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THE XXIX MADRAS MUSIC CONFERENCE
1955

OFFICIAL REPORT

THE OPENING DAY
24th December 1955

The Twenty-ninth Annual Music Conference of the Madras
Music Academy was held in a special pandal erected in the premises
of the Academy itself, 115-E, Mowbray’s Road, Royapettah,
Madras, from 24th December 1955 to 3rd January 1956.

The Hon’ble Sri Chintaman D. Deshmukh, Union Minister for
Finance, opened the conference and inaugurated the series of
concerts. Vidvan Marungapuri Gopalakrishna Iyer, one of the
seniormost violinists in the field of Carnatic Music, presided over
the deliberations of the Experts’ Committee.

The opening function was largely attended and included many
distinguished visitors, music lovers and musicians.

Besides representatives of Hindustani Music, distinguished
musicians and musicologists from the West took part in the
conference.

At the outset the President of the Academy Sri K. V. Krishna-
swami Iyer and other office-bearers of the Academy received the
Hon’ble Minister on his arrival and introduced him to the distin-
guished musicians and Sangita Kalanidhis who had presided over
the previous Conferences of the Academy, along with whom the
Minister then sat for a group photo.

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

Sri K. Soundararajan, Secretary, read the messages received
from distinguished persons for the success of the Conference,
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welcome address presented to him and humorously observed that
an air journey in which one had temporarily incapacitated his
ears was not a proper °prelude’ to a music conferenmce. He
said he should have arrived here a couple of days ago and got
into the ¢ mood ’ of the conference. But the demand on the time
of the politician, the planner and the parliamentarian was relentless
and he had to request at very short notice the organisers to
postpone the date of the conference by two days.

Paying a compliment to the South as the ‘ abiding bastion of
-India’s culture amidst the vicissitudes of history and medley of
passing passions and tastes, ” Mr. Deshmukh appreciated the
* most valuable > work done by the Academy in arranging such
annnal conferences, where one might pause and take stock of the
situation and prepare for future efforts.

When the invitation was pressed on him, Mr. Deshmukh said,
he was conscious of his lack of qualification but he accepted it
because he was a friend of music. He would, however, confess that
he was not very familiar with the work that was being done by the
Academy. ¢ But there is no limit to man’s ignorance,” he added
amidst laughter. Perhaps, he said, quoting in Tamil, he belonged to
that category of persons described in the verse in Tirukural which
said ;: ‘¢ The lute is sweet, the veena is sweet: so say those who have
not heard the lisp of the littie ones.”” In a sense, he added, he had
a general interest in music but not a kind of overwhelming or over-
riding interest. *‘ I like to listen to music but have many other dis-
tracting interests, Ialso have an intense curiosity to get more familiar
with many of the musical terms which one comes across if one goes
through the literature that is currently being put out. Ilike to know

- the shades and distinctions between these various forms and techni-
~ques. And yet it was a quirk of fortune that Idid not get acquainted
with music a little more,” he said.

Mr. Deshmukh narrated how his father thought of putting him in
the Gandharva Maha vidyalaya started by the late Vishnu Digambar

-Paluskar in 1908, ¢ It must have been some vague study of man’s
innate love of music that had put the thought in my father’s mind,
because we were and continued to be an unmusical family given
more to recitation of poetry or devotional songs on festival days™,
he said. He also remembered how, as a child, he used to recite
many a song with a sprinkiing of national sentiment in those first
¢ stirring * days of Swaraj under the influence of Lokamanya Tilak.
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_His subsequent contact with music had been sporadic but
frequent enough to ensure a continued interest in the science and
art of music.

Mr. Deshmukh also recalled his acquaintance with Mr. Siva
Saran (Alain Danielou), whom he first met in 1940, He said he was
deeply stirred with what Mr. Saran had said about Indian music.
For however proud and cognizant one might be of one’s own
cultural heritage, the considered opinion of one who had opportu-
nities of studying other systems, especially Western, was of great
value. Mr. Siva Saran had stated at the 26th session of this Aca-
demy’s Music Conference that the music of Europe developed
during the past four centuries on the background of a rather
primitive - system. The Indian music was to-day one of the most
evolved forms of music, remarkable in that a minimum - means
was used to bring out maximum intensity of expression. I
think we may safely accept this judgment and give to our music in
our hearts and minds the place that is its due,” he 'said.

The Union Minister said he took the opportunity to look
through the records of recent conferences held by the Academy and
read the Silver Jubilee souvenir volume and other issues of the
journal of the Academy. I was greatly impressed by the service
rendered by the Academy in promoting the science and art of Indian
music. As we are reminded in the souvenir, the Academy was
founded in 1927, the same year in which, at its Madras session, the
Congress declared ‘complete independence’ as the goal of national
movement. During these 28 years, the Academy had indeed been
ceaselessly endeavouring to secure. the advancement of both the
science and art of Indiam music,” he said.

Mr. Deshmukh said : *“ I speak here to-day mainly on behalf
of the intelligent but not necessarily discerning listener who has
some small voice presently in influencing decisions of the State at
the highest level, related to the development of the country’s
resources, be they economic, social or cultural. In that sense, of
course, the observations which are embodied in the welcome address
in regard to the general requirements of academies like this and the
promotion of our artistic renaissance could not fall on deaf years.
The process of development had many facets but in essence it is one
inter-connected and inter-related whole and I am firmly convinced
that both as means and as an end in itself in that development
music has a place of its own, one of transcendental importance.
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This was recognised even in the Vedic times.” He then quoted a
hymn from the Athsrva Veda which said : * This land of ours,
where men of diverse tongues sing and dance, where they
fight the enemy and up goes the song of the battle and drum,
may this land scatter the enemy and make the world foeless for

. amiﬂmﬁaaaﬁaqwimiﬁsmu

gwr?l TRAATFRY T qgR Fghe i
A 33F\: suprat e AT gREY SO 1l Av. XIL 5. 41
This hymn still could embody the nation’s heart-felt prayer.”
* To-day,” he said, * India has perfected her philosophy
of non-violence in the cause of freedom and international peace
and goodwill,

“ It is my firm opinion,” he said, ¢ that among India’s many
contributions to the world’s culture two are outstanding and im-
perishable—her spirit of tolerance and her music. The lustre of
these was somewhat dimmed by the mist of recent foreign rule of
India. She is once more free to make her full contribution 1n
these two respects. Thereis no lack of guidance from those quali-
fied to speak of what the scholars and experts in music can and
should do in regard to research in Indian music or the cultivation
of it as an art. Now that, during the last half a century, we
seem to have re-discovered our heritage, thanks to stalwarts whose
names are recorded in the annals of Indian music, there is no
danger of our ignoring it. But there is some danger of our not
keeping in our mind the distinction clear between the main current
and the sidestreams and ripples on the surface of the Ganga of
Indian music.

Referring to Government’s role and the place of musicin the
scheme of education, the Minister said that financial assistance
adequate to the needs and occasions would be forthcoming from
the State for all worthwhile projects calculated to promote the
cause of Indian music. Those dedicated to that cause need no
longer fear neglect on the part of the State, or apathy or lack of
understanding, he added.

It was his view that music should find a more important place
in the syllabus of study right from the Basic School stage. It
is only when music becomes part of the consciousness of the
people that it will fulfil its purpose of sublimating the feelings and



THE XXIX MADRAS MUSIC CONFERENGE 1955 7

emotions and will, in turn, draw vital inspiration from the collec-
tive life of the nation,” he said.

“ An account of what the State has been able to do and is
attempting to do for Indian music will be found sufficiently indi-
cated in the recorded proceedings of the Radio Sangeet Sammelan
held between November 10 and 15 last. I am sure that this new
awareness on the part of the State must have put heart and new
life into the music academies like yours and will serve as an inspi-
ration to redouble their efforts to serve the cause of music.

“If music in India is to form an integral part of the citizens’
life in appropriate forms, more has to be done than cultivating
responsive and disciplined audiences. These audiences themselves
have to be enlarged and that means that love of music has to be
instilled into the hearts of the young citizens. It is here that I
think enough is not being done. In my view music should find a
more important place in the syllabus of study right from the Basic
School stage.”

Referring to the varieties of music, Mr. Deshmukh said he
liked to listen to both Northern and Southern musie, vocal a
well as instrumental, strictly classical and lyrical music as also
folk songs. In his view these were different parts of the same
thing. Whether it appeared as the vortex or as a bubble or as a
wave, it was all water, as Poet :Bhavabhuti said.

AAITITT T, RO,
Ry g Tl & s i

That was what had been called from ancient times Nadas Brahmam.

In conclusion the Union Minister quoted another verse from
Tirukural which said, *‘ Speak having regard to the competence of
your listeners. There is no greater virtue or wealth that that.”
‘T hope I am not altogether poor judging from that standard,”
he observed humorously.

Mr. Deshmukh wished the conference all success and declared
it open.

Mr. Deshmukh composed two impromptu verses in Sanskrit
in praise of the Academy’s work. The verses stated: °‘This
music of yours which is cultivated in the Academy by vidwans,
those attached to worldly pursuits as well as saints, receives me
with its happy and cordial welcome. I am blessed in speaking about
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it. I pray that this tradition of South Indian music developed from -
time immemorial may flourish in this world without any break.”

& s-gRRroreag: |
MRS A
ARt T i

Vote of thanks

Thanking the Hon’ble Minister, Dr. V. Raghavan said :

*“ We are very much beholden to the Hon’ble Finance Minister
for the readiness with which he consented to go over here specially
for inaugurating this, our 29th Annual Music Conference and series
of concerts. Closely following the visit of the Prime Minister to
our Institution, the visit of the Finance Minister has proved a great
encouragement to us in our endeavour. We are thankful to you,
Sir, for the appreciative words that you have spoken about the work
we are doing here. How gratified we feel, Sir, in your visit, I can
say only by quoting what Vidura said to Krishna when the latter
visited Vidura’s home:

Y qT qF MEAZ JAE AR TERE |
FIAT HaREaSarmag ga: I

The Academy would also like to take this occasion to
express its gratification at the hearty co-operation that our
musicians have extended to this premier institution. Without
any question of personalities, the Academy has always placed the
interest of the art and artistes in the forefront and whatever they
might do it has always been in the interests of an institution that
has been ceaselessly working for the growth of the art. In the pre-
sent year, the Academy’s work has entered on a phase of accelerated
tempo of work, If the wholehearted co-operation from the rank
and file of the artistes has not been as full as it deserves to be, espe-
cially in this institution which has disinterestedly served the cause
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of the art these three decades, the Academy can only make a fur-
ther appeal, in all sincerity, to our musicians to stand by us and
feel that here, each one of them, is in his or her own institution,

Once more, let me express the Academy’s gratefulness to the
Hon’ble Minister, Sri Chintaman Deshmukh, and also to the Musi-
cians whose co-operation in our Conference and Concerts we
cherish most ardently.”’

Election of the President

The meeting then proceeded to elect Sangita Vidvan Marunga-
puri Gopalakrishna Iyer as the President of the 29th Music Con-
ference and the deliberations of the Experts’ Committee of the
Music Academy. Sangita Kalanidhi Palladam Sanjiva Rao propos-
ing him to the chair, referred to the extensive practice of Gopala-
krishna Iyer, extending to over 55 years and the concerts in which
he himself was accompanied by the violinist. Seconding the proposal
Sangita Kalanidhi Sri Rajamanickam Pillai said that Sri Gopala-
krishna Iyer conducted himself always in a manner which never came
into conflict with other musicians or the performance of the main
artists and was always in a happy and cheerful mood which was a
great comfort and encouragement to the other musicians in the
concert. Sangita Kalanidhi Sri Chittoor Subramania Pillai said
that he was one closely associated with the Vidvan and could bear
testimony to the great help that Gopalakrishnier always gave to
younger musicians. Sangita Kalanidhi Sri Mudikondan Venkatarama
Iyer also expatiated upon the personal qualities and the artistic
excellence of Gopalakrishna Iyer.

Presidential speech

Raising as President of the Conference amidst cheers Vidvan
Marungapuri Gopalakrishna Iyer, in the course of his presiden-
tial address, thanked the Music Academy for the honour
done to him and pointed out that music had the highest place
among the sixtyfour arts. It had the unique quality of appealing to
the entire creation. Godhead could be realised through music and
divinity manifested itself in the seven notes. The origin of
the music could be traced to the four Vedas—words from
Rig Veda, abhinaya from Yajur Veda, gama from Sama Veda
and the various rasas from Atharva Veda. Music ‘which can
bestow all the purusharthas on man and make bim forget all his
misery had been handed down to us from rishis through the sishys-

2
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Our music, the Vidwan said, had now changed from the old
style. It was not entirely new either. He hoped that the Academy
. would help enthusiastic students of music in all ways and bring
~ about an improvement in standards. The Academy had been
serving the cause of Carnatic music for a long time and helping the
Vidwans. He would appeal to the Vidwans to co-operate fully
with the Academy. It was their duty to work with an institution to
which they were obliged.

