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‘¢ Ladies and Gentlemen,

We are gathered here today on a historic occasion, namely, the
‘Golden Jubilee Conference of the Music Academy. 1 have called it
‘historic’ because fifty years of upstinted activity and growth for
any institution is indeed a remarkable achievement. The seeds of
the Music Academy, as most of you here know, were sown at the
time of the Madras Session of the Indian National Congress in 1927
and today it has grown and acquired the status of a premier insti-
tution of its kind, not only in India but throughout the world. We
can, therefore, look back with justifiable pride and happiness.

I must say that this growth and solid achievement are not a
matter of chance. It is the cumulative result of the inspiration and
guidance provided by successive Presidents and office bearers; the
co-operation of musicians; and the encouragement of the music-
loving public. While I would like to take this golden opportunity
to pay a tribute to all these destinguished personalities in general, I
would particularly refer to the first President of the Academy, Dr.
U. Rama Rao, a devoted Congressman of those days and the Presi-
dent of the Legislative Council in the first Congress Ministry in
Madras. As a tribute to him, the Academy is having an oil pain-
ting of his portrait unveiled on the 18th by Dr. B. Gopala Reddi
who was a Congress Minister in Madras at that time.

I would like to refer next to the Jate Sri K. V. Krishnaswzmy
Iyer, who, it can be said without exaggeration, more than anyone
else, put the Academy on a firm basis. Well-known in the fields of
education and culture in Madras, Sri K. V. Krishnaswamy Iyer
nourishe d and nurtured the Academy. In his honour, the Academy
is installing a bust, which will be unveiled by another distinguished
jurist and savant, Dr. P. V. Rajamannar on the 19th. I am sure
that the portrait of Dr. U, Rama Rao and the bust of Sri K. V.
Krishnaswamy Iyer will serve as worthy symbols of inspiration for
generations to come.

1 said at the beginning that today is a historic occasion. There
is another reason for this. To inaugurate the Golden Jubilee Con~
ference, we have with us Dr. Karan Singh, illustrious son of an
illustrious family of Dogras, whose contribution to the history of
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Kashmir and India will be remembered for long. A prince by birth
a scholar by taste, and a statesman by profession, Dr. Karan Singh
needs no introduction to this audience—why, in fact to any audience
in India. His accomplishments as Regent of Kashmir at the age of 18
and later as Sadari Riyasat and Governor, for a term of eighteen
years is modern history. In 1967, at 36, he became the youngest of
the Cabinet Ministers in India and held the portfolio of Tourism and
Civil Aviation. Hailing from Kashmir, tourism is something that
runs in his blood. He graduated from the University of Jammu and
Kashmir, of which he was the Chancellor and later took his M. A.
at the Delhi University with a first class first. His study of the
political philosophy of Sri Aurobindo Ghosh is a classic, His publi-
cations show remarkable variety and range—verse, political science,
philosophy and travelogue. He is also a composer, having composed
many devotional songs in Dogri. As a prince, Dr. Karan Singh is
a hereditary patron of the Arts but what is unique about him is that
he is himself an artiste and devoted to classical and folk music.

Incidentally, he is no stranger to the Academy. We had the
pleasure of having him with us in 1968, when he presided over the
Sadas. I have great pleasure in extending him a warm welcome
this evening. Our President this year is Smt. Brinda. She is the
grand-daughter of Veena Dhanammal, whose name is a legend in
our homes as far as Veena is concerned and it is not surprising that
she is a true representative of classical Carnatic Music. She is proud
of her musical heritage and dedicated to preserving it. I extend her a
warm welcome.

The Golden Jubilee is an occasion for a review of past achieve-
ments, future plans etc. I do not wish to detain you by a lengthy
enumeration of what the Music Academy has done and achieved.
I would like to content myself with one or two aspects only.

A landmark in the history of the Academy is the construction
of this Auditorium, which we owe more than anybody else to the
late Sri T. T. Krishnamachari and hence we have named it in his
honour. The foundation stone was laid by Sri Jawaharlal Nehru
and the Auditorium was declared open by His Higbpess the then
Mabharaja of Mysore. The idea of building an Academic Block
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which has been with us for some time, should take concrete shape
during this Golden Jubilee year and I hope, before long, we will
have a fitting building to house the College and the Library.

The Institution has received help from the Central Government
and especially from the Sangeet Natak Akademi, Delbi. . With their
help, we have been able to maintain some of our activities, Besides
Presidents, Vice-Presidents and several Cabinet Ministers of this.
country have shown their interest in the institution by visiting us and
inaugurating or presiding over our functions. =~ We are beholden to
them for this encouragement. Today, the work of the Academy is
many-sided; it arranges concerts : it teaches music; it trains teachers
of music; it extends financial aid to indigent musicians; it encourages.
new talent and it carries out research. But what has brought re-
nown js the Experts, Committee discussions. This has attracted
musicians and music-lovers from all over India and even abroad
from the United States, Burope and Asia.

During the Golden Jubilee Year, our idea has been to involve
as many musicians and artistes as possible. A series of concerts has
been planned and already three series are over.  This will be conti-
nued in the New Year and will mark the grand completion of the
Golden Jubilee Year.

I wish to conclude by thanking all those who have contributed
to this Institution in some measure or other, and I look forward to
a future as good as the past, if not better. I wishto end on a note
of optimism. Dr. S. Radhakrishnan has said * It is by its arts and
literature that a society is judged at the bar of history. They are
the reflection of the vitality of a race, They decline when people
suffer from spiritual exhaustion.”” I like to think that we are still a
vital race with a glorious future.

I now request Dr. V. Raghavan, Secretary of the Academy, to
present the Welcome Address to our distinguished guest. I must, at
this stage, pay a tribute to his ardo ur and dedication for nearly four
decades in the activities of the institution. particularly the academic
activities.

Dr. V. Raghavan, Secretary, presented to Dr. Karan Singh a
welcome address in the course of which he said ;
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which they wiilised the power of music for those great hymns, The
Bhagavad Gita itself is not a piece of prose as people often wrongly
interpret it to be...Jt is a song ; It is a song of the Lord. As Sri
Krishna says somewhere else

*“ Naham Vasami Vaikunthe na Yogi-hridaye
Ravau, Yatra Gayanti
Mad Bhaktah Tatra Tishthamt Narada

‘“ Where my devotees sing, I am always there *’ says the Lord.
And of course Lord Siva, Nataraja, the Lord of dance and of music
also is symbolised with the creative sound of the drum, the prime-
val Omkar

“ Omkaram bindusamyuktam
Nityam Dhyayanti Yoginah
Kamadam Mokshadam chaiva
Omkaraya Namo namah”

These are all various aspects and symbols of the way in which
music in our country has been the very basis of our cultural endea-
vour. And I think it is important to remember that, historically,
music has been a great integrating force, because the tradition of
Indian music has been enriched by people belonging to every state,
every linguistic community and every region in this country., Setu~
Himalaya paryantam—From the Great Himalayas from which I
come—you know Kalidasa described :

‘“ Asti Uttarasyam disi devadatma
Himalayo nama nagadhirajah
Purvapurau toyanidhi vagahya
Sthitah prithivya iva manadandah *’

It is from those Himalayas that I have come, right down to the
feet of Mother India, where three great Oceans meet and mingle, and
Gujarat in the West, right across the country to Arunachala and
Assam in the East, every region bas contributed towards the great
tradition of music in our Country.  And of course in recent years-
comparatively recent years—the great Trinity of South Indian com-
posers, Sti  Tyagaraja, Sri Muthuswami Dikshitar and Sri Swati
Tirunal have made a most remarkable contribution to the cultural
heritage of this nation. In fact I would like to say that the whole
country cwes a deep debt of gratitude to the South for having main-
tained intact very valuable features of our cultural heritage. Ata

2
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time when, due to historical reasons, the whole of the North was in
furmoil for a thousand years, it was the South that kept intact much
that is of value and grace in our cultural heritage. Whether it is
the great tradition of temple architecture, whether it is the magni-
ficent Sanskrit language itself, which has been the vehicle par exce-
dlence of Indiau culture through the ages, or whether it 1s in the field
of classical music and dance, vocal and instrumental music and the
classical dance forms—the Bharatanatyam, particularly in Tamilnadu,
the Kathakali of Kerala and the Kuchipudi of Andhra Pradesh—
these great elements were kept alive by the South. And having
nurtured them, as it were in its bosom. after independence the South
once again sent up these great cultural traditions into the rest of the
country, So that, today, you have a situation in which the entire
nation is suffused with the power and the glory of these great Dance
forms and the great artistic tradition. The romancefor example of
the Revival and Renaissance of Bharatanatyam is one of those great
stories of world culture—How a magnificent ;art form, which was
on the verge of extinction, was once again revived andh as now
swept the length and breadth of this country.

