, sadhyas sadhana, parvaraga and anuraga,
abhisara, vasakasajjd, milana and Radha-Krsna are found common
in both the Gitagovinda-padagana and Paddvalt-kirtan. Again
the expression of divine love (prema), which has been conceived
in three different ways, praudha, madhya and manda in the Gita-
govinda, has also been adopted in the Paddvali-kirtan. Some
thousands of padas were composed by more than three hundred
Mahijanas like Vadu Chandidas, Vidyapati, Gupara) Khah, Ray
Raménanda, Murari Gupta, Govinda Ghose, Visudeva Ghose,
Rupa Goswami, Basu Ramananda, Yadunithdas, Vamsidas,
Balaramdis, and others, and it must be admitted that they got
inspiration fos the composition of those padas from those of the
Gitagovinda. Jayadev was a pioneer composer of the padas in the
srigirarasd, which are divine and. world-transceqding. The
picture of Ridhd, as the divine Nayika of Nayaka, Sri Krsva is
beautifully painted bY Kavi Jayadev, and it is said that he got

the idea of Radhd and Kysna from the Vaispava Bhakti cult which
g the time of the Vaisnavite Sena kings

¢ 12th century A.D. " Some are of opinion,”
tat the advent of the Kamatas in Bengal
duced the Srimadbhagavata

was prevalent durin
towards the end of th

says Dr. S. K. De, *t .
with the Cedi prince Karnadeva 1ntro
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emotionalism, which had its most probable origin in Southern
India ; and it is noteworthy that the Sena kings themselves, who
were in all probability Vaisnavas, are described in their inscriptions
as Karnpata-Ksatriyas. There can be no doubt, however, that the
first and the most important literary record of pre-Chaitanya
Vaispavism in Bengal is the passionate lyrical poem of Jayadev,
Whi;:i‘l must have been the source of inspiration of such later
Bengali poems as the Srikrsna-kirtana of Badu Chandidas (circq
end of the 14th century).” To this we would like to add that not
only Badu Chandidas, but also all the later Vaisnava Mah
composers composed their padas or pada
by the compaosition of the Gitagovindg.
Radha-Krsna legend of the Gitagovindg inspired Jjva Goswimi,
while he beautifully described S Radha in the Radha-prakarapg
of the Ujjvalanilamayi. The female attendants like Sakhi, Go‘pi
and Dati, which are the sweetest imaginative conceptions of

Jayadev, have also been adopted in the padas of the Padayal;.
kirtan by the Mahéajana composers,

djana
-sahityas, being inspired
It is also a fact that the

So, from the close and comparative
govinda and the padas of the Padgyar;
that the finest §igararasa-kavya Gitagopind, supplied living inspj-
ration to the mystic Vaisnava Composers to Compose the padas of
the Padavali-kirtan, and thus the

itagovinda-padag ana can be
recogpised as the background of the Padc‘wali-kirtan of Bengat,

tudy of both the Gitg-
~kirtan, it can be concluded

TWO NEW KRITIS OF SRI MUTHUSVAMI DIKSHITAR

Sivakayarohanesaya (Nagapattanam) in Rudrapriya
and
Sivakamesvaram (Chidambaram) in Arabhi.

Edited By
VINA VIDWAN A. SUNDARAM IYER
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A RARE KRITI IN DVIJAVANT] FROM
GOPALAKRISHNA BHARATI'S NANDAN cH
Edited by . CHARITRAM
Sangita Bhushana S, Ramanathap
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AN UNPUBLISHED KRITI IN THE RARE RAGA
SANKARI

By Kakinada Krishna Iyer

Edited by

Sangita Bhushana S. Ramapathan

Note ::I learnt this piece from Sri Valadi Krishna Tyer.

The

composer of this song wasa disciple of Patnam Subrahmania Iyer.
In his later years, “he lived in Trip\icanc, Madras, practising

medicine.

Sri Valadi:Krishna Iyer told me that the composer had coni-
posed songs in all the 72 melakartas. I have with me the script

of a piece in Natakapriya.

The Raga Sankari, a four-tone raga, was probably coined

and pamed by the composer himself. In Navaragy Kannada and

Vivardhani, Tyagaraja has used four notes oply i tpe ascent,

but the descent iS hexatonic or heptatonic,’
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SOME VACANAS OF SIVA-SARANAS

Edited by

Asthana Vidvan N. Chennakeshaviah, Mysore
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Oh, Koodalasangameswara! Make my body the staff,
Fix on it the gourd of my head,

Make the nerves of my body the strings,

Wwith my fingers as sticks play the thirty-two

Ragas vibrating in my heart, the song of your victory.
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Oh Koodalasangameswara ! Let every word of mine

be full of the nectar of your name,

Let your divine form be fized in my eyes.

Let your remembrances reside in my heart always.

Let my ears hear the echo of your greatness and glory.

I am like a bee taking abode in the lotus of your feet.
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The Lily is an ornament to water,

Chastity (Virtue) is an ornament 1o woman,
The Moon is an ornament to the Sky,

And ** Vibhooti ™

(Sacred Ashes) is an ornament to the fore-head of
the devotees of Koodalasangameswara
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. not steal ; do not kill ; 1

© «ak not falsehood ;

. e ar wvewr swilav Gu L Gs v oawefl w ey Gu

[:o not praise yourself;

Do not blame others ; N, @ed | goM & Meor Mool dgul, ssio u &) B gB edor, )
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You and none-else is my father, mother or relation -

My prosperity and adversity are in your hands

Koodalasangameswara.
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There is no death until life ends ;

There is no poverty until wealth is spent out ;

Oh Koodalasangameswara, why should 1 be afraid
of the haughty and the vain as long as I am

your servant ?
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THE RAGHUNATHA MELA VINA—A CORRECTION

Sangita Bhushana S. Ramanathan

In connection with the article of the above title in the pre-
vious volume of this Journal, Vol. XXXV, 1964, pp. 143 -147
the following correction may be noted :

On page 146, in lines beginning with 6th from bottom,
the matter may be read as follows:

“Tt is preferable to have the latter, for

(1) it is the lower of the two pitches and (2) the
dvisruti interval 16/15 may be obtained on the
Sarani.

The difference in pitch between the Komal Rishabhas
obtained on the Sarani and Panchama strings will
be 2048 : 2025.”

BOCK-REVIEWS

Melody Music of India (How to learn it).
By N. M. Adyanthaya, B. Sc. (Edin.), Sangeeta-
shram, Kadri Hill, Mangalore 4 (Mysore State).
Price Rs. 10/-. Published and owned by the author.

Copyright. 1965.

This book is a welcome contribution to music literature and
should rank amongst some of the noteworthy books of recent
times. It covers 2 wide field a.nd touches almost every branch
of Indian music, both Hindustan1 and Carnatic in their theoretical

and practical aspects.

In its 292 pages, the theoretical portion comprises 8 chapters
of Part T and the practical portion covers 10 sections of Part IL.
part 11 contains 43 songs and compositions of renowned Sahitya
Kartas with appropriate notations in 3 scripts, viz. Canarese,
Roman and Devanagari. The book contains also interesting notes
on and assessment of 200 master-musicians of the past and the

present including those of Europe and of U.S.A.

In addition there are several tables of Ragas, Scales and Sruti
vibrations which are helpful to students of music and to musicians
alike. To the casual reader and the general public there are
interesting and stimulating disquisitions on Melody and Harmony,
music-healing and longevity, music and temperament, difference
between Hindustani and Carnatic styles of singing etc.