Proceeding, the Vidwan said that he welcomed the Academy’s
efforts to arrange Hindustani and Carnatic music concerts every
year. He wished such academies would be started in Northern
Indja also.

Vidwan Gopalakrishna Aiyar then referred to the need for svuts
suddha and laya suddha among musicians. A traditional style and
patha from a guru would include the syuti and laya suddhas. All these
covered the full education of a student. Lays was an aspect of syuts
as well as of {ala. This had to be learnt under proper guruhulavasa-
He hoped that students of music colleges would utilise their oppor-
tunities fully and get a deep knowledge of things from the Vidwans
who are in charge.

Speaking in a reminiscent vein the vidwan said that he started
learning music in his twelfth year and had practised it for years.
He had also profited by it in several ways He reminded the
audience of the Mukhari Kriti of Sri Tyagaraja ‘¢ Sangita Sastra
gnanamu Sarupya saukhyadame >’ describing the Saint’s idea of the
benefits sangita could confer on man. He would appeal to everyone
to practise sangita understanding the great truths lying imbedded in
the Kritis. The young vidwans should apply themselves whole-
heartedly and put in hard practice if the art should improve.

The vidwan then referred to an incident to show how
vidwans of the old generation moved with each other and
with rasikas. Many were the vidwans of the day who were
very friendly with Deputy Collector Ganapati Iyer of Mylapore.
At a marriage in the house of Mr. Swaminatha Iyer (son of the
late Sir T. Muthuswami Iyer) Vidwan Sarabha Sastrigal gave
a brilliant flute performance. Tirumarugal Natesan, the famous
nagaswara vidwan, was there listening. At the close of the concert
the flute vidwan was told of the presence of Vidwan Natesan and
Sastrigal pressed him to play the nagaswaram at least for half an
hour. Vidwan Natesan elaborated Kedaragaula raga, which had
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been earlier dealt with by Sarabha Sasirigal himself, and played so
well that the flute vidwan could not contain himself. He told
Vidwan Natesan, I wanted to go to Chidambaram and worship
Sri Nataraja. Through the splendid strains of nada produced by
you 1 have now had a vision of Sri Nataraja ”. Sri Natesan
prostrated before Sastrigal and got his blessings.

Among rasikas and patrons of music in recent times could
be mentioned the Kannivadi Zamindar, Malayappa Pandyan,
Bhikshandarkoil Avudayappa Pillai and Rajagopala Pillai, Marunga-
puri Zamindar, and Seithur Sevugapandi Thevar. The Madras
Music Academy, Vidwan Gopalakrishna Aiyar said, came fn this
line and was a body of rasikas. He concluded by expressing his
hope that the Academy would grow in its stature and usefulness to
the cause for many years to come.
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CONFERENCE SOUVENIR

To mark the occasion of the 29th Music Conference the
Academy as usual issued an attractive Souvenir which contained
besides the annotated programmes of the concerts and dance
recitals of the conference and the portraits of the leading compo-
sers, musicians and others connected with the Academy work, the
following articles: Dance Music and Kshetragna Padas both in
Tamil by Dr. V. Raghavan, a Tamil paper on the tuning of the
Tambura by Sangita Kalanidhi Sri Mudikondan Venkatrama Iyer,
a study of *“ Rama Ni Samanamevaru ” of Tyagaraja by Sangita
Kalanidhi Sri T. V. Subba Rao, extracts from the AIR symposium
on ‘ Karnatic Style ’* and the talks thereon by Sangita Kalanidhi
Sri Dwaram Venkataswami Naidu and Messrs G. N. Balasubrah-
manian and Sri T. N. Rajarathnam Pillai, and a sketch of the
Conference President Vidvan Marungapuri Gopalakrishna [yer, by
Sangita Kalanidhi Chittoor Subrahmanya Pillai. The souvenir
carried also an account of the Academy and its activities, the text
of the presidential address of Marungapuri Gopalakrishna Iyer, the
Agenda of the Experts’ Committee discussions of the 29th Confe-

rence, etc,



Experts’ Committee

THE FIRST DA

25th December 1955

The Experts’ Committee of the Music Academy convened
in connection with its 29th Annual Conference met this morning in
the premises of the Academy in Royapettah. Vidwan Marungapuri
Gopalakrishna Aiyer, President, was in the chair.

The following was the Agenda of the Experts’ Committee
meetings of the Conference :—

1. Raga Lakshanas: Rudrapriya, Hindolam (Intalam):
Nalinakanti, Kolahalam.

2. Discussions : Violin-play : As Accompaniment and Solo
(Vidvan T. Chowdiah). Teachings of Gamakas—Vocal and Ins-
trumental (C. S. Iyer). Future avenues of growth in Karnatic
Music (Prof. R. Srinivasan),

3. Talks and Demonstrations : Singing and Voice production
in the West : Sir Steuart Wilson, Ethno-musicology in India,
Mr. Alain Danielou. Music and Dance on the Stage & Possibili-
ties of Dance-Drama: Egon Vietta, Germany. Raga Lakshana
on Flute: Sangita Kalanidhi Palladam Sanjiva Rao. Niraval
Sampradaya : Sangita Kalanidhi Mudikondan C. Venkatrama Iyer.
Rhythmic beauties of Tirupugazh : Sangita Kalanidhi Chittoor
Subramania Pillai. Pallavi : Madura Srirangam Iyengar. Rhyth-
mic beauties of Tyagaraja Kritis: Vidvan Madura Subramanya
Iyer. Mysore Sadasiva Rao’s Kritis : Pupils of Mysore Padma-
nabha Rao, Sorakkadn Venkatasubbiyer’s compositions : Nida.
mangalam Krishnamurthi Bhagavatar. Hindustani—Alap Ang:
Mrs. Annapurna Ravi Shankar—on Surbahar.

4, Papers: Veena and its developments : T. N, C. Venkata-
narayanacharyulu, Tyagaraja’s Utsava Sampradaya Kirtanas:
M. Subramaniam of Pudukottai.

5. Bharata Natya :—Talk : E. Krishna Iyer.

6. Kathak Dance :—Talk and Demonstrations : Brij Mohan
and Kapila Mallik.

7. Any other subject brought forward with the President’s
approval.
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Recital of Tirnppavai & Tyagaraja Pancharatnas

At the outset, there was a recital of “ Tiruppavai > by Vidvan
B. Rajam Adyar and his brother Sri B. Krishnamurthi, accompa-
nied by Sri. R. K. Venkatrama Sastri on the Violin and Sri Madurai
Srinivasan on the mridangam. Commencing with ‘¢ Margazhi
thipgal » in Nata, they rendered ‘Vaiyathu’ in Gaula, ‘Ongi Ula-
galanda’ in Arabhi, ‘Azhimazhai’in Varali, ‘Mayanai’ in Sri and
ended with ¢ Kizhvanam’ in Dhanyasi.

His recital was followed by the rendering of three of Tyaga-
raja’s Pancharatna kritis (in Nata, Gaula and Arabhi) by Vidwan
K. V. Narayanswami, accompanied by Sri R. K. Venkatarama
Sastri and Sri Madurai Srinivasan.

Singing & Voice Production in the West

Sir Steuart Wilson Chairman of the International Council of
Music, who was on a visit to Madras, next gave a very interesting
and instructive lecture about ** Singing and voice production in the
West ’, Dr. V. Raghavan, Secretary of the Academy, welcoming
Sir Steuart, said that, besides being a distinguished musician, Sir
Steuart was connected with several organisations set up for the
promotion of music and ballet. Dr, Raghavan also mentioned the
chief items on the agenda before the Experts’ Committee meetings
and drew attention to the participation of visitors from Europe:
Dr. Narayana Menon, Station Director, All India Radio, Madras,
introducing Sir Steuart, referred to the rich experience he had in
singing as well as in organising concerts and his distinguished
record of service as Director of Music, B B.C., and then of the Arts
Council, and above all as the Artistic Director of Covent Garden
Theatre,

Sir Steuart Wilson said that the art of singing in the West had
always been different from that of the East. In the music of the
East, there was a relationship between certain notes inside the
octave and with a non-changing fundamental, while in Western
music, the notes were interchangeable and had a very wide range.
Secondly, in the West, they would try to find out in each person
the best part of the range of voice — fessitura — which was
the most suited for music. On the other hand, in this country,
_they had a narrower range of tessitura. Westerners laid special
emphasis on the natural quality of the voice.
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After describing the functions of the various organs of sound
and the face, Sir Steuart said that the speech of an individual had
relationship to the gestures he made because the facial expression
reflected the state of mind of the person and the effect he wanted
to produce with his voice. The essence of training the voice
was to make the emotion and expression get into the quality
of sound. Emotion in the quality of sound was a very fundamental
idea put forward in the Western countries. This was very
necessary in Western music because they had perforce to
address large audiences. A concert or an opera would have an
audience of nearly 2,000 people and the only barrier between the
singer and the audience was the symphony orchestra. It was a
fundamental thing in their music that stress was laid on the ‘bulk’
of the voice. The chief difference he could notice between singing
in the West and the East, particularly in India, was that an audi-
ence in India might wait for the musician to get into his mood and
stride, say for the great part of the concert, whereas a Western
performer started off at his best at any moment of notice. Their
training was hence devised to make immediate impact, something
best that they could give at any time. This training was under-
taken in various ways.

Sir Steuart pointed out that the quality of voice should first be
found out. Even if a candidate who volunteered to get trained
was not ‘musical’, still he could be taught music because they in the
West laid more stress upon the quality of sound. The first thing
they would do was to test the range of voice the boy or the girl
who sought training possessed or the pitch of  the singing voice.
Then the sustaining power would be watched. The lessons for the
candidates included the giving of more ‘punch’ or strength and better
‘delivery’ in the recitation. Breathing exercises to improve the
quality of the diaphragm were given and ample physical training
undertaken to improve the lungs and encourage the lower rib ex-
pansion. There would also be simultaneous development of the
thoracic region. The last was the training of the glottis to get the
best ‘punch’.

Illustrating from German, French, Italian and English to show
how different languages produced different impacts, Sir Steurat
said that it was the quality of language which gave the character-
ristic style of singing. The trainer should induce the candidate to
utter certain consonants like tha, kha etc., with force. The
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other sthayi giving a new phase creatively and this should be main-
tained throughout. The eduppu or the beginning note in the piece in
which Niraval was attempted, should always be maintained and
should also be confined to rules of laya and pada garbha.

" To demonstrate the procedure, Vidwan Venkatarama Aiyar
iook up the kriti *“ Ambanadu in Todi raga (Aditala) and for
more than half an hour gave the Nirazal exposition, with * Varahi
Vaishnavi Sumangali” as his sahitya, clearly indicating the posi-
tion of eduppu.

Sangita Kalanidhi Palladam Sanjiva Rao said that it was the
correct method of Niraval singing and appreciated the manner in
which the Vidwan kept the eduppu at the same note.

Vidwan Mudikondan Venkatrama Aiyar also sang another
piece in Karaharapriya (*‘ Sowmitri Bhagyame ) and took up
Niraval at “* Baguga vintaragamula” asan example where the
number of words in the sahitya was not too many. He wound up
his recital with a #illena. Vidwan Venkatarama Aiyar was accom-
panied by Coimbatore Dakshinamurti on the violin and Madurai
Krishna Iyengar on the mridangam.

Sangita Kalanidhi T. V. Subba Rao, thanking the Vidwan
for his very able exposition said that three fundam.ntal principles
should be observed in Nivaval singing, besides maintaining the Raga
bhava, namely the importance of eduppu, the pada garbha and the
uniformity in tempo, and he said that Vidwan Venkatarama Aiyar
expounded these distinctive features.

