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THE XXVIII MADRAS MUSIC CONFERENCE
1954

OFFICIAL REPORT:

THE OPENING DAY

22nd December 1954

The Twenty-eighth session of the Annual Music Conference
of the Madras Music Academy was held at the Sri Sundareswarar
Hall, Mylapore, Madras and the P. S, High School Hall, Mylapore,
Madras, from 22nd December 1954 to 2nd January 1955. '

The Hon’ble Sri T. T. Krishnamachari, Union Minister for
Commerce and Industry, inaugurated the Conference. Sangita
Vidvan Chittoor Subrahmanya Pillai, Head of the Department
of Music, Annamalai University, presided over the deliberations of
the Experts’ Committee.

The opening function was held in the Sri Sundareswarar Hall.
There was a distinguished gathering of musicians and music lovers.

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

The Hon’ble Sri T. T. Krishnamachari was rteceived on arrival
by Sri K. V. Krishnaswami Aiyar, President of the Academy,
the Secretaries and other members of the Executive Committee.

Sri Krishnaswami Aiyar .introduced the Hon’ble Sri T. T.
Krishnamacharai to Sangita Vidvan Chittoor Subrahmanya Pillai,
President-elect of the Conference, and other Sangita Kalamdhls
of the Academy who were present.

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

Dr. V. Raghavan, Secretary, read the messages received from
several persons wishing the Conference success.

The Vice-President of India, Dr. S. Radhakrishnan wished the
Conference all success.

The Academy’s Royal Patron His Highness the Maharaja of
Travancore, sent his best wishes for the success of the Conference.

H. E. Sri Sri Prakasa, Governor of Madras, sent his best wishes,
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the highlights of cultural life in the city.........I also know the great
work the Academy has been doing............”

Dr. C. P. Ramaswami Iyer wished success to the Conference to
be opened under the distinguished and discerning patronage of
Sri T. T. Krishnamachariar.

The Hon. Mr. T. L. Venkatarama Iyer said that this was the
first Conference of the Academy from which he was absent and
that he was with the Academy in mind.

Mr. 'S. H. Best, Representative, British Council, Madras,
sent his best wishes.

Sardar Harbans Singh, Post-Master-General, Madras, sent
his best wishes.

The following musicians sent their greetings:—

Sangita Kalanidhi K. Vasudevachar, Sangita Kalanidhi
Semmangudi Srinivasa Iyer, Vidwan Veenai Narayanaswami,
Vidvan T. K. Jayarama Iyer, Prof. B. R. Deodhar, Bombay and
Sri Jnan Prakash Ghosh, Calcutta.

Mr. Harold S. Powers, student of Carnatic Music at Princeton
University, U. S. and Mr. John Marr, student of Carnatic Music
and Dr. Arnold Bake, Indian Musicologist, London School of
Oriental Studics sent their best wishes.

Mr. Federov, Secretary General of the International Association
of Music Libraries, UNESCO, Paris, said in the course of his
message : —

““ We follow with the greatest interest the development of studies
in Indian music, and much wish to collaborate with the savants,
musicians and archivists in India.

“I hope that the first contact established between our
Association and the Madras Music Academy through its eminent
Secretary, will be followed up with other institutions in music,
music libraries and music archives of India. The great work
which our Association has started in the domain of International
music requires all efforts in which India can effectively participate.

“We shall be extremely happy to receive a detailed account
of the work of your Conference; and we shall be glad to
publish our review on the same in the Fontes Ariis Musicae which
carries besides a survey (of similar activities) of 28 countries
European and otherwise.”
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Mr. P.N. Kirpal, Acting Director, Department of Cultural Acti~
vities, UNESCO, referred to the Academy’s participation last year
at the Unesco Music Conference at Brussels and observed that this
participation has assured India first seat in the International
organisations created at that International Conference.

: WELCOME ADDRESS

Sangita Kalanidhi T. V. Subba Rao then read the address of
welcome to the Hon’ble Sir. T. T. Krishnamachari. In the course
of the address, he said :

Sir, .

“ We have great pleasure in welcoming you to inaugurate our
Conference and Concerts this year.

*You are no stranger to us. In fact you have been with us in
building up this institution and helping it in many ways. Though
of late you have not been residing in this city, we are glad to find
your interest in the Academy and desire to promote its welfare are
as keen as ever. In requesting you to initiate our proceedings,
we are proud we approach an old friend and colleague and a rasika
of high taste and refinement,

“Qur activities are ever expanding. An advanced class has
been opened for the teaching of padas by one of the best exponents.
We are having within our premises a school of Bharatanatya where
instruction is imparted by a talented and famous artiste. We are
contemplating a further programme of publications and collection
of Tape Recordings of rare and valuable compositions, which but
for prompt action in this direction stand in danger of being lost
for posterity. We have plans ready for the construction of a
Music Hall.

“ The inadequacy of our present resources to carry out the
planned programme does not deter us from going ahead. We
believe that the confidence we have inspired in the public and, we
trust in the government too, by our work for nearly three decades,
will transmute itself into material aid during the actual progress
of our undertakings., In the fullness of hope thatin any plan of
nation-building activities, the Academy which stands for moral
progress is bound to obtain justice at the hands of an Administra-
tion that has set its heart on the encouragement and develop=
ment of the Fine Arts, we once more request you to declare
open this our Twentyeighth Conference and series of Concerts.”
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depression, relatively speaking, seemed to have set in now. Nonethe-
less, vidwans could not be indifferent to the Academy or neglect it. If
they did it would be like a son being disloyal to his own mother.
If the organisation was to develop further, and function effectively in
future, vidwans must come forward to participate in its work more
and more, instead of leaving it to laymen to shoulder the task. If a
judge, minister, lawyer or other professional declined to function in
that capacity, it might be easy to find another to function in his
place ; but it was not so easy in the case of sangita vidwans. This
fact cast a greater responsibility on vidwans to foster music and the
Academy which was working for its promotion so well.

As alayman but one who loved music, Mr. Krishnamachari said,
he wished to make one or two suggestions in regard to the rendering
of music at concerts. One heard the talk of the importance of voice
culture. Certainly it was important for music. But carnatic music
becausg of its peculiar tonal -characteristics might not lend itself
to voice culture of the type which was possible in western music, or
even Hindustani music. Some people thought that radio
would help voice culture. He did not know how far it
did. He wished these and other aspects of music and
musical training would be attended to by persons competent in
the field of music. The older generation of vidwans generally sang
with full sruti and varied with great effect the sthayis of their singing.
Often they came across cases of vidwans who found it difficult to
rise to higher sthayis without apaswara or running out of harmony
with the accompaniments. This was an aspect which they might con-
sider. Sometimes, for hours vidwans might sing, forgetting the srut
or away from the sruti. He wished such performances were recorded
and the vidwans concerned made to listep to their own singing, so
that they could realise the infliction they had been guilty of on a
patient audience. Unless they insisted on srufi suddha, music would
decay.

Reference had been made in the welcome address, Mr.
Krishnamachari continued, to the need for a building and a
music hall for the Academy and also for Government aid in
this connection. He was longing for the day when
concerts in Carnatic music would be conducted without the
aid of microphones and loud speakers and even audiences, 3,000
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or 4,000 strong, would be able to hear and enjoy the concerts. If
they systematically organised collection of even one-rupee contri-
butions, they would soon be able to raise the requisite fund for
building a suitable hall of this kind. He believed Government
would also help. Our Prime Minister desired to have big theatres
where tens of thousands could assemble and witness plays and enjoy
concerts. What the Academy wanted was a hall capable of accom-
modating about 3,000 or 4,000. He hoped music lovers and people
well placed would liberally help in this direction.

Looking round the field of music, Mr. Krishnamachari said,
one noticed with regret that there was a dearth of new talent,
unlike in the field of Bharata natye. They should ponder over the
cause of this state of affairs. There was to-day a wider diffusion of
musical awareness than previously; yet it was not of the inten-
sive kind necessary to throw up new vidwans of calibre. Per-
haps, the present system of training also was not as effective in
stimulating or awakening talent as the gurukula system. He was
happy that they had in their midst for President of the Conference
Mr. Chittoor Subramania Pillai, perhaps the last representative of
the guru-sishya paramparya. He could not help feeling sad at the pre-
sent picture so far as new talent was concerned, and could not help
associating it with the decay of the gurukula system. He hoped the
Academy would be able to do something in this matter.

In conclusion, Mr, Krishnamachari wished the Conference all
success.
Election of President

Sangnta Kalanidhi Mudikondan Venkatarama Aiyar proposmg
Mr. Subramania Pillai for the Presidentship said that he wasa
disciple of Kanchcepuram Nayana Pillai, the well known vocalist,
and his music was characterised by depth and strangth. He combined
swara and sahitya suddhi and his rendering of pallavis reminded one
of Nayana Pillai, his great gurv. It was a great honour to all
vidwans that one of the stature of Mr. Subramania Pillai was presid-
ing over the conference

Sangita Kalamﬁn Dwaram Venkataswami Naidu seconded the
proposition and said that it gave him great joy to be able to do so.

Vidwan . Marungapuri Gopalakrisha Aiyar and Mr. Sesha
Iyengar also paid a tribute to the abilities of Mr, Subramania Pillai
as a musician and said he came of a line of great musicians, by birth
-and training.
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Mr. Subramania Pillai then took the Presidential Chair and
delivered his address.

1

Presidential Speech

Vidwan Subrahmanya Pillai in the course of his address thanked
the Music Academy for the honour done to him and said that he
owed his present position in the music world to the blessings of his
illustrious guru, the late Kancheepuram Nayana Pillai. He said that
the Vidwan encouraged him a great deal and initiated him along
correct lines in the art of music,

Proceeding, Sri Subrahmanya Pillai said that the Academy has
been doing valuable service for the cause of Carnatic music during
the past 28 years by holding annual conferences which greatly
benefited musicians, students and rasikas. He then briefly referred
to the origin and growth of the Academy and his association with it
from the very inception and said that the Academy occupied a pre-
eminent place among the institutions for the prom»tion and deve-
lopment of Carnatic music. The choice of a musician by the
Experts’ Committee to preside over the conference for conducting
discussions on musical subjects was a noteworthy feature of the
Academy. ‘

The Vidwan proceeding said that the Academy acted as a force
unifying musicians of different traditions and schools, who generally
did not consider that it was their duty to foster the growth of this
art. Whatever might be the status and attitude of the musicans, the
Academy did its best to satisfy their requirements and individual
preferences and arrange concerts during the festival for the
preservation and maintenance of high standards in the art and
for the elevation and refinement of public taste. In this worthy
service, the Academy and its office-bearers deserved their gratitude
and the support and encouragement of all Vidwans and the music-
loving public.

Referring to Carnatic music, 'the Vidwan said that it was ancient
and it had a long tradition behind it. It was divine in its appeal.
There was nobody who was not swayed by music and particularly by
a song containing words with a meaning . There had been several
devotees in their country who were nadopasakas and who derived
mental tranquillity through music. He added that music was an upa-
veda, called Gandharva Veda and occupied an important place among
the fine arts. The pursuit of music gave them mental peace and
aided yoga sadhana. Though, as the most popular of all arts, music
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could be enjoyed by all beings, it was only given to man with his
intelligence to experience its subtleties and reap its benefits. The
distinguished votaries of this art occupied as important a place in
the history of their country, as other great men.

Proceeding, Vidwan Subrahmanya Pillai said that nada cons-
tituted the basic foundation of music and was identified with God,
owing to its universal manifestation. The art of music might be said
to have had its beginning when man was delighted with the sounds
in Nature. When in course of time he realised the nada that he was
himself able to produce in his own body through the power of speech,
the pleasure was heightened. Nada was only one, but it manifested
itself differently in various places. How man came to realise these
various aspects of nada in his own body and how he codified them
still remained a mystery. Nada which took shape by a combination
of the seven swaras with a time interval (laya) between each manifes-
ted itself with different hues. India could claim countless votaries of
the muse who had realised the supreme bliss through the nectar of
true sangita. Through their persistent devotion and austere approach
they had enthralled their listeners, kings, scholars and common .
people and had shown them the value of bhakii marga.

Continuing Vidwan Subrahmanya Pillai pointed out that laya
was an essential factor in their music. Laya could not be separated
from Nada. Even in the early lessons in music (*sarali’, etc,) laya
formed part of sangita. Tala had attained great development in our
music. It was in Pallavi singing that tala shone in all its comple-
teness.

After tracing the development of raga, Vidwan Subrahmanya
Pillaj said that in the historical process, changes in names
of ragas had occured though their arohana .and, avarohana
had remained the same and it was to the discussions of the
Academy that they looked for clarification of such problems.

Proceeding, Sri Subramanya Pillai said that their ragas were
preserved in the numerous compositions of the famous
composers. In Tamil there were the Tevaram, Tiruvachakam,
Tiruvoymozhi and the Tiruppugazh the last of which exemplified their
laya structure in a grand manner. Then, there were the Dasar
padas in Kannada, Telugu Kritis of Tyagaraja and others, Sanskrit
Kirtanas of Dikshitar, Tamil pieces by Gopalakrishna Bharati,
Ramaswami Sivan and others. These compositions were best
learned from a guru, One should understand their structure,

M-2
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Mr, Chittoor Subramania Pillai then gave a concert, accom-
panied on the violin by Mr., Viswanatha Sarma and on the
Mridangam by Master Syamasundar.