I am happy that Dr. Raghavan has adopted a 20 point cultural
programme also, because I do feel that, whereas we give a great
deal of attention to political factors, to economic factors, unless we
also have a parallel cultural efflorescence, national regeneration will
not be complete. 1t is not only by gross national product or by the
production in steel mills and factories that we are to judge the qua-
lity of a civilization. Certainly these material indices are very im-
portant and one of our weaknesses traditionally has been neglecting
this aspect of our life. But the falt remains that there is a cultural
parameter as it were. There is a cultural index which measures the
soul of a civilization, which reflects the heart of any grcat people.
And it is only if that heart is vibrant and creative, that a nation can
really attain to greatness. At a time like this. when we are on the
threshold of great developments inthe field of economic develop-
ment and social transformation, it is very important that cultural
factors should also receive adequate attention, not necessarily from
the Government—the Government can perhaps help here and there-
but essentially through Organizations, such as this, such as the.
Music Academy, where people who are interested in this field, band
together in order to propagate the cultural heritage.
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. On the oecasion of the Golden Jubilee of the Music Academy,
Madras, I would like to pay my homage to all those great artistes
and administrators and public figures, who have been associated
with this institution for so Jong. It has done splendid work and, as
the brief report that I have seen shows, it is functioning in 8 number
of fields—one or two points I would like to highlight, the importance

for example of voice-training and culture. A Iot of people now-a-
days believe in short cuts, and, without going through the necessary

sadhana, they expect 10 achieve results which are outstanding. Now
one does not have to be backward looking or rigidly comservative.
But the fact remains that any great achievement in the field of art
and culture necessitates a certain course of arduous training. And I
think it is important that the younger generation should realise this
and should therefore make the necesssry inputs, make the necessary
sactrifice that is required in order to achieve true calibre. Another
point of importance is that younger artistes must be encouraged to
come to the fore. Certainly the elders are always there ; their good
wishes, their encouragement is always required. But I think the
world is changing more rapidly than many of us realise and, unless
we are able to draw the younger generation increasingly into all
aspects of activity, including the cultural field, it will be difficult for

us to keep up with the ‘future shock’ that is developing very rapidly
before our eyes.

There is a final point T would like to make. Yours is a Golden
Jubilee. Now in the west, the term golden is used essentially in
material connotations - as a precious metal with great financial
valve. But, in our culture, gold has a totally different symbolic
meaning also. Gold symbolises the spiritual aspirations :

‘‘Hiranmayena patrena satyasyapihitam mukham
Tatwam Pushann apavrinu satya -
dharmaya drishtaye”

What is this Golden orb, of which the mystics speak ? Surely
it is the symbol of the spiritual power that is inherent within the

human cycle!
‘“Hirammaya’ pare kose virajam
‘Brahma nishkalam. Tatsubhram
Jyotisham jyotih Tatyad atmavido viduh®.
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That great goldea sphere of consciousness, the capacity for
creative intelligence - that it really what gold symbolises in our
civilization and culture. And, therefore my prayer s not so much
for the material progress of this society or of our nation - important
though it is - but for the spiritual development. May the lustre of
this spiritual power grow in your Organization, among your artistes,
among our common people. We have got to take art away now
from simply the confines of the few and bring it to our people, so
that the light and power and glory of this art and culture can irra-
diate our entire nation, irrespective of caste or creed or economic
distinctions.t This is, as I see it, the real challenge before us, and it is
with this prayer that I would like to thank the organisers for having
given me this opportunity to come here and to wish all of you my
good wishes. 1 would therefore end by warmly felicitating all of
you, by wishing you another 50 years of achievement. If we look
back over the last 50 years, you can see how much the nation has
progressed. The next 50 will be even more effulgent - I have no
doubt in my mind. Despite whatever difficulties there may be - these
are temporary - the destiny of India is to be one of the truly great
nations of the world - not great again in the physical or material
sense but in the deeper sense of being able to spread the spiritual
tight and lustre throughout the world.

It is with this prayer that I end
“Swastina Indro vriddhasravaha
Swastinah pusha viswavedah

Swasti nas Tarkshyo Arishtanemih

Swastino Brihaspatir dadatu®’

Vote of Thanks

Sri V. K. Ramaswami Mudaliar, Trustee, proposed a vote of
thanks to Dr. Karan Singh.
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Election of the President

Sangita Kalanidhi Budalur Krishnamurthi Sastrigal proposed
Smt. T. Brinda to be the President of the 50th Conference. The
proposal was seconded and supported by Sangita Kalanidhi
Alathur Srinivasa Iyer and Sri Sandhyavandanam Srinivasa Rao.
Smt. T. Brinda delivered her Presidential Address in Tamil, an
English summary of which is furnished below :—

“I am thankful to the Madras Music Academy for the honour
done te me by electing me to preside over this 50th Angual Con-
furenee of the Academy and .to receive the title of Sangita Kalanidhi

Generally, I prefer to remain aloof from the’ lime light. But
Y am not unaware of the yeoman services rendered by the Music
Academy for the past 50 years to the art and science of music.
I, therefore, at the outset, wish to congratulate the Academy on its
efforts to maintain the highest standards by encourging classical
“music in circumstances whish are fact changing day by day.

I feel that the honour done to me today is really an honour
done to the members of my family who have been, for generations,
dedicating themselves to the preservation of traditional classical
music.

On this occasion I remember, with respect and gratitude, all my
ancestors, particularly my grandmother Smt. Vina Dhanammal, my
mother Smt. Kamakshi Ammal, several other musical giants and
Vidwan Kanchipuram Nayana Pillai under whom I did my Guruku-
lavasa. 1 pay my homage to them for their blessings as a result of
‘which I am receiving this signal honour today.

My sister Smt. Muktha, who has been my singing partner for
nearly 40 years, has a big share in this honour and on her behalf I
convey my thanks to all concerned.

Music is a divine art which has been developed by our ancestors
as a means of salvation. Bhakti is its inseparable element.

Sri Tyagaraja explains this in bis kriti ‘‘Sangita Jnanamu’® in
Dhanyasi. There is hardly anything about music which has not
been expressed by Tyagaraja. He has explained the methods of
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practising music, the reverence with which we should approach it
and other truths about music.  The kritis ** Nadopasana, Nedasu-
dharasa™ ‘‘Sogasuga, **Kaddanu Variki’® and * Swara raga sudha w’
are examples of his songs on the art of music. If only we could
understand his teachings and act accordingly, we would have done a
real service to the presetvation of classical music.

Bhava Sangita means the singing of music with the full under-
standing of the spirit behind songs.

Everyone cannot acquire a8 knowledge of music. Family tra-
ditions, the tradition of a Guru, constant listening to good music
and a capacity to discriminate good music from bad and dedicating
oneself to the art with hard practice are factors that enable one to
acquire such a knowledge.

While these are the qualifications for persons who choose music
as their profession, rasikas must also have a few qualifications to
enjoy good music.

It is the responsibility of musicians, rasikas and institutions
to encourage and foster good music. Musicians must function with
a sense of dedication to the art. They should not indulge in cheap
music on the plea that such music is popular among the rasikas. 1If
they select a good style and apply themselves to it whole-heartedly,
the music-loving people is bound to appreciate it. Musicians should
also develop their own individual style taking into consideration the
range of their voice.

It i not desirable to sing Kalpana svaras to swarajatis and
varnas for which the svara set up bas already been done by great
composers. This applies also to cbanging the ragas of Padams and
Javalis and the setting up of new tunes to Tiruppugazh songs.

Every discerning Jover of music knows that the compositions
of the Musical Trinity and other eminent composers of the past are
excellent pieces which depict the raga-bhava, laya intricacies and
poetic imagery and are, in every way, our guides for learning good
music. 1 also feel that musicians must acquire some knowledge of

Sanskrit and Telugu so that they could pronounce the sahitya corre-
ctly.
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Now, a word or two about Padams and Javalis.  Padams are
replete with the bhava of rakti ragas, depict human emotions and
explain the relationship between the Jivatmag and the Paramatma.
They are to be sung in the Vilamba Kala and the gaps provided in
the sahitya should be fllled up by the singer with long Karvais and
beautiful gamakas. A Padam singer should have a sweet and high
pitched voice which should merge with the sruti. Many Padams
are sung starting with the anupallavi. The correct method of singing
Padams can only be learnt from a Gwu and not from notations
published in books. -Padams are sung in the latter half of concerts
as the voice would have become mellow by that time. i

I am aware that after the exertion of singing an intricate pallavi
it will be difficult to sing Padams and Javalis. But Javalis are
pleasing to the ear and easy to understand. The Javalis of Dharma-
puri Subbarayar, Patnam Subramanya lyer, Pattabhiramayya and
Tirupati Narayanaswami are our precious heritage.

A few words about women and music. There is no need to
emphasize the close affinity between women and the art of music.
The presiding Deity of our arts is a Goddess. Syama Sastri, Dik-
shitar and even Tyagaraja have described Devi as an embodiment of
music. Many ragas have feminine names like Kalyani, Kanakangi
and Ratnangi. Women have thus not only a right to practise music
but also a great responsibility in doingso.

My conviction is that if musicians and jinstitutions insist upon
presenting only high class music, rasikas will naturally take a liking
for such music. At present concerts of classical music are mostly
arranged be Sabhas and that too rarely. The admission is by tickets.
Formerly, lovers of music had opportunities of listening to classical
masic without tickets in temples and Utsavams and thus improving
their knowledge of the art. Now, middle class families are unable
to afford this luxury. A taste for classical music can be created
-only by constantly listening to it.

In this connection I want to make a practicable suggestion.
Many institutions and governmental agencies provide encouragement
for the improvement of music but the reason why they are not
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successful is that the art does not reachthe common people. My
suggestion is an inexpensive one. Our music grew within the prec~
incts of temples. 1 understand that there are 51,833 temples in
Tamilnadu of which 23,358 are under the control of the Hindu
Religious and Charitable Endowments Department. There are 119
temples with an annual income of more than ‘one lakh of
rupees. The annual income of 13,000 temples is one thousand
rupees. If a substantial portion of this income is set apart for
arranging concerts by musicidns who have dedicated themselves to
the art, the Government will have done an inestimable service to

our music.,

It will also do our music immense good if rasikas and institu-
tions make it a point to encourage only deserving artistes to enable
them to improve their art without sacrificing their self-respect.

All our sages and saints have procalimed that God Himself is
an embodiment of Nada. music is born from the rhythmic move-
ments of planets and the Universe has been created from Nada.
This truth is emphasised by rishis of the Vedic age as well as by the
English poet Shakespeare. If divine music is made to ring every-
where that covntry is bound to be a prosperous one.

I conclude my speech with my prayer to God that good music
should fill our country and make our people prosperous and spiri-
tually blessed.”