Lecture on the Vina

Earlier at the Experts’ Committee meeting, a paper on Veena
was presented by Vidwan T, N. C. Venkatanarayanacharya of
Guntur. Quoting extensively from literature, he said that the
instrument had its origin in the Vedas. There were references in
Amarakosam, Vachaspatyam and other works, and it could be
noted that V" represented Brahma, “ec¢’” Iswara and ‘‘na”
Lord Narayana and the combination of all the three was ** Veena »,
Veena was classified as Deva and Manava and while in Sangita-
makaranda there was a mention of ten types, Sarngadeva divided it
into eleven, the additional one Nissanka, found out by him. In
Sangita Ratnakara, Sarngadeva described veena as ¢ Sarvadeva-
mayi > dedicating the various components to different Gods and
Goddesses as follows : Dandam— Siva, strings—Parvati, the pot—
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Vishnu, Peetha Plate-—Lakshmi, thumbam-Brahma, Nabhisthanam
—Sataswati, Nagapasam—Vasuki, Jeevan—Chandra, and mettu
(fret)—Surya.

Mr. Venkatanarayanacharyulu added that one of the oldest
types—Katyayani veena—seemed to have been made up of 100
strings with two for each swara and this was obviously the basis for
the invention of piano. According to Palkuriki Somanatha of Andbra,
there were 41 types of veenas and the great poet Allasani Peddanna
in one of his padyas, had referred to a veena without frets. During
the 16th century, Tanjore Raghunatha Naik introduced the frets with
seven strings and it was termed Saptatantri veena or Raghunatha
veena, The lecturer also recalled the demonstration of Mattakokila
veena given by him before the Experts’ Committee a few years ago.

Mr. T. V. Subba Rao thanking the lecturer said that bowed
instruments were not new to India and that there existed a kind
of veena in which the use of bow was made.

THE THIRD DAY
278h Decmber 1955

Raga-Singing

At the Experts’ Committee meeting of the Music Academy held
this morning in its premises in Royapettah, Vidwan Marungapuri
Gopalakrishna Aiyar presiding, Sangita Kalanidhi Palladam Sanjiva
Rao gave a demonstration of rags singing.

The singing of a raga, Sri Palladam Sanjiva Rao said in his in-
troductory speech, included several essential details. But any ela-
boration should begin with an outline of a rags. The listener
should never be kept in suspense about the identity of a ragas, a
practice that was noticeable among some present-day Vidwans.
After the general outline had been given, the artiste could proceed
step by step, ¢ dressing ’ it up at every stage. He should render a few
sanchavas, pausing for the violinst to contribute his manodhayma to
the development. While rendering kalpana swaras, the musician
should avoid singing short phrases of the vaga at pauses. Speaking
of the violinist as an accompanist, he said that the sampradayas was
not to reproduce the main performer’s music, phrase by phrase, as
if he was taking his lessons. When he got his turn to play, he
should develop the raga from the stage at which the musician left

4
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and hand it back to him for further elaboration, at the same
swarasthana.

Sri Palladam Sanjiva Rao, who was accompanied by Master
Chandrasekharan on the violin, Sri Madurai Ramaswami on the
.mridangam and Sri Madurai Krishna Iyengar on the kanjeera,
played Kiravani Raga on the flute and after the alapana in the
traditional form, rendered the Tyagaraja kriti Kaligiyunte, with
snatches of kalpana swaras. He then expounded the Raga Kambhoji
and played “ Sri Subrahmanyaya.”” His recital concluded with
¢ Radha muka kamala’ in Kapi Raga.

Sangita Kalanidhi Mudikondan Venkatarama Aiyar, thanking
Vidwan Saunjiva Rao on behalf of the Academy for his great per-
formance said that he was one of the giants of the old school, who
had had a distinguished career. He also complimented the
accompanying artistes.

¢ Utsava Sampradaya ” Kirtanas

Earlier, Mr. M. Subramania Aiyvar of Pudukottai presented a
paper before the Committee on the Uisava Sampradaya Kirtanas of
Sri Tyagaraja. After mentioning the Utsava Sampradaya kirtanas
of Sri Talapakkam Chinniah, Sri Purandara Dasa and others, he
gave details of the special features and characteristics of Sri Tyaga-
raja’s Utsava Sampradaya compositions. There were six sections
in nityotsavam—Prabodham, Abhishekam, Unchavritti, Bhagavata
Samaradhana, Sayankala Puja and Divyanama and Dolotsavam—
and the Saint adhered to them strictly, he said. The prema and
upachava, which formed the chief elements of these kirtanas, were
expressed by Tyagaraja in Nualangu, Havathi, Sobanai, Oonfal and Pay-
valimpu and the intense bhakti for Rama was exhibited particularly
when the Pavvalimpu aspect was examined. Mr. Subramania Aiyar
expressed regret that kirtawas of lali, etc., were slowly fading away
from use at the modern marriage celebrations,

Mr. T. V. Subba Rao thanked the lecturer for the exhaustive
note on this subject and pointed out that these kirtanas contained
the quintessence of the ragas in which they were enshrined.
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The Experts’ Committee of the Music Academy, when it met
this morning at its premises in Royapettah, took up for discussion
the raga of & Vidwan Marungapuri Gopalakrishna
Aiyar presided.

Vidwan Gopalakrishna Aiyar, initiating the proceedings said

that & had two usages -one with . < @
and . (in % 9 as in the Tyagaraja
% & + and the other with ' and
+ respectively in % Vidwan
Ramanayya Chetti said that according to Subbarama Dikshitar,
& belonged to the 22nd mela and was a * " with
% % 5 The and % respectively, were
' and ' The second usage
was ' and ' The song %
& , according to him was in the - 5 and not in
&

Sangita Kalanidhi Palladam Sanjiva Rao also expressed the
view that % & was in 5 and not &

Sangita Kalanidhi Semmangudi Srinivasa Aiyar, agreeing with
Sri Sanjiva Rao said that according to the Umayalpuram school,

% & was only in 5 From records, it would
be found that & was a ' * , Actually, it was,
however, an '

Sangita Kalanidhi Musiri Subramania Aiyar said that the
of Sri Muthuswami Dikshitar, @ in & took
' and ' in the and %
respectively. He also referred to the song % in this
Raga.

Sangita Kalanidhi Mudikondan Venkatarama Aiyar felt that in
course of time the * might have changed slightly in structure,
this resulting in the present confusion. Whether it should be termed

a " oran * raga depended on the style of rendering.
Sangita Kalanidhi T. V. Subba Rao said that in his opinion
& did not contain all the which were necessary to

go to make upa * and hence was not a fit subject for discussion.



%

%

%

%

1
> 5
4 @
!
% %' 4
4 1 >
ll?ll) 6
46 '
* > !
!
! !
I 4 16
[ >
&
| 4 !
ll?ll) 5 5
( Y %
+ 4 - >5h
4 4
" & 5 18
6 !
5 6
2 4 44
4|
1?)
>5 9



THE XXIX MADRAS MUSIC CONFERENCE 29

Violin Demonstration by the President
Sri Marungapuri Gopalakishna Aiyar accompanied by Sri
Madurai Krishna Aiyangar on the mridangam, next gave a violin
recital for about half an hour, illustrating the traditional method of
playing a raga. His recital included ¢ Swararaga sudha” in Sankara-
bhavana, **Svi Rajagopala® in Saveri and a Ragamalika made up of
Kanada, Subhapantuvarali and Madhyamavats.

Sri Tiruvalangadu Sundaresa Aiyar said that they had witnessed
the bowing technique adopted by one of the senior Vidwans and
his demonstration had shown how important was proper training,

Mr. T. V. Subba Rao said that Vidwan Gopalakrishna Aiyar
and Vidwan Palladam Sanjiva Rao were the links between past.and
the present musicians. Both of them had had direct experience of the
playing of Tirukodikaval Krishna Aiyar, Govindaswami Pillai and
other stalwarts of the olden days. It was a pleasure to hear this
traditional rendering.

THE FIFTH DAY

29th December 1955

Ethno-Musicology

“Ethno-musicology can be for us, the best platform, because we
can not only deal with facts but build up also the basic material for
musical studies, irrespective of the age-worn theories in dealing with
old music, and come to see positive conclusions regarding the
history of musical systems in this vast land and the ancient literature
which reflected this history”, observed Mr. Alain Danielou to-day in
the course of a comprehensive survey of the problem of ethno-
musicology with special reference to India,

Mr. Alain Danielou was reading a paper on “* Ethno-musico-
logy ** before the Experts’ Committee of the Music Academy this
morning at Royapettah, Vidwan Marungapuri Gopalakrishna Aiyar
presiding. Sangita Kalanidhi T. V. Subba Rao, in introducing him,
referred to his research work in comparative music.

Agreeing with the observations made by Mr. Nicholas Nobokov
in the course of a recent talk at the Music Academy, Mr. Danielou
said that the contact of different musical cultures and their mutual
enrichment could only mean the preservation of the distinctness of
each system and develop an understanding of each other rather than
promote any mix-up or compromise. Each one was born to his
music and his reproduction of another’s music, hower capable one
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was, could be but a poor imitation. In India, going merely from
the texts, they were given to understand that there were current at
least four distinct systems of music which were referred to by
Sanskrit writers as the four matas. Tracing the history of the
subject of ethno-musicology in recent years, the speaker set forth
the methods and materials necessary for an objective study of
different systems of music prevailing in a country, such as measuring-
instruments, notations, recordings, transcription of the words and
their translation. Such scientific studies, he said, would help to
bring much fresh air and new material into musical theories which
have become stale and packed with unverified statements, indefinite
repgtitions and conventional ideas.

About South Indian music, Mr, Danielou said that there was
scope for comparative study of this music with some elements of
North Africa, particularly Tunisia. Giving an instance from the
Norih, the lecturer referred to a caste of milkmen in the city of
Banares, descendants of an ancient tribe, who wused in their songs,
a twelve semitone scale which was unkown to Hindustani music.
The lecturer then pointed out problems relating to the measuring
and classification of musical intervals.

The question of musical instruments formed a major part of
ethno-musicology, the speaker continued, and alluded to the different
techniques of voice production in different countries. Laying
particular emphasis on the problems of notation, he referred
appreciatively to the system adopted by Smt. S Vidya of Madras.
Describing ethno-musicology as being the archaeology of music, the
lecturer wound up with an appeal to the Music Academy, Madras,
and also to the Central Sangita Nataka Akadami to take up all such
research work which was necessary for the proper “‘scientific interpre-
tation of all the prodigious experience and invention of India in the
realm of music.”

In connection with Mr. Danielou’s reference to notation and
the work of Smt. Vidya, Mr. C.S. Aiyar explained the system
which Smt. Vidya, his daughter, and he evolved, basing themselves
on the system cmployed by Subbarama Dikshitar in Sampradaya-
pradarsini.

Dr. V. Raghavan, while thanking the lecturer, observed that
the field set forth by the lecturer was very wide and the work was
stupendous and involved a great deal of organisation and aid before
they could launch upon such investigations.
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reflections born of his listening to music in the North and South of

India and in Europe.
1723 +.7" 3KKH# S14" #

Introducing the next programme, Dr. Raghavan said that
Venkata Subba Aiyar, whose 190th annivesary fell a few
days ago, was said to have belonged to Svarnakkadu (a village
near Peravurani) and later settled in other villages of Tanjore
district. He was a % % and the descendants of his
brother lived in Needamangalam and Sri Krishnamurti Bhagavalar
who was popularising the songs of this composer was a descendant
of his brother. So far, Dr. Ragahavan said, he had not come
across this composer’s name in any record or information handed
down among musicians. According to the information received
from Sri Krishnamurti Bhagavatar himself, Venkata Subba Aiyar
was a prolific composer both in Sanskrit and Tamil. His Sanskrit
compositions bore the impress of Jayadeva and Narayanathirtha
and were set in many patterns, and varied with alternating passages
of * and s The setting of the words and 3 and
tempo showed their use in dance and 5 + but it should
be noted that the style is too modern for the age when he
was believed to have flourished. The was all melli-
fluous and graceful and conveyed a deep devotional feeling,
couched in the theme of Radha-Krishna love. In one of the long
pieces, it was remarkable, Dr. Raghavan said, there was a resem-
blance with the %  type of compositions of Tyagaraja.
The Tamil compositions were also full of the feeling of the Radha-
Krishna love and it was said that the well-known song, “ Thaye
Yasoda ” was a composition of Venkata Subba Aiyar.

A Drief printed account of the composer in Tamil by Sangu
Subramania Aiyar was circulated at the meeting.