The author in his preface admits his own limitations and says
that what he has recorded is the quintessence of what he has
learnt, read and practised during the past half a century. Early
history of music however receives scanty treatment and greater
‘emphasis is laid on the scientific side. It is obvious that the
author’s lack of contact with early Sanskrit literature on the
subject has stood in the way of his embarking on the historic
.developments in the carlier ages. However, it would be but
Jfair to consider the book chapter by chapter such as befitting a
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technical treatise like this so that a fa

ir and correct assessment
of its merits may be made available tot

he reader,

Part I-—Chapter 1. This chapter
entire picture of Indian music ;
and Harmony and introduces th
misunderstood and confusing tec
puzzling to music lovers, such
and Tivra swaras of Hindusta

gives a bird’s eye view of the
it defines and describes Melody
e reader to some of the most
hnical terms which are somewhat
as for example—Suddha, Komal
ni masic, and the corresponding
d those of the Western system.

omparative tables of Hindustani

and Carnataka Tala nomenclature,

The comparison of the
steps of a ladder is a usefy] de
Swaras and Sru:is ang how th

rising notes of an octave to the
vice to enable laymen to understand

Indian music. There is als

Bengal ang Yakshagana of South Kanara,

Chapters 2 and 3. These ch
sound and musi: and the funda
tion, wavelength or pitch-wa
volume of sound and music.

apters deal with the Physics of
mental theory of harmonic vibra-

ve, shape or timber, amplitude or

There is also the detailed description

recording
called the Alpha Rhythm ang Electro-encephelography. Here is
a plausible explanation of instantaneoys exclamations of a sort
of devotional or spiritug] delight from the listeners whep they
hear good music,

Chapter 4. Jatis, Murchanas,

: Ragas and Gramas of anclent
music are dealt with in thig chapter,

The various controversies
and interpretations relating to thege

lnteresting though jt may
not be acceptable generally,

Regarding classification of Ra

8as the author is of opinion
that Pandit Bhatkande's 10 That

classification for Hindustan

4 213
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i’ Melakarta classification for
Ragss 207 Venk?i:ii:;so:fevision. He suggests 12 Tha;
Carnatic l}aga Stanghe former instead of 10, and three gr?u;;s g
classifies” o fOTt o for the latter, the third grou? to zlcuae
Ragas inst(?ad of ‘;; Suddha madhyama and 1-’rat1 qad yamrs.
nages takll:g 1:) g;s been made by others also in previous yea
This suggestio

t.
nd therefore deserves further though
a

'« chapter explains the purely mathematic-al

> Tbls'c pd the formation of consonance, dis-
s';'chei;: is also an elaborat-c exl.)lanation as t.o

sonance and bem re reckoned in ratios of vxbratfons and not in
why music inter\{a.ls as The author holds the opinion that sound
arithmetios’ addltloz .the same at the source and he spcculate:s
and light are 0° ne might be converted into the other. His
that some day the o d spectrum and light spectrum have. SO
on aparh S;u[;]on that this oneness seems more plausible

Chapter 4
theory of string mi

ulati
fxi)aez)’ aspects in €0
or probeble «Time Theory” of Ragas according to which

Chapter 6. associated with certain periods of the day and
certain R.a 838 a; here. The author observes that even mod?m
night i8 dlscuss(’: es the ebb and flow of human energies during
science f°_°°gmsf the day and nightand even so is the relevancy
certaint Peﬂod.s.o n of the Ragas at stated periods of the day or
in the ;ﬁﬁ: g;:;zciple is rarely observed in South Indian concerts,

oight Hindustani musicians strictly adhere to this.

but the This chapter is very interesting and useful. It
Cha.pter 7. the subject of music-bealing and longevity. 'Thc
devotes itself tothe experiments conducted and the results obtained
author refers to s that music has an effeet on heart beat, blood
thereon. He ;?Zathing etc. and exercises a soothing eﬁ'etft. TPere
pressure, and ce to the reports about the increased milk-yields
is also a refetenh influence of music. He suggests tha‘t .rescarch
of cows under t 3 to obtain conclusive scientific or staust_xcal data
may be conduc:jtivati‘)ﬂ of music has a bearing on the mc;eased
to prove.that gl'fe and longevity owing to the slow at?sc?tptlon of
expcctatmn? .o,l and frustrations of modern life. This is perhaps
p?nl:f?l) fl::ri;ljiig but it deserves consideration.
wis
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Chapter 8. This chapter deals with Ras
aesthetics induced by Ragas and songs,
inflexions. While describing them the autho
effect is subjective with reference to the
existing in the minds of the singers and listeners in the conscious

and subconscious levels. The author gives a list of gamakas and
sound inflexions and indicates how to produce them,

a, Bhava, emotion, and
Gamakas and sound
¢ explains that their
impressions already

Part YI-—Practical. This part gives very useful hints on voice
culture and good voice production, Th- auihor has illustrated some
patterns of Alankaras, Gamakas etc. very helpful for practice. He
suggests that the time-honoured System of teaching Carnatic music
with Mayamalava Gowla Raga to begin with-the system introduced
nearly 400 years ago by Purandura Dasa—needs to be altered, so
as to meet the present day condition in South India. He
mentions that Sarali practice of music in Kalyani and Sankara-
bharana Ragas in addition 1o Mayamalava Gowla Raga would
result in better and quicker understanding of the swaras and
stutis.  However it is difficult to decide which scale would be

the best to begin music practice. Different attitudes of different
learners may need different scales

Hence the author’s suggestions
Music Institutions and music teache
decide its merits or otherwise,

for ctommencing practice,
are worth consideration by
IS ; time and usage alone can

The author's elaborate ana
styles of singing and playin
ing and useful to musician

lysis of Hindustani and C
g on instrument would be very i
8 and music lovers,

amati‘c
nterest-

In the last section of this Part I -
life sketches of about 200 master musicj
their merits and achievements,
countries and of U, S, A,

‘ Practical’ we find brief
ans and an assessment of
including those of the Western

Part I1I. In this part the author has ¢h

and compositions of famoug Hindustani and Carnatic my
thirty of which are in three scripts, Canarese,
Devanagari and the rest ip Canarese s¢

with notations in their respective scripts.

sicians,
Roman and
Tipt only, all the above

215
BOOK - REVIEWS
Pts. 1-1V]

. t composers given in
- aja and other grea
The Kritis of TYagizl;eJ examples, but more we]]-know;l da'ng
the book seem lflsh:‘]fe added to the usefulness of Sou;'hh ;1 tu;s
i ch le
o re quite a few typograpthé}l.CTmf:t‘;’e lbook. 1t
learners. There a~nate d in the subsequent edxtlon.o {he doo:
hope will belehtl‘)l;en,usefu"y revised in some section
could have also

- here several mistakes
: itions (pp. 122-3) w

South Todian Comtxijc(:: wotild be taken to the statement on
Also excep

and Carnatic musicians.

oceur- bo drone
2 on tae ' - )

p. 10 jes IV and V names of Hmdustan'l and Carnat;:
Finally, in Tab i]ely given with their respective sc;a(l)loe.\}.an .
Ragas are CXhaUS“I nd Appendix II contain names of y
ixla

i : i xceptin
addition, Append ose of this list is pot quite appare'nti;n: Wh}; irg)
Ragas. The P::if old Ragas may be of use to music

m
that these na

i ar in mind what
:asm to create or invent new Ragas be
ir enthusias e e
e e existed in India in the ancient p
Ragas

¢ must be said that this book of Sri Adyanthaya

In conclusion i and it is bound to find a place in every
jon

is a useful product
library of our country.

K. S. VENKATARAMAN
(Sri Ramanasramam}

P 25, 1952, 0-50 p.
. la Kacipndi, pp- 1964

KﬁCl;ud!)lv By V. Parvatisam, Kuacipudi P.O.,

Rs. &-V0

Movva, Krishna Dt. (AP)

i Parvatisam is known for his
Natyacarya Sfl X;g;l:rmHe is both a.poet an;l dan;::;:
Kcipudi daee o training in the Kicipudi styl? ) r‘omdeals
and has ha;d t}i‘:":\lbove 2 books, Bhagav:;tul; Ifu:zp:g&dpﬁdi
prother. O ¢ practised by the rahmin cipudi
with how 1107 Calll;Z :/(i)llzg: as agrahara. It is told tha;asnl:;h:o
snd how they % tf the Yaksagina, Pirijitapaharafga, c ced 10
pdrs, Hhe aut‘h?(rﬁo where he' initiated the brahmin boys i
come to Kucipudi,
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art of dancing. Tt appears Tanisa of Golconda, appreciating
their performance granted them the agrahara. This is written
in Telugu verse and is clear in style.

Kucipadivare Bhimakalapamu, is the popular Yaksagina by
Svami Siddhendra. The story is woven around the episode of
Parijatapaharana by Krsna. As the text available is corrupt and
incomplete, the author tried to complete the story by composing
his own daruvus and kandarthas, and freely incorporates the

verses and padas of Mukku Timmana, Muddu Palani and
Ksetrayya.

Bhama-Kalapa exhibits the Srngara of Krsna and Satyabhama;
herein the Virahotkanthita state of the napika, with the attendant
anubhivas is well-portrayed. The text is replete with hasya of
the sakhi contributing to its entertainment value.

The author did well in recording the traditionally current
story of the Bhamakalipa., This is in Telugu and enables those

interested, to perform the kalapa. This is published with the help
of a grant from Sahitya Akademi of Andhra Pradesh.