The Presidential Address by Smt. T. Brinda was followed by her
concert in which she rendered some rare kritis. padams and javalis.
She was accompanied on the violin by Vidwan-T. Kesavalu and on
the mridangam by Vidwan Coimbatore N. Ramaswamy. The con-
cert was followed by a Bharatanatvam performance by Smt. Chitra

Viswesvaran.
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Prof. P. S. Varadachari, Annamalai University
—The Variation of Frequency of the same
Svara in different contexts and in different
Ragas. (With graphic illustrations)

Vidvan T. V. Gopalakrishnan—Morning Ragas
in Karnatic and Hindustani

Mrs. Leela Omchery, Delhi University—Mela
System in the Sangita Chandrika of the late
Athoor Krishna Pisharoti

III Sabhityas :

M

@

3)

@)
(5)
(6)

)]

Vidvans Nedunuri Sri Krishnamurthy, &
S. R. Janakiraman, S. V. University, Tirupati
—Annamacharya’s Compositions

Embar Vijayaraghavachariar—Life and Kir-
tans of Venkatadri Swamigal.

Sri M. A. Narasimhachar, Bangalore, Smt.
Rajalakshmi Santhanam & others—Composi-
tions of Walajapet Venkataramana Bhagavatar

Dr. T. S. Ramakrishnan—Compositions of
Kumara Eddappa Maharaja

Chidambaram Sri Rajaraman—Chidambaram
Subramania Pillai’s Compositions

Vidvan Titte Krishna Iyengar, Mysore—His
own Kannada Songs

K. V. Narayanaswami—Three pieces with Jatis
in Svati Tirunal’s Navaratri Kritis
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IV Papers & Lecture-Demonstrations :

M)

o)

(&)

@

(&)

(6)

¢
®

©)

(10

an

Dr. S. Sita, University of ‘Madras—Music and
Dance under King Vljayaraghava Nayak of
Tanjore

Sri T. G. Ananthasubramaniam, Tirupati—

Music in Agama Works.
4

Sri K. R. Ananthanarayanan, Dethi—On to a
Machine Algorithm for music compos:tlon

Mrs. Gomati Viswanathan, Delhi University—
Prabandhas in Karnatic Music

Dr. (Mrs.) Kapila ; Vatsyayan, Delhi—Gita
Govinda in the Music and Dance traditions of
Orissa and Manipur

Prof. R, C. Mehta, M. S. University, Baroda—
Bharata’s Rasa Theory and E. H. Anslick’s
Conception of the Beautiful in Music

Sri K. V. Srikantan—Individualism in Music

Vidvan K. C. Thiagarajan—Musical Pillars in
South Indian Temples

Mrs. Aparna Chakravarthi, Calcutta—Compa-
rative Stndy of Hindustani and Karnatic

Aripirala  Satyanarayanamurti—Kshetrayya
Padas

S. R. Janakiraman—The significance of the

- division into Pallavi. Anupallavi and

Charanam
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V Instruments : _—
(1) Dr. S. Ramanathan, Madurai University—
Bharata’s Chala Vina and Dhruva Vina

(2) Vidvan Pichumani——Veené and "eKampa of
Svaras

(3) Vidvan Nori Nagabhushanam Pantulu, Hydera-
bad—Yantra Gatra Gana

(4) SriS. R. Balasubramanian, Sirugamani—His
 hand-made Violin '

(5) Dr. V. Ranganayaki;—Somanatha’s Rudra Vina

(6) Sri L. S. Rajagopalan, Trichur—Edakka of
Kerala

(7 Dr. Lalmani Mishra, Banaras Hindu University
—Vichitra Vina
VI Tala & Pallavi :

(1) Mayuram Bros. (S. R.D. Vaidyanathan &
S. R. D. Muthukumaraswami)—Pallavi in Two
Talas

2 Vidavn K. C. Tﬁiagarajan & Party—Laya
Vadya Kutcheri

(3) Sri R. Venkatarathnam-—Musical Aspects of
Tala Jaatis

VYII Music Education :
Initiation of discussion by Prof. V. V. Sathagopan

VIII Harikatha :

Sri V. V. Narasimhacharya, Kakinada—Develop-
ment of Harikatha in Andhra
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IX The Dr. V. Raghavan Shastyabdapurti Endowment Lecture

X Other Systems of Music :

X1

M

@)

3)

@
)

Dr. Frank Bennett, Yale, U. S.,—His own
Compositions of Western Music based on
Karnatic Forms and Ragas

Mr. En\sho‘ Yamakawa & Party, ‘Tokyo—
Japanese Koto etc.

Mrs. Gayathri, Honolulu—Ornamentation in
Okinawan Classical Japanese Music

Mr. Tran Van Khe, Paris—Vietnamese Music

Prof. Felipe M. de Leon Jr.,, Manila—Phliip-
pine Music

(6) Dr. Johanna Spector, New York.

Special Features :

4))

Q)

3

Unveiling of the portrait of the first President
of the Academy, Dr. U. Rama Rao

Unveiling of the bronze bust of the second
President of the Academy, Sri K. V. Krishna-
swami Aiyar

Celebration of the Centenary of Tiger Varada-
chariar and Muthiah Bhahavatar and the
Teachers’ College of Music Principals’ Day

(4) Opening of the Prof. P, Sambamoothy’s

Library acquired by the Academy



28  THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. XLviI

THE FIRST DAY
18th December 1976

The Experts’ Committee of the Golden Jubilee Session of the
Music Academy’s Conference opened this moming at the premises
of the Music Academy with Smt. T. Brinda, President of the Confe-
rence, in the Chair.

SAMA GANA

The proceedings opened with the recital of Sama Gana. Dr.
V. Raghavin explained that it was appropriate that the academic
session of the Conference began with the Saman chapts which
represented the oldest form of the Indian music. He said that
among the numerous schools of Saman music, there were current
today, the Kauthuma, the Jaiminiya and and Raanayaniya. He
requested . Mayuram Sri Ramanatha Dikshitar, an outstanding
Sama Veda scholar, of the Kauthuma school, his son Pattabirama
Dikshitar and Sri Ekamra Dikshitar to give their recital of select
Saman hymns. Sri Ramanatha Dikshitar, an expert in Sama Veda,
had produced a compendium relating to Sama Veda in a book called
Samaveda Sarvasva, explained the nature of Saman-singing and
Samon svaras and gave examples of Samans taking 3, 4, 5, 6 and
rarely 7 notes. He referred to the three components of Saman-sing-
ing, the text called the Aarchika, the Stobhas consisting of meaning-
iess sylables used for eklng out the melody and the Svaras of the
actual singing. The reciters ended their receital with the Setu Saman

embodying high moral ideas and was of high benedictory signifi-
cance.

Compositions of Kumara Eddappa Mabersjsh of Ettayapuram

Dr. Raghavan requested Dr. T.S.Ramakrishnan, member of the
Experts’ Committee of the Academy, to give his talk and demons-
tration on the compositions of Kumara Bddappa Mahgrajah of
Ettayapuram. Dr. Ramakrishnan said that Kumara Eddappa was
the son of Venkatéswara Eddappa and became ruler in 1839. His
marriage in 1835 was attended by the great composer, Muthuswémi
Dikshitar who was on his second visit to Ettayipuram. Kumara
Rddappa was a precocious person and under the training of Balu-
swami Dikshitar, brother of Muthuswami Dikshitar, he became
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proficient in music. He was also responsible for Baluswlmi
Dikshitar taking Subbarima Dikshitar, his daugher’s son, as his
adopted son. He was a munificent patron and a galaxy of
musicians and Tamil and Sanskrit scholars adorned his court. His
compositions included‘kritis, slokas and chiirnikas and bore the
mark of God Kartikéya of Kazhugu Malai, bis family deity. His
Sahityas on Kartikéya and other deities were all in Sanskrit and
exemplified the Dikshitar school and style and in some early publi-
cations of the Tacchiit Brothers they have even been mistaken for
Dikshitar’s songs. Balusw@my Dikshitar had added Chittasvaras
to some of them. 13 kritis of his were printed by Subbarima
Dikshitar in his Sampradaya Pradarsini and except for the piece in
Todi, Gajavadana, the rest were not in vogue. Assisted by his two
daughters, Smts. S.R. Kesari and S.R. Mangalam, the speaker then
gave a demonstration of five pieces of Kumara Eddappa Mah4rajah
—Ashtangayoga Prabhava—Sankarabharanam, Nityananda Karti-
kéya— Astveri; Sarasadale nétra—Athana; Karunakaramadhura—
Mukhari and Karunarasalahari—Yerukalakambhoji, all set in Adi
Tala.

Dr. U. RAMA RAO

This was followed by the unveiling of the portrait of the first
President of the Academy (1928-35) Dr. U. Rama Rao. The Golden
Jubilee was availed of by the Academy to bave an oil-painting done
by the well-known artist, Sri Ramgopal. Sri. S. Rajam, President
of the Academy was in the Chair. Welcoming Dr. Gopala Reddi and
invitees, Dr. Raghavan referred to the work of the Academy duriag
first few years of its origin when Dr. U. Rama Rao was its President
when the different lines of the Academy, the College, the Journal
and the publications had already been started and the help he gave
for running the Academy in his own building called the Gana
Mandir’ in Thambu Chetty Street. Dr. B. Gopala Reddi after
unveiling the portrait. paid a tribute to the work of the Academy.
He recalled the days when Dr. Rama Rao, a leading Congressman
of those days, was the President of the Upper House and he himself,
a Minister in the first Congress Government in Madras. They had
all known in those days of the several public causes to which Dr.
Rama Rao made his contribution, the founding and organising the
work of the Music Acadcmy being among them. He referred to the
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great part played by South India in the revival and maintenance of
the arts and referred to Madras as the national capital. While it
was necessary to maintain the ancient heritage, it behoved us allalso
to take note of the current times and evolve a synthesis of the old
and the iew. Mr. Basheer Ahmed Sayeed, Vice-President of the
Academy, who has been associated with the Academy’s work from
its inception, referred to the role which Dr. Rama Rao played in
those days in the public affairs of the City. He mentioned parti-
cularly how he kept his medical services readily available for Con-
gress volunteers who were beaten up and injured by the police
during the Freedom struggle in Madras. Dr. Raghavan introduced
the artist Mr. Ramgopal, who had done the oil-painting of
Dr. Rama Rao and thanked Mr. Basheer Ahmed Sayeed for his
participation in the function.