Accompanied by Mani (Papanasam Sivan’s nephew), Vidwan
Needamangalam Krishnamurti Bhagavatar gave a very pleasing
recital of a variety of well-assorted compositions in Sanskrit and
Tamil by Venkata Subba Aiyar. They comprised ‘Brindavana
Nilaye’in& " * + ‘Rasika Mahottama' in$ % , ‘Lola Gopa
bala’ in # %, ‘Madhura Madhura Venu’ geeta in + ‘Vita
sama vara jala’ in , ‘Visati Visati Krishnah* in @ *

+ Palvadiyum Mukhara’ in ( 5, “Ninra nilai kandu’
in % + ‘Muddukrishna me mudam’ in $ , ‘Nilaiva’
nam’in % , ‘Neerada sama’ in 3 and ‘Radha-
Krishna Ghintaye’ in C The in& * > and 3
exhibited two *

5
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Tukdas, Parans, foot-work corresponding to Bharata natya %
like ¥ % and) % + were illustrated. The acceleration
of the tempo from the % to the fastest brought out the mastery
in training of Briju Mohan. Some ofthe # had lengthened out
phrases called *meends’ and in an onomatopoeic # called the
# reproducing the sound effects of Siva's little drum, Briju
demonstrated the foot-work in which the portion for the sound effect
*grrr' was remarkable. The demonstration concluded with a Holi
song and another which brought out the Kathak style of ,
where again the talent of the artiste and the beauty of Kathak
were both evident.

Thanking Miss Mallik and Sri Briju Mohan, Dr. Raghavan
emphasised the value of providing for such opportunities to see and
understand other styles of dancing which helped one to realise that
like one’s own system, for example Bharata Natya, another system
like the Kathak too was based on high technical % % % A know-
ledge of this type helped one not only to trace the links between the
different forms of an art prevalent in India but also helped one in
having a better appreciation of one’s own art. He also expressed
the gratification of the Academy at having secured the presence of
Briju Mohan in the Conference, the art that he represented being
one of authentic traditional value and excellence quite in keeping
with the pure and classical traditions that the Academy stood for
fostering.

E2 21355
2 #] I W

At the Experts’ Committee meeting of the Music Academy
held this morning in its premises in Royapettah with Vidwan
Marungapuri Gopalakrishna Aiyar in the chair, a recital of Mysore
Sadasiva Rao’s compositions was given by two pupils of Sri Mysore
Padmanabha Rao—Srimatis Rangamma and Nagarathna. They
were accompanied by Sri Kunnakudi Vaidyanathan on the violin
and Sri Cochin Bhaskara Rao on mridangam.

Sangita Kalanidhi T. V. Subba Rao, introducing the artistes,
said that Mysore Sadasiva Rao belonged to the Tyagaraja sishya-
parampara and was associated with Walajapet Venkataramana
Bhagavatar. Sri Padmanabha Rao, who was running an institution
in Mysore, had brought out Sadasiva Rao’s kritis in book-form with
suitable notations.
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State Sangita Nataka Sangham or elsewhere was to establish under
Government auspices or non-officially a Teacher’s College to train
dance-masters who could impart the art correctly and help to
maintain the standards of the art.

Speaking next, Dr. Raghavan referred to the efforts of the Music
Academy in this direction and the Bharata Natya classes conducted
by Srimati Balasaraswathi under the patronage of the Academy.

Mr. Ramabhadra Udayar of Kumbakonam, who is in intimate
touch with traditional dancers and ) + spoke strongly
supporting the need for a school for Nattuvanars and the formu-
lation of a syllabus for dance-course.

Mr. T. V. Subba Rao lent his support to the proposal that a
College for Dance-Teachers should be started.

A0 G . Sampradaya

A recital of songs of the Bhajana Sampradaya by Sri Kallidai-
kurichi Balasubrahmanya Bhagavatar then followed. Dr. Ragha-
van introduced the Bhagavatar as a follower of the sampradaya of
Sivaganga Ramadas Swamigal which could be traced to the famous
Marudanallur parampara of Tanjore district.

Assisted by Mr. Radhakrishnan and accompained by Kovai
Ramachandriah on the violin and Master K. C. Rajappa on the
mridangam, the Bhagavatar rendered the following songs : Bhakte
Sri in Kedaragowla on the famous Saint of the Bhajana Sampradaya,
Sri Ayyaval (Sridhara Venkatesa); Ashtapadis : Pralayapayodhijale
in Chakravakam ; Sritakamala in Bhairavi; Chandana Charchita in
Pantuvarali; Kathita Samaye in Ahiri; Smarasama in Saranga ;
Harirapi Charati in Yadukulakambhoji ; Samudita Madane in
Saveri ; Vadasi* yadi Kimchidapi in Mukhari; Manjutara in
Dhanyasi; and Radhavadana in Madhyamavati; From Vijayagopala
Tarangini : Amalasayanuka in Kambhoji and Pahi madana Gopala
in Todi; From Krishna leela Tarangini: Paramakarunyam in
Subha Pantuvarali and Pooraya mama kamam in Bilahari.

Mr. T. V. Subba Rao, thanking the Bhagavatar for his render-
ing of these compositions, said that the Ashtapadis contained a
repertoire of music common to both North and South Indian
Music. Their aesthetic excellence was indescribable. Tyagaraja
used to sing them on Ekadasi days and Shatkala Govinda Marar
used to render Chandana Charchita in Pallavi.

Vidwan Gopalakrishna Aiyar said that Ashtapadis formed the
base of our music and Tyagaraja followed the Bhajana sampra-
daya in his compositions.
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After refreshments) there was a programme of music by members,
their children and the scouts.

Dr. V. Raghavan, Secretary, announced the publication of the
latest volume of the Journal of the Academy, Volume XXV.

0+ 2¢

Sir S. Varadachariar, formerly Judge of the Federal Court of
India, presided over the “SADAS” of the 29th Conference of the
Music Academy, Madras, which was held in the special pandal of the
Conference in the Academy’s premises on 3rd January 1956. The
title of “Sangita Kalanidhi” was conferred on the President of the
Conference, Vidvan Sri Marungapuri Gopalakrishna lyer in the
midst of a large and distinguished gathering.

After prayer by Srimati R. Vedavalli, Mr. K. Soundararajan,
Secretary, announced the cconvoking ’ of the “ Sadas. ”

Dr. V. Raghavan, Secretary, welcoming the President of the

“ Sadas” and others, said that this “Sadas” was rather unique be-
cause it had surpassed in quality the previous ones. Amidst them
werenot only Sangita Kalanidhis, vidwans, members of the Experts*
Committee and others in large numbers but also distinguished
musician? from abroad, particularly Sir Steuart Wilson.
He said that Sir S. Varadachariar was an eminent jurist and a
great scholar. The Academy had been adopting the policy of
associating educationists or judges with this function so that
the “ Sadas ” might have due

dignity. In Sir S. Varadachariar

they had a true *vriddha > who

had all the three de-

fined by Valmiki, t5

He then requested

Sir S. Varadachariar to conduct

the proceedings of the evening.

Sangita Kalanidhi T. V.

Subba Rao next presented

Vidwan Marungapuri Gopala-

krishna Aiyar and read the

following citation about him :

“ Born in 1883, at Madurai,

of Gopaliah and Meenakshi

Ammal, the daughter of Gopu Vadhyar who was a scholar
in Teiugu, Tamil and Sanskrit and an expert in Bharata
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Natya. = He had his first lessons in music under the Violin Vidwan
Karur Venkataramaiah at Madurai and practised vocal music
first and later took to violin. Later, he became associated with
Kancheepuram Dhanakoti Sisters, Vidwan Nayana Pillai, Ettaya-
puram Ramachandra Bhagavatarand the reputed violinist, Govinda-
swami Pillai. As one of the leading violinists, he accompanied all
the important vocalists of his time. He has received distinction
from public bodies as well as Samsthanams . Affable in manners
and zealous in preserving the sampradaya, he has enjoyed an
extensive and continued practice as a violinist. He is one of the
few prachina vidwans serving as a link with the past generation, *

Amidst cheers, the President of the Sadas then presented the
¢ Birudupatra ’ and insignia to Vidwan Gopalakrishna Aiyar, thus
conferring on him the title of * Sangita Kalanidhi. *’

Sangita Kalanidhi Mudikondan Venkatarama Aiyar felicitating
Sri Gopalakrishona Aiyar, said that his bowing and fingering tech-
nique was noteworthy.

Sir Steuwart Wilson said it was a great honour for a represen-
tative of Western music to have been asked to participate in this
conference. The annual conference conducted by them reminded -
him of the Edinburgh and other music festivals in England.
Paying a tribute to the great enthusiasm shown by Dr. Raghavan
he said he had tremendous energy and even as a young man he had
shown considerable promise. What Dr. Raghavan had shown him
(by inviting him to this conference) was a complete realisation of
what he had dreamt of India and Indian music. As the Chairman
of the International Music Council, he conveyed his congratula-
tions to all of them and expressed the hope that India would be
able to form her National Music Committee as soon as possible.
“'India should take its place as the musical centre of South-East
Asian countries, * Sir Steuart added.

Vidwan T. Chowdiah referred to the great tradition of music
with special emphasis on bowing and fingering of Vidwan Gopala-
krishna Aiyar, which had been inherited from Sri Govindaswami
Pillai.

Mr. K. Chandrasekharan said that music was made of gitam,
vadyam and nrittam and the Academy was honouring vadyam by
conferring this title on a great violinist.

Sangita Kalanidhi Musiri Subramania Aiyar said the number
of persons playing on the vlolin had no doubt increased, but those
who could properly ¢ accompany ’ the musicians were probably
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less. Vidwan Gopalakrishna Aiyar was one who stuck to sampra-'
daya, and from him, they could listen traditional music. -

Sri Annaswami Bhagavatar said dewan Gopalaknshna Axyar_
was a stalwart in the musical field. '

Vidwan Gopalakrishna Aiyar acknowledged the greetings. ari_(!’
thanked the Academy for having honoured him.

Sir S. Varadachariar then distributed medals and prizes to the .
winners in the competitions held during the conference, and they
were introduced by Mr. P. S, Ramachandran,

He also awarded certificates to students of the Teachers? Col- .
lege of Music of the Academy, and they were introduced by the
Honorary Principal, Sangita Kalamdm T. V. Subba Rao.

Sir Varadachariar at the outset congratulated Vidwan Marunga-
puri Gopalakrishna Aiyar on the conferment of the title of Sangita
Kalanidhi on him and the prize-winners for the awards they had
secured.

Recalling the patronage to music in his early days he said that
he could remember the days when there were only two Sabhas in”

Madras City and the third started sometime later. Even perfor-
“mances by top-ranking artistes like Tirukodikaval Krishna Aiyar
and Bidaram Krishnappa attracted only small audiences, judged by
the present proportion. There had been a marked change during the
past years and in some respects the change might be for the better.

Sir Varadachariar said that he had noted a tone of despondency
in the speeches of some of the artistes including the President of the
Conference, both here and elsewhere, expressing regret at old
methods and the anciént Guru-Sishya parampara going out of
vogue and at the way the younger artistes disregarded old conven-
tions and perhaps old men also. "¢ We cannot make the stream
run back but must take it as it runs ** and guide it properly for the
future development of music in this country. He would not insist
that ancient methods should be continued for all times. If ancient
ways had their advantages, let them try to see whether they could
not make the new methods acquire some of these advantages.

Continuing, he said that he was concerned with the appearance
of a large number of institutions which taught music somewhat in
the way in which education was taught in ordinary schools. In
one sense it was all good because it gave an opportunity for a
large number of people to have the benefit of such tuition. But
his fear was whether the best in their music could really be traps-
mitted through this kind of instruction. In so far as music was an _
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art, it was perhaps not so easy to pass it on from one generation
to another or from a master to his student merely by theoretical
instruction. True, it was no longer possible to revive the Gurhi-
Sishya system as before due to various reasons, economic, personal,
over-population, etc., but it should be possible for them to find out
some way by which the advantages of the old system could be
combined with the facilities provided in modern schools and
colleges.

Sir Varadachariar pointed out thatin olden days a person learned
music either because he belonged to a family of musicians or
because he had a taste for it. Now many people took to itas a
profession. The demands of the present-day society for a large
number of music tutors gave them a means for living, The result
was that quite a large number of tutors were being turned out by
these music institutions. These men had hardly any time to ad-
vance their own knowledge or to practise the art for its own sake. -

The speaker welcomed the idea of the Government giving
certain amount of recognition, financial help and encouragement
to arts. But he would ask, whether the scholarships which the
Government had awarded to young men and women could not be so
utilised as to enable them to spend a year or two, not in research
work, but in intimate contact with a great and recognised artiste
and get the benefit of his training. Only in that way could they
preserve the best of the old system while making inevitable adjust-
ments to suit modern conditions.