M. RAMAKRISHNA SASTRI

Srr K. V. KRISHNASWAMI AIYAR

Sri K. V. Krishnaswami Aiyvar became the President of the
Music Academy, Madras, in 1935. The Journal of the Music
Academy, Madras, started before this in 1930, had become
somewhat irregular cven in its 3rd Volume and after its 4th
volunie, it had fuilcd to come out. 1 was participating in the
work of the Journal and the proceedings of the Experts’ Com-
mittee from the beginning. Through my risearch work and work
in the University of Madras, 1 had come into intimate contact
with Sri Krisl.naswami Aiyar who was a great personal friend and
collcague in University work of my late Professor, Mahamaho-
padhyaya S. Kuppuswami Sastri, My work in Natya Sastra had
led me into the allied fields of music and dance and already my
two papers on Sanskrit Literature on Music had been reid in the
Experts’ Commiitee mectings and published in the Journal of the
Music Academy, Madras. Onc of the things which Sri Krishna-
swami Iyer did on assuming office as President of the Academy
was (0 ask me to take up the work of the Journal. T gladly did
so and from the 5th volume uptodate (vol. 36), I have been
regularly bringing it out.

At the outset I kad to clear arrears in its publication. The
Proceedings of the Counferences of some years had to be collected.
The Journal had to be given a proper foirmat. The Sangitasudha
in Sanskrit and the Abhinayasarasamputa in Tamil, taken up for
serial publication in the Journal, had to be continued, completed
and issued in book-form; and along with the latter, the publication
work of the Academy, which was only at its beginning then, had
to be built up. Although, to begin with, for some time, co-ope-
ration and appreciaticn in this department of the Academy’s
work were poor and the facilities for enabling one to carry it on
were non-existent, I on one side, brought to it all my enthusiasm,
backgroi nd of research and contact with scholars.and u.r.ter‘s and,
on the other, Sri Krishnaswami Aiyar, who realised the vajue of
academic work and believed in the growth of the Academy's
work on many fronts, placed full confidence in me and allowed
me a free hand in developing the .Journal and the publi.

28
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cations. The Jourral of the Music Acad
the only journal of its kind in all.Ip
gained a position in the internation
Central Sangeet Natak Akademi
standing, has been, for the past
porting its publication.

emy, Madras, grew into
dia, nay in all-Asia, and
al world of music. The
» realising its importance and
several years, completely sup-

With his standing in the educatio
with the authorities, Sri Krishnaswa
Teachers’ College of Music, conducted by the Music Academy, on

its proper foundation; its recognition by the Department of
Education of the Government of Madras has enabled its students
to obtain appointments ag music teachers in schools.

nal field and influence
mi Aiyar also placed the

This tribute to Sri Krishnaswami Alyar
compleie if his larger educational ang academic ip
mentioned. It was under his ste
School, Mylapore, grew to its p
founder of the Madras Library Association whose planned deve-
lopment, he directed for a long time as jts President. He was
also a pioneer in the fostering of Tamil studies ; he organised a
Tamil Lovers® Conference, the first of its kind in those days, and
undertook also a Bibliography of Tamil publications, Abov:a all
in the University of Madras, hs was responsible for organising’
the machinery and expediting the publication of the monumental
Tamil Lexicon.

will not be
terests are not
wardship that the P. S. High
resent stature. He was the

British times was accomplished through voluntary Organisations
and the enlisting of public support. Itis g pity that in the
post-Independence period, when the National Government
had begun to patronise and exteng financial help to all sych work
a person of his dynamic energy, organising Capacity, practica’l
ideas and outlook, and wide acade

mic and culturg} interests
fallen ill and fate had deprived us » had

of his active Participation jp
the educational and cultural activities, Byt the satisfaction is

that like a true leader he had the vision to

of a cause of work by picking up the proper
them in the work.

secure the continuity
persons and fostcring

V. R,

Dr. HENRY COWELL

With g Orrow w i f the

i ¢ hat we record the passing away o

i with great sorrow t

d t'ltg‘usis ed American composer Dr. Henry Cowell, on December
istin hed A Dr. H

1:)Stl; at his home, Shady, New York, U.S.A.

. r that Dr. Henry Cowell and his wife
It was in 1t9i6é2)";v°:;]“::me to the Music Academy, Madra}s to
Sidney Robers Od my’s 30th Music Conference and Fes_tlval.
attend the Aca :n );]]us(rated talk on the influence of Orlfznt‘al
Dr. .Cowell gavzrican music and Mrs. Cowell, a spec1a11§t
music on Am ve a talk on folk music (Journal of the Music
in Folk-lore, dgrzxs Vol. 28, pp. 29-32, and 43-44). The Cowells
Academy, Mawbole Conference and listened to all the perfor-
atiended fhe | and instrumental music, and went bagk t'o the
mances of voca as in turned out, one of the most significant
States. That WaSl,s c;fthc Academy as well as in the career of
ll’lle a;:aDr. Cowell wrote year after year in his message
Dr. Cowell. his experience at the Academy’s 30th Conference
to the' A?adem:’;‘ in music. In her communication to the Academy
was bis llfe'-apawa.y of her husband, Mrs. Cowell wrote tha‘t‘ the
of the passing Academy that they attended in 1956-57 was * the
festival of the Cax erience ’ of Dr. Cowell’s life, * because
iri heights reacli)ed an expression in ..soun.d that confirmed
spiritual heig lways felt the best in music might be. He came
what he ‘had a;" :d inspired, and more deeply mc’iebted to you
away invigorate ars than he could ever express.” The result
and the perforlille influence of the Indian Ragas ar'ld Talas, Dr.
was that under t ekecn student of the different mu'sw cultures of
Cowell, already 2 omposer noted for experimentation, composed
the world and 2 chony his 13th work, in which he embodied
the Madras Sydn']zf)n Ra,gas (Carukesi) and Talas to be played by
passages of In ‘ts This he did * in philosophic love and respect”,
Indian mstrun};n 'i‘he symphony Was dedicated to the.Mddl‘é.lS
as he often said. d with the co-operation of the All Indxz? Radio
Music Academy.san Madras, and the State Department of U. S.,
and thel;].:l:e; ic.r,e was performed under the Academy at the
jts wor

events in t

supreme musical ¢
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Dr. HENRY COWELL

11-3-1897—10-12-1965
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s Grounds in Madras on 3rd March 1959 by Mr. Thomas

Little Orchestra Company of New York. It was

perhaps one of the most impressive of the musical events in
Madras. Mr. Scherman was assisted by Indian artists who

played on Jalatarangam and Tabla.

t the concluding session of the Academy’s 30th
Conference, DI Cowell said that above all he was siruck by the
Mrdanga and the rhythmic richness of Indian music and
‘announced that he would endow a prize for a young rising
Mrdangam artiste taking part in the Academy’s annual festivals
Later he assigned the royalties of Madras Symphony for tht;
award of this prize which the Acadcmy is making year after year
in the name of this distinguished composer and great friend and

admirer of the Academy.

Congres
Scherman and his

Speaking a

work led to the growth of further con-

Dr. Cowell’s visit and
cians and composers like Mr. Alan

s with American musi

tact

Hovhaness who composed more than one work embodying

South Indian Ragas. In fact, through these visits of American
musicologists, the Academy’s Conferences have

musicians and
had their good in
them who had not me

fluence in more than one direction ; some of
t in their own country although living in the
same city and within a few blocks in the same street met and
made their dcquaintances at the Academy’s Experts’ Committee
meetings ! In fact the growth of interest in South Indian music
which is now seen in different centres in the U.S. is an.outcome
largely of the efforts of the Academy at its annual Conferenc

where the Academy brought together musicians and musicologiset:

from different parts of the world.