Souvenir

In connection with the conference, a beautifully got-up souvenir
had been brought out by the Academy. It contained the following
articles : * The Province of Grammar in Indian Music > by Swami
Prainananda, Calcutta ; * Melaragamalika of Maha Vaidyanatha
Sivan » by Sangita Kalanidhi Musiri Subramania Aiyar ;  Musical
Master-pieces ”, (Navaratnamalika of Syama Sastri) by Mrs. S.
Vidya ; “Bharata Natya by Natya Vidwan Pandanallur Meenakshi-
sundaram Pillai; * The Background of Gitarthamu of Tyagaraja
by Mr, T.V. Subba Rao; “Imperial City of Music ” by R. Vasudeva
Poduval ; ¢ Pandanallur Meenakshisundaram Pillai ” by Srimati
Rukmini Devi and ‘“ My Music and Dance Experiences in the
West ” by Dr. V. Raghavan. The publication also contained the
Presidential Address of Vidwan Subramania Pillai and the pro-
gramme of the musical concerts to be held during the Conference
and other information about the Academy, is organisation and
activities,
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THE FIRST DAY
23rd December: 1954
DIVYA-PRABHANDAS

The Experts’ Committee of the Music Academy, convened in
connection with its 28th Music Conference and Concerts, met this
morning in the P. S. High School Hall, Mylapore, under the presi-
dentship of Vidwan Chittoor Subramania Pillai, who opened the
proceedings and requested the Vidwans to extend their co-operation.

The President of the International Music Council, Paris, has
sent his greetings and good wishes for the success of the Conference.

Dr. V. Raghavan explained some of the more important
subjects to be taken up by the Experts’ Committee during the ten
days’ session, chief among which was a sesies of expositions relat-
ing to Teaching Methods in music and dance. Introducing Srimati
A. Rajammal, who rendereda few pieces from Divya Prabandham
on that day, Dr. Raghavan said that she had brought out the pieces
not only in the form of kritis, but also as Varnas and Swarajatis.
Some of them were now being published in the Jaganmohini.

Srimathi Rajammal, along with Srimati Ranganayaki, sang in
a Varna form in Kalyani, a verse of Andal, four pieces by the
Alwars in kriti-form and one by Peyalwar in Ragamalika-form.
Srimathi Komalavalli Srinivasan and Srimathi Kanakambujam
accompanied on violin and mridangam respectively.-

Vidwan Chittoor Subramania Pillai thanked the ladies for the
recital,

»

THE SECOND DAY

24th December 1954
Teaching Methods in Music

The Experts’ Commitee convened in connection with the 28th
Conference of the Music Academy met in the P. S. High School
Hall, Mylapore, this morning, Vidwan Chittoor Subramania Pillai
presiding.

Teaching methods in music and dance had been adopted as
the leading theme at the Conference this year and in the series of
expositions under this head, Prof. P. Sambamurthi, Head of the
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Department of Music, Univérsity of Madras, gave a talk on
“Teaching Methods in Music in Elementary and Secondary Schools”
to-day. He was assisted by the students of the Saraswati Gana
Nilayam, Triplicane.

Prof., Sambamurthi observed that it was the legitimate right
of the vast majority of the people to be provided with opportuni-
ties to learn and understand music which formed a precious part of
our heritage. It was a sad commentary, he said, thatin our
educational system music was not compulsorily taught in all girls’
schools, not to speak of boys’ school where the music teacher was
conspicuous by his absence. The irony of things was that the
management of the elementary schools were not able to draw the
grant for music teachers on their staff. Hence, Prof. Samba«
murthi thought that it was a matter for joy that the Academy
should have chosen, this year, this important question as one of
the main subjects of the Experts’ Committee discussions.

Outlining the conditions governing musical education in
modern elementary and secondary schools, Prof. Sambamurthi said
that whereas unlimited time was available in the Gurukula system,
the music teacher in the schools suffered from many limitations.
He had to teach to groups of 20 to 40 and all pupils were not
equally talented or gifted. Music had also to be learnt along with
other subjects in the schools, The example of the more talented
students was likely to create healthy emula:ion and the organisation
of healthy musical activities, festivals, exhibitions etc., were
intended to keep and develop musical enthusiasm. The aim of
music teaching in the schools should comprise inculcation of swara
gnana, Sruti gnana, raga gnana, tala gnana, sahitya gnana, mano-
dharma and capacity to appreciate. On the part of the teachers,
a more extensive repertoire was expected than in the case of a
performing musician. The teacher should also make his own list of
class-worthy songs.

Prof. Sambamurthi then demonstrated with the help of the
students of the Saraswati Gana Nilayam, some interesting musical
exercises for the identification of swaras, ragas and the development
of the sense of rhythm. As an example of charts, the speaker
exhibited one intended to depict graphically the different ralas.

Vidwan Ramanayya Chettiar made a reference to similar
endeavours made by the late Nagoji Rao and emphasised that the
device should secure perfection in swara suddha. Mr. C. S. Aiyar
stressed that it was at the very young stage that proper intonation
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THE THIRD DAY
25th December 1954

Folk Music of the World

MR. DANIELOU’S EXPOSITION

When the Fxperts’ Committee of the Music Academy reassem-
bled this morning at the P. S. High School Hall, Mylapore, Vidwan
Chittoor Subramania Pillai presiding, Mr. Alain Danielou, gave an
interesting and instructive exposition of Folk Music in different
parts of the world, illustrating his talk with a number of records.

Introducing the speaker, Sangita Kalanidhi T. V. Subba Rao
referred to Mr. Danielou’s researches, particularly in the ficld of
comparative music.

Mr. Danielou observed that as in the case of language, so also
in philosophy, religion or music, he who knew only one system did
not know even his own properly., When after studying different
systems of music, one came back to his own, he understood it better.
In the history of music, particularly Indian, folk music was of great
importance, for what was referred to normally as folk art turned
out in many cases to be survival of a great tradition in groups of
people which had sunk into some insignificance owing to some his-
torical event. The study of such survivals of traditions in different
parts of the country served to fill gaps in our knowledge and also
correct certain wrong notions and this, the lecturer said, could be
illustrated by the survival in the Himalayan region of a music akin
to the Saman recital. When analysed, many of these traditions dis-
closed very interesting and characteristic differences which would
help the reconstruction of certain phases of our ancient music totally
lost to us now. He emrhasised the value of utilising mechanical
aids like recording for research in this branch and pointed out that
it was necessary to have an open mind to be able to understand and
eventually assess their value in relation to one’s own system.

Records Played

Mr. Danielou then played records of folk music made in many
countries, from the Far East to America. First, he gave portions
of Chinese theatrical music ; then three samples of music from
Japan, one associated with ° geisha’ girls and the others illustrating
Polynesian—Malay, Tibetan and Russian influences. The next one
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was Gamelong music from Java followed by music onthe Kacchapi
Veena from Indonesia and from Bali.

Regarding Indonesian music, the lecturer said that though there
were such influences, as Chinese, the richness of the model forms
pointed to the definite impact of Indian influence Ininstrumental
music and in the employment of gongs to create a particular atmos-
phere, the Indonesian music showed an aspect of ancient Indian
theatrical music which had disappeared from India. A sample
was then given of a recital from the Ramaleela of Siam. A Tibetan
song and one from Russia followed. Among the latter’s musical
sources, Tibetan and Turco-Mangol music was also counted.

Mr. Dauielou played a record presenting the music of the Ahirs
of North India, the ancient Abhiras, and then gave samples of
Bengali folk music upon which Tagore had drawn. After a musical
record from the Banaras area, he gave a fisherman’s song from
Madras. In South India, the lecturer said, there was vast scope
for the investigation of folk music in different regions and he
thought that such an investigation would throw much light on
aspects of Carnatic music. Incidentally, he said that they could
provide a lot of authentic material for light, film and theatre music
now thriving on hybrid stuff.

Mr. Danielou next gave the audience some African music
playing records of a Zulu song, some Negro music from Nigeria, a
Sudanese festival song and a song from Zanzibar. The last sample
given by him was from an American Negro song.

Sangita Kalanidhi T. V. Subba Rao thanked the lecturer and
announced that Mr. Danielou would contiuue his illustrated talk
on December 26.

Violin Demonstration

The 73-year-old violinist, Sri Marungapuri Gopalakrishna
Aiyar, then gave a demonstration on the violin, accompanied by
Master Shyamsunder on the mridangam. He was introduced by
the President of the Conference, Vidwan Chittoor Subramania
Pillai, as one of his teachers, he having been a close associate of
the late Kancheepuram Nayana Pillai.

Vidwan Gopalakrishna Aiyar commenced his recital with
““ Vinata sutavahana™ in Jayantasena and followed it up with
* Ninnuvina > in Kalyani ¢ Mamava Pattabhirama > in Manirangu
and * Hechariga > in Edukulakambhoji. He also rendered songs
in Begada, Kapi and Chenchurutti.
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of personality. The Brussels Conference on Music Education
proved to be one of the most important international meetings in the
field of music. Nearly 400 delegates participated in its work and the
Conference was also responsible for the creation of two important
International organisations, the International Society for Music
Education and the South-East Asian Regional Music Council. The
foundation of the S.-E. Asian Regional Music Council is the result
of an initiative taken by the Asian delegates to the conference who
felt that the problems in the domain of music in their respective
countries were not always identical with those encountered by their
European colleagues. Very soon the Council will hold its first

Constituent Assembly and then embark wupon the great tasks
awaiting it, ” Mr. Kirpal said he hoped to hear of what emerged
from the deliberadions of the Academy concerning the UNESCO’s
programme.

In commending the resolution, Dr. Raghavan stressed the
need to have India as the venue of the S.-E. Asian Music Confer-
ence as this country was not only rich in its musical heritage but
occupied a central place in the history of the culture of the entire
Orient.

Prof. P. Sambamurthi, Government of India’s nominee on the
International Music Council, seconding the resolution, regretted
that despite the great importance of this country and its musical
heritage, official opportunities were not being afforded for the re-
presentatives of Indian music to go in adequate members to Inter-
national Conferences on Music. He referred in this connection to
a communication he had recently received from the Secretary of the
International Folk Music Council regarding the Conference of the
Council and the Third International Festival of folk dance and
song in Oslo to be held in Norway in June-July, 1955. Prof. Samba-
murthi said that even small countries sent more than one delegate
to such conferences and gained for their respective country’s art
great prominence, while things relating to Indian music went by
neglect. He pleaded that a team of representatives of Indian music
should be helped to go out and expound their art abroad.

Mr. Alain Danielou, who had been connected with some of
the music activities of the UNESCO, speaking in support of the
resolution said that he was of opinion that India should be the
first venue of the Conference of the S -E. Asian Music Council, as
there was no country comparable to India in the importance and
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richness of its music. If a large body of musicians and musicologists
from foreign countries came to India.on the occasion of such a
conference, they would have an opportunity to gain first-hand
knowledge on all aspects of Indian Music.

THE FOURTH DAY
26th December 1954

FOLK MUSIC OF THE WORLD

Mr. Danielou’s Further Exposition

At the Experts’ Committee meeting of the Music Academy
held this morning in the P. S. High School Hall, Mylapore, Vidwan
Chittoor Subramania Pillai presiding, Mr. Alain Danielou continued
his exposition of folk music.

Mr. Danielou observed that there was a fallacy that Persian
music influenced North Indian music., Other explanations were
possible for changes of nomenclature in that music than attribu-
ting iufluence from Persia which at that time did not disclose any
music that could act as such an influence. On the other hand, the
old music of the Middle-East bad Indian influence, both in music
and in instruments, and from the Middle-East what went out from
India was carried by the Arabs to Spain, where it gave birth.toa
music in which the Indian Ragas mixed with the Mediterranean
tempo to produce the celebrated Spanish Flamenco. Thc Sumerian
Nai of 4000 years ago was the Shenai of the North and the Naga-
swara of the South of India. It was through the Middle East that
Greece also borrowed Indian musical forms and modes.

The first record Mr. Danielou played was music from Tunisia
with the accompaniment of Rabab. He next played records of
Spanish Flamenco and also pure instrumental music of Spain. It
was followed by a gypsy song. A Rumanian record was also
played and the lecturer referred to the influence of the Turks, who
were near Gandhara, on Rumania music. This was followed by a
violin record from Rumania. Giving a record from Hungary, Mr.
Danielou said that there were gypsies of ‘Indian origin in that
country who took the Indian Swaramandala. There its name was
abbreviated to Cymbalum and it was the ancestor of the modern
piano. Records of music from Greece, Italy and Sardinia
followed,
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New Compositions

Dr. V. Raghavan next introduced Sri Swarna Venkatesa
Dikshitar of Chidambaram who belonged to the Dikshitar families
attached to the Chidambaram temple and had composed a large
number of new songs in Sanskrit and Tamil.

The composer said he learnt music under Sri Raja Ganesa
Dikshitar. A few of his compositions, he said, had besn composed
in commemoration of the Gurukulam, established in Abhirama-
puram in Madras City.

The compositions of Sri Swarna Venkatesa Dikshitar were on
Nataraja and Sankaracharya and on philosophical and didactic
themes. They were in a variety of ragas and in rare talas also.
More than a dozen of these were rendered by his younger brother,
SriNataraja Dikshitar, accompanied by Sri Kovai P. Ramachandran
on the violin and Guruvayoor Dorai on the mridangam. The pieces
included a Raga-tala-malika and a few in North Indian ragas.

The composer and the artiste were complemented on behalf of
the members of the experts Committee by Vidwans Ramanayya
Chettiar and Sesha Aiyangar.

THE FIFTH DAY
27th December 1954

Teaching of Music
Value of ¢ Guyukula  System

When the Experts Committee of the Music Academy met this
morning in the P. 8. High School Hall, Mylapore. Vidwan Chittoor
Subramania Pillai presiding, Sangita Kalanidhis Karaikudi Samba-
siva Aiyar and Mysore Vasudevachar emphasised the merits and effi-
cacy of the * Gurukula > method for mastering the intricacies and
achieving precision in the art of music. These two talks formed part
of the series on Teaching Methods in Music and Dance.