Turning to the problems of catering to the taste of the audience
Sir Varadachariar said that the duty of the Academy was to provide
means of satisfaction for different grades of society, but it was
inevitable that there should be different grades of capacity to
appreciate music. An audience which was not prepared to appre-
ciate a good performance, could neither satisfy itself nor the artiste.
There was a necessity to keep high standards on the part of both
the audience and the artistes. Associations like the Music Academy
and front-rank artistes should resist any attempt at the so-calied
¢ socialisation ’ of music because it might bring down the standards.
It would be unfortunate if advocates of democracy or of socialisa-
tion should insist that the standard of high class music should
be pulled down merely for satisfying the ¢ hypothetical * man called
the ¢ man in the street.’

Vote of Thanks
Mr. K. Balasubrahmania Aiyar proposed a vote of thanks.



ETHNO-MUleOLOGY »
BY
- Alain Danielou

Contact between cultures

Some time ago Mr. Nicholas Nabokoff, in a short talk he
gave under the auspices of the Music Academy, reminded us of the
fact that the contact between different cultures can only be an
enrichment if it means, for each one, a better understanding of the
points where it differs from other cultures. New contacts can then
lead towards the development of individual characteristics rather
than towards a cultural compromise. Thus, the contact with
another culture is useful mainly when it leads us to a better ap-
preciation of our own and to an exhaltation in each case of the
particular pattern of life which is a civilisation and which expresses
itself in all human activities in religion, social behaviour and
customs, literature, art, music, all that which in a country, has been
developed through lengthy centuries of relative seclusion, and
which has thus grown as the natural expression of the particular
genius of a particular people or nation, '

Learning another civilisation

We cannot easily leave aside the pattern of the civilisation in
which we are born. It has become an essential part of ourselves.
We can learn a new culture as we learn a new language, provided
we are well grounded in our own. This is why people who have
lived from childhood half-way between two cultures face a very
serious problem of development, tend to live in a sort of cultural
vacuum which we can observe in their homes, their manners, their
interests. We are all born with individual and group characterjs-
tics and however attracted we may be by a culture other than our
own, however efficiently we may adapt ourselves to the civilisation
and manners of another country or race, we can almost always
qbserve that in the highest creations of the mind, which are the only
really important things for mankind, the higher levels of genius can
only be reached within the frame of what is natural to us, within
the limitations of our mother tongue, within the frame of a parti-
cular and definite civilisation or culture.

Knowledge is not imitation
Most musicians in the West play Spanish or Italian or Russian
music and often play it very well ; but, even in what is a mere
interpretation, we fee] there is a more subtle and perfect under-
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standing when Toscamm dlrccts a Vetdl opera or Karajan a Schu-
bert’s symphony or when a real Spaniard plays Falla or Albeniz.
And we have no trace of doubt that if a Norwegian tries to
compose a Spanish dance, it will rentain an outward and inadequate
imitation of what any street composer can do in Spain without
effort. The same applies in India to Karnatic and Hindusthani or
even Bengali music. I am not at all convinced that a South Indian
musician who learns North Indian raga-s and styles of singing,
bowever well he does it, is doing any service to Karnatic or
Hindusthani music and may be not to music altogether, At the
same time, mutual ignorance and lack of appreciation is certainly
damaging and is a handicap ‘on any healthy development and is
even harmful to the preservation of ancient forms of music. This
is because these are things that we must know and not do. If we
refuse to know we paralyse our development and what we have is
bound to degenerate, but if we try to experiment with everything
we learn, if we try to imitate what others do, we are sure to lose
our personality and to degrade whatever is our own.

We are usually not aware enough of the characteristics of our
own genius because it seems to us the most natural thing while we
are full of admiration for those characteristics in others which are
strange to us so that many of us spend their life trying to do that
for which we are the least gifted.

I remember once meeting a complete stranger in Paris and,
after talking for haif an hour, he told me, “ Since you come from
Brittany...” I said, * How do you know I come from Brittany ?°
He answered, ‘ Oh! that is not difficult. We have been talking
together for half an hour and you managed not to say yes or no
to any of my questions. Only people from Brittany can do that. °
Well, I was not aware of this characteristic but I do sometimes
feel that if, instead of trying to acquire the sceptical and flippant
outlook of the French or the analytical mode of thought of the
Hindu, 1 had tried to develop the poetic ambiguousness of my own
people I might have been an outstanding Celt poet, instead of a
very average Frenchman and an amateur Hindu.

All this, however, is intended only as an excuse for the subject
1 am supposed to talk to you about and which is ethno-musicology,
that is the study of music envisaged as part of the culture of a
particular buman group, race or nation.

. Ethno-musicology ‘
Ethno-musicology has only been recently recognised as an
important subject in some Western Universities and it is still, in
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a science in its infancy, although modern technique
:nt have given it considerable means to develop

teristic of the technical development of the last fifty
m to alter in many ways our methods of study and this

a sort of general reconsideration of almost all the
hich were considered established facts in the last

The famous pianist Franz Listz, when he was already one of
the famous performers of Europe, decided that he really knew too
little of the technique of his instrument. He therefore discarded all
he knew and started again to study from the beginning.

The Modern outlook

The same outlook is noticeable in almost all the branches of
learning in our time. Everything that was considered as established
fact is questioned again and all studies are restarted from funda-
mentals. In fact this is the very criterion of modern sciences, the
very characteristic of the modern outlook in all the spheres of
human thought. We question the validity of our thinking machine,
of the language through which we express our thought, of the
religions which try to justify our mode of life. We question the
most elementary laws of physics and mathematics, so that guiding
minds of our age express themselves in terms of non-Euclidian
physics, non-Aristotelian semantics and other sublime abstractions.

But you may ask what has this to do with music. Ethno-
musicology is the study of primitive music and the classica]
musical art of a developed culture is not a playground for
Ethnologists and Anthropologists. It deals with higher values of
culture which have to be approached from a different point of
view, ’

This, I am afraid is not quite justified in the case of music.
If we do not want all the systems of music of the world to vanish
in a complete musical mix-up, we have to reconsider carefully and
consolidate the real foundations of the various systems and entirely
revise the approximate and inaccurate theories, which may have
been sufficient a century ago, but do not meet the challenge of our
age.

It is wrong to believe that Ethno-musicology means the study
of tribal or primitive music and that the established systems of art-
music are too lofty to be probed into with the help of modern
measuring instruments. In fact the technical study of the particy-

7
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larities of musical systems, as they actually sre, and not-es
musicians believe they are, is' an enormous asset. fog the dis+:
entanglement of the pure, the essential aspects of a particulas
system of music from the accretions due to outside. imports
and influences. The music of Europe would be . much health;gx
if its theorists were more aware of its origin, its. possxb;htms
in the musical systems of other parts of the world. In..Indi

at least four entirely distinct learned systems of music have exis
from very ancient times, these were known to the Sanskrit writers
as the four mata-s, - yet there seems to be a growing confusion as
to what are the essential elements of each of these musical systems
and the means of preserving their individual characters, the punt)(
of their style, the quality of their expression. .

While taking into account the written theory of music,
whether Eastern or Western, Ethno-musicology keeps very shy of
the statements of musicians or of the old-fashioned musicologists,
it refuses to acknowledge many of their classifications, much of
their often over-simplified or over-complicated theories. In India
if we want to really understand the fundamental differences between
existing systems and to find out which of the ancient texts really
referred to what sort of music we have to start our observations on
the basis of the actual performance of the remuants of the ancient
music as they are found today. And, when we have established the
characteristics of each system of each school of music, as they may
still exist today, we may be able to understand what was meant by
the classifications of the ancient writers instead of interpreting
them as it suits our own views on musical history or the particular
styles of music we are pleased to call classical.

History of musicology

Ethno-musicology is, in Europe, considered a relatively new
science hardly yet established.

Its acknowledged originator was Alexander John Ellis who
was born in 1814 and whose essay ‘‘ On the musical scales of
various.nations ”’ contained a first attempt to study Aiabian and
Indian scales. He was assisted in his measurings by Alfred James
Hipkins {1826-1903).

The German von Hornbostel gave to Ethno-musicology much
of its methods, and his co-worker Kurt Sachs brought the new
scwnce to America,

- Jaap Kunst in Holland and Schaeffner in France have done
considerable work on this subject in recent years.
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o4t should however be wrong to believe that the idea of -study-;
ing music as a human_phepomenon is altogether new. -It appeats,
that many of the earliest Sanskrit writers on music approached the
art in a true musicological spirit and the very title of a work. like
tiw Brihaddesi expresses the intention of its author Matanga to
study the various songs of men just as they are found among the
vanous peoples of the land.

el e METHODSANDIN!TRUMENTS

. Measuring mstruments
For an objectlve study of music we need several things, the
first one is convenient measuring-instruments and methods for the
analysis of intervals, whether simultaneous or successive, and also
casy instruments to reproduce and play-back conveniently the
intervals measured so as to ascertain, with the help of the musicians
themselves, whether the intervals measured were really those intend-
ed and not accidental.
Notation
-'Then we need an adequate system of notation to record our
observations accurately and in detail not merely in the form of
arithmetic figures but also in a musical score that can be studied
and played musically and in which ornamental subtleties can be
conveniently expressed.

Recordings

We need recordings as a permanent evidence of our observa-
tions and to make sure that we are not tendencious in our
measures and do not interpret music to bring it back to a pattem
known to us.

Recordmgs are also the safest basis for the notation and
measure of intervals, since the musician need not be disturbed in
his play at the time of recording; and we can also later repeat
exactly the same passage any number of times which is essential
for an accurate analysis and notation.

_ Words and translation

~In the case of songs we need also an exact transliteration of
the text as it is sung—this is often quite distinct of the original
written text—with its accents and long syllables and, if the
language is not familiar, an accurate translation of the meaning of
each word.

From the historical and technical points of views a study of
the instruments is also important. A good photograph of the
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instrument being played and details as to its  tunidg, strings,‘
manufacture and ways of playing are usually niost useful.. a

The musncological document ‘

The preparation of a perfect musicological “document is an
elaborate process. Different musicologists follow distinct methods.
I shall give you some idea of the way I prooeed myself. o

The performers and instruments must be carefully selected
and brought to a convenient recording place. I personally prefer
as far as possible to work in a sound-proof studio since this
allows a better study of the sound qualnty and a better balance of
the voices and instruments.

The music must then be rehearsed long enough so that the
musicians are quite in the mood and sing or play with the proper
feeling. This is very important since most musicians take & little
time to get into a raga and the intervals they use in the beginning .
are very approximate. It is only when they are caught by the
mood of the raga that the intervals become precise and should be
measured. Most musicians believe that they can demonstrate
without preparation this or that interval, sing the 22 srutis in .
succession, etc. This, according to my experience, is never more
than a vague approximation. -Accuracy in music is always linked
with emotion and so long as the feeling is not there the accuracy
remains doubtful. For ordinary recording, it is important to
record a full piece with its prelude, beginning and end, but for
musicological studies a few slices of a longer performance give
usually the best results.

The recording equipment should preferably be a professxonal
tape machine allowing proper editing. Amateur tape recorders
can however be used for field-work and are sufficient fot making
notations if not for making discs. Many amateur machines use
only half of the tape and record something else on the bther half.
This is most inconvenient and necessitates duplication on a full
size tape to make editing work possible.

Notation

Once the record is made, the notation is a complex task. The
intervals and their variations have to be carefully measured and a
series of play-backs and attempts at reproducing the exact intervals
on a suitable musical iustrument in collaboration with the musicians
allows to determine whether the intervals used are really those the
musicians were aiming at or whether they have occasionally gone
slightly—or noticeably—out of tune. This procedure is essential
since all musicians go occasionally out of tune and we must be
careful not to mistake such.accidents for parts of the system. We
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‘have to know what the musician wants to sing or play and this is

1ot always'what he actually does. If we attempted to find out the
;scale of Western music by measuring the intervals sung by some
-Italign singers during an average opera performance we would be
‘sure: to get the most astounding results. This mistake is very
commonly made in the study of so-called primitive music and leads
to absurd conclusions. Another difficult problem is the exact
notation of grace or ornaments, as well as of the indirect attack of
notes. This requires patience and care but the results are most
rewarding since it is in the subtle elaboration of ornaments and the
approach te notes that the original character of a musical system
and its connections with other systems can be most safely establish-
ed. Itisin that particular field of notation that diagrams can be
made regarding intonation and vocal and-instrumental technique
which bring out the particular characteristics of a musical system
and its possible connections with other systems. I have not yet
had the time to do systematic work on Karnatic music although I
bave done already a good deal of recording and notation of it but
I know it is one of the richest field in the world as regards the
originality and variety of musical ornameatation. Grace has to be
studied as a completely separate subject. The intervals used in
vibrato, in appogiatura, in gliding to'a note from above or below,
in turning around it, or linking it to a sometime quite distant note,
are different in their nature from' those of scales. And this is why
they constitute an independent contribution to musical expression.
If they are played artificially with the ordinary notes of the
scale they lose all character and meaning.” This is why the modern
interpretation of early Western music makes 1t appear often so
absurdly ornate.