Dr. Cowell was attached to the Columbia University upto
months before his retirement in his home where he p:ssa;‘
away. A born musician, Cowell started on the Violin while yet
he was five and at sixteen, he had already bundred compositiz
to his credit. For his compositions he used all sorts of inst o
ments from all over the world: He possessed particularl o
collection of flutes from all over the world, y 8 good

In 1297, he started the New Music Quarterly, was then acti
in the League of Composers and for four years, was also pr:si:::t

few
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of the American Composers Alliance,

1955). In the obituary notice in the Inter
New York Times of December 13th, 1965,
was made from Paul Rosenfeld’s book “Discoveries of a Music

Critic': * There is something almost saint-like in this constant
hustle and bustle of musical activity in Cowell.”

national edition of the
the following quotation

I must add that with no other musician abroad, had I been in
closer touch and greater friendship, and it was a great pleasure and
privilege to me to haye met him at his own residence in New York
in 1964 and Spent some time with him and Mrs. Cowell and to have
been taken to some musicians and music institutions in New
York. A reference was made to his passing away at the Sadas of
the Music Academy’s 39th Conference on 2nd January 1966 when
the year's prize in his name was given to the best young Mrdan-
8am player of the season. Oq behalf of the Academy, I pray that
with the blessings of the Nada-brahmam which he adored, his soul
may rest in peace and his mission t0 promote the understanding
and appreciation of Indian music by Western musicians may grow

and lead to artistic creations marked by the healthy mutual
influences of different musical cultures,

V. R.

THE STRUCTURE, REPAIR, AND ACOUSTICAL
PROPERTIES OF THE CLASSICAL DRUMS
OF INDIA, WITH SPECIFIC REFERENCE
TO MRDANGA AND TABLA

BY

Dennis Murphy
Wesleyan University, Middletown, Conn. U, §.



Part one : Structure

Both the right and left heads of
made up of three layers. According to some writers, the (right-
hand) Tabla may be composed of four layers, although T have
never seen an example of this practice. Inany case, oaly one layer
Tepresents a complete head, the others being partially cut away to

form rings more or less near the border of the head. The purpose
of these rings will be discussed later.

the Mrdanga are actually

In Mrdanga, the right head has
head proper is goatskin, and the
cowhide, as is the braided rim

an outer ring of cowhide, the

lowest (partial) head is of
around the head.

The hide of an old COw must be yse
COW contains too much fat.

ed, rather than have died a nat

d, as that from a younger
Also, the cow must be butcher-
ural death,

The tension-straps are made of buffalo-hide.

As for the left head, the two outside rings, whic are of
identical size, are of buffulo-hide, as is the bl"dlding, The head
proper, lying beneath the two rings, is made of goatskin. Goatskin

is chosen for both full heads because it is extremely tough despite
its being quite thin.

The drum-shell is shaped somewhat Jike , trunc
being somewhat wider in the ¢

enter than it is a1 the
widest point lies closer to the left head. This shepy is
by the same person who makes the heads, pyg by a

Jackwood is preferred for drum-shells, but p
rosewood are also used.

ated cigar,
ends. The
not made

Carpenter,
almyra, toconut, and

The right head is prepared by layin
one another in the proper order, after
of the upper and lower skins. Later on in the
slip of metal or other hard materiy] will be inserteqd betwean te
complete head and the one being cut into 4 ring, to Protect the
former during the cutting operation, Which is done With a knife
following a line laid down by meang of a Compass. Although I
am unable to say so with certainty, thig Probably takes place

g the three skins on ¢

' op of
making holes i, the ¢

enters
process, a smyi)
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i S ads
fter the heads have been at least partially stretcf.led. The he s
3 ekept wet during cutting and stretching operations, as are
are : ' ohing
straps in the earlier tightening operations

Initially, the sandwich of skins is tightened iomelj:;xzi\; a:;;g
f straps and dried in the sun for one day. I wo magine
nat this i done over a solid mockup of a drum-shell, rather ‘
e 1 drum-shell, considering the amount of puncturfng
ond o écmawhich is to follow. The 48 holes, each o.f whu?h
- cuml?gu h all three layers of each head, and which wxl;
e l: ” egceive the braiding, are marked out 'by means 'oh
CVC'ntua yArt each of the marked points, a puncture is made wit
:axlxlapile::t;d hammer, and the braided ring is added.

. . .
Once the braiding has been applied, tht? 16 tCnS'IOD stlrlaps a:
These are run under and over the rim-laces in suc at v;;hz
on. ‘ ;
ft?att there are three lace-holes lying between each strap

rim, thus :

qa

i ure is so conducted that the lowest head. is
slighzl;etizgtr:ni::cige middle very tight, and the upper fairly
tlghtin braiding the rim of the head, the strips of hide bz:)r:d fo;ii:ﬁ

over longitudinally : They are tl{en ru it
- il. Braiding is begun from one pair of holes. .
fiéfsft'(zﬂ(:lt‘o say how many strips are used. This p;o?;blg(;r :;rslc;
- but in most o e

from one m;nu:a:tg;::(:oazzt?:; strips. The pro'ccdure s.eemst
bave soem ¢ e;l slt)ra furthest to the left of the sene.s and inser
to b t :o thepopcn hole immediately to the right of t‘hc
it downwars ® The end of a given strap is the}1 left hanging
fast-inserted S'trapl;as been rtun through and it is time to use that
unt? the‘ Se“‘: separate piece, consisting of one or t‘w0 strands
e et § thrr)ough loops of the main strands which are left
of leather 5 ﬂ;ﬂ is done after four or five holes he%ve been run
aithe top. oS then on, this separate strip is included as. a
thrf;.mg‘h-g ci:':?o the braiding. As the work proceeds, the braid-
stiffen’s i as possible.
ing is draw? P a? tlght;);ne ;:)f these compound heads is present

A rlntgd::mage from {riction of the head against the
prim 1rily to preven

29
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rim of the shell. The hole cut in the upper ting is of a size
appropriate to the sruti, or pitch, of the drum.

When the head is properly assembled and fairly well stret-
ched, the karanai, or “black spot”, may be applied. In order to
prepare the head for receiving the foad, a bit of boiled rice,
squashed into a paste, is rubbed into the area of the head which
is to be covered by the load, in order to provide

an adhesive
ground for the paste.

The powdered black mixture to be a
which is the Tawmil word for rice,
before  the rice has been added,
has proven difficult to determine t
One informant cluims that it is obtained fiom railro
and consists of finely powdered coal and iron.
informs me that it is slag from
iron oxide, coal and various impurities. Visual inspection of
this material as obtajned from a drum repairman in India indj-
cates that Mr, Ranganathan’s analysis is the correct one. Almost
every writer on the subject seems to have a different idea of the
compasition of this powder, and in fact my experiments indicate
that its composition could vary widely and yet stjli give good
results. One very important property of this powder is that it is
extremely finely divided. A coarse mixture simply will not work.

The powder is mixed with mashe
tion of four parts powdar to one part rice, by weight, or two parts
powder to one part rice by volume. These pProportions are only
approximate ; the cxact mixture can be arrived at only by know-
ing how it should feel when squasheqd under the thump, (It is the
thumb which mashes the rice, mixes in the powder, and applies

the resultant paste to the head.) The extent to which the rice is
boiled 1s not critical, so long as there are not

the grains. It is better to over-cook the rice th
it, and all water should be carefully drained fro

pplied is called “sidam”,
{owever, the black powder,
15 called “marundy”, It
i€ composition of this material.
ad workshops,
T. Ranganathan
iron furnaces, containing black

d boiled rice in the propor-

hard spots insid ¢
a1 to under-cook

m it before use,
The rice is said to be useless wit

No doubt this is because, like othar
time, unless a preservative, such as ¢
who have printed photographs by

hin a few hours of its cooking,
8ums, it will sour jq a short
arbolic acid is added. Those
the gum-bichromate process
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will vouch for the fact that a soured gum, while retaining all s
adhesiveness, will have radically different working properties from
a fresh mixture.

The proper consistency of the drum-paste is slightl)'( st%ﬁ'er
than the mixture used in making home-made pastels. This gives
a paste which will just barely cohere.

After the karanai is applied, 16 straws are inserted, 1'le line
with the straps, between the figst and. second heads. Thzs‘ will, to
a certain extent, overcome the dampiag effect of the superimposed
ring. These straws are made of a gras§ similar tto a co’mmon
American wild grass which can be fo‘und from the ?ast ’ccfst to
the midwest. The grass is split .ix;lo fout segm‘cms ‘wx’&h the img’er‘.
pail. (Winie this is the n'adm?nal way of S_thﬂg‘ ther gr?sb
experience proves that it iy far safer to gse »a knite blade.) )[‘hcse
siraws will need to be replaced perwdzcai}y‘ as they bx.c.«r\mc
flattened with time. We bave had good resulis with small bambgo
slips.

it is sometiraes said that 2 worn kasangi must be replaced in
its entirety, as repairs are not possible. 'l."h‘xs is fat“from }he,(fase,
as Mr. Ranganathan and 1 have doge sutisfactory spomng.‘ on
several drums. This type of repai.r should be ngfm by pressing a
considerable amount of rice-paste into the dcprﬁzssmn'to p:o\nde. a
ground for the drum paste itsgif. , Any excasf rice will work its
way to the surface during application of the sidam.