THE SECOND DAY
I9th December 1976

At today’s sitting of the Experts’ Committee of the 50th Apnual
(Golden Jubilee}) Conference of the Music Academy with Smt.
T. Brinda in the Chair, there was a recital of Tevaram hymns by
Lalgudi Sri Swaminathan of Kapalisvarar Temple. His recital in-
cluded Gnanasambandar’s Padikam on the Kapaliswarar shrine.

MUSIC, AGAMAS AND TEMPLES

Dr. V. Raghavan referred'to the Agamas, both Saiva and
Vaishnava, which dealt with the worship in temples and the conduct
of the daily and seasonal celebrations and which included rare infor.
mation on music, instruments and dances appropriate to the different
events. He asked SriT. G. Ananarsubrahmanian of the Central
Institute, Tirupati, to read his paper on Music in Agama Works.
According to the 4Agamas, one of the mandapas in a temple is called
the Nrttta Mandapa, where music and dance services were held. At
the time off offering Bali at the different cardinal points to the
guardians of the quarters, specific Ragas Talasand dances were
mentioned. Similarly at the time of hoisting the flag for the festi-
val and during processions of the deities and the different parts of
the day when regular services were offered in the temples Kavuttuam,
and Navasandhi dances of the temple were rendered. < Different
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deities have different Ragas,  Talasand dances mentioned in the
Agamas. There were some rare names: ope could come across in
this connection.  The speaker described in detail the Ragas and
Hasta Mudras mentioned as appropriate to the different deities..

SRI K. V. KRISHNASWAMY AIYAR

The Academy held an important function at which the bronze
bust of Sri K. V. Krishnaswamy Aiyar, made by the artist Kalasa-
garam Rajagopal, was unveiled by Dr. P. V, Rajamannay, former
Chief Justice of Madras and the first President of the Sangeet Natak
Akademi. There was a large attendance which included some of
the old office-bearers of the Acanemy who had been associated with
Sri K. V. Krishnaswamy Aiyar. The president of the Academy, Sri
T. 8. Rajam, presided. Dr. Raghavan, in welcoming the audience,
guests and the invitees, referred tO the long presidentship of Sri.
K. V. Krishnaswamy Aiyar from 1935-65 as the period of the full
growth of the Academy on the side of performances and on the side
of academic activities. He mentioned the untiring efforts of Sri
K. V. Krishnaswamy Aiyar for collecting funds for the Academy,
the efficient manner in which he looked after its administration, the
strictness with which the concerts were conducted, and the way in
which he picked capable workers, whom he trusted and entrusted
with the different activities of the Academy. The Music Academy
was only one of the several educational and cultural organisations
with which he was closely connected during his time. In Dr. Raja-
mannar, he said, they had a distinguished scholar and patron of
music and dance and his contributions when he was the chairman
for a long time of the Central Sangeet Nataka Akademi, were a great
help to the work of the Academy.

Dr. Rajamannar unveiled the bust of Sri K. V. Krishnaswamy
Aiyar and spoke on Sri Aiyar, as a lawyer, a public worker and the
architect of the growth and development of the Academy during a
period of three decades. He mentioned the qualities of Sri Aiyar as
an advocate and as an educationalist connected with the Syndicates
of the Madras University and the P. S. High School, his services to
the Advocates’ Association, his lectures to law apprentices on pro-
fessional conduct, his chairmanship of the Tamil Lexicon of the
University of Madras, his founding and development of the Library
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8 Purandaradasa Padas

9 Kshetrajna Padas

10 Pallavi Singing—Dr. Sanka-
ranaryana Iyer Memorial
Prize

11 Sanskrit Compositions—Dr,
V. Raghavan Prize

12 Divya Prabandham. Tirup-
pavai & Tevaram-—Sri Vija-
yaraghavalu Naidu Memo-
rial Prize

13 Bhikshandarkoil Rajagopala
Pillai Prize for Dikshita
Kritis '

14 Rajalakshmi Jagannarayanan
Prize for Tulasidas Songs

15 Vedagiri Pprize Tyagaraja

Kritis

" Endowed by V.S.S.K. Tobac-

"conist, Jaffna
Awarded by the Music Academy
Endowed by Dr. S.S. Krishnan

Awarded by Smt. Priyamvada
Sankar

Awarded by Vijayaraghavalu
Memorial Religious & Charitable
Trust, Sirkali c¢/o V. Ramachand-
ran, Bhemmanna Mudali Street,
Madras

Endowed by Smt. Sarada Nata-
rajan

Endowed by S. Jagannarayanan

Endowed by Smt., Lakshmi Veda-
giri
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V. Rajkumar
V.N. Padmini

Sudha Venkataraman

Sudha Venkataraman

Vijayalakshmi Krish.
namurthi.

N. Bhavani

S. Srimathi
V. Jayashree

Sudha Venkatraman
T.V. Sundaravalli
R. Santhanam

1]



16 Sri U. Ramachandra Rao
Memorial Prize for Meera
Bai Songs

Concerts

1 Sri K. R. Sundaram Iyer
Shashtyabdapurti Prize for
the best Sub-Senior Musician

2 V.R, Sambasiva Iyer Memo-
rial Prize for the best Sub-
Senior Violinist

3 T.V. Subba Rao for the best
Junior Musician

4 Semmangudi Narayanaswami
Aiyar Memorial Prize for
the best Jr. Violinist

5 Dr. Henry Cowell Prize for
the best Junior Mridangist

6 Naum Lichtenberg Prize for
the best Junior Violinist

Bodowed by Sri U. Ramesh Rao

Awarded by Sri K.R. Sundaram
Iyer Shashtyabdapurti Trust

Awarded by Sri S, Natarajan

Awarded by the Executive . Com-
mittee of the Music Academy

Endowed by Sri V, Panchapagesan

Endowed by Dr. Henry Cowell,
U.s.

Endowed by Dr. (Mrs) Johaana
Spector, New York

I , V. Jayashree
II ,, Lalitha Venkataraman

Sri V. Subramaniam
Sri T. S; Rajagopalan

Smt. Shobana Rangachari

Master K. Balasubramanyam

Smt. N. Sumathy

Sri H. K, Narasimhamurthy

(4>



7 Veenai Shanmugavadivu Prize

10

11

12

13

14

15

for a Veena Player

D.K. Pattammal Prize for a
Lady Vocalist

Challapally Ranga Rao Prize
for deserving Veena Player

Yogam Nagaswami Prize for
a Senior Vocalist

Smt, Sarada Krishna Iyer
Prize for a Musician in the
concerts during the year

Additional Dikshita Kriti
Prize

V. T. Ksishnamachari Prize
for Harikatha

N.V. Raghavan Prize for a
Sr. Violinist
Nyayapathi Sriranganaya-

kamma Prize for deserving
Jupior Artist

Endowed by M.S.S. Ladies Felici-
tation Committee

Endowed by D.K.P, Ladies Feli-
citation Committee

Endowed by Sri Chitti Babu

Endowed by Smt Yogam Naga-
swami

Endowed by Justice V.R. Krishna
Tyer

Awarded by Bharati Society,
New York

Endowed by Sri
swamy

Endowed by Smt Indira Ranga-
swamy

Endowed by Prof. N.V,V J.Swamy
U.S.A,

V.K. Ranga-

Sri R. Pichumani

Smt. Vegavahini

Smt. Meenakshi Somasundaram
Sri M.D. Ramanathan

Smt, T. Muktha

Prof. S. Ramanathan
Udayalur Sri Rajagopala Sarma
Sri Lalgudi Jayaraman

Smt. Balasaraswati {Ariyur Sisters)

£8



16 Prize for the best paper,
talk etc. at Expert’s Com-
mittee

17 Prize for a Violinist

18 Vidvan Semmangudi Nara-
yanaswami Iyer Memorial
Prize for 1I Award

19 Sri G.V. Narayanaswamy Iyer
Prize for Il Award

20 Special Prize-French Violin
College

1 Sri K.V.K. Iyer Memorial
Studentship in the Academy’s
Teachers® College

2 Raja Sir Annamalai Chettiar

Prize in the Academy’s
College for the Practical

3 R. N, Sharma Memorial
Prize in the Academy’s

College for Theory

Endowed by sri A.c. Rangarajan

Endowed by late Violinist Abhira-
masundari

Endowed by Sangita Kalanidhi
Semmangudi R, Srinivasa Iyer

‘Endowed by Sangita Kalanidhi

G.N, Balasubramanian
Awarded by Mrs. T.S. Rajam

Endowed by Sti G.T. Sastri

Endowed by Raja Sir Annamalai
Chettiar

Endowed by T. Alamelu Ammal

Smt. V. Ranganayaki

Smt. Lalitha Raghavan

Chalakuadi Sri N.S. Balakrishnan

Smt, Rangamani

Sti M. Chandrasékharan

Smt, R, Ramani

Smt. C.V. Madhuramba_l

-

Kumari N. Hemalatha

14
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Musicians and Musicologists from
North India and other parts of the world

who had participated in the Academy’s Conference and

Concerts :
1927 Conference with Pt. Vishnu Digambar, Rahiman Sahib,
A.LI.C. session Aladiakhan, Mysore, Prof. Khare,
" Govinda Rao Bhukanpurkar, T. R.
Singh, Lahore, B.S. Sen, R.B. Soman,
V. N. Thakur, Prof. Bhagawat, Prof.
Pendharkar, Raja Nawab Ali Khan,
Lucknow (Paper - The Sruti Myth
exploded), Rev. H. A. Popley,
Calcutta (Paper -A plea for an all-
Indian system of Notation)
1933 Hind Wahid Khan, Sitar and Kacchap
Vina concert
1933-34 7th  Abdur Kareem Khan Saheb, Vocal concert
Miraj
S. N. Ratanjankar, Lucknow »
1934-35 8th Naziruddin Khan, Indore Lecture-demonst-
: ration.
Also Vocal concert
1935-36 9th  Manji Khan, Bombay Vocal concert
1936-37 10th Mr. Sadasivam of Jaffna Talk on Vannam
1937-38 11th Mrs. Grace Calwell European Music:
Talk and Demons-
tration
Basheer Khan, Gwalior Vocal concert