.The study of music with the help of modern facilities will
allow us to bring much fresh air and new material in musical
theories that have become stale, and are mostly built up of unveri-
fied statements repeated indefinitely and made to suit conventional
ideas as to what the history of a particular system should be. '

South Indian music

We are faced in South India with a most ancient and original
system, which has very probable links with some of the oldest
branches of European music and definite affinities with some
musical elements still found in North Africa, particulary Tunisia,
where it may well be that something has remained of an ancient,—
-should we say Carthaginian,—culture, which once flourished there.
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. I believe that only when we make a techuical sindy. of Karpatic
music, quite independently of the claims. of some of its exponents,
shall we be able to gradually find its proper. -place in the general
history of Indian music as well as of world :mysic and its
dependence on or independence from the various systems expounded
in the numerous and often contrary layers of Samknt musical
theory. :

b

Folk and classical music

In this study it is most important to make a parallel

analysis of the art music of the cities—or classical music as it-is

now somewhat wrongly called,—and the music of different ethnic

groups broadly classified as folk music, though much of it represent
remnants of other branches of ancient art music. ‘

Musical geography

The geography of music in India is as interesting asit is
bewildering. We often meet side by side in the same locality
musical systems which seem altogether different in their origin and
form andit is only when westudy them and classify them adequately
that we shall be able to have a true picture of the origin and place
of the different music forms found in India today. Untill then
most of what we say for or against a particular musical system
remains without much proof. There is in the town of Banaras a
caste of milkmen said to be the descendants of an ancient tribel,
all whose songs are built on a scale of 12 semitounes which is other-
wise completely unknown to the music of North India. I am sure
we could find such instances almost anywhere in this country.

Representation of intervals
There are several ways of measuring and classlfymg musical

rmtervals

The representation by ratios is the only logxcal one, the one
which allows us to understand the harmonic relationship of inter-
vals but it does not permit a quick appreciation of relative size, nor
measurements. This is why other systems have been evolved. The
older one was invented by the Chinese and is based on the decreasing
powers of 3. Itis not very convenient. Among the others the
savarts —so called from the French physicist who advocated the
system— are equal intervals based on the difference in the logarithms
of the numbers forming the ratio and dividing the octave into 301
equal intervals (O, 301 being the logarithm of 2). This system is
now sometimes replaced by the milli-octave or more commonly
the cents which divide the octave into 1200 equal intervals.
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¥personally dlways use savarts not because the inventor was French
but merely because it ‘allows the ‘direct use of logarithm tables
which: is most convenient ‘if ‘one: :s todo much work on snbtlc
differonces of iatervals. -

We hear many strong - statements regarding scales and inter-
vals.. Weare told that there are natural intervals and others
considered artificial.- This is probaly true and.comes from our
ability to grasp some intervals as more meaningful than others, to
perceiye some types of ratios more clearly than others.. We
should not however believe that these are established and perma-
nent facts. Such theories are at the most a guess. Indian music
is theoretically based on the same type of division of the octave as
is Western music. Yet both utilise often in practice noticeably
distinct intervals. The fact that the tempered scale which is based
on roots tends in some countries to replace proportional or harmonic
scales does not necessarily imply that we are abandoning a good
type of scale for a bad one but raises the question as to whethey
we can grasp a series of proportional ratios as corresponding to
expressive values, why we cannot grasp roots in the same way. True
musicology must keep very shy of any theory and avoid carefully
any form of number mysticism. We soon enough shall find that
most people in practice follow a division of the octave quite
distinct from the one they claim to be using.

The classification of instruments
The development and characteristics of musical instruments,
just like the vocal technique, are very important elements for the
study of - ethno-musicology.

Many theories have been put forward to explam the origin
and development of the different forms of musical instruments.
We should be rather suspicious of such theories since we have no
means whatever to know how  primitive men may have behaved
many thousand years ago. Kurt Sachs believes that instrumental
music came from magic rituals and vocal music. from the need of
caling one another. Here in India we believed that we got every-
thing readymade from certain divinities. Such matters being
impossible to verify do not come within the purview of science.

Instruments are difficult to classify because of their variety.
The Chinese used to divide instruments according to the material
they are made of into-kin (metal), che (stone), t'u (earthenware), ko
(skin), hién (strings), p’o (gourd), chu (bambu) and mh. (wood)-
This was not accepted by Western musicologists because the
instryments ar¢ usually made of several materials, The Indian
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classification has been for many centuries the most logical and
convenient one. It was established probably long before the
Natya Sastra was compiled and  recognizes ghana (gongs, cymbals,
etc.), avanaddha (drums), tate (strings) and sushira (wind instru-
ments).

The first reasonable class:fxcat:on of instraments . adopted in
Burope in the 19th century seems to have been the Indian one
and modern classifications are not noticeably different.

The classification proposed by the Belgian Victor Mahillon
(who died in 1924) isin autophones, membranophones, chordophones
and aerophones : that is instruments whose the material itself
produces the sound without being stretched in any way the auro-
phones now usually called idiophones ; the instruments in which
the sound is produced by a skin or membrane stretched are the
membranophones ; those in which the sound-producing element is a
string are chordophones ; and Aerophones are those in which the
air vibrates.

We easily see that, in spite of the complicated names, this latest
discovery of Western musicology nearly follows the ancient Indian
division.

The technique of voice vibration

The technigue of voice production is one important element
for the differentiation of musical families.

Sir Steuart Wilson gave us some days ago a most interesting
and amusing account of some aspects of voice production in the
West. His most qualified and beautiful demonstration was parti-
cularly. interesting for us because it may help us to understand a
fundamental difference of purpose between the European and the
Indian singer.

Western singing is a form of chanting. It is basically an
exhalted way of reciting a poem, of carrying words and their
meaning above the waves of the orchestra. The melodic line is
the chanted flow of the sentence. The accents. become the long,
powerful and moving sustained notes. It is true that there is such
a thing as the [talian vocalisation or bel-canto but this remains an
occasional ornamentation of the spoken song.

In the purely modal form of music the voice is an-instrument.

It develops a raga exactly as a vina or a flute would do. In the

higher forms of modal music, a musician can make almost exactly

the same musical development on one poem as on another. The

- form of the raga, the ornamentation of the song, the position of
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the voice are quite independent of the words. In fact I have often
noted that some of the most beaut:ful khyals of Northern India
are built on meaningless syllables or on one or two old short
verses whose meaning is not clear to the singer. This is why the
gestures and expressions of the Indian singer follow the melodic
form of the réga in the North, the rhythmic pattern in the South
but in no case the meaning of the words.

This naturally leads to a very different approach to singing
and much of vocal technique is evolved according to the relative
proportion of the three elements, which are the words, the theme
and the rhythm, the ancient Dhatu, Matu and tala, and which are
the guiding factors around which are grouped the other elements
which come into action in the shaping of the voice. The extreme
gensitiveness to rhythm of the Tamilian leads him to sustain a note
by a repetitive rhythmical resounding of an allegedly single note
bringing into action the lowest part of the larynx which works a
little as does the palm of the left hand in the sustained sounds of
the mridangam. This leads to a form of gamaka very surprising
at first to ears trained to purely melodic patterns of ornamenta-
tion. You can therefore observe in this country what we might
divide vocal technique into the flute-voice where the ornament is
purely melodic, the drum-voice where the nature of the ornament
is essentially rhythmical, the vina-voice which is half way between.
But we also have in those parts of India, influenced by Sino-Tibe-
tan music, the single-cry where each note is dealt with as a separate
entity, and we know also the chanting or speaking voice similar to
that of Western countries.

This rough division may give you an idea of how an ethno-
musicological survey and study of such basic things as voice pro-
duction, instrumental technique, besides the form, style, ornamen-
tation of the music may give us some useful information for the
building of a reasonable and sound theory of the history of Indian
music and help us to find out the original contribution of the
different parts of India as well as its links with the music of other
countries.

Ethno-musicology should play in music the part that archaeo-
logy plays in history. It gives us the positive documents by which
we can verify and implement the data received from written or oral
tradition.

8
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Tlfe probleni of: hotmbh

In this connection it may benecessary to stress the 1mpo;tan.qe
of an adequate system of notation. .

Nowhere is the notation system entirely satiSf‘aCtory",? and ‘.ﬂié}
purpose of notation is not always clearly understood. To leari a
song from notation is not the best way to learn it, and somé
musicians, therefore, feel that any system is good enough provided
it i¢ simple and easy to print. .

The work of the musicologist is however impossible 1f an
adequate system of notation is not available. And, the more ela-
borate and detailed the notation the better his work.

Much of the work done on folk music in Europe in the ‘Iast
century and much of the work done even at present is pracncally
useless as an instrument for Ethno-musicelogy, that is the classifi-
cation of musical families. We cannot draw any valid conclusions
from a notation in 12 semitones which entirely obliterates the
mictotones (the srutis) not only in the main theme but, and this
is even more deplorable, in the ornaments.

In India where the use of microtonal intervals is so varied, so
subtle, so beautiful, none will be able to talk sense about them
until an adequate system for the analysis and notation of srutis
and for the division of matras is not only made available, but
brought into common use,

India has probably the oldest system of notation in the world.
Greek notation, Arabic notation and later the Western Solfa
system were most probably derived from Indian notatien.

In the past four centuries Europe developed a much better
&nd convenient system of notation than any previously used. All
the recent attempts at increasing the range and possibilities of the,
Indian notation are imitated from the Western system. The two
best-known attempts at introducing some feature of Western
notation in the Indian system are those of Vishnu ngambar and
V. N. Bhatkande.

- These however remain rather inadequate in comparison to the
Western staff. The best system I have come across so far is that
used by Mrs. Vidya of Madras in her. collection of classical Kiritis.
This brings modern Indian notation to a stage closely resembling

[
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the, Systems sed in Europe at the end of the Middle Ages. Sugh
n.otatlon systems ;emam howgver very, shqrt of the xequu'ements ,gf
hno-muslcology I do not see why Indian musicigns should not
,(n W t;akc the lead and accepting all the additions made to notatan
‘in Europe in  the past four centuries, carry this now further hy
‘méeting all the reguirements of Indian music and thus give a
wclcome lead to the notation systems used in other countnes
T hlS obkusly cannot be done until the Indian system is first put up
to ‘date and standardxzed AR

Need for the development of Ethno-musicology

In.every country the musical theory is based on the implied

. assertion that the musical system prevalent is natural, superior,
.more ancient, etc. It is very. difficult therefore to explain one form
-of music to people used to another form in terms of accepted
musical theory. If I dared to repeat to you one tenth: of what I

have to listen to from Western or even North Indian musiciaps

about Karnatic music you would turn me out of this place as a

miscreant, a savage, an imperialist, or what not. But I must say

for the sake of fairness, that I have often to listen in Madras to

long discourses as to all the alleged inferiorities of Western or

North Indian music based usually on some misunderstanding of

musical terms. Such an outlook is harmful to everybody. Either

people imitate and that is wrong as they deprecate and that is

worse. We have to find some common ground for cultural deve-

lopment and understanding.

This is where Ethno-musicology can be for us the best plat-
form, because it deals with facts only and can allow us to build up
the basic material for musical studies irrespective of age-worn
theories while dealing with age-old music and, with its help, we
can come to some positive conclusions regarding the history of
musical system in this vast lJand and the ancient literature which
reflects this history., We can also analyse impartially the nature of
the different features that are used to build each particular system
and thus find out what are its essential elements and possibly the
direction in which a particular system of music can develop while
keeping in line with its original genius.