The more important dimensions of Mrdanga are as follows :

Diameter of the right head: low pitch (Jruti one or two)
6 & 3/4 inches. High pitch (Sruti four or five) 6 & 1/4
inches.

Diameter of the left head: Low pitch 7 & 3/4 inches. High
pitch 7 & 1/4 inches. :

Circumference at largest poini :  Low pitch 36 & 12 inches,
High pitch 33 inches.

Length: Low pitch 25 inches, High pitch 23 inches,

Size of karanai: High pitch about 3 inches diameter.

-

Measurement for low pitch unavaslable.
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Older model drums are shorter and g

quatter, with relatively larger
heads, and presumably with a lighte

r Karanai for siven pitch.
A list of the names of the varioys

parts of Mrdanga may be
found at the end of this paper,

Twa other drums, similar to the Mrda
tant, are the pair known as Tabla,
of North India. The right hand
Tabla or Daya, and the left hang
right hand drom (Tabla pr0per) is m
Mrdanga, with these exceptions :
full head is cut 50 as to leave mor
than is the case with Mrd

g3, and equally impor-
These are the classical dryms
drum of the Pair is known as

drum is called Baya, The
ch like the right hand haif of
The ring Superimposed on the
¢ of the head free 1o vibrate

anga. The straws used in Mrdanga ace not

d more ringing tone, richer
in overtones, and has an unmistakahle 4D to the semi-damped
strokes, such as Na and Tin, which are Quivalent 10 Num and
Tom of Mrdanga., The Mrdanga is by comparison somewhat
duller in tone than the Tabla, alth
louder in some cases. I haye bee

ered, |

T. Ranganathan has

b water for Some time, apd chip it
off carefuily, adding mope water if the Mmaterial resists
casy removal, (The pe
» Washed i
(3) Scrape the skiy clean

absoliitely cleap clo
a8 possibie.  §¢¢ dry,

» 30d wipe wit
th, being a5
Lt will pro

b 2 dampened and
gentle buy g¢ thorough
Pably be noticed that

LA 229
§TRUCTURE OF MRDANGA AND TAB
P1s. 1-1v}

of skin-fibers will stand out from the surface;
a 1.1u‘mber mal and need cause no concern. ‘
this is nor i0s of well-cooked rice into a picce of
(4) Put a few gf'fliftll to a sack, and squeeze and rub tfus aver
cloth, I.nake Iface to which the spot is to be applied.
the entire sut ff any oils, which will cause subsequex}t
(5) Cover to keepbo karanai. It is also important, for this
loosening of the re that the hands are well washed at a}l
reason, 10 beh:uprocess, as even a slight amount of skin
tifnes'gurizsetm proper adhesion. '
oil will P e in small quantities, gradually decreasing
(6) Apply the past drum-maker uses 30 pellets of tbe‘paste,
in size. (Oneh ee decreasing sizes). My experiments
ten of each atli[ttle less than 1/4 teaspoon of powder is
indicatc-di:tfor the middle-sized pellet.
aPPropnabe used in application is as follows :
stroke 10

d outward
ied i 11 at the center, then sprea '
X ap?l:dtll;i!xmb. For a right handed person :
n wit

The

The paste i
in a spiral acti0

Rotate drum in this direction
@ ‘7 as application proceeds.

i i as
must be careful to put into the mxxj’t;:r:l onll(); »
i shou

The woﬂ.(el' eeded to make the mixture cohf:re. 1 Should be
much rice as I$ :iﬁicult to spread. Too much rice wi sult 1o &
rather stiff and Jding spot which is totally useless. 1}3 t eunpat
ieldi i in an -
id and un)[le interconnected Crack§ will develop onan uopste

progeesses, uey the surface. It is these cracks, f"ea g2
terned array across Jumns as seen in cross-section, which allow a

u

sol

. LY co

i into tiny olus ‘ o et
kaﬂ"g?e Kkaranai, which is all impor
flexi

trary, too little rice will give a fluffy mixture which
On the contrary, e
will refuse 1o adhere to the surfa

i ' x and
or similar material, with a. slightly conve
A agate,
granite,
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smoothed surface is used to give a slight polish to e
layer. The object of this is not so much to produ
it is to insure a level surface. Polishing ma
diately after the application of each coat, If the Coating is thin
enough, and the paste properly mixed, nothing will slough off the
surface during polishing. The surface of each layer drieg almost
immediately, due mostly to the fiiction of polishing, It will how-

ever, be several hours before the kuranaj is dried throughout jg
depth.

The karanai is built in such a way that there isa gradua]
pile up of material toward the center, and o shading off towards
the edge. The exact degree of shading off will be dealt with ip
part three of this paper.

ach successive
€€ a polish as
y be begun imme-

For the final polishing oniy, the stone may be kept ojled with

skin oil from the face. It must not be forgotten that any oil on
the karanai at earlier stages will prohibit adhesjop of subsequent
layers. This polishing is done with fairly vigorous angd rapid
strokes straight across the head in all directions. This is most
easily accomplished by keeping up a stroke jp one direction only
allowing the stone o travel, well over (he Ieppai, and rotating the’
drum very slowly as the work proceeds.

In some drums, particularly Tably

cula » 1t may be seen that the
spot is built up in concentric discs of pro

gressively smaller size

N
There is no advantage from an acoustical stang
This is merely a refinement for appcarance g
nonfunctional. The same holds true of the
mixture through the addition of lamp-black, Thig goq
shiny and intensely black karanai, compared ¢o the rat
ish one otherwise obtained, but does not affect
characteristics of the drum, and as it stains the
entire surroundings, it is better to avoid using it,

- - Ideally, the room temperature should be
drying. The friction of polishing will also Le
country (U.S.), it isadvisable to work outdoors
I have attempted to substitute a nearby light-b

Point in so doing.
ake, and is quite
blackening of the
S give 3
her browp.
the playing
fingers ang tpe

high, to assist in

during hot Weather,
ulb, but thig Creates

p i this, [y g
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it solves. The best solution would pr.obably

s than 1 ore diffuse heating source. During the

1 attitolti I:rough estimate of the total amour?t to be

process of app llc 4 by playing Dhim with the left hanfi while t'hc

ﬂpplied can be ]zs allowance being made for a con51dera.b]e rise

polishing pf?cee ,1’1 result when the Kkaranai is fully.drlt?d. If

i pitc}tlhews:z}clesv:lany material comes off, the entire job is sus-
during

r be begun afresh.

pect and had.belt:u for a very specific pitch, and even a slight

'A.‘ drU{T]’l lcsqiie slt))me discrepancy between Nam and Tom.} If
retuning wi ‘c};qnge the $ruti of a drum for any length of tm.:e,
it is dc.Sll'ed t‘; sh;pe of the karanai must be adjusted z.xlong with
the welg.ht anIfthe pitch of a drum is lowered, Tom will go‘ pro-
the tension. her as compared to Nam. The difference .w1l.l be
vely hig eptable in retuning by about a whole tone in eu?xer
slight. and.faﬁ‘; grum is to be used at this pitch only temporarily.
direction. ¥ ¢ ing is done by hammering the braided rim of the

Overatlrl1 :}‘;:ltoi side to rz'1ise the pitch and from below to

more Prob]em ]
be a drying-box Wi

gressi

head ; f;ro itch. The strokes which produce the i?rst ov.ertone,
lowe; “?rc?m in Mrdanga or Tin in Tabla) are used in testing and
(such as

In Mrdanga, a heavy stone is struck ag_aiust the rim
in the appropriate dircction. Some times a sh‘ort
calize the stroke more accurately, the peg :"—‘cng
d at the point of desired percussion and the ston-e cing
place inst its opposite end. The use of the beg 1s more
struck aga'ms1 ering the pitch than in raising it, as it is easier to
ssaty m’ Ov:rom above than it is from below. The stone-
get at t‘he r'lclin ai a point on the rim in line with the radius drawn
stroke is made of the head, through the point at which the fore-
from the cersllie; playing the Tom, (ot at the point in line with the

adjusting.
of the drum,

nece

finger strike
damping finger). _
If it should prove impossible to budge the head.at.a glv.en
int 1he~desired correction can often be made by Stflklﬂg dia-
P ally opposite the ordinary point. Difficulty of thl.S sort may
;nemccountered when the bottom layer of the head sticks some-
e en
i hell.
t to the rim of the s o
vhe he best possible balance of tension is important. A per-
f 1T tfmed drum is much more clear and resonant than an even
ectly
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slightly mistuned one, and perfect tuning is the on