22-10-1939

Kashinath Gangadhar Tulpule Vocal concert
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1941-42 15th  Prof. G. H. Ranade, Poona

28-12-1943 Roshanara Begum

1945-46 18th Dr. V. G. Paranjpe, Poona

1945-46 19th Balakrishna Rao, Bombay

Kapileswari Bua, Bombay

Bai Roshanara

Party

1948-4S6 22nd Pt. Ratanjinkar, Lucknow

Smt. Gita Sarabai

Ustad Ali Akbar Khan

Gyan Prakash Ghosh also
attended.
The Indian Branch of tt

Begum and

Papers on

(1) Raga Madhya-
madi

(2) Folk-Music

; ,
Vocal concert

Talks :

(1) Graha Sruti
Bheda

(2) Classification of
Melodies

Talk on Voice Cul-
ture

Some Hiadustani
Ragas-Demon-
stration.

Vocal concert

IHlustrated talks-(i)
Closed Forms in
Hindustani Mausic
(ii) Just Intonation
in’ Hindustani Raga-
singing.

Raga Alapa Deve-
lopment in Hindus-
tani.

-do-Demonstration
on Sarod.



1949-50 23rd

International Society for
Contemporary Music met
along with the Academy’s
22nd Conference.

Pt. Dilip Chandra Vedi,
Lucknow

Ustad Fiaz Khan, Boroda

Bismillah Khan, Banares

Pt, Ratanjankar, Lucknow

Pt. Ravi Shankar

Gyan Ghosh, Calcatta
(Tabla)

1950-51 24th Pt. Ratanjankar, Lucknow

K. N. Das, Assam

Sri Amalendu Goswami,
Karachi

Miss Victoria Kingsley
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The Six fundamen-
tal Ragas of
Hindustani Music °
Vocal recital

Shahnai recital
&

Points of Affinity
between Hindus-
tani and Carnatic
Music(Talk) Also
Vocal concert
Demonstration and
Explanation of
Ridgalapa-Also Sitar
recital

Instrumental play-
ing and Plan of
Tabla accompani-

ment in Hindustani

Music

Ragas in Hindustani
Music-lecture demo-
nstration
Time-Theory of
Ragas in Hindustani
Music (Paper)
Raga-Ragini scheme
in Hindustani
Music (Paper)
Folk
de-

European
songs-lecture
monstration
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1951-52 25th Pt. Ratanjankar, Lucknow -

1952-53 26th

1953-54 27th

1954-55 28th

Pt. Puttaiya Swami, Gadag

Sri Raghunatha Panigrahi
and Nilamani Panigrahi

Mrs. Sumati Mutatkar

Prof. Balakrishna
Bua Kapileswari
Pt. Ravi Shankar

attended and participated in
the discussion; also played

on the Sitar
Sri Robindralal Roy

Miss. Malavika Roy

Mr. Alain Danielou

Mr. D. T. Joshi, AILR.,

New Delbi

Mr. John Marr, London

University

Smt, Balakrishna Bua
Kapileswari, Bombay

Lecture and De-

* monstration on
- Raga-Interpretation

in Hindustani Music
Vocal recital

Jayadeva’s Ashta-
padis with demons-
tration

Alap in Hind ustan
Music (Paper—
Demonstration)
Hindustani  Vocai
recital (accom-
panied by Desa
Singh on Tabla)

On Transformation
of Sthayas by
alteration of  Sruti
(Paper)

Vocal recital, ac-
companied by Sri
Desh Sigh, Kash-
mir, on Tabla
Research in Indian
Music (Paper)

Demonstration on
the Sitar

Oriental Influences
on Western Music

Talk-demonstration
on Sruti, Svara,
Murchana,

Grama and Raga
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1955-56 29th

12

Bade Gulam Ali Khan,

Karachi and Party
Mr. Alain Danielou

Mrs. Annapurna Ravi
Shankar

Brij Mohan and Miss Kapila

Mallik

Dr. V. G. Paranjpe, Poona

— do. —

Sri Hari Shankar Misra,

Banares

Pt. Ravi Shankar

—do—and Smt. Annanpurna

Mr. Alain Daniclou

Eagon Vietta, Germany

Sir Steuart Wilson

Chairman, International

Music Council

Madam Soong Ching-Ling,
Vice-Chairman, Standing
Committee, National People’s

Congress of China
Nicholas Nobokov

- Vo cal recital

Fblk Music of the
world : Talk illu-
strated with records

Demonstration on
Surbahar

Kathak Dagce: Talk
and Demonstra-
tion

Aecsthetic Develop-
ment of Indian
Music-lecture

Music in Bharata’s
Natya Sastra

Vocal recital

Sitar recital

Sitar and Surbahar

Ethno-musicology
in India (Paper)

Music and Dance
on the Stage and
possibilities  of
Dance-Drama

Singing and Voice
Production in the
West (lecture)

Attended the Con-
ference on 29th
December 1955

Visited the Academy
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1956-57 30th Smt. Sabita Devi, Rani of

1957-58 3lst

Bijni, Secy. Assam State
Sangeet Natak Akademi

and Mr. K. N. Das assisted
by Jadhav Pathak and
Bhagavan Boyan
(Khol-player)

Amir Khan and Party,
Bombay

Dr. Henry Cowell

Mrs. Cowell

Kalicharan Pattanaik

of Kala Vikas Kendra,
Cuttack and his party
(Sri Balakrishna Das and
Kumari Angurbala Ray)

Pt. Sunder Prasad (disciple
of Maharaja Bindadin) &
Master Chellaram

Sri Shib Mitra
Falguni Mitra

Bhagavanji Pandya

Smt. Sabita Devi (Rani of
Bijni, Assam) Secretary of
the Assam Sangeet Natak
Akademi

Bade Gulam Ali Khan

and Party

[le. XLV

Bor-geets of Assam
(Talk-demonstra-
tion)

Vocal recital

Influence of Orien-
tal Music on Ameri-
can Music

Folk Music~Lecture
demonstration

Orissa Music and
Dance : Demonstra=-
tion of Odissi dance
by Kumari Sam-
yukta Mishra ac-
companied by Sri
Kalicharan Maha-
patra on Maddala
Demonstration-talk
on Bols in Kathak-
dance styles of Jai-
pur and Lucknow
Dhrupad-Talk
Dhrupad Demons-
tration

Mridangam

The Traditional
Songs of Assam

Vocal recital
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THB S50TH MADRAS MUSIC CONFERENCE

Pt. Ravi Shankar and Party

Mzr. Peter Cooper, New
Zealand

Prof. Mrs. Mirka Pavlovich,
Yugoslavia

v

Mr. Sabin V. Dragoi,
Director of the Rumanian
Folklore Institute

Mr. Peter Bodeut, Choreo-
grapher, Budapest

Amjad Ali Khan, (son of
Ustad Hafiz Ali Khan)

Ustad Mustaq Hussain

Prof. R. C. Mehta, Princi~
pal, College of M. S. Uni-
versity, Baroda

Dr. Maheshwar Neog,
Gauhati University

Prof. G. H. Rande,
Poona

Smt. Nirmala Joshi

Sambhoo Maharaj and his
student Kumari Maya Rao

Dagar Brothers

o1,

Sitar recital ¥

Development of
Key Board instra-
ments

(1) Music of Yugo-~
slavia  (illustrated
with Tapes)

(2) Yugoslav Dance
and Dance,Music

Rumanian Folk

Songs  (Illustrated
with Tapes)
Rumanian Folk
Dances

Sarod recital
Demonstration of
rare Hindustani
Taranas (Tillanas)
accompanied by

Gulam Jaffar on
Sarangi

Melodic  Tensions
and Musical Aesthe-
tics (Paper)

Music in Assam

(Paper)

Music of Maharash-
tra (Paper)

Kathak—Talk

Kathak—Demons-
tration

Dhrupad
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3-3-1959

17-11-1959

1959-60 33rd

Ustad Mushtaq Hassain
Ustad Hajiz Ali

Prof. Mrs. Mirka Pavlovich,
Yugoslavia

Mr. Robert Brown, Univer-
sity of California,

Los Angeles

Dr. (Miss) Rose Madeleine
Renshaw, University of

. Toronto

Dr. Scherman’s Little -
Orchestra Co., New York

Mr, Briettschneider, GDR

Pandit S, N. Ratanjankar

Prof. Robindralal Roy,
Delhi University

Mr. Ananta Misra &
Party, Orissa

Bhimsen Joshi

Ustad Vilayat Khan
and Ustad Imrat Hussain
Khan
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Vocal

Sarod

Choral Music of
Yugoslavia (illustra-
ted with Tapes)
Different World
Systems of Notation

Music of East and

West-Two sister
Arts (Illustrated
with Tapes)

World Premiere of
Dr. Henry Cowell’s
Madras Symphony

Piano Recital

Gamakas (Ucchara)
in Hindustani Music
Lecture-demonstra-
tion

Significant use of
Srutis in  North
Indian Ragas (Paper
Demonstration)

Music Treatises and
Music of Orissa
(wlith Vocal and
Vina illustrations)

Vocal recital (Ghu-
lam Rasool, Tabla)

Sitar recital (Mo-
hammed Ahmed-
Tabla)



3-1-1960

959-61 34th

Dr. Alan Hovhaness and
Mirs. Elizabeth Hovhaness,
U.S.A.