Practical steps

But how to proceed about it practically. How can one develop
in India a good laboratory of Ethno-musicology since it requires
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recording-facilities, trained personnel, collection of documients,
sound-measuring equipment, etc. It is not for me to madke
suggestions on such matters. I can only hope that the Music
Academy may be able to play in this, as in other branches of
musical study, a pioneering role and that the new Academies esta-
blished by the government will become aware of the important
work to be done. One thing seems to me certain : unless we are
able to put into modera scientific terms all the prodigious experience
and invention of India in the field of music it will not be easy to
carry that knowledge beyond India’s borders nor even to keep it
alive within India itself. It is my belief that the methods of Ethno-
musicology may be the instrument that will bring the world to
realise the greatness of the contribution of India, past and present,
in the field of music, and, at the same time may provide the
means of consolidating the purest classical values and give a
new impulse to the highest forms of this most precious creation of
the Indian genius.
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In October ’52 in the journal ¢ Service, * I wrote—* The Pari-
maana or extent of gamakas in the established ragas of our music
is indeed difficult to understand and exhibit. In allied ragas, they
are different, nay, even in the matter of ascent and descent in the
same raga. They have to be learnt by the ear. The 7 (seven)
notes and 12 frets or keys are world wide facts to-day.”
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For examples of gamaka signs and their explanation reference
may be made to the preface in English and the addendum in
Tamil, to Vol. I and Vol. 1II respectively of Mrs, S. Vidya’s Kritis
of Syamasastri for Vina play, as also to the English preface of my
recently published (Sept. ’55) 108 Kritis of Sri Tyagaraja in
Devanagari Script, with Gamaka signs, notation etc. The
gamaka signs are 14 for Vina players and they were reduced to 7 by
me as intended for violin players and vocalists, when coupled
with idea of crushed notes adopted from European Violin Music.

2_STQMY 6wrohs Sar

Buer—(29)

1. { (i) ebsgrusant — eoRfed ~— hev.
{ (ii) sdwreml Guer 65:— & d’ Blev 8 - 58~ ete.

Guer (29)
(ii) sdwresl—Qwer 65:—(a) rﬂm)trem ff, - &r ~ [umq.ﬂ]

(b) M- fewevr v =fif =& [ uw ]
arigos) 3 yr . .ar ar & &4

2. { (i) apwevgad :— safaor ;— :El avfls - mmam@

3, (i) smsgruger :
Guer (29) :—} GVLUIN = LIDSTID = NSTWD = LF
(ii) srelurd
Guear—(28)— f ; —uwsT — wafs -
fenvavr,
4. o (v)
Guar (29) } (1) ;—ovr, R wr- ur ; ;ur
armgmpsdr &1, 53 @ G & ete.
(2) um, U~u L-ws af F-Ffos

u
grrgaupneii— [Hu] erer-Af-ww ~
Guwear—(29) * w&aiflen - Fuo -

w W ()
Cagrr— &w - ubeom, H—urw - srfl
(29)
w
5. (i) st;rrfouﬁ\ - &0 — LGV = Beor -

(iii) Seosdufll = STWFUR - LT - LS ~
(29) flasws - Ngevs
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6. (i) TG = U&= L) ~ LT

- (29),
(u) ST = LWLET = flen [fﬂmma\)rﬁmm]
- (22)
(m) sorwrs (evw0)
3) , &F . 1 ur-
gur s G
7. () sarr@ - (w)
(28) - swur— - &7, S -
: (2) fafl—evBav
DT Y - al e pu-ﬁ-em'm,. .
(2) o3 . &l .

(ii) uwrerel—f, s U/ & &0 ur [wmﬂgnﬂ]
(28)  snargog/ & oy ordlyr sLG

8. (i) (ﬁﬁG&mm—— rﬂu rﬂr%’ 0]

(ii) CsgrpGserar— 1 w- Bevf — [was{ﬂ]

(28)
(iii) wsuwraf - rﬁ avff-A A
(22) Br & vt Lt 60l
w
@iv) any flw - udl - Beb
(28)
9, eugd

20 (1) ew &r-fl &1 -1 ur - heor
(2) Naws - sfiflev - fswer - (w)sriaw

sy epy Sflwr
22
oo —f —few —sn & § ~ 5ﬁlm)rﬂ
gr wr B+ Qu L

N.B. All Gamaka Signs have not been put for want of
printing facilities.
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KATHAK

BY

SriMATI KAPILA VATSYAYAN

It is commonly believed today that Kathak in its present
form isa dance-style which is not only very recent but also
one which does not share the essential character of the Indian
dance with the other styles of Indian dancing. Unlike Bharata-
nityam it is not religious in character and does not seem to have
been handed down to the immortal sage Bharata by thé Almighty
Brahma himself and unlike Kathakali is not the narrator of
the heroic deeds of Rama. It seems hardly to have even the
deep devotional and lyrical aesthetic quality of Manipuri where
the devotee loses himself in the praise of the Lord Krishna,
Kathak may deal with the themes of the gods, but hardly ever do
people associate it with identification with the One and Almighty
God Himself. This observation may or may not be correct, but
it is true that a casual observer of this dance-style is first and
foremost struck by the highly stylized character of this dance-
style, a stylization which is neither spiritual in character as
Bharatanatyam nor epic as Kathakali, but fundamentally urban
and courtly, This is so obvious in its love for virtuosity and an
emphasis on sheer form and its complicated rhythmic patterns.

The true history of this dance-style seems to be lost in the
cultural vicissitudes of Northern India, and one is not sure from
where it sprung up, and how it developed. There are innumerable
legends attached to it, but there are very few examples in sculpture
or literature, which would help us in determining any specific
date with regard to its origin. However, one can be absolutely
certain that whenever this dance-for memerged and whatever the
oreign influences on it might have been, it was always guided by
the fundamental principles of Hindu art in general and what we
term as Indian dance in particular. We have only to observe the
present form of Kathak very closely to realise that whatever the
nature of the stylization of this art-form may be it is ruled by the
basic principles of the Hindu dance. It has the two aspects of
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nritta and abhinaya in it and divides itself into tandava and ldasya
as any other form of the Indian dance may,

From what we can gather from the Moghul and Rajasthani
miniature paintings and from references in literary and musical
works of the period, it may fairly ceriainly be asserted that the
art-form must have flourished at its best in the sixteenth and
seventeenth centuries. In these paintings, we¢ find examples of
musical instruments and costumes which are peculiar only to this
dance-style. We have here for the fiirst time, a musical instru-
ment like the Tabla and we find too that the dancer performs
in a skirt very similar to the present *lahanga’® of the Kathak,
It is true for all practical purposes, the dancers seem mostly to
dance before a company of kings and courtiers and we rarely find
examples of the dedicated dancer dancing in solitude or in com-
pany, to the One and Almighty. This, however, is not to say that
the essential character of the Hindu dance, which was meant to
be a sadhana (contemplation) is lost to this dance-form. And
we have today in the dance-form songs which tell us of the
purely religious qualities of the dance-style. The presiding deity
of this dance form is Lord Krishna, who comes down to play
with the Gopis, breaks their earthen pitchers, sprinkles the
coloured water on their dresses and lifts the mountain Govar-
dhana to protect the trembling damsels of Mathura, Such
thematic undertones of the dance give the highly urbanised
dance-form also a religious character. It is true, however, that by
the time the Kathak flourished at its best, the original form of
the Hindu dance had gone through a considerabié change and to
the uninitiated eye, and today the over-all impression is only of an
art practised before a sophisticated and urban audience.

In the Moghul courts the characteristic and traditional forms
of the Hindu dance have gone a transformation too ; thus the
invocation of the Hindu dance seems to have been changed into
the ¢ Salami’ (Salutation) of the Kathak. The dancer does not
begin her performance by invoking God or an aspect of Him, but
instead she bows to the polished and elegant spectators to appre-
ciate her performance. We find thus that the emphasis is at once
shifted and the role of the dancer is changed from that of a
devotee to that of a performer, an artist who exhibits, in however,
dignified and elevated a number, Delhi would naturally be the
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stronghold of an art; s0 polishéd 0, charat:ter and so soplnstmated
in form. The Moghul court. ddightcd in its love of virtuosity -
and its technical complexity. The exponent of this dance-form
received the greatest patronage from these courts. But apparently ‘
after the decay of the Moghul:court especially after the reign of
Mohammed Shah ‘ Rangila®, the exponents seem to have disper-
sed. Later the most famous of them sought the patronage of the
royal courts at Lucknow, Rampur, Jaipur, Raigarh, Gwalior
and Datia, Since the last two centuries the art-form has survived

only in these courts, and even today the best examples of this
dance-form have been preserved in the courts of the Indian
princes.

The word ¢Kathak’ as such wasnot really used till 1904 when
it is used for the first in the Imperial Gazetteer. The Census
Report of 1921 in a survey speaks of a class of dancers who are
termed ‘Kathakas’. The word prevalent before that seems to have
been Bharatarasika and the more familiar word ‘bhand’. Obviously
the exponents of this dance-style who lived in the ‘courts of
Mohammed Shah Rangila dispersed into various remote regions and
established themselves into little sects of dancers. These dancers
sometimes did and sometimes did not have any training in the
theoretical and academic traditions of the Hindu dance. Itison
account of this that the original character of this dance sometimes
could hardly be recognised even though in some of the songs
like ¢kathan kare jao kathak kahe > we find that this was but a
popularisation of the earlier pgja forms.

The oral tradition of this dance-style is preserved in a gharand
sampradaya of the the north which is very much equivalent to the
¢ Nattuvanar's tradition of South India and can be easily traced
back to a few names of the last century. Pandit Prakashji is the
first name we hear in this field and Pandit Thakur Prasad of
Lucknow is the great name with whom the entire development of
the Lucknow school of Kathak is associated, The patronage
of Wajid Ali Shah laid the foundations of this lyrical and delicate
school of Kathak at Lucknow and the patronage of the Jaipur
courts produced the more austere and slightly less lyrical school
of the Jaipur Kathak. The Jaipur school developed a variety
of rhythmic patterns and foot-work and a rich store of Sahitya-
¢um-tala ecompositions known as the kavitas. There is yet
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MELODIC TYPES OF HINDUSTHAN.
A scientific interpretation. of the Raga System of Northern India
By NaRrenDRA KUMAR Bose, B.A.B.L,

INTRODUCTION

Vocal melody is almost coeval with the human race as a gift
of nature if not as an art. Philologists hold that it is even
anterior to language itself, It is, indeed, so natural to man that
it may be said to be, in the language of Dr. Burney, implied in the
original principles of his constitution. The most primitive peoples
have been found to possess melodies of theit own in the
shape of short crude phrases. Exuberance of human feelings
has always sought expression either in rthythmic movements of the
body or in melodious modulations of the voice. Melody had its
birth in a natural human instinct, which with the cultural progress
of the race developed into whatis known as the musical faculty.
The essential feature of this faculty consists in the appreciation of
certain relationships of sounds which scientists of the eighteenth
century discovered to be determinable with mathematical precision.
These relationships had long before been known as Consonances.
An appreciation of these is the sine quanon for the birth and growth
of melody. It is not implied in this statement that this apprecia-
tion has ever been either conscious or complete. But, as music is
the only fine art which is firmly based on scientific principles, some
amount of instinclive appreciation of these principles must be
presumed in order to explain the great development the art has
achieved. That development was attained to pari passu with the
growth of the faculty referred to above. Those consonances which
are easy to perceive, viz., the Octave, the Fifth and the Fourth
were recognised by musicians in very ancient times, Others, which
are rather difficult to perceive, viz., the Thirds and the Sixths were

“recoguised very late and a certain amount of uncertainty about
their exact nature has always been felt by musicians so far at least
as their explicit recognition in the theory of music was concerned.
We are told that the Greeks and their followers the Romans never
acknowledged "these latter -relationships as consonances. In the
Pythagorean intonation these intervals are very much out of tune
and so long as this intonation prevailed in Europe, appreciation of
their consonant character remained almost an impossibility until
some urgent artistic need drew - the attention of the musicians to
their true¢ nature. That need arose after the invention of