. ly way to
all of the strokes being in tune with one another Y10 ensure

It will occasionally be found necessary to mak
ments of a different sort. If the stroke Nam
appreciably higher than the stroke Tom, a little more karanai
must be applied at the very center. In actya] practicc Naana.l
generally left a tiny bit higher thar Tom. If the karanai i’s alrem is
so heavy that it is unwise to add more material, the same ad-ady
ment can be effected by removing a bit of the karanai at the eJ(l]lSt-
The overall pitch of the drum will rise in this process. If, on tie.
other hand, Chapu is too high, scrape off a bit of materie;l at thc
very center of the spot. e

¢ some adjust.
produces a tone

As has been mentioned, any considerable amount
ment of the s'ruti of a given drum wil] greatly change the bal
of the entire instrument. Jf, for example, the gy is 10; ance
Tom will produce a higher pitch respective to Nam than jt d'efd’
the original éruti. Therefore it is this overal] adjustment oflr at.
which is most often the cause of the necessity for adding or g
ving portions of the karanai. remo-

of readjust-

At this point I must mention the fact that
stroke is not necessarily the same as the syllable which :
wh -
to that stroke. For example, the syllable "Nam"’c};s]: applied
used for a stroke which is actually properly caljeq Mitty syllable

the name of a

The left head of Mrdanga also possesses a ce
this is not like the semi-permanent load of the right head, bej
prepared afresh each time the drum is used. This loag i be.mg
of a paste made of coarse wheat flour, and g not anowe(fonsms
while the drum is being played. In size it is a 200d deal to dry
than the karanai, yet even a small amount of Small.er
cause a large amount of drop in pitch, as the water i:calﬂe W}ll
the paste represents a good portion of jts weight, 14 l;ded in
left bhead has an amount of paste applied t.o , eally, the
to lower its pitch a full octave below the right ha ;“ﬁicwnt
Tom, or at least a fourth below Tom, (thereby giving tl}: stroke
fifth of the tonality in use). In actual practice theeh;;e:ifect

’ ad g

lowered only to the point at which it still gj
without becoming dull, 8IVes a good tone

ntral load, by
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Indian drummers in America use Cream of Wheat as their
wheat flour. It is important to use thc so-called “*regular *
Cream of Wheat, rather than the ‘instant ” variety, as the latter
refuses to adaere to the drum head.

Experiments in Replacing the Karanai :

I have tried several times to replace the karanai, and can
vouch for the fact that it is not nearly so simple an operation
as it would appear to be.

The main problem seems to center around the rice-paste.
In the first place, ordinary American or Japanese rice is too
gummy for the purpose, :and Indian rice must be used.
Also, the usual instructions to the contrary, there never seems
to be enough moisture present in the cooked rice, and results
seem to be somewhat better if a tiny amount of water is added.

On only one occasion have I been able to produce the
required minute :fissures in the karanai. In the other cases, either
the fiinished surface presented no cracks at all, or very
widely spaced cracks. In either event, the spot was stiff, and
therefore useless. The best result was obtained with the tradi-
tional material as obtained from India. [ bave also tried plamn
black iron oxide, charcoal, and burnt siena. This last mixture
was the best of all the experimental ones, and did 1n fact produce
the desired crack-pattern, but there seems to be no way to make
it adhere properly. It is also extremely messy to work with, leav-
ing red stains on all surroundings. Part of the problem may be
due to the coarseness of the iron oxide which I used. This subst=
ance is obtained from potters’ supply houses in the form of a heavy
black powder with a crystalline appedrance. In my experiments, it
was recrushed with a hammer and metal plate, ruobing it out as
much as possible, yet the particles were still much larger than the
traditional material. As it is said thatthe powder must be as tinely
ground as possible, this was no doubt the source of much of the
trouble.

Various writers on the subject disagree as to the composition .
of the powder, and in fact there may be more than one saustactory |
type. Thereis no doubt, however, that black iron oxide 1s the
major component, (not ‘‘iron filings” as so many have stated; it

0
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uld be impossible to get iron ﬁlings- fine CPOU

Wf)thout heavy machinery and coarse iron ﬁlmg

;v;gers and refuse in any case to cohere with {
14

gh for the purpose
S would abrade the
he rice.)
Tension-Straps:

Over a period of time, the straps of»_the drum
: tretched, and it is no longer posmb_le to keep
what . d pitch. Tabla has integral tuning block,
the desu'tf;le I;mck. In Tabla, the problem is mini
take up hat the tension is always let down when
?he faCtlt the case of Mrdanga, 1,2 inch or 3/4 in
e I:ier the straps to alleviate the problem te
:v‘;lfg;iually be necessary to readjust the strap

become some-
the drum up to
which help to
mized through
the drum is not
ch doweling can
mporarily, but it
s themselves.
. e, find the two ends of the strap,
For tl‘l:losnft’i‘:::lfs piece. Wet all the glaces wh?r‘
ually one d the head-rims. Then, using a pair jof hooks if
passes aroufil the first segment of strap (below the end-knot)
possible, pu d from the body of the drum, bracing the drum
firmly outwarfcet Take up the slack at the pext Segment of the
with the bare r;)ceed around the drum to the starting point,
strap, and 9 P before when needed. Tncidentally, g .
adding water of which I know in which tpe feet should pe
the only case h the drum, as ordinarily thijs would be an g¢t of
allowed to toucat least an unintentional impoliteness. Indians,
disrespect, Ofo le, treat their instruments with mych Iespect,
like mOSstifpteheI; were living individuals, not as mere ysefy] tools
::l?:i:nd to do in this country,

Which is act.
¢ this strap

The procedure for tightening the stra

Ps of either drum of a
pair of tabla is essentially the same.

Should it be necessary, for reasons of low.h

traps, it will usually be found that 3 certai
the st 1 has been left as a tag end on the sty
fnatena ¢ cases, adjustment of the Baya, or |
"y ex“emd with small dowels or lengths of pe
be eﬁ?Cte oving or removing them as necessary. In using tuning.
insertlng, mMrdanga, note that, unlike the cage With Tabla, the
doW::: cl:use a rise in pitch when pushed foward the head,
dow

umidity, tq loosen
0 amouynt of strap.

P. Usually, eXxcept
eft hand Tabla, can

ocil under the Straps,

235
ND TABLA

STRUCTURE OF

Pts. 1-1v]

f
rt Ihlee . ACOZ&JIICLI] 1 I0p€l fres o j”dla‘z Dlul”s
Pa

] from various
: sts of extracts
ing information consi § information from

The following 1 s together with inform

TS ge

i in scientific journals han of Wesleyan
articles mRsbert E. Brown and Mr. T. Ranganat tom of oot
Professor os well as some of my own ob;zr\(;anga

i it , 4 n rda .
UmV_erS(li )iln experiments I have conducted o
obtaine

i ling
m i tandable article dea
m d readily unders ; 2
5t complere o sin C.V. Raman
. rhe c(:)ustical properties of tuned drumoustics L amans
with thc.a Drums. Little knowledge of' ac ; (hé oot
mThe Inmdla'n is required to derive a good 1(1;:;;0 )
tics ! bed here.
uhe aaue(’l “harmonic drum” as describ
of a so-c

. ich is the maijor
purpose of the karanai, WI(‘;_Ch ‘Sotne is Jto
imar . nar

The ini:vezn a harmonic drum and an ;Or d c):msin’g it to
G the pattern of vibration of the drom head, cans isolated
simplify hat the various tones v fect

. . a way tha . i head. A perfe
vibrate in Sufj}:ﬁnite pitch than in a umf(.)rm d;um closely follow-
are of more s the drum head to vibrate in modes
: e

karanai causes th -
ing the “harmonic series.
i

known to musiclans that a stretchedl sttr;rii :t;

Itis “.ICH no's capable of going through. severa ydin, ox
uniform dxa.mcte'rl thus producing different pitches flep;a]n Sn:ging.
modes, OfVlbfa‘log:S is set up at a given mop:ent int ea g
which of the'mo Z a string is set in vibration in su'clh a.\;/ra};e a
For example, | = tionary point, at both ends, it wil v;ion o
it has a node, O‘Ibsltarate as determined by its leng.thl; .ttcins cap,able.