Vidwan Sambasiva Aiyar said that it was through perseverance
and continued practice, some of the exercises extending over a
whole year, that mastery could be achieved and such training should
be undertaken even one while was yet young. Citing his own
example, the Vidwan said that he was a Vainika for the eighth
generation in his family and when he was practising exercises . of
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Sarali, each for a year, his father would not permit him to think or
even attempt anything higher until the first step was completely
mastered. ‘

Attention on swarasthana and its precise playing required that
the mind should not be distracted by too early notions or ambitions
about the ragas or their knowledge and names. He thought that a
training like this in accordance with old method on the Veena
should extend over a period of 12 years; in a shorter period, he
said this instrument could not be mastered. His elders first incul-
cated in him the complete swaragnana within his fifth year ; then
he was permitted to take to the instrument; and on the instrument,
without any verbal explanation, they taught practically by drawing
his attention by mere signs to sphurita, pratihasa, etc., as they went
on playing. Thus, Sarali, otta varisai, iratta varisai, alankara, gita,
etc.,, were learnt. Kirtanas were taught only after this stage and
following the same practice he had also brought up his two

pupils.
Then he asked his pupil, Kumari Rajeswari, to demonstrate the
method from Sarali onwards.

Kumari Rajeswari demonstrated the various stages, finishing
with agita in Nata, a Bhairavi varna and Nata raga and tana and the
kirtana ‘¢ Saraseeruhasana ’.

Sangita Kalanidhi T. V. Subba Rao, while thanking Vidwan
Sambasiva Aiyar, appealed to the youngsters to follow this method
the efficiency of which had been established through centuries.

Mr. Subba Rao next introduced Vidwan Vasudevachar, the
doyen of Carnatic Music and requested him to speak about the
* Gurukula ” method of teaching vocal music.

Vidwan Vasudevachar said that the fundamental basis of the
¢ Gurukula " method was the Guru and devotion to him and im-
bibing of the art from him as and when he taught without any
limitations of fixed number of years or duration. The desire to-day
to make up something in a short period or to get something from
books to be able to make an appearance in some forum was depre=~
cated by him. He observed that many could not mention any distin-
guished Guru under whom they received their lessons. He
illustrated the vast difference of what a passage of a song like
Viriboni varna appeared from its printed version and the version
that one took from a Guru’s mouth.
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Making a personal reference, Vidwan Vasudevachar recalled
how he was seized with a desire to learu music while he was a
student in the Sanskrit Collcge in Mysore end wanted to master the
art as it had attained its prefection in Chola *desa and sought the
great Vidwan Patnam Subramaniam Aiyar. He observed that the
musician should be learned in the Sahitya also to be able to
appreciate the whole composition and its background. Incidentally,
the Vidwan said that in the hey-days in which he learnt the art,
Pallavi singing was confined to four kalais and there was no fancy
for out-of-the way exhibition which were now attempted.

Vidwan Chittoor Subramani Pillai and Mr. T. V. Subba Rao
thanked the Vidwan for expounding the greatness of the ‘“ Guru-
kula *’ method.

The Melakartas

Vidwan Chittoor Subramania Pillai then introduced Sri Raja-
ganesa Dikshitar of Chidambaram who was wellknown as one
engaged in musical research for some decades now.

Sri Rajaganesa Dikshitar read a paper in Tamil on Melas
being only 32. The question was an old one and of a highly con-
troversial character. Sri Dikshitar supported this theory by citing
the authority of two texts well-known to the Dikshitars of Chidam-
baram temple—the Chidambara Mahatmya and the Kunchitan-
ghristava of Umapati Shivacharya, in both of which only 32 basic
ragas were mentioned. He adduced also some astronomical analo-
gies for the 12 swaras forming the basis of this scheme. The lecturer
expressed the opinion that the 40 other melas were superfluous and
the compositions in them might be open to question.

Prof. R. Srinivasan observed that though 32 ragas might once

have had wide vogue, in course of time others might have been re-
cognised and he for one saw no reason why there could not be even

more than 72 melas ; using both the ¢ mas’, for example, he said 90
melas were possible.

Sangita Kalanidhi Mudikondan Venkatarama Aiyar said that
they should not scrap the large part of their musical heritage deriv-
ing from the 40 other melas. The progress of science, he said, lay
in greater and greater distinction and not in reduction.

Vidwan Chittoor Subramania Pillai spoke in appreciation of
the lecturer’s efforts but said that it was not easy to revolutionise
our musical theory and practice immediately on the basis of such a
theory.
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Intricacies of the Art of Composition

The Experts’ Committee assembled again at noon, when Vidwan
T. N. C. Venkata Narayanacharyulu of Guntur, a member of the
Committee read a paper in Tamil on the art of composition.

Dr. V. Raghavan introduced him as a Vainika and a composer
who had given demonstrations of difficult types of compositions.

The Vidwan, taking his stand on the Sriranjani kriti of Tyaga-
raja, ‘ Sogasuga mridangatalamu’’, explained the features of a
good composition. He illustrated the characteristics enumerated
Tyagaraja from the kritis of Tyagaraja himself, Syama Sastri and
Dikshitar. Dwelling on the scope for the portraval of rasa in a
song, the Vidwan said that songs with definite themes or episodes
gave scope for rasa and in those cases, the composer should see to
the employment of swaras which were suggestive of the respective
feelings and illustrated this by rendering some of the kritis.

Vidwan Venkata Narayanacharyulu then referred to his own
compositions and sang, among others, a piece in which the entire
sahitya was composed of the seven swara-syllables only.

Prof. Srinivasan thanked the lecturer on behalf of the members
of the Committee, and referred to the Vidwan’s skill, particularly
in certain types of very difficult composition.

New Compositions

Sri Mayuram Viswanatha Sastri, the well-known composer,
assisted by his brother, Mr. Vaitheeswaran, and accompanied by
Sri Trivandrum Hariharan on the Violin and Sri Tiruvannamalai
N. Tyagarajan on the mridangam, gave a recital of more than a
dozen compositions of his in Tamil and Sanskrit which included,
besides kritis, a varna and a tillana. He ended his recital with a
sample of his national songs.

Sti Mudikondan Venkatarama Aiyar thanked Sri Viswanatha
Sastri.

Review of the Radio Month

The Carnatic Music features of the recently celebrated Radio
Month of the All India Radio formed the subject of comment at
the Experts’ Committee Meeting of the Music Academy today.
Vidwan Chittoor Subramania Pillai, President of the Coaference,
was in the chair.

Mr. C. S. Aiyar, Member of the Experts’ Committee, reviewing
the programme during the Radio Month pointed out first that the
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ALR.—Radio trade understanding which was quite obvious, was
not a commendable basis for the celebration. It would have been
more proper, Mr. Aiyar said, if more broadcasting centres in vile
lages had been installed. He was particularly critical of music
competitions which A.LLR. held during the month for, whatever
the disorganised state in the field of Hindustani Music, proper
media for the discovery of young talent had been adequately orga-
nised in the field of Carnatic music, and competitions especially had
been held by the Academy as well as by the Sabhas. The money
spent on the competitions was a waste and A.L.R. need not have
descended to the level of music sabhas. The Southerners,
Mr. Aiyar said, had been taking care of their culture.

Mr. Aiyar regretted that the-avoidance of cinema music was
driving listeners to Ceylon Radio. He emphasised that in ques-
tions like lighter music, which was understood in the South in quite
a different manner, formation of opinion, decision and selection of
the material should be left to independent bodies devoted to art as
in the case of art institutions in United Kingdom. Mr. Aiyar
observed that one could not understand what the speciality was
about the recitals that A.I.R. arranged in the Museum Theatre or
the Annamalai Manram. The loudspeakers should have been
avoided at least in these concerts, What was needed today was
Mr. Aiyar said, ““Chamber Music for choice listeners. Inciden-
tally Mr. Aiyar drew attention to the serious disturbance which
the habit of ‘clapping’ caused and pleaded for the discontinuance
of this purely modern habit, which had been copied from the West,
Silence was the best respect one could show to our artistes and
even as Europeans coming out of Church after an organ recital
would not clap, so too should we after listening to our classical
Music.

THE SIXTH DAY
28tk December 1954

Teaching of Music Theory & Mausicolegy

At today’s meeting of the Experts’ Committee of the Music
Academy convened in connection with its 28th Conference, held in
P. S. High School Hall, Mylapore, with Vidwan Chittoor Subrah-
manya Pillai in the chair, Prof. R. Srinivasan expressed his views
on questions relating to the place and scope of theory and musico-
logy in the series on ** Teaching Methods in Music and Dance, ”

6
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Sri T. V. Subba Raointroduced him. Among those present at
today’s meeting was Mr. Justice N. Somasundaram. Prof. R. Srini-
vasan said first with reference to the scope for research in the Dep-
artment of Indian Music in the University of Madras that the
present rules governing award of research studentship in music had
to be modified so as to enable even non-graduate musicians to take
to research under University auspices. The system of teaching

_differed in Arts Colleges and Colleges exclusively devoted to Music.
In the former, he was of the view that the theory and musicology
taught should be devoted to essential aspects of music rather than
to subjects remotely connected with the art such as minor details of
musicians’ lives etc. He recognised that there was an interest in
all such knowledge but it should not be at the sacrifice of what was
helpful to the acquisition of practical knowledge of music. The
difficulty in modern teaching as applied to music was the need to
take large classes of music in which both the teacher and the taught
were apt to miss the subtelities and ignore the defects of individual
singers. The limitation of set periods was totally incongruous with
the spirit and inspiration neccssary for music and pleaded that some
method should be evolved which would preserve the ancient system
as adapted to modern conditions. He was emphatically of the view
that as it was, the College course was incapable of producing any-
one who could become a performing musician directly.

Vidwan Chittoor Subrahmanya Pillai thanked the lecturer and
next introduced Srimati Kamala Krishnamurthi, who gave a
recital of ten compositions of Prof. R. Srinivasan in Tamil and
Sanskrit, accompanied by Sri Varahur Muthuswami Aiyar on violin
and Sri Karaikudi Muthu Aiyar on mridangam. The pieces includ-
ed one in the new Raga, Pramodini (65th mela, Kalyani) which took
sa ga ma pa dha sain arohana and sa dha pa ma ga sa in avarohana.

Tallapakam Compositions

After thanking Srimati Kamala Krishnamurthi for the very
pleasing recital, the President of the Conference, Vidwan Chittoor
Subrahmanya Pillai, requested Sri Rallapalli Anantakrishna Sarma,
Reader in Music, Venkateswara Oriental Research Institute, Tirupati,
to give a few samples of the compositions of Tallapakam poets
which he had been setting to tune and publishing through the
Institute.

Sri Anantakrishna Sarma said that the Tallapakam composi-
tions numbered nearly 12,000 but they handled only about 90 ragas,
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Varna, Mr. Subba Rao said, was a combination of Lakshya and
Lakshana and a most practical example of both the aesthetic and
technical aspects of the Raga put into the form of a composition
and its importance for learning could never be exaggerated.
Notation could give only a rough picture but in the modern
methods, it could not be altogether set aside. It was useful as
far as it went but a record was more satisfactory. The pupils.could
be asked to write the notation themselves as exercises. Manuscripts
with notations had come down from the days of master-composers.

The time-honoured method, Mr. Subba Rao said, of practis-
ing Alankaras in different times with all the variations and in
different talas could not be improved upon, and daily practice was
essential. The life of a Raga centred round the certain core of the
Raga which should be well impressed on the minds of the students.
The definite system of Raga alapana as laid down in Sastras should
be taught. Raga alapana should not be taught by set phrases.
Emphasising the value of Akara sadhaka, Mr. Subba Rao pointed
out that the correct vowel * a’ should be pronounced and not with
any other grotesque mixture of vowel or consonant while singing a
Raga. The teaching of music was rather peculiar in that no hard
and fast rule could be laid for it and individual attention in the
midst of group instruction was the only possible way of adapting
the Gurukula system to modern needs.

* The Science of Sound ”’

Prof. Vissa Appa Rao, formerly Professor of Physics and
Principal, Madras Educational Service, and one of those connected
with the work of the Teachers’ College of Music of the Music
Academy, spoke about the *“ Physics of Music ”, and the inculca-
tion of the knowledge of accoustics to students as part of the
theory curriculam in music courses.

Mr. Vissa Appa Rao congratulated the Academy for discussing
the subject and appealed for adequate provision being made in the
syllabus for the teaching of accoustics. The satisfactory teaching
of the science of music so far as it was based on accoustics required
the rather difficult combination of a musician and a physicist, and
if a person of such a dual qualification could be found, the under-
standing of the deeper basis of music on the part of the student
would really be wonderful. Adequate sound apparatus was also
necessary for conducting such classes.
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Prof. Appa Rao then explained with the help of blackboard,
the phenomenon of sound. vibration and frequencies and the con-
cepts of Vadi, Samvadi, Anuvadi and Vivadi etc. He then explained
the accoustics of the mridangam, the Tambura and the Veena, the
principles of sympathetic vibrations as applied to human voice,
and also the usefulness of the Oscillograph. He pointed out bow
the nature and number of quarter-tones or anuswaras could be
objectively estimated. Research in music had to be undertaken and
the Academy with the help of Government should take the lead in
such work. Time and again, resolutions had been passed for
equipping the Academy with a tape-recorder, and Prof. Appa Rao
appealed that without losing any more time, the Academy should
build up a respectable research laboratory in Carnatic Music.