23
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polyphony ia the middle ages. In the earliest contrapuntal writ-
ings of -the 13th and 14th centuries the only concords used
were the Octave, the Fifth and the Fourth. But, in course
of time, as the harmonic poverty of these intervals -came to
be more and more keenly felt, the superior harmonic quality of the
imperfect concords came to be more clearly appreciated, until the
rules of harmony were completely inverted ; and we come across a
paradoxical revolution of ideas in the fact that consecutive Thirds
and Sixths, which were strictly forbidden in medieval discant, became
the rule of harmony in the nature of the polyphonic art of the 16th
century, while consecutive Octaves and Fifths, which once reigned
supreme, were now strictly forbidden. It should, however, be
pointed out that only the Major Third and its inversion the Minor
Sixth were accepted as concords in the 16th century polyphoiy..
- The other two imperfect concords were fully recognised after the
growth of harmony about the time when their consonant character
was finally established by scientific investigation. In India both
the kinds of consonances were appreciated by the earliest writers
on music. But the inferior kind does not appear to have ever re-
ceived explicit recognition from practical musicians. A word which
looks like literal translation of the word ° consonance’ (con, to-
gether, and somo to sound) is to be found in the Sanskrit work of the
1st century A. D. named Bharativa Natya Shastra. That ‘word is
Samvada (sam, together, and vad to speak). Evidently this Sanskrit
word was used to express the same idea as that conveyed by its
English equivalent. It implied the particular relationship of notes,
which in the language of the musical theorists of India, were sepera-
ted by either thirteen or nine Srutis.'! These numbers of the
Srutis r epresented the intervals of the Fifth and the Fourth respec-
tively. It is, therefore, clear that the word Samvada implied perfect
consonance. Two notes which have this relationship between them
were characterised as Samvadi (consonant) to each other. The.
relationship of dissonance was expressed by the word Vivada (vi
against and vad, to speak). Two notes which are separated by
twenty Srutis* were regarded as Vivadi (dissonant) to each other.

frarfyeg ¥ Awi ey frofmreo
1. Those (notes) which have nine or thirteen Srufi intervals

between them are Samvadi to each other. Bharatiya Natya
Shastra Ch, 29, .

 qE AIRNITF A FAAL anrarggaia |

2. Those (notes), which are Fivadi, have twenty™ (Srutis) between
themh,  Ibid,
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This interval is the Major Seventh. Its inversion the minor Second
separated by two Srutis (the whole octave consisting of twenty,
two Srutis) was, therefore, also considered dissonant. The
Minor Second or the interval of a semitone and the Major
Seventh were, thus, the onlyintervals which were treated
as dissonant. All other intervals were deemed to have
_ the third kind of relationship, viz., Anuvada (anu, after and
vad, to speak). Distinguished both from perfect consonagce
(Samvada) and - dissonance (Vivada), this relationship evidently
stood between them and signified imperfect consonance. Eliminat-
ing the intervals included in the other two relationships we get the
Thirds and the Major Second and their inversions the Sixths and
Minor Seventh as the main intervals which were treated as
Anuvadi. The reason for including the Major Second and the
Minor Seventh in this category seems to be that, next to the
perfect consonances, these are intervals which can be obtained
most easily. The Major Second can be had by rising two Fifths
and coming down an octave and the Minor Seventh by simply
rising two Fourths. We_are told that Guido d’Arrezo, who lived
in 11th century A.D., similarly included the Major Second within
the same category as the Major and the Minor Thirds.* The
ugly interval, known as the tritone, which might be said to be
included within the category of Anuvadi, presented no serioms
difficulty, inasmuch as it occurs oaly once in a scale, and secondly,
because it was most often avoided by the device called Varjana
(omission) of one or both of the notes making this interval.
Mainly and for practical purposes, therefore, the imperfect
consonances of the Thirds and Sixths were the only intervals which
were treated as Anuvadi. It has been shown in the eighth chapter
that the Major and Minor Thirds were represented by seven and
six ‘srutis respectively. The theory regarding the relationship of
notes set forth above appears to have been originally propounded
long before the christian era, inasmuch as the two great poets
Kalidasa and Bhavabhuti, who lived in the 4th and the 8th
centuries A.D., mention the name of Bharata, as the sage (muni)
who promulgated the triune arts of singing, dancing and instru-
mental music (tauryatrika.Sutradhara).

* ¢« But Guido, though he speaks of the Fourth as the most
important interval, permits the use of the Major Second and the Major and
-the Minor Third.

Groves ‘‘ Dictionary of Music and Musicians * Vol-III, p, 198.
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The four ancient Gramas (scales), including the Shadja and
the Madhyama and their two derivatives, defined in terms of
Srutis by Bharata, have been shown in the ¢ighth chapter of this
treatise to be quite consistent with the scientific principles of struc-
tures of scales formulated by the great scientist, Prof. Helmholtz.
These scales and the modes derived from them can be identified
with most of the ancient Greek and Greeko-Roman scales and the
Ecclesiastical Modes of medieval Europe, which have been scienti-
fically explained by Helmholtz in his * Sensations of Tone. > The
ancient melodic system of India based on these scales presents no
great difficulty so far as their scientific basis is concerned, This
system, in which no Vikrita (chromatic) notes, except the Antara
and for a limited purpose the Kakali, were used, continued for
several centuries till the great revolution which brought into being
the Mela system atout the eleventh century A. D. The earliest
writer on this system is Lochana Pandita of Mithila (then a part of
Bengal) who, according to his own statement, wrote his
‘* Raga Tarangini ” in the Saka year 1082 (1160 A. D.)* This
work was written about half a century earlier than the great work
of Sarngadeva ¢ Sangita Ratnakara (1210-1247 A. D.). It appears
that the Mela system had not yet come into vogue in that part of
the country in which Sarngadeva lived, for we do not find a
vestige of that system in his work. The Gramas and their
Murchhanas on which the ancient melodic edifice was built were
abandoned and the Srutis lost their original significance in the
new order of things. Five Vikrita (chromatic) notes were
introduced and numerous combinations of the seven Suddha
(natural) and the five Vikrita notes were called Samsthanas or
Melas. These Melas appeared in two different forms in the two
schools of Indian music : the Hindusthani or Northern and the
Carnatic or Southern. The Scales of Origin and the Vikrita notes
were different in the two schools. The Scale of Origin of medieval
Hindusthani music was equivalent to the ancient Shadja Grama
and that of modern Hindustani music is a scale which is equivalent
to the European Major Scale. Both these scales are diatonic. But
the Scale of Origin of Southern India is a scale of unusual structure
not found in any other part of the world. Many Melas of similar
structure are found in both the schools of music. These Melas
appear to be peculiarly southern in character and must have been

#This early date of the Ragatarangini is not beyond dispute ; see Kshiti
Mohan Sen, the Visvabharati Quarterly, Nov.—Jan,, 1943-4, pp. 249-255, and
the Journal of the Music Academy, Madras, Vols, 1V, p. 68., XV, p. 42—V, R,
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Dravidian in origin. These modes are very similar to the chromatic
scale of ancient Greece which made its appearance there for some
time and subsequently disappeared. These Melas presented the
greatest difficulty. Existing principles of structure of scales could
not explain them. New principles had to be discovered. After
prolonged investigation undertaken with this end in view a theory
has been formulated, which is, it is claimed, capable of explaining

scientifically the structure of all known melodic forms. This
theory has been set forth in three chapters: the fourth, the fifth

and the sixth. Preliminary topics relevant to the elucidation of the
theory have been dealt with in the first three chapters. A new
system of notation needed for expressing scales and modes in just
intonation has been described in the first chapter and the scientific
theory of consonance has been fully explained in the second chap-
ter. The inadequacy of the cycle of twenty-two, on which the
ancient Sruti system was based, hasbeen shown and substitution of
the cycle of fifty-three has been proposed in the third chapter, the
new divisions being called Anushrutis or monatones. Relationships
of notes have, according to the salutary ancient Indian custom,
been expressed by means of these Anusrutis throughout the whole
treatise. The principles underlying the structure of scales have
been explained in three different aspects in the fourth chapter. The
next two chapters are devoted to explanation of the structure of
scales. Altogether twenty scales have been found to be sufficient
to serve as basis of all possible melodic forms and compositions.
These have been divided into four groups of five each. The first
two groups contain scales of diatonic structure, which have been
characterised as Simple Scales. Group A of these scales has also
been called Primary Scales and Group B Secondary Scales. The
other two groups have been termed Chromatic Scales on the
analogy of a Greek scale of similar character referred to above.
These scales possess the peculiar feature that their tonics have both
the Major and the Minor Thirds placed one after the other either
above or below them. Group A, in which the Thirds are placed
below the tonics and are descending in character.

The first four scales of the Primary Group, which include the
European Major and Minor Scales, were the basis of all ancient
music both in Europe and in India, They are identical with the
four ancient scales, defined by Bharata, which were the sole basis of
Indian music till the introduction of the Mela system. Each of
these scales was used in seven Murchhanas or mode-octaves starting
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from the seven notes of the scales. The illusive conception of
‘ Murchbana * which has been translated into English by the word
“ Mode” used in the limited sense of a species of octave, has been
fully elucidated in the seventh chapter. In ancient times, when
only one Chromatic note was in use, the Murchhanas were used in
their original forms without any alteration of the notes or the
tonics. These were the Common Tonic forms of Murchhanas.
These presented great difficulties in practical use and gave plice to
Melas, which were Common Initial forms of Murchhanas, Sa being
the common initial for all Melas, This revolutionary change
brought about a complete overthrow of the = ancient system.
Srutis baving lost their original use and significance, it became
almost impossible to ascertain the scale to which a Mela belonged.
‘The scale of a Mela could now be ascertained only by the tonics;
which had different positions in different Melas, to be determmed
from actual use. In order to facilitate the determination of the
Scale of a Mela, we have appended at the end of the seventh chap-
ter twenty tables containing the notes of Sa-initial Modes of all
scales in just notation. ,

Coming to the Mela period, we are faced with the difficulty,
which at first sight looks insurmountable that the number of Melas
far exceeds the requirements of the ancient system, which recognis-
ed only four scales of diatonic character. Seven melas were
sufficient for the purposes of that system, whereas we come across
more than forty Melas, most of which are of peculiar combinations
of notes inconsistent with the ancient system. Scientific explana-
tion of the structure of all these Melas could be found only in the
new theory of scales formulated in this treatise. Many lists of
Melas varying in number from twelve to twenty, are given by
different medieval theorists belonging to both the schools. These
have been separately dealt with in three chapters, two of which are
devoted to Melas of the southern school. The Vikrita notes used by

+the northern writers are characterized as Komala (flat) and Tivra
(sharp) as in Europe. Inthe southern school these notesare given
peculiar appellations borrowed from the treatise of Sarngadeva.
The word used by Sarngadeva did not indicate chromatic notes,
but were intended to explain the structure of his Sadharana Grama,
which was misunderstood by the southern theorists, An
explanation of this scale, which is very important inasmuch
as it is identica] with and most probably the source of
the Suddha Grama of modern Hindustani music, will be found
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~ 4t “the end of the eighth chapter. It should be: pointed out here
that thoughi the Srati aHocations of the Scale of Origin of the
southera school are the same as those of the ancient Shadja Grama
it is not a diatonic scale like the latter, Taking into consideration
the’ practical use made “of the Sruti jntérvals that scale must ba
interpreted as @ Chromatic Scale. We had some difficulty in
decyphering the striicture of the southern Melas which were derived
from this upysval scale.  We had 0 devise a special
- formula for the interpretation. of ‘these Melas. Satisfactory
scientific explanation of all usefyl Melas was found with
the help of this formula. A formidable stumble was, however,
encountered in the Melakarta scheme of ~ the -reputed
southern theorist Venkateswara Dikshit, popularly called Venkata
Makhi. This is an ingenious device consisting of a symmetrical
arrangement of notes, which is outwardly attractive and too
highly appraised by southern lovers of music. The fallacy of the
scheme is apparent from the position of equality with Ma, the
sacred unchangeable note of ancient India, given to sharp Ma,
which . makes the ugliest dissonance with the initial note Sa.
Modes having this note are rare and very difficult to sing. Yet
an equal number of melas are allotted to both the notes, the other
notes being common. The scheme consists of seventy-two Melas,
of which only nineteen were, according to Venkata Makhi’s
admission, in practical use in his own time, His only justification
for the scheme was that the new Melas proposed by hini might
be used at some time in future. Neither is his scheme com.
prehensive as he claimed it to be, But the greatest drawback
of the scheme is that about .two-fifths (27) of the total number of
his melas have been found to be bad and scientifically inexplicable.
That some of his proposed Melas have been found to be scientific-
ally explicable must be considered to be a mere chance. We
shall see that critics of Southern India have already begun to
doubt the utility of the scheme.

It is a remarkable fact that almost all Melas, stated by theorists
of both the schools to be in actual use some time or other have
been found to be scientifically correct. This fact proves two things:
first that the theory propounded in the Present treatise is compre.
hensive enough to cover all the existing modes of Indian melody;
and secondly, that the musical instinct which has been able to build
up the superb structure of that melody may be relied upon. to a great
extent for advancement of the art, Even so such a theory was a