5 o W. i ibration while . i
E’a;éwever’ . ;ao;n;zit:’:Zf non-motion, will be settsup ;tt;;:
Xt cem ctring vibrates in two equal segx?len a.ltematc]y
center, s thz.lt th-e ihis way, is visualized as movm'tg onarely
string, vibrating lnnward relative to the .observelrl,inl ‘vlvaard’ cen
upward and dowof the two segments is trave o gnOde 1d, the
that while one‘ downward, rotating about t ode it the
other is travellne ent vibrates at double the ratc e o
cenire. Each Seilrﬁral node, and thus eact? segment g
string Witti]o;;zecoctavc above the open string.
pitch exac
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This process may he continued, dividin
cally into three, four, five, etc, segmens,
nadat points.  Each of these forms of vibration ig called a4 mode

A uniformly stretched membrane, such a¢ A metal plate or a
drum head, if anchored firmty at jgs outer cdge, may be cor;sigiered
as an essentially {wo dimensional analog of the cssemiaﬁ ong-
Qimensional string  deseribed above.  Lijke this stripg ym el
manjpulation will cause such 5 membrane to vibe AN,
mades.  These wil uot, in the case of ar
thickaess, follow the mode) organization of
proper ‘upp}icatiou of a centry) load, Yike the karanai, such ope-
dimensional mades can be very closely Approximated ’ >]c is this
etfect which will now be our main point of discusgio“. A
dary effect of the karanai, is to lower the f v o .

of the head. An unloaded Mrdunga or Ta’b‘izu}fen:g ?Vt' vxbr';txo‘n
pitch 5o high as 10 be quite useless for musical urgo eps o
can wmost easily be geen by comparing 3 Tympa P p‘ ses. This
Both may produce identical lo panum with a Baya.

Wiones, yet the 1y
) argest Bavya h-
head not much more thap Best Buya has a

12 inchey j ;

) M diameter. i

difference between these two drums is gpe of -displace The maxg
’ ment, an

hence of tonal volume.

g the string symmetri-
Which are separated by

ate in various
nembrane of uniform
astring but through

In a harmonic drum, suck g5 Tabla or M
rd
partials (modes of vibration) of the head ma o he first few

. . ) Yy be demon
bear simple harmonic ratjog with one another through :rt:ated t‘o
a ‘seri .. ; ’ an experi-
ment de scnb'ed .by Ram.an. This is 5 sSimple visyy) dcmonstr'lption
often used in instruction i physics classes, and is f _1.‘
N > <
every student of physics. amihar to

Raman’s article begins With a brief description of th
Mrdanga and Tabla, mentioning that there gre 'dwpa . I60- e
connections on both heads, gngd that he pag Lne e
exception to this rule. Ver seen any

(The right hand head) <« is then loaded Symmets
firmly adherent composition wh

(sic.} divided iron oxide mixed
Raman then describes the application ang polishing of

of the mixture, g some cyses, it iy found that the thi
stepped down by three, five, or seven

Watching the process of putting it on, j

0 foaded ically with a
‘f’h 15 501d to consigt of finally
with charcoa], starch, and gum.”

ach layer

ckness is
Stages toward the margin,

Lis found that the thick .
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s, ¥

4 distribution are determined by testing the tone of the

ness an he work proceeds.”

drum continuously at t | |
g of Baya, somewhat different in its effect, is not

Thedlza;d;{ﬂaman in this article. This will be dealt with later

discusse

in this papz"r;g the Tabla, Raman states that, as in Mrdanga, there
Regardl '

. ints. Very recently, hookefi rods over the rim
are 16 tensxon-Poh bottom, have been substituted for the straps,
with screws at ¢ eriau'oﬂ i'n constructional details of all these
There i irmﬁa:?y in the width of the marginal ring left on top.
druns, P

; lowing description of the acoustical.
Ram?\ﬂ. thel; i‘;ie:ntg:u:sl? Thgc sustained tone of this type
character‘xsncs Q the loading and to the heavy shell of }he drum,
of drum is due 0 m. such as atambourine or an Eskimo drum,
(A Tight frama-dﬂ{\;tz;ined tope as the vibration of the head is
does not have a sbé driving the frame also.) The load greatly
quiskly us;d ::ta;nmass of the head, which in turn increases ity
reases 1o

inc Possibly the air enclosed in the drume.shell

ibration.
energy of vi !
help to sustain the tone.
may sed marginal ring has two effects: or_x the dure.x-
The superPO d the relative strength of the pamalg. 'rms
tian of the ton% o A wide ring gives a shor¢ duration and

ring is 8 sort of dampet. longer duration and a brighter tone,

rrow one 2 . i
mufiled tone, nf‘hat the ring primarily acts to suppress the higher
: nce 18
The infere

the edge of the head, and are of
partials, which are 1;;;“2;:‘ ﬂ;*’;e contact of the rir{g with‘the l;ead
relatively small i}m‘t’herefofe should not be. considered 'as a load
is jmperfect, 8f it has, in other words, little or no effect upon
jike the karanal: ethat’the straws in Mrdanga are Prescn;. u;
the pitch. 1 assumome the effect of the Jarge dampmghrn;ig, W h;:n
order t0 hcmt?e;:ade“ the tone of the drum drastically w

is so wide as

resent.
the straws are not P o describe the five tones of the drum,”
hen goes [
Ramant

which he was able to prod?ce in hisfex';;eri-

¢ js, those gor?es led the “open tone”. This mode,o vibra-

e is calle of vibration of an open string. The

10 th; mﬂtdethe am of the head, and maximum
ata

tha
ments. Tone ©

tion is analogous ¢ .
nly node present 19
0 .
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Nodal Patterns of a Harmoni, Drum
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In Charts I and II, the first number y
is the relative frequency of the mode
refer to the percentages of the radij as i
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Partial three is not used in the standard repertoire of drumming,
possibly because it requires at least two damping points, and is
difficult to produce rapidly. Also, I have reason to believe that
its availabilitv is unsuspected by the average drummer. Partia]
four is available and used in both Tabla and Mrdanga, In Tabla,
it is produced by damping at the exact center of the load, and
striking on the area between spot and ring. In Mrdanga it is
gometimes obtained with the stroke known as ‘¢ Araichapu”, in
which case the damping is done in a line straight across the center
of the head, using the fourth finger and the edge of the palm
immediately below this finger. In both cases, the nodal pattern
is probably that of the first of the diagrams below illustrating the
4.00 frequency, that is, the mode with three nodal diameters.

Partial three, as can be seen from the diagrams, gives a fifth
above the second partial, or a twelfth above the fundamental. [n
practice, a liitle of this tonc can be heard when partial two s
played, tiis being more clearly heard in Tabia as is to be expected
from the thicker bead and ihe larger and stiffer marginal ring of
Mrdanga. It is, bowever, possible to produce this tone in isola-
tion, using the second finger for striking and the backs of the
first knuckles of the first and fourth fingers to damp the head at
appropriate points at the edge of the karanai,

R. N. Ghosh, in Note on Musical Drums, gives us a mathe-
matical description of the form taken by the karanai, according
to his own calculations. Mr. Ghosh worked out the partials of
a hypothetical drum head io which the karanai varied inversely
as the first and second powers of the distance from the center,
(that is, r* r*). He found mathematically that the karanai vary-
ing inversely as r’ fulfilled the necessary requirements of giving
partials fitting the so-called ¢ normal harmonic series’’, and
incidentally ¢ disturbing the absolute pitch , that is lowering the
frequency of vibration of a loaded membrane as compared to

an unloaded one.

B. S. Ramakrishna gives further technical information, in the
process denying the validity of the findings of Ghosh, as desa
eribed above, and those of K. N, Rao. The essence of Mr. Rao’s
article seems Lo have been misunderstood by Mr. Ramakrishna,

3
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Rao postulated karanais of various shapes, which,
ing, are finite and infinite cones, covering the ep
the drumhead, and proved that such k
needed to produce the effects actually ob

roughly speak-
tire surface of

aranais are not what is
served,

Ramakrishna begins by saying:
(sic) that the first nine modes of vibrat
(approximately) harmonic ove
resulting from certain m
vibration.”

“C. V. Raman has noted
ion given only five different
rtones, the second, third, and fourth
ore or less degenerate modes of

The term degenerate,” as used in acoustical physics, refers
to the property of two modes of vibration having the same
Jrequency of vibration, despite the illusion of dissimilarity one
gets when observing the pattern of vibration visually,

The load has a smalf amount of stiffness, which tends to
raise the frequencies of the modes above their theoretically appro-
priate places. This is particularly true of the higher ones.