A RARE DEMONSTRATION
¢ Shanmarga Pallavi *’

Sangita Kalanidhi Mudikondan Venkatarama Aiyar, Vice-
Principal and Professor of Vocal Music, Teachers’ College of
Music, Music Academy, might truly be said to have excelled
himself and the expectations of the Vidwans and rasikas when he
next performed the most difficult type of Pallavi—the Shanmarga
Pallavi—in 32 kalais.

The Vidwan was accompanied by Sri Lalgudi Jayaraman on
violin and Vidwan Palani Sybramania Pillai on mridangam.

Sri Venkatarama Aiyar explaining what he proposed to do
gave a brief account of the Marga and Desi system of Tala as set

forth in books and the evolution of Desi talas and the history of
the seven talas of today. He referred to the Angas and the ten pranas

of Tala. -Regarding the name Shanmarga, he said that three were
the margas usually referred to, Dakshina, Vartika and Chitra but
from authorities like Kallinatha, it was found that in their skill,
musicians could execute three more also, namely, Chitratara
Ardhachitra and Atichitra, starting with one and going up to 32
aksharas. He took up the Pallavi ““Navarasa rasika sikhamane
Sadgunanidhi Chandrakulasekhara™ in Kalyani raga and Adi tala,
and first rendered the Dakshina marga in 32 aksharas doing Tana
and neraval. He continued in the other margas and ended with
Atichitra, the sixth. The keeping up of the Raga bhava all through
was exceptional. In the end, he sang a Simhanandana tillana of
Maha Vaidyanatha Aiyar in Kanada raga.






THE XXVIII MADRAS MUSIC CONFERENCE, 1954 47

this.  The greater the departure from the classical norm, the
greater seemed to be its popular appeal. This state of affairs
could be remedied only by restoring the genuine classical dance.
The standard movement and gestures should be defined and classi-
fied with the co-operation of genuine teachers. Model dance
recitals should be encouraged and not mediocre ones. Those who
had devoted their life-time to the study and understanding of the
art should be helped to educate the public to distinguish the good
from the bad. Mr. Ramachandran pleaded for the bringing
together of the old-masters who were still living and gather their
knowledge. He congratulated the Music Academy for the
organisation of the dance class under Srimati Balasaraswathi, the
foremost living exponent of Abhinaya.

Sratis

Sri Balakrishna Buwa Kapileswari of Bombay, pupil of Khan
Saheb Abdul Karim Khan, who was introduced by Mr. C. T.
Srinivasan, then gave a talk and demonstration of Sruti, Swara,
Murchana, Grama and Raga. He gave a historical review of
ancient as well as modern writings on these subjects. His talk
was explained in Tamil by Mr. C. T. Srinivasan and Prof.
Sambamurthi. Referring to his guru’s views on these questions,
Pandit Kapileswari explained and demonstrated the ascertainment
of octaves, the suddha and vikrita swaras, srutis, whose distances,
he held, were flexible according to the Ragas, the murchanas and
the three gramas, the derivation of Ragas and relation of Sruti
and Swara to tempo. He referred also to the views of Venkata-
makin and Somanatha.

Sangita Kalanidhi Mudikondan Venkatarama Aiyar in propos-
ing a vote of thanks to the lecturer paid a tribute to the genius of
Abdul Karim Khan.

THE NINETH DAY
31st December 1954

Teaching of Music - Vielin
When the Experts’ Committee of the Music Academy met this
morning at P.S. High School Hall, Mylapore, Vidwan Chittoor
Subramanya Pillai presiding, Mr. C.S. Ayyar delivered his talk on
the points to be remembered in teaching and learning so far as they
applied to the violin,
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Mr. Ayyar referred to his tuition under late Sangita Kalanidhi
Sabhesa Aiyar and also to his personal investigations in respect of
violin technique, bowing, fingering and the accoustics of the instru-
ment. Mr. Ayyar was introduced to the gathering by Mr. T, V.
Subba Rao who referred to his research in physics of music.

The acme of perfection on the violin, Mr. Ayyar said, was to
produce the human intonation without detriment to its pure tone.
The writing down of kritis in notation with signs for the gamakas
as introduced by Subbarama Dikshitar were helpful after the
student had reached a stage of self-instruction. Pointing out how
science was a great aid in the understanding of the art, Mr. Ayyar
pleaded for scientific research in music which was yet to be under-
taken in any large measure. The lecture was illustrated with
violin demonstration by the speaker.*

Vidwan Chittoor Subramanya Pillai referred in appreciative
terms to the valuable research work by Mr. Ayyar.

Recital by Sri Papanasam Sivan

Vidwan Chittoor Subramanya Pillai next introduced the
musician and composer Sri Papanasam Sivan who gave a recital
assisted by his pupil Sri S. §. Mani and his own daughter
Srimati Neela Ramamurthi. Sri Papanasan Sivan was accompanied
by Sri Kumbakonam G. Srinivasan on violin and Sri Ramnad
Raghavan on mridangam. The recital included his own composi-
tions and a Ragamalika,

Vidwan Chittoor Subramanya Pillai thanked Sri Sivan for his
moving and inspiring recital, the excellence of which had not been
lessened by his failing health.

THE TENTH DAY
1st January 1955
The ten-day session of the Experts’ Committee of the Music
Academy convened in connection with its 28th annual conference,
presided over by Vidwan Chittoor Subramania Pillai concluded
today.
Teaching Methods in Dance
The proceedings of the day began with the second talk on
Dance in the series ‘¢ Teaching Methods in Dance and Music,” by
* This finishes the series of talks on Teaching Methods in Music ; atten~
tion in here invited to Dr. V. Raghavan’s address on the Present Stato of

Music Education in Asia (India) to the Brussels Conference on Music Educa-
tion reproduced in the Academy’s 1953 Conference Souvenir,
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In conclusion Mr. Krishna Aiyar urged the Music Academy to
take a lead in the matter of laying down the principle that ne
Sabha or institution would give a platform to dancer who was not
at least 13 years old and who did not produce the certificate of a
full course of training under an authentic and reputed teacher.
He urged upon the Government also to recognise the Bharatanatya
as the national dance arts, and accord it the status worthy of being
the mother of all other arts.

Mr. T. V. Subba Rao thanked Mr. Krishna Aiyar for the
many practical suggestions he had thrown and hoped mstltuuons
and teachers would avail of them.

Pallavi Demonstration by the President

The President of the Conference, Vidwan Chittoor Subra-
mania Pillai next gave a demonstration of a 16-Kalai pallavi. He
was accompanied by Sri Madras Balakrishna_ Aiyar on violin,
Sri Murugabhoopathi on mridangam and Sri Valdyalmgam Pillai,
son of late Pakkiria Pillai, Konnokkol.

Introducing the demonstration, Vidwan Marungapuri Gopala-
krishna Aiyar gave an account of the Pallavi singing in the past.
‘He referred to some noteworthy names in the field of Pallavi
singing like Shatkala Narasayya of Chittoor district, Virjala
Arunachalam of XKarvetnagar samstanam, Konerirajapuram
Vaidyanatha Aiyar, Puducheri Rangaswami Aiyar and Kanchee-
puram Nayana Pillai. He also mentioned the fresh fillip to laya
given by Pudukottai Mamundaya Pillai, Pudukkottai Dakshina-
murthi Pillai and Mannargudi Pakkiria Pillai. He said that the
President of the Conference, Vidwan Chittoor Subramania Pillai
had always been interested in matters of laya and he hoped that
the earlier demonstration by Mudikondan Venkatarama Aiyar and
the present one by the President would serve to keep alive and
develop further interest in Pallavi.

The pallavi undertaken by the President was ““Vadivelan,
adiyarkkanukoolan, Devakunjari manalan” in Bhairavi, in tisrajati
dhruva, 18-kalais with sama eduppu.

After the performance, Mr. T.V. Subba Rao, thanking the
President for the display, observed that Pallavi was a unique
contribution to music by the Carnatic system.

Sri Mudikondan Venkatarama Aiyar paid a tribute to Chittoor
Subramania Pillai for continued interest in Pallavi and Laya. He
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referred to some more names in this field like Ettaiyapuram
Ramachandra Bhagavatar and his own guru Simizhi Sundaram
Aiyar. Vidwan Venkatarama Aiyar appealed that at least in
nagaswara playing, full scope would be allotted to development of
Pallavi instead of introducing a kntx-dommated programme in
nagaswara recitals.

Concluding Function

The proceedings of the Experts’ Committee meeting came to a
close with the singing of a Tiruppugazh by the President.

Speaking on behalf of the participants in the Conference, Mr.
Alain Danielou gave a review of the various features of the Experts'
Committee meetings during the 28th Conference. He said these
discussions and demonstrations, apart from their having added
pleasure to a large body of listeners here, had a special significance
in the musical history of the country. They showed the great
interest that people here evinced in the preservation and develop-
ment of Indian music, particularly of the South, which once had
spread over the whole of the East.

Mir. Danielou made a specific reference to the series of lectures
on Teaching methods which he thought were most opportune as
there was a crisis in the manner of teaching in the art in India
today. Change of method in the teaching of art could utterly
destroy it. He was reminded of a similar crisis which occurred
some centuries back in the history of European music and the
Conservatoire of Music in Paris was established to save the art,
from falling into wrong methods of cultivation. Music, it was
obvious, could not be taught like other school subjects. The
Conservatoire therefore took it away from school methods, ap-
pointed mastersin the profession themselves as teachers, allowed
them to choose their own qualified pupils, train them in their own
methods without any stipulation of any time or course and avoid-
ing examinations altogether, presented them in a specialists’
competition as ¢ 50 and so musician, student of so and so, master.”
The plan was to safeguard and maintain professional proficiency.
Such methodsand standards would serve as a model in our
attempts -to solve similar teaching problems in the field of Indian
arts today. The Music Academy, Mr. Danielou said, was a unique
body in all India,composed of workers -of both knowledge and
non-sectarian attitude and the next step was to explore how best
to implement the opinions and decisions of the Academy.
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THE SADAS

Mr. M. Patanjali Sastri, Former Chief Justice of India presid-
ing, the Sadas of the 28th Conference of the Madras Music
Academy was held in the evening at the Sundareswarar Hall,
Mylapore. _

 The title of “Sangita Kalanidhi” was conferred on the
President of the year’s Conference, Vidwan Chittoor Subramania
Pillai. The Academy also honoured on the occasion Sri T.K. Sesha
Aiyangar, one of the oldest traditional vidwans, Sri Annaswami
Bhagavatar; a master in Harikatha, Prof. P. Sambamurthi, the
well-known musicologist and Mr. E. Krishna Aiyar, dance and
music critic, by presenting them with Souvenirs.

After prayer by Srimati Rukmini Rajagopalan, Mr. K. Sounda-
rarajan, Secretary convoked the Sadas.

Mr. K. V. Krishnaswami Aiyar, President of the Academy,
garlanded Mr, Patanjali Sastri. .

Sangita Kalanidhi T. V. Subba Rao, welcoming Mr. Patanjali
Sastri and the gathering said that Mr. Patanjali Sastri was a great
scholar, an eminent thinker and a person truly imbued with the
spirit of Indian Culture.

.e-"'/

' Presenting Vidwan Chittoor Subramania Pillai, Sangita Kala-
nidhi Mudikondan Venkatarama Aiyar read the following citation :

THE CITATION

“Born in 1899 in a village in Palamaner taluk, Chittoor Dt.
had his first lessons in music from his own father, the musician
8



54 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoOL. xxVvI

Sri Peranarya ; later became the disciple of the renowned vocalist,
Nayana Pillai of Kanchipuram; has been a leading vocal musician
for over a quarter of a century; has been the Head of the Music
Department of the Annamalai University and connected with the
music boards and committees of the universities and State and
Central Governments ; well-known for his repertoire of Tyagaraja

-~

kritis and mastery of laya.” -~

Mr. Patanjali Sastri then presented the Birudu-patra and the
Insignia to Vidwan Chittoor Subramania Pillai. jf

v

Presenting Vidwan T.X. Sesha Aiyangar, Dr. V. Raghavan
read the following citation :

THE CITATION

‘¢ Born in 1882 at Tirukkurungudi in Tirunelveli district ; had
his gurukulavasa under Namakkal Pallavi Narasimha Aiyangar
from 1891 to 1903 ; and was well-known for neraval and swaram
singing ; had been in close touch with Patnam Subramania Aiyar,
Tiruvayaru Subramania Aiyar and other stalwarts; has a vast
repertoire of padas which he learnt from Padam Xrishnier; one
of the few prachina vidwans fortunately still with us.’
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Dr. Raghavan then introduced Sri Annaswami Bhagavatar

and read the following citation :
THE CITATION

“Born in July 3, 1899 at
Pettai, Tiruchirapalli district;
studied in-the Sanskrit College
at Tiruvayyaru ; studied Sastra
under Sri Bhuvarahavachariar
and Sri Ramasubba Sastrigal of
Mathurai ; underwent training in
Harikatha with the master Tirup-
payanam Panchapagesa Bhaga-
vatar and musical training under
Matirimangalam Natesa Aiyar;
has been in the field of Hari-
katha for the past 33 years; is
noted for his apt use of rakti
ragas and his genial wit and
taste in the discourse.”