Dr. A. Hovhaness

Mr. Howard L. Boatwright,

Yale University, U.S.A.

Dr. Clfford :Tones, U.s.

H. Boatwright,
A & Mrs. Hovhaness

Kumar Birendra Kishore

Roy Chaudhury, Calcutta

Dr. Kumari Prema Lata
Sarma, Banaras Hindu
University

Prof. Deodhar, Bombay
Dr. Harold Powers,
Harvard University, U.S.
Mr. Chaturong Montrisart
of Thailand (assisted by
Dr. Clifford Jones)

Armenian
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Music
(Lecture-demonstra~
tion)

East-West Elements
in American Music
(Lecture 1illustrated
with Records)

Untempered  into
nation in the West
(Paper)

New Trends in
American Dancing
(Paper with demonss
tratiop and illustra-
tion)

Concert "of Western
Music and Premiers

of the Madras
Sonata

(1) Tansen School
of Music

(2) Demonstration
of Dhrupad on
Sarasvati Vina and
Sur-Rabab

Ancient Grama
System and its Dis-
tortion in the Me-
diaeval Times

Voice culture
Structural functions
of Embellishments

(illustrated with

Piano)

Thai Classical Dance
(Talk and Demons-
tration)
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Mr. Anthony Saletan, U.S. Some Roots of

American Folk
Songs (Talk and
Demonstration)
Mr. John Marr, The Polyphony
London School of Oriental \
and African Studies
Mr. Kuliev, Composer from
Azerbaijan in the Soviet
Union and other Members
of the Soviet Cultural
Delegation)
1961-62 35th Swami Prajranananda. Jatis in'Bharata
Calcutta
Mr. Mujaddid Niazi, The light Classical
Lucknow in Hindustani : Talk
Demonstration
Pandit S. N. Ratanjankar, His own new com-
Lucknow position in Abhogi
Raga and Rupaka
- Tala (Carnatic) in
praise and Comme-
moration of the
Music Academy and
its services to the
cause of Carnatic
Music
Khan Sahb Abdul Halim Sitar recital (Sada-
Jaffar Khan shiva Pawar-Tabla)
Sri Kumar Gandharva Vocal recital
Dr. J. Spector, Acculturation in
New York Music
1962-63 36th Pt. Omkarnath Thakur Gramas (Talk and
’ Demonstration) Also

Vocal recital
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Sri Balwantrai Bhatt, Recital of his own

Banaras Hindu compositions

University

Dr. Premlata Sarma, Aesthetics and Philo-

Banaras Hindu sophy of Music-

University Paper

Prof. G. H. Ranade, Poona Participated in the

. , discussions

Sri Santa Prasad, Tabla and its techni-

Banaras que—Talk and De-
monstration

Swami Prajnanananda, Historical Evolution

Calcutta of the Philosophical
Concept of Indian
Music

Pt. Ravi Shankar Sitar recital (Santa

prasad-Tabla)

Delegations from Philippines :

Leader: Prof. (Miss) Lucrecia R. Kasilag, Dean of
the College of Fine Arts of the Philippines, Women’s
University

Others : Mrs. Leonov Orosa Goquingeo (Choreo-
grapher); Prof. N. V. M. Gonzales (Novelist,
Short story writer); Prof. (Miss) Virginia Morano
(Poet); Prof. Napolean V. Abueva (Sculptor); Mrs.
Zuy Layago (Painter) & Dr, Caesar Urtula (Choreo-
grapher)

Miss. Lucrecia R. Kasilag said, Philippine Music
had received the cultural influence of the Hindu—
Javanese Kingdoms of Indonesia and their instru-
ment Kacchapi was derived from this Hinduo
influence.

Mrs. Leonor Cerosa Goquingo referred to a dance

composition of hers on the legend of the origin of
the world which was based on a Hindu source.
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Prof. N.V.M. Gonzales explained the Philosophical
significance of the song on the Papiah Tree

1963-64 37th Miss Nalini Gajendra

gadkar (a student of
Pt. Omkanath Thakur).

Mr. H afiz Abmed Khan
(nephevi, of Ustad-Nisar
Hussain Khan), A.I.R.
Bombay

Mr. Mohanlal Aima,
(A.LLR., Kashmir)

Mrs. Sushila Rani Patel
Pt. Ravi Shankar

Ustad Ali Akbar

Ustad Alla Rakka

Mr. William Skelton,
Colgate University, U.S.

Mr. Lloyd La Vaux, U.S.

Miss Rebecca Stev;fart,
East-West Centre, Hawai

1964-65 38th Prof. G.H. Ranade, Poona

Clagsic and Roman-
tic Tradition in the
Hindustani Classical
Music Yorms

Khyal in Hindustan
Music (Lecture de-
monstration)

Folk and Devotionat
Music in Kashmir
(Lecture - Demons-
tration)

Vocal recital

Sitar

Sarod

Tabla

(1) American Classi-
cal Music- A Unique
Entity (Talk and
Demonstration) (2)
Electronic Music

Classical Music on
the Accordion (Lec-
ture-Demonstration)
Rhythmic Theories
of Indian and Euro-
pean Music

The neccssity of re-
examination and
revision of some
definitions of our

Music in the light of

their true  spirit
rather than of their
form.-
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1965-66 39th

13

Sri Nikhil Banerji

Prof. and Mrs. Kenneth
Weotworth, U.S.

Mr. Jon B Higgins, U.S.

Mr. Dennis Murphy, U.S.

Members of the U.S.S.R.
Cultural Delegation :
Mrs. Kazantseva (Leader)

Prof. G.H. Ranade, Poona

Sri Thakore Jaideva
Singh, Banaras

Robindra Lal Roy, Delhi
University

Sitar (Sri Prem
Vallabh-Tabla)
Organisation of

" Sound in Western
. Music-Talk and De-

monstration on
Piano

The Chants in
Mediaeval European
Music (Talk)

The structure, repair
and acoustical pro-
perties of the classi-
cal drums of India
with  special re-
ference to Mridanga
and Tabla

Talks : (1) How and
Why the Suddha
Scale of North and
South differ (2) Pro-
per Connotations of
Technical Terms in
Music

Kaaku in Music
(Talk & Demons-
tration

Confused Traditions
in Indian
Musicology (Paper)
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1966-67 40th

B.K. Misra, Vadyalaya
Madras

Swami Prajnanananda,
Calcutta

Ustad Vilayat Khan and
Ustad Imrat Khan

Mr. Nizamuddin

Prof. Willard Rhodes,
Columbia University,
New York

Mr. John Cooper,
New York

Mrs. Ruth Lorning Cooper,
New York

Dr. Robert Garfias,
University of Washington,
Seattle ’

Pandit Ratanjankar

Ustad Nasir Ahmed of
Delhi accompanied by
Zahoo Ahmed Khan on
Tabla

Talk and Demons-
tration on
Sarasvati Vina

The  Culture of
Musi:: in
Egypt

Sitar and
Surbahar recital

Tabla

Music of the Amerri-
can Indians of
North America

(1) Contemporary
Western Music

(2) Bharata Sangita
by Mr. Harold
Schramm of New
York (Papers)

Western Vocal
Technique and
Interpretation

Korean Music (Talk
with Recordings)

Comparative Study
of the Tala Systems
of the North and
South-(Talk and
Demonstration)

Demonstration on
Taan in
Hindustani music



1967-68 4lst

1968-69 42nd

27-12-68

31-12-68

Smt. Lakshmi Shankar and

party

Dr. J. Spector, Professor

of Ethnomusicology,
New York

Prof. Tosar Erracart,
Uruguay

Dr. Harold S. Powers,
University of
Penngylvania, U.S.

Dr. M.R. Gautam,
Banaras Hindu
University

Dr. C.P. Desai, Indrakala

Music University,
Khairagarh

Sri A.C. Chaubay, Indra-

kala Music University,
Khairagarh

Dr. J. Spector, New York

Ustad Bismilla khan and

party

Smt. Siddhesvari Devi
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Vocal recital

Samaritan Chant
(Hebrew Chant)
Talk

(1) Western Music
of the 20th century
(Talk) (2), Piano
Recital

Tyagaraja and Adi
Tala (Nlustrated
Talk and Demons-
tration)

Gharanas in Hindus-~
tani Music
(Lecutre-Demons-
tration)

(1) Music and
Dance in Kalidasa’s.
works (2) Develop-
ment of Khyal
Music
Voice-Production
Talk

Shingli Tunes of
Cochin Jews

Shahnai Recital

Hindustani vocal
concert
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1969-70 43rd Sti C.S. Desai, Khairagarh

- 31-12-69

Music University, M.P.
Dr. (Miss) Premlata
Sharma, Banaras Hindu
University

Dr. M.R. Gautam, Banaras
Hindu University, Banaras

Sri V.H. Deshpande,
Bombay

Sri Dilip Kumar Mukherji

Calcutta

Kalicharan Pattanayak

Prof. S.N. Ratanjankar,
Lucknow

Prof. William Skelton,
Colgate University, U.S:

Pt. Ravi Shankar
Ustad Alla Rakha

Papers: (1) Gan-
dharva and Desi
Music (2) Sumerian
and Indian Mousic
(3) That System and
Ancient Grama-
Moorchana System
(Papers)