Most important of all Ramakrishna mentions the readily
observable fact that ““ The enclosed air in the shell modifies the
frequencies of the various modes differently. The fundamental
frequency is always raised by the added stiffness of the air”
(enclosed within the shell of the drum). As a matter of fact, it
can beseen in a Mrdanga or Tabla that the strokes Dim and Di
respectively, the open strokes, give pitches a major seventh belwo
the first-harmonic strokes, such as Tom, Tin, etc. This is about

10% too high as compared with a theoretically harmonic drum
head. '

The calculations of Ramakrishna further indicate that the
modes with only nodal diameters are not affected, but one-circle
and two-circle modes are affected, if the wave lengths of their
frequencies are large as compared to the length of the drum shell.
The practical application of this is to make the shell for a low-

pitch drum longer than that for a high-pitch drum, as is in fact
done.

“The outer ring or flap tends t
appreciable displacement underneqt
have a number of nodal circles), 1In
a typical (alnost melalhe) tone

0 Suppress the modes having
h (i, those modes which

practice, this is used to elicit
when struck,
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Ramakrishna describes his method of generating the varlo‘u.s
possible modes of vibration in a harmonic drum h_ead as follov'vl;sl.
Above the drum, a loudspeaker is s.uspended, with thef possxthe
addition of a funnel shaped tube, which can be used to .ocu.s .e
sound at a given spot on the head, whenlsuch carefu¥ dlrectflon is
needed. The speaker is driven by a continuously-variable frequ-

erator, and chalk powder is sprinkled on the d.rum head.
CUCY'gendcr wi,ll collect along the nodal lines and the cxr.cles when
;I;lllce s:cv;lllator gives out a frequency at which the ‘head is c;pa;)le
of vibration. By reading the scale on the osgllator, t ; r;-
ies producible by the head can be read dlrectly, and the
3:;2(515 nodal patterns for each frequen‘cy can easily b:c measured,
tographs of the nodal patterns are given in the article. They
:rheomuch like those in Raman’s articles, although of course some-
er.
Whatlzcl::::ising the tension of a giv.en drum}mcad forces mo're
ly perfect harmonicity of the various ;.mrtlals_, to a ceftam
N Probably truly perfect haromnicity is possible only in a
e dimensional membrane, which is of course impossible,
uu}v)\lritt:o; rather complex pattern of distribution of the karanai,
or
discovered. .
yet t}c;abr:akrishna has verified his supposit.ion that it is the 'fur
d within a drum shell which is responsn?le for th.e great rise
‘trappe uency of the fundamental, by experiments with a Tabla
- the‘ freqh bottom has been cut out. In the case of suct-x a
in whieh tfe damental is lowered to its theoretically appropriate
d;um, :hncd :ll?e other partials remain essentially una#fected.
place, &

[ ot say why a drum of the Tabla type should necessarily
.cann. closed bottom but there is no doubt some very
be built with ;\ have not had the opportunity to test such a drum,
gooq reason. tainly be worth the attempt, if only for the reason
but it would]i:t:rDi would automatically be more usable. As it is
that the. stro ‘13( since it gives the low seventh, can be used freely
now, this stro e’t in accompanying voice or a melodic instrument
in solo work, bu ; hen  low ” Ri or Ni are being sung or play_cd
it can o.nly be use :’ this stroke to Sa, the tonic, would allow.xts
by soloist. .Loycrihi performance, although admittedly removing
use at Zn);:;‘::t;ie of drum strokes a pitch otherwise unavailable,
from the :
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Mr. Ramakrishna has also done an extensive mathematical
study of the acoustic of the Baya in his article Modes of Vibration
of the Indian Drum Dugga or Left-1lunded Thabala, Actually,
Dugga is a specialized form of Baya; Dugyais not at 21l the proper
name for the left member of the Tabla. However, the remarks

below can well be applied to any drum with an asymmetrical
load.

The normal mode of vibration, as determined by the chalk-
dust experiment deseribed above, is as follows :

@D

As can be seen this patiern consists of one nodal line and two
nodal semi-circles. In actual practice, only the fundamental of
this drom is used, the frequency bemg varied by increasing or
decreasing the pressure supplicd by the heel of the hand, which,
in playing, rests upon the unloeded portion of the head, and
pushes or slides toward the spot,

This kind of drum is nevertheless capable of vibrating in
several modes.  The modes ure “slighily perturbed versions of the
symunetrically Paded right-hand Tubla, the nodal cireles becoming
shghtly ciliptical and the nodal diameters stinhtly curved...”,
“...the nodal patterns are sharply formed on the loaded region
which contains the greater part of the energy of vibration”,

Ramakrishna’s experiments show that the touch of the heel
of the left hand tends to cause the nudal patterns to resume

the symmetry of those of the right-hand  Tabla, or of the
Mrdanga.

Part Four: Addenda

' The following information was obtained in informal discus-
Ston sessions with T. Ranganathan, Wesleyan University.
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Some drummers, in an effort to obtain a more permanent
karanai, will lay down a ground coat o.f hide gluc, and mix .ths
drum paste with a high proportion of rice. This, of courf;e, ng;s
a perfectly solid spot, with a very dead tone, but does afford the

desired permanence.

Many drummers keep an extra drum nearby during 2 perfor-
mance, as there is a great likelihood of their completely shatter-
ing the’ karanai of the first drum during a long performance.

Regarding the straws used in Mrdanga: if they are used entire,
that is, not split into quarters as the?' s.hould be, the tone actual!y
becomes too live, with resulting indistinctness of some strokes in
rapid playing. About 30 years ago Mrdanga style”was somewhat
different from what it is now : not so many ‘‘dead” strokes such
as Ki ta tha ka, etc. were used, and there was nvluch more use of
Chapu and Araichapu. The overall effect of this style was that of
more precision and clarity. The more re:cent style is mor:
«wshowy”, and uses a number of extremely ragld “filler patt?rns.
The drums used in the earlier style were ad.Justed approprlately:

i1 about 1/8 inch more of the head showing between karanai
haviog i (the upper ring). Not only was the overall tone clearer,
and r‘epl::as easier to obtain the fourth partial, (giving high Sa),
bUt. it ‘< now rather difficult to produce on Mrdanga, although it is
which }s n1 used on Tabla (see chart 2, diagrams of 4.00 fre-
)ree Zs is to be expected, the more modern.style of drum-
r;duces a muddy result if this type of drum is used.

quite
guency
ming p

The right-hand head of the Pakha\niaj has a comparatively
small superposed ring, proportionately like T?bla. As 1 have
pever seen this instrument, 1 judged fl'-OII.l recordm.gs that it was
very large, but have been told t.hat it is only a little larger than
Mirdanga despite its much lower pitch.

In preparing a new karanai, the worker sometimes ﬁ.nds it

to add a bit of water to the paste, so as to 'av01d the
necessfiry £ adding more rice, thereby stiffening the mixture too
necessity of 2 riments indicate that ualess the rice is cooked for
far. tMezn:I’;pleong time, far too much gum will remain, and it will
2: ae\zs;lutely necessary to add a tiny amount of water.
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In making the Jeft-hang head of Mrdanga
layers, which will eventually become rings, are st
ropes, dried in the sun, and cyt o proper ring-size. Only then
is the full (goat-skin) head attacheq, This is tied j
with short pieces of raw-hide, and the entire asse
In order to prevent the goat-skin from sticki
underside is coated at the rim with castor
process is required to keep the full heag from

» the two upper
retched with four

mbly re-stretched.
ng to the shelt, its
oil. This twa-step
being too tight.

Tamil Names for Parts of Mrdanga

VALAN DALA1: Right head,

EDAN DALAL: Left head.

MUTTU: Skin head.

KARANAL: Black spot (on the right head).

REPPAI: Rim of ting around the black spot ;

term also
applied to the rim on the left head.
PINNAL: The braiding around the heads.

VARU: Straps.

PULLU: Wooden peg used for:
(2) to tighten head by j
KALLU: Heavy black stone used

and (2) to polish th
. Process of fixing kara

(1) tuning the head and
nserting under varu.

(1) to hammer for tuning

e black spot during the
nai.

SORU Wet compound of cooked rice and slag,
KITTAM: Slag {solid or raw).
KUCCI : Straws under reppai.
RAVAI: Coarse wheat flour.
THANNI : Water,

KATTAI: Shell,

PILA MARAM : Jack-fruit wood,

PILA KATTAIL: Shell turned oyt of Jack

fruit wood,
MARUNDU; POWdCred (ﬁnc) Slag (*

medicine’)
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