Mr, C. K. Venkatanarasimhan next presented Prof. P, Samba-

murthi and read the following citation:
THE CITATION

‘“ Born on February 14, 1901
of Parvati Ammal and Pitchu
Ajyar in a family with musical
affiliations belonging to Tirup-
punturutti, Tanjore district;
learnt instrumental and vocal
music under several teachers
chiefly Manathaitai Doraiswami
Aiyar; graduated in 1922; pas-
sed B.L. in 1926 ; appointed as
first Lecturer in Music in the
Queen Mary’s College; in
1931-32 studied Comparative
Music in the State Academy of
Music and University at Munich,
Germany ; has been the Head of the Department of Ind1a Music,
University of Madras from 1937; author of a number of text
books and editions of compositions and papers; a pioneer in
modern music education and a leading musicologist.”
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Mr. K. Chandrasekharan referred to the noble qualities of
Vidwan Subramania Pillai and his rasikatva. Vidwan Sesha
Aiyangar, he said, was a teacher of teachers and Sri Anpaswami
Bhagavatar’s Harikatha was characterised by suggestive restraint.
Mr. Chandrasekharan also pointed out the contribution to the
field of research made by Prof. Sambamurthi and the valuable
suggestions made by Mr. Krishna Aiyar for the promotion of the
art of dance.

Mr. Alain Danielou complimented the Music Academy on the
way in which they were honouring the musicians. They should be
grateful to the Academy and its inspiring leaders who took so
much pains to bring together all those who believed in the great-
ness and improvement of Indian music.

- President’s Speech

Replying to the felicitations, Sangita Kalanidhi Chittoor
Subramania Pillai said he could hardly find adequate words to
express his sincere thanks to the Academy for the significant
honour it had done to him. Vidwan Sesha Aiyangar said that he
was thankful to the Academy for honouring him. Sri Annaswami
Bhagavatar paying a tribute to the selfless work of the President
and Committee of the Academy, appealed to Vidwans to offer their
unstinted co-operation to it. He was grateful to the Academy
which had already honoured two giants in the field of Harikatha,
Sri Mangudi Chidambara Bhagavatar and Sri Muthia Bhaga-
vatar for chosing him for the special honour this year.
Prof. P. Sambamurthi said that the valuable work of the Academy
was greatly appreciated in other parts of India. Mr, Krishna
Aiyar appealed to the Academy to take effective steps to maintain
the tradition and standard in dance as in the case of music.

Prize Distribution

Sri T. V. Rajagopalan presented the winners in music competi-
tions and the President distributed the prizes to them.

The following is the list of the Competitions, prize-winners
and the Donors of the prizes.
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The President also awarded certificates to the students of the
Teachers’ College of Music, who were introduced by the Honorary
Principal, Mr. T. V. Subba Rao.

The Chairman’s Speech

Mr. Patanjali Sastri, after euologising the services of
Mr. K. V. Krishnaswami Aiyar, the President of the Academy in
the cause of music, said that Vidwan Chittoor Subramania Pillai
was a disciple of the great Nayana Pillai and had undergone
training according to the gurukula system. He congratulated the
Vidwan on his well-merited distinction and also the recipients of
the souvenirs who were well-known for their accomplishments.

Mr. Patanjali Sastri said that in India music had always been
conceived as a means of God-realisation and unless the kritis of
the great composers were rendered in that spirit, one could not
get the full benefit out of them. Today, he found that modern
concerts did not appeal much to the emotional side of the listeners.
They appealed mostly to the intellect. Listeners were called upon
to appreciate the skill, mastery and technique of music. Some
of the musicians, not all, overdid the swaras and sangatis. Such
displays of skill and technique might be exhibited in competitions
of musicians who were to be awarded prizes. But in modern days,
he thought, musical concerts required a greater sense of proportion.
Mr. Patanjali Sastri said that musicians must render the
songs in such a way as to appeal to a common man like him. No
doubt musical concerts without the exhilaration of the swaras and
the nuances of the sangatis would be insipid. He would only plead
for a moderation in the use of these features.

Vote of Thanks

Mr. K. Balasubramania Aiyar in proposing a vote of thanks to
the President, the Sadasyas, donors of medals and the Judges of the
competitions, made a reference to the donation of Rs. 2,500 to the
Academy made by Mr. T, Sadasivam for the presentation of a
Tambura in the name of ¢ Amarar Kalki ” in the competitions in
pieces of Muthu Thandavar, Gopala Krishna Bharati and Aruna-
chala Kavirayar. He also felt why they should not confer the
title of ** Sangita Seva Nidhi ” on the President of the Academy
Mr. K. V. Krishnaswami Aiyar for his meritorious service in the
cause of music.
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BY

Pror. R. SRINIVASAN

Considering musical instruction at what may be called the
College stage there are several categories of imstitutions to be
considered. In the first place there are the ordinary University
institutions teaching music along with other subjects as an optional.
In these institutions emphasis is naturally laid on what may be
called the theoretical and cultural side and only as much practical
work as may be needed to illustrate the theory aspect is done. Then
there are the music Colleges where only music is taught, for exam-
ple, the Madras Central College of Music, the Annamalai University
Music College, the Trivandram Swati Tirunal Academy, the Vizia-
nagaram Music College Here the stress is essentially on the Practi-
cal aspect; though Theory is generally provided for in the
curriculum it has only a secondary place. These institutions may
be expected to train future professional musicians. Then there are
Teachers’ Colleges to train music instructors as in the Music
Academy. The syllabuses and modes of teaching in these institu-
tions differ from what should obtain in the other types of
institutions.

As regards the teaching of Theory we have to recognise the fact
that what now passes for Theory and ‘¢ musicology  contains a lot
of subjects having little bearing on the art of Music. Topics like
personal details regarding great composers, while very interesting and
valuable from the étandpoint of cultural history of the country, have
little or only a remote bearing on the art side of Music ; on the con-
trary, subjects like theory of sound, nature of the microtonic intervals
which form the Life-essence of our music, effect of climatic condi.
tions and other factors on vocal and instrumental music have greag
value even for the practical side, The topics of Musicology which
have to be taken for the different categories of institutions have to
be carefully chosen, having clearly in our mind their objectives.

While every branch of applied knowledge has both the theo-
retical and practical sides (as in Engineering, Medicine and so on)
the relative emphasis varies with these branches. In music these
two aspects, called generally lakshana and lakshya, have their own
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to slow and steady process of assimilating in a natural way the
musical food supplied by such masters. It is desirable to have
separate institutions without the usual hidebound rules and time
tables. I am among those who believe in rules and regulations and
discipline. But there are spheres where these may have to be modi-
fied in larger interests.

People who go to the institutions usually fall under three main
heads. In the first place, there are those who take music as
an optional in the University course in order to have some general
knowledge about it and develop a certain music sensitiveness ; they
are not out to take music as a profession. Then there are those who
want to become professionals. A third category are those who
propose to become music teachers. These three groups need
different types of instruction ; the contents and the course for each
of these have to be carefully decided.

In a paper like this I can only give some general ideas. I would
suggest that a small committee may be constituted to go into this
matter thoroughly and make a comprehensive report.



,,,(ﬁo TEACHING OF MUSIC
BY
T. V. Suesa Rao

If there is one subject more than another which requires direct
personal method of teaching itis indeed Practical Music. Books,
charts, the black-board, printed notation, even recorded music are
no substitute for the living presence of the guru. Subtle nuances
which form the soul of beauty in Karnatic music cannot be imparted
except by the mouth of the master and cannot be grasped except
by the devout ear of the pupil. Nothing can replace the gurukula
system for learning music. It is, however, only in so far as the
gurukula system in the modern conditions of life is difficult of
universal or extensive application, that it becomes necessary to
think of other methods to provide for music education of those who
but for the other methods would have had to forego the benefit of
the highest of all arts.

Even in the modern methods devised it should be remembered
that the essential element of personal instruction so pronounced in
the gurukula system should be preserved to the greatest extent
possible, In the class-room the teacher meets his pupils who learn
as a group and not as individuais, though within the limit of time
available, each pupil may receive individual attention. After
instruction the teacher and the taught unlike in the gurukulavasa
retire to their respective homes. Yet in the limited scope of time
and place the direct personal method is to a fair extent possible,
and the value of the practical lesson is in proportion to the direct
personal instruction.

In the colleges in respect of other common humanities or
sciences the work of the masters in the higher aspects of learning
is mostly confined to the guidance they give to the pupils. The
higher the course of studies the less is the need for lectures. The
scholars study for themselves with the help of the masters. In
practical music proper every svara or syllable is learnt direct

" rom the voice of the guru. In Karnatic music in particular the
expression of raga-bhava depends on the most careful employment
of subtle modification of svaras, delicate gamakas, anusvaras atd
characteristic sancharas. Notes written or spoken cannot by them-
selves suggest a picture of the raga. Only intoned svaras with or
without sahitya syllables can serve to give the raga form. The
flexible living voice has to sing and the ear has to take in the
music. If the constant personal touch of she gurukula system is
not possible in the present set-up of society, still the personal element
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In teaching ragalakshanas the correlation of theory with
practice is even more important. The note content of the raga is
but the bare skeleton. The form of beauty rests upon characteristic
sancharas rich with gamakas which need expression with colourful
intonation. The piece taught in a particular raga has to be
analysed svara by svara, Such of the general lakshanas as apply
to the particular raga have to be described and related to the
relevant sancharas of the raga, Reference should be made to other
well-known compositions for study of similarities and differences
if any with satisfying explanation for the differences. The pre-
dominant rasa of the mode should be discussed first with reference
to its inherent quality and next in relation to the bhava of the
sahitya in- the compositions of the great masters; for rasa
natural to a raga is subject to considerable modification into
different shades by appropriate pada prayogas. No teacherin a
music college can do justice to the subject of ragalakshana
unless he knows a large number of compositions in each of the
major modes. Further he should encourage and help the students
to write an appreciative essay on the bhava, raga and tala aspects of
each of the important compositions taught.

In the effective methods employed in teaching, the importance
of the Varna cannot be exaggerated. It is a type of prabandha
which is peculiar to Karnatic music. The musicians of northern
India are now becoming alive to its merits and are most anxious to
adopt it to their system. The varna is more than a combination of
lakshya and lakshana gita and is the most practical example of
both the aesthetic and technical aspects of the sancharas of raga
embellished by charm of rhythm and melody. Inaddition to the
presentation of a most comprehensive picture of the raga, it serves
as the finest model for svara and pallavi singing. It is sometimes
spoken of as a technical piece serving only for exercise rather
than one to be enjoyed for its melodic beauty. I am afraid it is too
narrow a view to take. I have not known any composition more
surcharged with ragabhava than Viriboni of Adippier or Vanajakshi
of Gopala Iyer. The technical quality does not in the least det-
ract from its high aesthetic appeal. The larger the number of
Varnas learnt, the deeper would be the knowledge both practical
and theoretical. In a professional music college every pada or
kirtana taught in the rakti ragas should be supplemented by a

varna. There is nothing like the varna to furnish an authoritative



PARTS I~ 1V] TEACHING OF MUSIC 79

basis for ragalakshna and sanchara, The kirtana may change by
sangatis. The svaras of the varna are fixed unalterably.

The next subject of importance in teaching music is notation.
No system so far devised can give even a rough picture of the
melody. Subbarama Dikshitar’s system of symbols is perhaps the
most elaborate one. Yet even that system is inadequate to convey
" the music. No song may directly be learnt from notation. One
reason for a certain deterioration of music noticeable at present is
the learning of songs from notation rather than from the guru. Still
it cannot be said that notation bas no use whatever. Every song
properly learnt from a guru may be reduced to notation to serve as a
sort of memorandum to aid the memory. When a song has been
thoroughly mastered as taught by a teacher, a notational rendering
of it would ensure against its being forgotten altogether. A tape
or plate recording would be very satisfactory. Such a device for
pupils would be expensive. Notation is but a cheap though poor
substitute for records. If it is used only to refresh the memory it
may not be harmful.

Notation if it is to serve only the purpose I have indicated and
not to be used for learning music direct should be extremely simple.
Only the plain svaras .with marks for time duration and sthayi
should be written down. The teacher rather than write the nota-
tion himself must induce the pupils to reduce to simple notation the
song that has been taught. Exercises of this kind, subject to correc-
tion by the teacher, would be beneficial in many ways to the pupils
particularly under the teacher’s training. It goes without saying that
the text of the song should be separately written or dictated. It
may be recalled on this occasion that Tyagaraja used to sing to
pairs or groups of disciples who would, after most careful listening,
master the pieces and reduce them to notation and after comparison
correct and rectify the notation which indeed was always extremely
simple. Compositions so rendered into notation have come
down to us and could be seen in the Walaja and Umayalpuram
manuscripts.

For inculcating talagana and svaragana, there is no better way
than varied exercises of the saptalankaras in trikala, with all the
varieties of eduppu and nadai. The classic methodology of
Purandraradas still remains unsurpassed. Exercises in thirty-five
alankaras which is but a jati variation of the suladisapta talas may
also be taught to great advantage. [ have known masters of
instrumental music keep up their daily practice of the alankaras.






THE SCIENCE OF MUSIC 2)

BY

Pror. Vissa Arra Rao

It is commendable that the Music Academy has organised at
this its 28th Conference a series of lectures on the varicus aspects of
the teaching of music at the elementary, secondary and higher stages.
The Academy has been successfully running the Teachers’ College
of Music for over twenty years. 1 remember vividly the enthusiasm
of the Academy at the opening of the College for the improvement
of the theory and practice of Carnatic music.

We are now living in a highly modernised scientific age. There
is a wide awakening in the general public and traditional culture
and art are being re-established on firmer and rational basis. Every
one is interested in music and wants to understand the why of many
of its interesting aspects. This is exactly why the Academy has
been trying to educate the public in the physical aspects of music.
Twenty years back, a lantern-slide lecture on the flute—its history,
construction and theory—was organised by the Academy on the
opening day of the annual conference. It aroused great interest and
it was a good beginning. It could have been continued with great
benefit. Further the Academy had taken steps to include acoustics
in the syllabus of the course of studies in music prescribed for the
various examinations. Acoustics is the science of sound and is
essential for the clearer grasp of the fundamentals of music.