Forms of Composi-
tion in Hindustani
Music. Also Hindus-
tani Vocal concert
(28-12-69)

Aesthetic Laws of
Hindustani (Paper)

South Indian and
North Indian
Schools : Mutual
understanding and
appreciation

QOdissi Dance. Lec-
ture and Demons-
tration

Exchange of ideas
and  practices
between North
Indian and South
Indian Music-Lec-
ture-demonstration

Wood-Wind Instru-
ment of the Western
Symphony Orchestra
(Paper)

Sitar Recital

Tabla
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1970-71 44th Swami Parvatikar

29-12-70

1971-72 45th

Miss Sucheta Bhide,
Bombay

Prof. R.C: Mehta, M.S.
University, Baroda

Smt. Aparna Chakravarti,
Calcutta ;

Dr. V.K. Aggrawal, Dethi
University

Sri Mallikarjun Mansoor

Dr. J. Spector, New York

Dr. Josef Kuckertz,
University of Koln, West
Germany

Mr.: K.K. Varma, Calcutta

Mr. Yunus Hussain Khan
(Son of Vilayat Hussain
Khan), Delhi University
Smt. Lakshmi Biligiri,
Poona

101

(1) Dattatreya Vina-

~ Demonstration

(2) A New System
of Raga-Classifica-
tion-Talk

Talk and Demonss
tration on Serfoji
Maharaja’s Marathi
Dance-Sahityas
Ragas and Raga-
cchayas
Lecture-demonstra-
tion on Hindustani
Music

Techniques of Sitar-
Playing
Hindustani

Vocal
concert '

The Magam in
Arabic Music

Structure of Ragas

The Moorcchana
System-Musicomen-

try (illustrated
Talk)

Gayaki in Hindus-
tani Music-Talk
and Demonstration

Hindustani Music
on Karnatic Veena-
demonstration
accompanied by
Abdul Mirajkar on
Tabla
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22-12-71

25-12-71

31-12-71

Sri Balakrishna Misra,
Director Vadyalaya,
Madras

Pt. Ravi Shankar

* Dr. (Mrs) E. te Nijenhuis

Utrecht University,
Netherlands

Miss Parveen Sultana

-

Sri K. Sridhar

Ravi Shankar
Alla Rakha

1972-73 46th Sri K. K. Varma, Calcutta

Gnyan Prakash Ghosh,
Calcutta

[Vol. xLvir

Different Innova-
tions on instruments

Sitar and the Techni
que of its playing-
lecture demonstra-
tion (Dr. V. Ragha-

van Shashtyabda-

purti Endowment
Lecture)

Continuity in Indian
Raga Tradition

Hindustani Vocal
coL cert

Sarod

Sitar Recital
Tabla

Moorchana Chakras
and Ragas-New
Researches (Talk
and demonstration
of 4 newly derived
Ragas on Sarod by
Sri  Narendranath
Dhar and Vocal by
Smt. Tanima Tha-
kur, accompanied
by Mr. Murthy and
Sri Dattatreya on
the Tabla

Tabla System in
Hindustani



26-12-72

Mr. V. R. Athawale,
Bombay(Pt. Vishou
Digambar’s Birth
Centenary celebration)

Sri Kapileswari Bua,
Bombay (Abdul Karim
Birth Centenaty)

Smt. Krishoa Bisht,
University of Delhi

R. K. Shringy, Banaras
Hindu University

R. K. Misra of Vadyalaya

Dr. Kedaranath Bhowmic
(Banaras Hindu

University
Sri Channulal Misra
(on behalf of the

Pt. Omkarnath Thakur
Memorial Foundation)

Mr. Amjad Ali Khan
Ms. Lateef
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Vishnu Digambar
Paluskar and his
Coantributions
(Paper) and a recital
of compositions and
Bhajans composed
or popularised by
Vishnu Digambar

Abdul Karim Birth
Centenary :Talk on
the life and work of
Khan Saheb and
Demonstration of
some aspects of
Khan Saheb’s music

1Hustrated Talk on
the significance of
Raganga in Hindus-
tani Music.

Concept of Svara
and Sruti and their
relation

Demonstration and
Explanation of the
features of shringed
in struments

Tabla-Talk and
demonstration

Kirana and Gwalior
Gharanas

Sarod Recital
Tabla
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3.12-72

1973-74 47th

28-12-73

1974-75 48th

Ustad Abmed Ali Khan

Pt. Vishnudas Shirali (For
the Vishnu Digambar
Celebrations)

Dr. (Mrs) Kapila
Vatsyayan, Ministry of
Education

Dr. and Mrs. P.K. Dikshit,
Banaras Hindu University

Dr. N. Jairazbhoy,
University of California
U.S.

Mr. David Reck,
Wesleyan University, U.S.

Smt. Gangu Bai Hangal
Master Kartik Seshadri
Mr. Guiba Singh

H. V. Modak, Poona
and P. Ravindra, Bombay

Hindustani Vocal
Recital

The Problem of

Orchestration in
Indian Music
(Paper) *

Dr. V. Raghavan
Shastyabdapurti
Endowment Lecture
—A Study of Mayu-
rbhanj & Chhau in
relation to other
forms of dance in
Orissa. With Demo-
nstration and slides

Recital of Tyaga-
raja’s compositions

Bharata’s Gramas
(illustruated  with
charts)

Improvisation in
Western Music
(Talk illustrated
with recordings)
(2) Music Instru.
ments with Fibre-
glass (Talk)

Hindustani Vocal
concert
Sitar Recital

Researches on
Acoustics-Newly
Invented Sruti
Harmonium
and Sruti Vina



30-12-74

1975-76 49th

28-12-75
14
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Mrs. Niloufar Khan (Niece Surbahar-Jalkand

of Vilayat Khan) demonstration

Dr. (Mrs) E.te Nijenhuis (1) Western Paral-

of Netherlands lels of Pallavi
Techniques
(Dr. V. Raghavan
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THE TREATMENT OF MELAS IN THE
‘SANGITA CHANDRIKA OF AATTOOR KRISHNA
PISHAROTI

LEELA OMCHERY B

“The author :

Sangita Chandrika; published in 1954, as the Sri Svati Tirunal
Smaraka Grantha by the Gita Press Trichur, is an exhaustive
treatise on music in Sanskrit. Its author, the late Sri Aattoor
Krishna Pisharoti, or Krishna Chandra, as he called himself in the
-‘work, was one of the foremost scholars and authorities on Kerala
arts and literature. He published works numbering about 30 and
covering a wide variety of subjects like history, poetry, literature,
-criticism, Nyaya, Tarka, Alamkara, Attakkatha, commentaries and
translations of outstanding Sanskrit works, etc. stand as monumen-
tal pieces in their respsctive fislds. He became a legend in his life
time and great titles such as Pandita raja, Kaviratna, Bhashatilaka
-etc. were conferred on him.

) His long association with the Kodungalloor and Travancore
Palaces, two of the foremost centres of literary and cultural activity
-of the time, his stay and training at Alathur and his marriage with
-a lady renowned for her musical talents’had contributed a great
«deal to the distinction he achieved in the fields of fine arts.

Form and Content :

Sangita Chandrika comprises Sanskrit sutra-s written in Mala-
‘yalam script and the author’s exhaustive commentaries in simple
Malayalam prose. This has an advaatage over other treatises. Most
-of the other works, right from the Natya-sastra, contain only the
-textual matter in verse form by their respective authors. Commen-
taries and interpretations to these works appeared oaly centurieg
dater and that too by scholars other than the author. This draw-
back made many portions misleading and confusing. Saagita
‘Chandrika is free from this defect, as the author himself has
Pprovided the commentaries in simple Malayalam prose, making it
within the reach of even a layman’s wisdom.
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The work is in 12 chapters called Prakasa-s dealing with Nada,
Sruti, Svara, Vina, Grama-Murchanadi, Mela, Tala, Varnalamkara,
Gamaka-sthayadi, Prabandha, Raga and Gita. Bvery chapter is a
thesis by itself as each of them is a precious package of sound
theories and ideas, established through scientific calculations and
critical analysis of the old and existing views on the subject, in the
context of practical singing. How could it be otherwise, when the
author, an outstanding vainika and scholar, himself suffuses his
work with practical out-pourings on the basis of which alone he
tries to interpret theories old and new ? s

t

In the present paper I am dealing only with his treatment of
Mela-s, which is different from that of the illustrious scholars like
Ramamatya, Venkatamakhi, Somanatha and Ahobala.

Since his treatment of Mela, is subjected to certain changes on
the popular concept of sruti, svara, grama, and mela, 1 feel, a
word about his views on these would be worthwhile before I proceed
to his Mela-s.

Sruti :

The author dismisses the concept of 22 sruti-s followed by
Amatya, Ahobala, Venkatamakhi and others for the following
reasons :—

1. The 22 sruti system and the arrangement of the suddhas
varas on the basis of “‘Catuscatus catuscaiva” hadbeen formulated by
Bharata to suit the requirements of Grama-sangita, consisting of 18
raga-mula-jati-s, 30 grama-raga-s etc. which were totally different
from Desi-Sangita and its Mela-conczpt  As such, its iantroduction
to Desi-Sangita and Dakshina sangita by the above scholars was
not appropriate.

2. Though these scholars accepted the 22 sruti system of
Bharata, they did not follow his svara distribution over these srutis.
They fixed their suddha notes differently from those of Bharata and
created confusion.
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3. Moreover, their sruti-sqvra principles go against their own
sruti-svara arrangements described in their vina chapters. The
author brings out their blunders through a number of illustrations.