I have some experience in delivering a course of lectures to a
few of the batches of the students of the Teachers® College of Music
on the fundamentals of the science of music. I find from the
current syllabus that the course in acoustics has been recently cut
down. I am afraid that it is a step in the wrong direction. On the
other hand the course has to be widened so that students may
derive more benefit.

There are certain difficulties, no doubt, in the satisfactory
organisation of the teaching of the science of music. We have
to find, as in all the activities of life, proper persons for the teaching
and they are not easily available. Acoustics teaching is an innova-
tion introduced by the Academy and the Academy has therefore to
take steps to secure the proper teachers by giving them proper
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training. From personal experience I found that I was able to teach
the physics of music and to handle the apparatus and demonstrate
the various principles involved. But, I found, that was not all.
The application of these principles to subtleties of Carnatic music
requires a very good training and knowledge in music which I was
lacking in. A discerning musician and an experimental physicist
must be therefore combined in one. If such a person is on the staff
of the College I am quite sure that the scientific understanding of
the various aspects of our music will be broader and deeper and
wonderful results can be achieved. A good scientific equipment and
a laboratory to work in are the essential requisites for such a set-up.
The present equipment is very inadequate. To mention only
one important requirement, we want large-sized tuning forks tuned
to the important srutis in an octave, at least twelve of them to start
with.

I will now be a little more concrete in my treatment of the topic
and try to explain some fundamentals of the science of music.
Sounds that are pleasing to the ear are musical sounds. They have
three fundamental properties—amplitude, frequency and timbre.
Amplitute determines loudness, frequency determines pitch and
timbre determines the character of the sound. Let us consider the
vibrating string on the vina. The string vibrates in the form of a
spindle. The width of the spindle is maximum at the middle and
narrows down to zero towards the ends. The loudness depends on
the displacement of the string at the middle point from its undistur-
bed position and this displacement is called amplitude.

Further the string vibrates to and fro, a number of times
in every second. If it vibrates say 100 times per second 100 is said
to be the frequencys As this frequency rises to 200, i.e., to twice
the original value it is said to rise through an octave or a sthayi.
The ear recognises in each octave a maximum number of 22 srutis or
pleasing notes. The relation or ratio of the frequency numbers
of these notes is called the interval. The best and the most pleasing
among the musical intervals are as we all know sa to sa| sato
higher sa | sa to pa}and sa to ma|. These can be pressed as
ratios or intervals thus—1:1|1:2|2:3 [and 3: 4 respectively.
It is significant that harmonious blending of two notes which
is a measure of the pleasing sensation is maximum in 1 : 1 called
complete unison and slowly goes down from 1:2 to 2:3 to
3:4. Ratios 4:5 and 5:6 are also pleasing intervals and
are called antara and sadharana gandharams. It may be added that
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is great. Tt is said to be a rich note, rich in harmonics.  This rich-
ness determines the quality of the note, its character or timbre.
Individual voices have their characteristic timbre and are thus
identified or distinguished.

How this character or timbre is brought about in a musical
sound requires further examination. A string stretched between two
vertical rods fixed perpendicular to the ground does not emit
an audible sound. But if it is mounted on a sounding board as is
the case in a tambura, vina, etc., and sounded we hear a plea-
sant audible note. How did this happen ? The sounding board
which encloses a volume of air is set in motion by the vibrating
string and the sounding board vibrates in symphony and emits the
same note—which is much louder due to the largeness of its
size. The sounding board responds to a number of frequencies
which correspond to the frequencies which it will emit when sounded
by itself. So it will pick out from the complex note of the vibrating
string frequencies natural to it and makes them audible. So by
picking up and reinforcing only the harmonics of the vibrating
string leaving out its inharmonic frequencies the sound heard
is rendered richer or better in quality or timbre through the interven-
tion of the sounding board. This process is a complex phenomenon
and depends on various factors, the thickness of the wood, the
seasoning and age of the wood, the nature of the surface, the nature
of the wood itself and the form given to the resonating volume of
air, This applies with maximum effect to the violin and in
less degrees to the vina and tambura.

Apgain the correct adjustment of the jivali in a tambura and
vina has a similar significance in reinforcing the harmonic notes and
suppressing the inharmonic overtones. I am unable to put before
you all the details involved in these phenomena as it would
be possible only with the help of patient and accurate demons-
trations with appropriate apparatus.

I will now illustrate this principle of sympathetic vibrations by
applying it to the human voice. The vocal chords vibrate and give
out complex notes with different fundamentals depending on
their tension and the forcing of the air through the slit between
them. As already stated this sound is inaudible by itself and it is
the sympathetic vibration of the cavities surrounding the vocal chords
that is responsible for the sound we hear. These are the wind pipes
stretching down to the diaphragm, the throat, the mouth, the nasal
cavity, etc. The low frequency notes are reinforced by the large
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volume of air in the wind pipe and the higher notes by the throat,
the mouth and the nasal cavities; the volume of these cavities is
being suitably adjusted by our effort. Three octaves is the maxi-
mum range of musical sounds, with different air cavities reinforcing
different sounds.

An example will make the point clearer. The lowest of the
sounds corresponds to a and, the middle frequencies are charac-
terised by the sound @ and the higher notes are illustrated by the
sound m, So this 4, %, m among themselves, symbolise or
represent the range of musical sounds. I believe this is one
way of understanding the significance of the serried sound OM
akara ukara makara iti When OM is uttered the whole system
of cavities in the body and many physiological and psycho-
logical processes are set in action. In this way it is
possible perhaps to conduct research to understand the
significance and efficiency of a number of sounds of this
category called Bijaksharas. But such a study can be effectively
made only with the help of costly and intricate equipment like
an oscillograph. Such an equipment will help us to do research along
many lines — for example — the individuality of a swara in a raga,
how it changes in the same raga in arohana and avarohana,
in combination with different groups of swaras of the raga, in
gamakas, etc., these can be determined. Again the different varieties
of any swara, say antara gandhara 5/4 which are used in our ragas,
can be analysed and the secret of their individuality can be under-
stood. Further there is a particular method of uttering a particular
swara in any raga and it entails what is ordinarily called the
accompaniment of quarter tones or anuswaras. The nature and
number of these anuswaras can be correctly and objectively
estimated without any reference to subjective judgment. I have just
mentioned a few examples and there are more. Many more
very interesting features can be visualised by vidwans and they can
have the benefit of the analysis of a scieniific investigation to make
clear the mystic value of these subtle points of our music. Research
in this field has to be undertaken if the sphere of knowledge has to
be enlarged. The Music Academy, with the help and appreciation
of the Government, must take the lead. I hope that the manage-
ment of the Academy fully appreciates the importance of this line of
activity of understanding the physical significance of music. Some-
time back it was resolved that a tape recording instrument be
bought and records of the fast dying tradition of music be made. I

12
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TEACHING OF THE VIOLIN AND ITS SCIENCE

BY

Sr1 C.S. Avvar

The previous speakers in the series of talks, i.e., Vidvans and
teachers have dealt with this subject on ¢ Methods of teaching—
vocal and veena.’” Today my object is to present to you my
experience as a student {ur@pésar) of violin, under the individual
tuition of the late Vidvan Sabhesa Ayyar. I have had no pupils.
Yet I propose to talk on the subject on the methods to be
adopted by the young student who should approach the art of
music in a scientific spirit and with an analytical mind,
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“ The data which are ecmbodied in fig. 38 enable us to
analyse the motion of the string into its constituent harmonics,
Helmholtz showed that the strengths of the various harmonics
must always be in the ratio of 1: 1.1 ./ etc. whatever the
point at which the string is bowed.

* This assumes that the string is bowed in a direction which is
strictly at right angles to its length. Bowing in any other direc-
tion sets up longitudinal vibrations, and these make themselves
heard in the agonising squeaks and scratches which characterise
the efforts of the beginner.,” This is the distress of a violinist
whose aim in art is high.
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The acme of perfection is to produce the human intonation
on the violin without detriment of its pure tonc. The teaching
methods should be such that the repertoire of the violinists should
be ever increasing, without sitting at the feet of the master. The
means for self-instruction should be made available by writing
down the notation of kritis with the gamaka signs introduced by
Subbarama Dikshitar. The students should be taught the exact
meaning and the actual extent of the gamakas so that all classical
pieces could be available for the benefit of the instrumentalists,

Science is a great help in the understanding of art, and so
research work in the scientific manner has yet to be undertaken
in a large measure to conserve our art. Ragas Suruti and
Madhyamavati air@l 5.5 w9583 per.
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PHILOSOPHY OF MUSIC

{Continued from the previous Volume)

BY
RosinprALAL Roy \ \ 3
Santiniketan

Music and Verbal Mind

Our ways of thinking necessarily depend upon the symbols or
instruments of thought and in ordinary life our experiences are
described through the medium of words. Thus it would not be
wrong to observe, as some psychologists do, that when we think we
really talk inwardly. Such an observation also implies that
experiences are symbolically transferred from other senses to our
organs of hearing and speech.

It is not generally noticed however that there is a kind of
thought which may be entirely musical ; and musical minded people
would probably agree that there are times when musical tunes may
entirely displace verbal thought. So also there are purely visual
thoughts consisting of visual images only and yet may inspire tunes,
songs and poems ot pictures, There are similar thoughts that may
be stimulated by taste and smeil which often stir up old memories
of entire situations with visual associations as much as do the
musical tunes and verbal poems. This is another confirmation of
the thesis presentcd before that sensations and tioughts are
mutually linked or barmoniscd through a common medium which
we have called Duration (Mdatra).

In music we arc mainly concerned with Musical and Verbal
thought which combine to create the song. The word Sama
is composed of Si (Vak) and Ama {Swara) or Prina. The nusical
notes were called Yama. The aksharas (syllables) were called Yoni
(the female principle). In our conception of Sound (Nida) we have
again the same combination of Na (Prina) and Da (Agai) which is
the same as Vik in the Upanishads. In musical theory the words
Dhatu (metal or the seed) and Mitu (the womb or mould) respec-
tively refer to the Tune and Syllables. It follows thus that the
musical tonzs aad the syllables of words form a couple {Mithuna)
and music was originally a sublimated form of sex-play free from
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social inhibitions—a consideration of the utmost importance from
the point of view of individual and social psychology, as we shall
presently see.

Both musical sounds and words are created by the combination
of pitches or durations of sound-periods. But generally speaking
the musical sounds are harmonically related in simple multiples,
while the more non-harmonic relations belong to complex numerical
relationships. Thus notes a fifth apart are more musically related
than notes a third apart. Even a voice fixed to a fundamental note
may have harmonic overtones and sound more musical than another
voice whose overtones are not harmonic and thus having a verbal
or unmusical effect. Similarly again notes of such scales where
semitones exist more frequently are nearer the verbal thoughts and
emotions that we ordinarily nhame as sorrow, fear, etc.—the pessi-
mistic thoughts so to speak. The more harmonically related notes
on the contrary create a brighter and more joyful atmosphere.
Between the pure harmony of the octaves and the poignant dishar-
mony of the microtones we have the various shades of musical

experience combining the two fundamental emotions of joy and
fear.

In our psycho-somatic life however sex-relation has both the
elements of joy and fear in varying proportions. Verbal thought
associated with development of language according to our traditional
psychological theory, is bound up with the sexual energy (Apana-
Vak-Agni-Prthivi-Anna). This theory is confirmed by the fact that
language has developed largely through the needs of sex-life. Thus
Freud :

‘ An important clue in this connection has recently been given
to us in the view expressed by a philologist (H. Sperber of Upsala
who works independently of psycho-analysis) that sexual needs have
had the largest share in the origin and development of language.
He says that the first sounds uttered were a means of communica-
tion, and of summoning the sexuval partner and that in order and
that in the later development the elements of speech were used as
accompaniment to the different kinds of work carried on by the
primitive man. This work was performed by associated efforts, to
the sound of rhythmically repeated uiterances the effect of which
was to transfer a sexual interest in the work. Primitive man thus
made his work agrecable, so to speak, by treating it as the equiva-
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combining of two sounds into a single word and the use of four

different ‘tones’ in which these syllables may be spoken. For

purposes of our comparison a still more interesting fact is that this
language is practically without grammar ; it is impossible to say of

any one-syllabled word whether it is a noun, a verb or an adjective

and further there are no inflections to show gender, number, case,

tense or mood. The language consists, as we may say, of the raw

materials only ; just as our thought-language is resolved into its

raw material by the dream-work omitting to express the relations

in it.”

The tone which is the musical extension of speech is perhaps
always a most important factor that expresses the meaning and
importance of the objects indicated and their relationship. In
written language the tone is always missing and has to be irhagined
and gradually the imagination refuses to bear the strain till we
develop a separate set of visual associations created in the imagina-
tion entirely divorced from tone and rhythm. Hence the modern
mind habituated to printed literature develops a sort of circumscribed
imagination that may stir up visual images only either in phantasies
or in dreams. Hence it is peculiarly true for the modern mind that
dreams are mainly visual ; sounds or music seldom occur in them
except perhaps in the case of musicians whose imagination rejects
the visual and dwells in the tonal regions of the mind. In ordinary
life tonal imagination or musical experience associated with syllables
becoming more and more scarce, the demands of sex have been
localised in our acquired visual habits : perhaps the most important
reason why sexual desires find a perverted satisfaction in skoptophilia
(gazing mania) and similar visual perversions while actual
sexual potency is in inverse proportion to the wishes or desires,
The movies exploit and accelerate this degeneration though its cause
is more deep-seated in our social Jife.

According to Freud the conflict between Ego and Libido is the
basic cause of individual neurosis. When the energy of the libido is
no longer available for the Ego which is able to sublimate it for
social purpose the libido rejects reality and finds satisfaction in
phantasy. And art is the only path through which the artist finds a
way back from phantasy to reality. There is certainly a great
amount of truth in it for the artist is able to incorporate
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roughly to the Arabic Magam Hijaz. It may therefore be established
that the mode employed in this particular section of the Midnight
Mass (preceding Kyrie Elejson) is similar to the mode used by
Buropean Jewry in prayersong, which in turn is similar to the
Arabic Maqam Hijaz. Futhermore the cantor and choir, the respon-
sorial singing, the cantorial solo and even the *“ drone” common to
both Synagogue and Church may be explained as an attempt of
both institutions to imitate and to approximate the form of singing
at the Temple of Jerusalem before its destruction.

Tt seems obvious that the Near Eastern Church and Eastern
European Synagogue have drawn their modes from the same source,
namely the Near Eastern folksong. No influence of Synagogue
upon Church was necessary ; they arrived at the same results inde-
pendently. But how is it, that the Near Eastern Synagogue does
not make use of the enlarged second in its liturgies ?* In all other
musical features as coloratura, trills, sequences, modern free rhythms
and ‘microtones it is a true child of the Near East. Only the
augmented second is missing. Why does the Near Eastern liturgical
song of the Jews avoid the augmented second? Since ancient times
the fugmented second was associated with the Aulos, a shrill pipe,
employed in pagan worship. It may therefore be possible that
augmented seconds together with the Aulos were banned from the
Temple and remained banned from the Synagogue in the Near East
even after the destruction of the Temple.

But why then are Eastern European Jews so fond of the aug-
mented second ? Perhaps the answer is as follows: while in the
country of their origin, the Jews rejected the augmented second
because of its association with the originally pagan worship
and orgiastic practices; later, when in Europe, the Jews were
clinging desperately to their ancient traditions, and in fear to lose
their oriental heritage were nostalgic for everything that might
remind them of their homeland. They now absorbed willingly all
musical features reminding them of their country of
origin, including the augmented second, which came to them via
the folksong of Greece, Turkey, the Ukraine, Rumania etc., and
whose former function they had forgotten.

*  With the exception of the Synagogue in Egypt and Syria, where some
portions of the Bible (Parasha & Qedusha for Musaf) are said in Hijaz.
18
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In the above article I have chosen the few examples with a
view to elements of commonness, which might be used as steps
in.tracing back to a common musical heritage :

(1) the possible common basis of all Jewish cantillation
(Bxample : Samaritan priestly reading of the
Pentateuch).

(2) the traditionalism of ‘the Yemenite Jews '(Aramaic
Targum-translation) which expresses itself in their

music as well.
(Example : cantillation of the Pentateuch)

(3) the possible use of early harmony in Temple times as
preserved in Yemenite prayer.
(Example : Song of the Sea).

{4) common musical patterns existing in isolated Jewish
communities as revealed by a comparison of Samari-
tan, Kurdish and ‘Yemenite liturgies,

(Example : Kurdish Decalogue),

(5) a tradition almost universal among Jews.
(Persian reading of the Book of Esther).

'(6) common Near Eastern elements as preserved by
Synagogue and Church independently.
(Example : Midnight Mass of Syrian Church).
From the examples cited above and the partial analyses, one
readily sees how many gaps there are in our knowledge of Near
Eastern Jewish liturgical music.  The only hope to fill these gaps
would be more and more examples, hoping, that by mere volume it
will be our luck to find the missing links upon which the solution
of many puzzles confronting us at present depends. Obviously a
great deal of recording still lies ahead of us. It is a long range
project to collect, transcribe, analyze and compare all Jewish
musical material available. Knowledge of African, Arabian, Persian,
Turkish and Central Asiatic music is necessary to determine
influences - and origins, parallel developments or diffusion. The
process of Jewish musicological research is slow and painstaking.
On the other hand it is of utmost urgency at least to collect the
musical material which exists in oral tradition only. If not done
quickly, it will be lost for ever, since all Jewish communities are
uprooted and -subject to complete assimilation and integration in
the melting pot of Israel. The pity then will be that not only shall
we lose the opportunity of preserving the immediate past of all
ethnic groups, but we shall never again have the opportunity
of tracing what is common to all of us and thus reconstructing our
miusical heritage from Temple times,



" SRI MUTTUSVAMI DIKSHITAR ,a)
- Dr. V. RAGHAVAN

In a song- on' Alahar, the Lord of Beauty, Dikshitar stated
the goal in.a compendious form as the transcendence of vulga- "'
rity—QIHGAaWa. The great Tyagaraja held before us two
types of musicians and music-enjoyers, the one who while being
in it all the time is yet insensate to its greatness and the other
who knows its essence and revels and forgets himself'in it.. The
first he. compares to the toad and the crane which stand-all the
time by the side of the lotus of that supreme ineffable bliss-
QAR mgﬁ ﬂ‘ﬂiﬁﬂﬂ - and the other he exemplified in the
personality of that promulgator of the path of Nada-Bhajina,
Narada, ‘whom he describes as the bee drunk with the
honey in the lotus of Nada, and humming: MI
In Alankara Sastra too the distinction is made between
true Rasa and its semblance or degradation, Rasabhasa,
a- distinction essentially of culture. While Sringara as
a fact of human relation is common with the rustic, the
aboriginal and the animal, it is the higher consciousness
and refinement that make it, as a Rasa, the lustrous thing it
is, Sucki and Ujjvala. A higher realisation, a heightened attitude,
a larger background, is therefore called for if art, and music
especially, is to be allowed to exert on us all that profound
influence it is capable of. Such an appreciation is, like taste, a
gift. No greater proof of this is needed than the extra-personality
of our great music-masters, a full understanding of whose
title to a _place of immortality in the history of our
culture calls for a wide study of the varied aspects of their
mind and contribution.  Negatively, the same is also proved
by the fact that there have been and there are numerous
composers, whose industry has been interned -in manuscripts.
This is not something that we assume, but is patent in the
very life that the greater composers led and the Jegacy
they left. If we call attention to their learning, if we analyse the
strands that composed their thought, if we emphasise the role
that the art played for them, we are only saying something not
only not extraneous to their compositions, but is borne out by
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FEAGTIT W JRREwOW (Saranga). Look at his faith
and affirmation in the Rudrapriya song :

“ [ am Tyagaraja’s devotee; therefore though I know but
little, I am really omniscient.”

IORD qw T—R)
frflaeatserarse adw amfw

The Advaita-bhavana with which he worshipped is emphati-
cally stated by him in two pieces on Guru-guha: In the Maya-
_mailavagaula song he says * Always worship with the conviction * I
am Guha, the Teacher, the embodiment of Knowledge and Bliss” :
- , Sﬁﬁlﬁ oA E& $X 1 And in the Purvi song,
Sri-guru-guhasya ddso’ham * he declares ¢ * [ am the servant of Sri-

Guru-guha ; nay, I am that Guru-guba Himself, the embodiment of

knowledge.”
ST EsE—A A
Rrggrege TRl

Let Sri Dikshitar reign in our bearts as that Jnana.Skanda and
Guru-guha Himself !



AHY IS THE MRIDANGA SO-CALLED?
By
Dr, V. Ragh'avan

In volume XXIV of this Journal, pp. 135-6, I showed why the
Mrid-anga was so called, i.e. * one having mud as its characteristic
ingredient > and where exactly on the drum was the mud applied.
I quoted from Bharata’s Natya S3stra to show that fine dark mud
from the water-brink of rivers was applied on the face of the
Mridanga.

Now this is also corroborated by the Tamil epie $ﬂappat1-
karam, which as is well known, contains much valuable data on
-music and dance. Inbook 28, Nadukar-Kadai, on the consecra-
tion of the idol of the deified chaste. wife, (Pattini-k-kadavul), in
the preliminaries preceding the dance of the Chakyar from
Paraiyur, vocal and instrumental music are described ; and here,
line §5 speaks of the drum, muzhaou (muraja or murava in Sanskrit)
as smeared with mud : Man kanai muzhavum D&% (LPLP@YLD)-

It is well-known that in the realms of music and dance, the
whole of South-East Asia was extensively influenced by and
indebted to India. On the question on hand viz. the drum and the
use of mud to give its face the proper tone, there is surprising
information from Burma. Mr. R. Talbot Kelly says in his book
Burma * (p. 65) while describing the national play of Burma called
the « pwes » :

¢ Next to the stage were the musicians, eight in number, now
busy tuning up. The instruments used are peculiar and deserve
description.  First is the ““sine”, a circular “tub > with
perforated and carved sides, round the inside of which are suspen-
ded on strings two octaves of drums, or tom-toms, covered with
‘black goat-skin. These are tuned by clay being squsezed on to ithe
skin until the right pitch is reached. The skilful manner in which
the opevatoy mamages the clay §s intevesting to walsh, and it forms a
pretty pattern in white upon the dark skin. These drums are
called “ pationgyi >’ and are played with the flat of the fingers, the
musician sitting in the middle of the ring.”

1. A. & C. Black Ltd., London, 1933, revised illustrated
edition.
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2. Modern song ¢pmposed for the Radio.
52 Ma Ma Pi —Ma Dha Pi— Sa Ma Ma Pa—Ma Dhi Dha 81—
Dhz Pa Ma Dha Pa.—(Magor Tonss)

3. Prayer in front of the Buffalo-pen.

Nee Ga sa Sa—Ga 93 83 Sﬁ—-—(Major Tones)

4. 5a; Sa Ga Ga Ma ; Ma Dha Dha Mai—GaM

Ga Ga Sa.—(Marriage) (all ﬁlﬂﬁ' Tonss) .

5. Prayer :
Nee Nee Sa; Sa Ree M @i 88 —( ch’r Tones)

6. Ladies’ song in the 7th month of pregosncy.
Sa ; Gi Ree 5a; ~Ree ; Gi Ma Ga o; me —(Major Tonss)
7. Lullabxes

(i) Nee; Nee; Sa Gi Ree Ga 84, --m Ree Gi S3 Sa
Pa Nee Dha Nee Dha !gia ]jlec Dha Nee Sa

Q\
m

3 8 8 R
(ii) Dha Sa Sa Ma Ga Pa Ma Ga Ma Ga Ga Pa Ma

'Ga Ma .Ga—(Major Tones)

Love Somg '

8. Dha Sa——-Sa Ma Ga Ma Pa Ma Ma-—-Ga Ma:Ma Pa M3 Ma
Dha Sa Sa Ma Ga Ga Dha Sa—(Ga and Ma flat)

9..0n going to thc temple.

Dha Dha Sa Sa Ga Ma Mz, Ma Pa Ma Pa Ma Ma, Ga Ga Sa

Ma Ga Ma Sa Sa Dha DhaSa Sa Sa Ma Ga Ma Ga Sa,
~—(Ga and Ma flut)
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particularly criticised in this -connection. - - The author -postulates
84 melas, which comprise the 72 of Venkatamakhin and in addition
12 combinations containing:both the wvarieties of Madhyama, a
class not. recognised by him. Of these ‘the ‘one mela: which
contains all, Suddhasvaras and 31 .others  which contain-Vikrita
Svaras' but not both -the varieties of any one svara, are called
Mukhyamelas, and the remaining 52 which contain both "the
varieties of one.or more svaras, are called Sankirnamelas..: The
arrangement and nomenclature of these melas are also different
from Venkatamakhin’s, The mela having all the svaras suddha is
the first. Then come the five melas which have one svara vikrita,
in the order Ri, Ga, Ma, Dha, Ni, then the ten melas having two
vikrita svaras and so on and finally the thirty-second.in which all
the five variable svaras are: vikritas. Among the Sankirnamelas
the first 40, that is 33-72, are those having only one svara Sankirna
given in the order of the svaras. Thus melas 33-40 have Ri
sankirna, 41-48 Ga sankirna etc. The rest, that is melas 73-84,

are those having two svaras sankirna.

In naming the melas also a new method is adopted.' The letters
of the names indicate the numbers of the Vikrita Svaras in Kaia-
payads notation. For instance, the first mela is named ¢ juana ’ in
which both the syllables denote cipher and so no Svara is vikrita in
it, It corresponds to the Hanumatodi of Venkatamakhin’s system.
The 29th mela is named ¢ Ragotiamsa’ (2, 3,6, 7) indicating that
Ri, Ga, Dha, Ni are vikritas. It corresponds to the mela now calied
Dhirasankarabbarana. All the. Sankirnamelas begin with the
syllable ¢ Sam ’,, The second syllable in ekssankirna melas and the
third also in dvisankirna melas indicate the Sankirna Svaras in the
mela, and further syllables, if any, indicate the vikrita Svaras. . For
example, the 60th mela is named ¢ Samiwlabha’. Here * tu® (=6)
shows the Sixth Svara Dha is Sankirna and “la’ (=3) ‘bha’ (= 4)
show that Ga and Ma are vikrita, The 76th mela is ¢ Samprasabha ’
showing that Ri (Pra=2) and Ni (Sa=7) are Sankirna and Ma
(Bha=4) is Vikrita. No method for finding out from the name of
a Sankirnamela whether it is ekasankirna or dvisankirna is given
though one would wish some verbal device adopted for this also, as
otherwise a name like ¢ Sampratijna ° meant to show that Ri'and
Dha are Sankirna, can as well be taken to mean that Ri is Sankirna
and Dha is vikrita, unless. one also knows what melas ‘are
ckasankirna and what dvisankirna. TIPS S PR A
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autlm has the notes Sa.Riz. Ma; May: Pe Dbay Niy wltether
Ma,).is: pronounced #s. Ma or Ga. This means that Suddha
madhyama should. regularly occur both in arobana: and. avarohiana
and that there i3 no Gandhasa in.the raga.: This is apainst
practice because Ma, i3 not regular in this raga:since it occurs only
_in the characteristic prayoga Ri Ga Ma Ri Sa, and Ga,, -though
not an amsasvara, occurs frequently enough.  Hence it is that the
earlier writers give Saranga as a janya of Mechakalyam mela and
considér it a Bhashangaraga with the anyasvara Ma; occuring in
certain Sancharas alone. The form given to this raga, by this
author therefore, would depnve it of its characteristic colour. It
also seems rather strange that while for Saranga a separate mela is
devised, another similar faga Yamuna-Kalyani, i in which also both
the varieties of Ma occur, i3 given as coming under the mela
Ragavatamsa of which Kalyani is the ragangaraga,. .and no mention
is made of the Suddhamadhyama prayoga at all.

Some of the ragalakshanas here are found to be at variance
with those found in current practice. For instance, the arohana—
avarohana of Sahana is Sa Ri Ga MaPa Dha Ni Sa—Sa Ni Sa Dhsa
Pa Ma Ga Ma Ri Sa and not Sa Ri Ga Ma Pa Ma Dha Ni Sa—Sa
Ni Dha Pa Ma Ga Ma Ri Ga Ri Sa. The arohana of Anandabhaij-
ravi is Sa Ga Ma Pa Ni Dha Ni Sa and that of Balahari Sa Ri Ga
Ma Ga Pa Dha Sa and not Sa Ga Ri Ga Ma Pa Dha Pa Sa and
Sa Ri Ga Pa Dha Sa respectively. Kannada, given as identical with
Kanada, is peither the Kannada we know as the janya of Dhira-
sankarabbharana nor Kanada the janya of Kharaharapriya, but a
krama-Sampurna raga havingthe same svarasas of Harikamboji ;
so too Khamas. The special and characteristic prayogas in the
ragas are but rarely indicated. Some well-known ragas like Hamir-
kalyani, Andolika (Mayuradhvani), Garudadhvani, Jayamanohari,
Nalinakanti, Hamsinandi etc., are not mentioned while a good
number of obscure ragas are given.

Melas and ragas are arranged in charts and talas are illustrated
with diagrams. One would wish the author had given illustra-’
tions of the different types of musical composition in South India
ani given also an account of the musical instruments other than
Vina as well, even if he had omiuted the description of the
numerous obsolete prabandhas and the elaborate account of the
construction of the Vina, -
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Some. mames ' &re’ Sgnskritided. . Thus Varisai ‘is Parichays,
Tirupa is Trirupa, Chapu is Chapa, Kunnjn is Kurangi, and Durbar
is Durvara, But some names which are now in vogue in their

Sanskritised forms are refained in ‘their original form. ' Thus
Yadukulakamboji is glven as: Erukalakambcjl. oo

Sti Attoor Krishna Pisharati is well-known as a great scholar
who has enriched Malayalam literature by the editions of several old
and rare classics and by his numerous othe: pubhcatxons of abiding
value. It is gratifying to note that this octogenarian votary of the
Muse has now. brought out this large and substantial volume on- the
science of music embodying his profound knowledge of the art,
which he has been cultivating as a hobby, and expounding the
subject in a clear and critical manner. He has made a_ careful
study of almost all the authoritative Sanskrit-treatises on music.
from Bharata’s Natyasastra to Govinda’s Sangrahachudamam and
these are frequently quoted and their views explained. In general
he agrees with the ancient authorities like Bharata, Matanga and
Narada and criticises Sarngadeva, Ramamatya and Venkatamakhin,
We disagree with him on some of his views, but at the same time
we appreciate the fund of material he has presented in the treatise.
The work deserves to be read more widely than the language in
which it is written would render it possible.

The book is neatly printed and nicely got up, It is published
as the Sri Swati Tirunal Centenary Commemoration Volume and
the photoprint of a rare portrait of the royal composer in temple
dress is given as frontispiece. Considering the size and worth of
the book, the price should be deemed very moderate.

. S. VenkiTasusraMoNiA IYER

Sapkaradeva and His Predecessors By Mr. Maheswar Neog of
the Gauhati University. Lawyer’s Bookstall, Gauhati. Rs. 5. _

The history of Assamese literature, devotional movement,
music and dance-drama are bound up with the rise of the personality .
of Sankaradeva, An account of the life and work of Sankaradeva
is therefore welcome and the duthor of the present account needs
no introduction to the readers of this Journal to whose pages he has
already made noteworthy contribution. The subject matter of the
present book, namely Sankaradeva and his contribution, is also
something with which readers of our Journal are familar, as atten-
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tion to it has already been drawn by papers pubhshed in the
pages of this journal.

Mr. Neog’s account of Sankaradeva is in two parts. In the
first part he gives a comprehensive survey of Assamese literature
before Sankaradeva and in the second, a description of the produc-
tions of Sankaradeva. Sankaradeva’s work marks a fresh impetus
to Vaishnavism, but even before his time, writers had adapted in
Assamese the Ramayana and episodes from the Bhagavatd, and there
was already in vogue the choral songstype called Oja-pali in which
whole puranic themes were composed in songs set to ragas, intended
to be sung by a group of singers, led by the chief called Ojs
(Upadhyaya).,

Sankaradeva (1449-1568), born in a ruling family, renounced
life, went to Puri and returned with a copy of the Bhagavata Purana
and a heart possessed with a zeal to propagate the love of Krishna
all over Assam. In the wake of this new Vaishnavite enthusiasm,
there was a literary and artistic renaissance which was fostezed by
a network of Vaishnavite monasteries called Sativas and Bhajan-
houses called Nam-ghars. The works of Sankaradeva could be
classified into three kinds: devotional poems which are adap-
tations of epic and puranic episodes, treatises on devotion and
compositions which are in the form of song and drama. In the last
category are Kirtana-ghoshas which are devotional songs with
refrains, and ankas or natas, i.e. plays on devotional themes
ntended to be sung, danced and gesticulated.

Mr. Neog has prefixed a short biography of Sankaradeva to
this account of the contribution of Sankaradeva to and the place he
occupies in the history of Assamese literature. Students of the
history of devotional movements in the dlﬁ’erent parts of India,
with which the arts of music and dance are inseparably bound,
would feel grateful to the author for this publication.

V. RAGHAVAN

Ethno-Musicology, By Jaap Kunst. Martinus Nijhoff,
The Hague, Holland. 1955.

Ethno-musicology is the comparative study of the music of
different countries and peoples in their historical settings and their
inter-relations. This is as yet an infant science but extremely
fascinating.
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The author Jaap Kunst who is Curator of the section on
Cultural and Physical Anthropology of the Royal Tropical Insti-
tute, Amsterdam, and Lecturer on Ethno-musicology in the local
University, is known to us as the author of the exhaustive study in
two volumes of the music of Java. During his European tour, the
present reviewer met him more than once, saw his work and
materials and listened to his expositions of Indonesian music more
than once.

The present book of his is in four parts : First there is a pre.
paratory essay on the scope of ethno-musicological study, of the
tone-structures of different musical systems and of the instruments
of different nations ; the section includes a survey of recorded
material available in different western centres to help this study of
the music of different nations. Then follows a substantial part
of the book in the form of a detailed bibliography, to which the
present reviewer has coatributed many annotated titles from India.
The bibliography runs to nearly 2000 entries. In the third section,
there are besides photographs of some noted western musicologists,
reproductions of pictures and drawings relating to the music and
musical instruments of different peoples. The last section provides
three classified indices.

There is also the Society for Ethno-Musicology of U. S. which
issues periodical newsletters carrying current bibliographical and
other information,

India affords a wealth of material for the growth of this branch
of musicology and with all the facilities available today for record-
ing and reproduction, it should be possible for institutions and
individuals working in this country to launch upon extensive field-
work in music and dance. The findings will throw up valuable
data which may light up many a dark corner in the history

of our music.
V. RAGHAVAN

The Bihar Theatre, Bihar Academy of Dance, Drama and
Music, Sinha Library Road, Patna. Rs. 5/- per year.

We have great pleasure in welcoming this Journal published
by the Bikar State Academy of Dance, Drama and Music. It owes its
inception to the enthusiasm of Mr. J. C. Mathur, its Hony. Editor,
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who was formerly Education Secretary of the State and is now
Director-General of the A.L.R., New Delhi. The Journal carries
contributions in both Bnglish and Hindi. It is desirable that among
the periodicals that have newly sprung up in the field, some devote
their attention mainly to the theatre ; the Bihar Theatre, whose
contents relate predominantly to the theatre, would therefore have
a distinct place for itself and contribute to special work in the field
of dance and drama Thecurrent issue carries, besides other contri-
butions, a long paper on Music in the Dekhan and South India by
Dr. V. Raghavan, and an article on the Indian Folk Dance by
Mr. Shantidev Ghose. The Journal is well printed.

: V.R.

Lakshya Sapgeet, Lakshya Sangeet Karyalaya, Hill View,
Raghaoji Road, Bombay 26. Rs. 5 a year.

This is an Anglo-Hindi Quarterly Journa] started recently by
the wellknown North Indian musician and scholar, Pandit
Ratanjankar, Principal, Bhatkhande College of Hindustani Music,
Lucknow. Pt. Ratanjankar needs no introduction to the readers of
this Journal or members of our Academy whose Conferences he had
attended regularly for some years and enriched by his expositions of
aspects of Hindustani music. The issues carry English articles,
Hindi articles and editions of songs. From time to time, journals
devoted to music had been started in different parts of North India
but they could not sustain their endeavours. Recently, the
Central Sangita Nataka Akadami has come forward to give
assistance to journals and it is hoped that periodicals like the
Lakshya Sangeet, those exclusively in Hindi like Sangita of Hathras
and the multilingual Sangita Kala Vikar of the Gandharva Maha-
vidyalaya Mandal, Bombay, will be able to improve their standard

and usefulness,
V.R..

INSTITUTIONS, REPORTS AND SOUVENIRS

The setting up of the Central Academy of Dance, Drama and
Music and of similar in.titutions by the States has given a fillip to
music and dance activities all over the country.’ Organised festivals
and Conferences, as also fieldwork have been in evidence and
the Reports or Socuvenir volumes pertaining to these activities
or institutions show the great possibility of work that can
be done in the different parts of the country to promote the arts of
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music and dance in the folk as well as classical spheres. The Third
Annual Report of the Kala Vikas Kendra, Cuttack, shows that the
Orissan institution is concentrating on the children’s sector. The
Souvenir of the 8th Annual Session of the Entally Cultural Conference
{Bengal) carries a-useful series of articles and drawings of music
instruments from Indian sculpture. The Sur Singar Samsad of Bombay
has been putting out splendid Souvenir volumes, got up in an artis-
tic style. Lok Kala of the Lok Kalakar Sangh of - Almora is doing
excellent work in the field of folk art. The Sangit Nivedsk Mandal,
Ahmedabad, is a new institution which bids fair to become the
centre. of music and dance activity in Gujarat,

V.R,

Fontes, Artis Musical, 1955/1.

This is a bibliography of music and an account of activities of
music libraries edited by Mr. V. Federov, of the music section of
the Bibliotheque Nationale, Paris, and the Secretary of the Inter-
national Union of Music Libraries. The reviewer had occasion to
meet the Editor at the Unesco Conference on Music Education
at Brussels and to know the scope of the work of music bibliography
he had undertaken. Consequent on this meeting, the Bibliography
edited by Mr. Federov now includes an Indian section and in the
present number, there is a classified list of editions of songs, old
treatises, modern works and research papers pertaining to Indian
music.

V.R.

Systematic Musicology.

Viewpoints,'Orientations and Methods, Preface to the Descrip-
tion of a Music, By Charles Seeger.

The first is a paper from the Journal of the American
Musicological Society (IV. 3). Here the author sets forth some
Criteria for the systematic study of music and specific forms of it
in the space-time context of each.

The second is a short report presented to the International
society for Musical Research at its fifth Congress, and deals with
the same topic of the techniques of musicological study, with due
concern for its dual aspect, of treatment in speech-medium of a
subject which exists outside speech, though in the midst of a speech-

dominated world.
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TWO NEW VARNAS

EpiTED
BY
Sangita Kalanidhi Mucgkondan Venkataramier

Vidvan B. Krishnamurti
[ Some time back the Music Academy Madras purchased a
set of note-books containing hafid-written copies of a large number
of music compositions of diﬂ‘gcnt tgges. - These note-books bore
the name of Sri Jagannatha Iyedgar afid the following facts were
learnt about the owaership and history-of these manuscripts from
his kinsmen. . ‘

Jagannatha Iyeggar was thé son-in-law_of the elder brother of
the celebrated vocalist and cottiposet: Ramand (Poochi) Srinivasa
Iyengar, and a student of music under Srinivasa Iyengar. These
note-books, thérefore, are valuable as coiitaining, a_considerable
amount of musical material asgociated with one of our foremost
musicians of the last generation. The Academy is indeed "grateful
to Sri K. Srinivasan, one of its Vice-Presidents, for securing these
mss. for the -‘Academy. Thes¢ were recently “given to Sangita
Kalanidhi Mudikondan Venkaiarama Iyer and Vidvan B. Krishna-
murti who is having a scholarship for advance study under the
Music Academy, to be examined and studied. As a first instalifent
‘two compositions from thesé note-books are presented bhere.
—V. Raghavan.] I ) :
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A NEW SVARAIJATI

EDITED BY
+ Motagtur Sei Baly Bhagavatag
[ The’ Nauka-compom cennected with the Bhagavata Mela’
tradition at Merattur and other Villages in Tanjore had composed

many other stray pieces also. The Svarajati presented below ia:
taken from the mss. material available at Merattur, Its author<

shlp is pot known.—V. R. ]
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