4. He therefore rejects the old concept of 22 srdtis and the
unequal distribation of svaras because he strongly feels that they
are not suitable for interpretiag the Melas of the South. There-
after he adopts a system of 24 srutis and their equal distributiou
over 12 notes in a sthayi to interpret the Melas. That there are 24
Srutis, if not more, which are equally distributed among 12 notes is
proved through two exp:rimsats on the ving strings.

Svaras :
The author doss not want to support Venkatamakhi’s 16 svara
concept for the following reasons :—

1. Saptasvaras are 7 different basic sounds and their suddha
and vikrta varieties form the basis of all ragas, tana-s, murchana-s
etc. and as such giving additional namss to these svaras to make
them appear differeat waea th2y are actually not, does not make

any sense.

2. These scholars have stated that shadjz and kakali nishada
and panchama aad prati-madhyama are differeat by one sruti while
Bharata clearly states that they are different by 2 srutis. Those
sounds which have just one sruri difference cannot be considered
as two diffzreat notss; they have to bz taken up as varieties of the

same note.

3. A sampurna mukhya mela essentially should have all the
saptasvaras consisting of all suddha, or all vikrta or suddha vikrta
notes. Ifa Mela has to drop on: or two notes of the saptaka, to
accommboiate ths vacicties of a note or notes in its sthayi, as in
the case of Kanakangi etc, it cannot b2 termed as sampurna mela.
It can be treated only as samkirna mela oudavita, sadavita etc.
instead of sampurna mela.
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Grama :—

The author agrees with Venkatamakhi in admitting that only
sadja grama is prevalent in Karnatak music. But he totally disagrees
with him while giviag reasons for the absence of Madhyama grama.
‘The author bzlieves that there is no Madhyama grama because of
the following facts:—

1. The prati-madhyama of Daikshina sangita is a Vikara
Panchama and is diffefeat fcom the Tri-sruti paachama of the
original madhyama grama and as such. to accommodate “it into a
system where such a madhyaria has little relevence will be difficult.

According to the author the shadja grama exists in our present
-day system with the following differences from the original grama.

1. In the present day grama, the positions of suddha Rishabha
and Dhaivata have been changed.

2. Prati-Madhyama has been added.

Mela :(—

After careful analysis, he rejects the Mela-systems of Ahobala,
Amatya, Somanatha, Govindasuri and others because they, while
-accepting the 22 sruti systems of Bharata, disowned his principle
-of svara positions, which stated that there should be a difference
of minimum 2 sratis if 2 svaras were to bz considered as two
diffzrent notes. According to the aforesaid scholars, the difference
between shadja and kakali nishada and between prati-madhayama
-and panchama was just one sruti. Moreover, their policy of giving
almost all srutis, the status of one note or more, was not a healthy
-trend, as it quastioned the very concept of the sruti systems.

Regarding the 72 Mela schems, Krishna Chandra feels that it
suffers from * Apurnata-dosha > or the defect of being incomplete.
The scheme is based on treating the 12 svara-sthanas into 16 notes.
According to this, all the flve notes leaving the shadja and panchama
.are treated as sankirna svaras. But when the scheme is worked
out, the sankirna character is given only to the svaras R,G,D and
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N and not to Madhyama. As a result, the Sankirna Madhyama
Melas do not make their entry into the scheme and this makes the
scheme incomplete. To make it complete, the Sankirna Madhyama
Melas also should be added. Then it would be found that there -
are about 90 Melas instead of 72 and 17 svaras instead of 16.
Krishna Chandra says that the statement of Venkatamakhi that
Suddha Madhyama and Vikrta Madhyama will appear only
separately, is contradicted by himself in his Raga prakarana where
he accepts the Sankirna Madhyama consept as well, for describing
ragas like Saranga etc. He further feels that all these confusions
could have been avoided, had he (Venkatmakhi) treated the univer-
sal concept of 12 svaras as |2 svaras oanly and Melas like Kana-
kangi etc. as Oudwita-s aad Shadavita-s. Iastead of formulating a
scheme to record and arrange uncommon and unpopular Melas, it.
would have been ideal if Venkatamakhi had created a scheme,
where prominent ragas like Saranga, Hamir-Kalyani, Bihag etc.
could find a place.

Rejecting thus, the earlier Mela schemes, including the 72
Melas as well, the author arrives at the coaclusion, that for treating
the Melas of the South, 24 srutis are essential and just 12 notes
are sufficieat without additional names or status. He does not even
accept the common terms like chatusruti, panchasruti, shat sruti,
sadharana, Antara, Kaisiki, Kakali and Prati etc. to denote the
12 notes. The varieties of R,G,M, D and N. are called as Sudha
and Vikrta, the former suggesting the flat ones and the latter
denoting the sharp varieties.

With the above as the basis, Aattoor proceeds to calculate the
Melas of the South through a scheme of 32 principal or Mukdya
Melas. To this are added 52 sankirna Melas and a number of
Shadavita and Oudavita Melas.

He defines the Melas as ¢ Murcchana-srayam-tattad-réganu-
gunam svara melanam Melah> and divides the Melas into 2
groups, viz. Mukhya and Sankirna. If a Mela consists of sapta svaras
belonging to the Suddha variety or vikria geoup or Suddha-vikrta
groups, but without the presence of the varieties of the same note




















































































THE IMPORTANCE OF CONSONANCE (SAMVAADITVA)
IN ANCIENT INDIAN MUSIC

B. Rajanikanta Rao

Is not the principle of Consonance known to the grammarians
-of Ancieat 1ndian Music ? Is it not the keystone of the actual struc-
ture of the two Ancient Indian Musical scales, the Shadjagraama
-and the Madhyamagraama? -

Almost every treatise on Indian Music consists of a paragraph
-or two, if not a chapter, dealing with the seven notes of the gamut
haviog an inter-rzlation with each other as Vaadi (the tonic), the
‘Samvaadi (the dominant or the miia Consonant) the Anuvaadi (the
-sub-.consonaat), and tha Vivaadi (the dissonant or the discordant),
‘notes in each scale. In this regard, Bharata, Mitanga and Sarnga-
-deva deserve priority of mention, having besen the fore-runners
among thsss wiao dzalt with scientific teeatises on Indian Music.

Along with most other facts (or truths) of physical sciences
(mathematics inclusive), the knowledze of the principles of har-
monic relationship of various notes of the gamut of Indian Music,
is also considered by miny of our [ndian musicologists of the pres-
ent century, as one of the bestowals of the Western intellect, as
perhaps also part of the favours conferred oan India by the bene-
volent British Empire, by denying any acceptabilily the theories of
Ancient [ndian authors on Indian Music, which fact can be obser-
ved by their extensively quoting from Western authors, statements
.about the stages of evolution of world music.

Shri C. P. Desai of Khairaghar (M.P.), in his Hindi commen-
tary to Bharata Bhashya of Naanya Bhoopaala, depends more on
the Western musicologists to defend his statcment against the know-
ledge of consonance of ancient Indian musicologists.

Shri Desai says *‘till now only the knowledge of Consonance of
the Panchama is known to the musical scientists. To some extent,
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the Teevra (Antara) Gaandhaara also has consonance with shadja.
This discovery was made by the German scientist Helmholtze in
1862”.

“This is the great discovery of Helmholtze. Tn its complete
form it is entirely new ; - and we are justified in pronouhcing it the
greatest advance in musical acoustics that has been made since the
study of sound assumes a scientific form™ (Philosophy of Music by
Alexander Wood).” '

Shri Desai disagrees with certain  statements of Western
scholars, like !

“I insist my perpendicular tonal zone as described as to make
it clear at once that d (ri) = 1? and not d = $§ (Acoustics by There--
vald Kornerup).

“Bat even in the modern scale all the intervals are not perfectly
consonant. . . . . Itistrue that, as we have seen, it lands itself”
to certain naturally harmonious and pleasant combinations, and
this is probably all that can be said in its favour.” (Philosophy of
Music by A, Wood )

Disagreeing with the above statements, he declares that the
trisruti rishabha (%?) in the shadjagraama and the trisruti Panchama
in the Madhyama-graama are uascientific, in the very next chapter
(appendix).

Shri Desai pays to Ahobala the author of Sangita Paarijaata of
17th century, as high a tribute as given to Helmholtze, for having
demonstrated his knowledge of Samvaaditva, in his statement,
“swara samvaaditaa-jnaanam swara sthaapana Kaaranam’ which
means that consonance is the basis for setting the seven notes of
the scale. Shri Desai says that there was no one else among the
ancient musicologists other than Ahobala who understood and
declared so strongly the pecessity of knowledge in Samvaaditva for
fixing the scale. We heartily but partly endorse this compliment
to Abobala, with the proviso that the absence of a catagorical decla-
ration on the part of savants like Bharata etc. need nat be con-
strued that they did not possess the knowledge,
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~We do not thmk that leatncd scholars like Shri Desai. would
have not come across the dissertation of Matanga (6th century, A. D.):
in hxs Brihaddes:—saymg—“ Kim tat samvaaditvam npaama, yads

vaadi swarena , R ,
Raagasya Raagatvam janitam,tat nirvaahakatvam
naama Samvaaditvam. yat Samvaadinaa

Raagasya Raagatvam Sampaaditam. tat pratipaaditam

anuvaadinaa’’~-meaning-‘What is meant by Comsonance 7
Whatever sense of a Raaga emanates out of the tonic, the mainten-
ance of the same is consonance; the consonant shapes out the-
structure of the Raaga while the sub.consonant notes nourish the
same. This statement of Matanga takes us to a broader under-
standing of consonance in its application. in the sense that, in-
addition to the sruti samvaaditva, Matanga, presages Raaga
Samvaada or the consonance of tetrachords and triplets like, Sa Ri:
Ga Ma and Pa Dha Ni Sa or Ri Ga Ma and Dha Ni Sa.

It is not the intention or the aim of this paper to grudge and
deny any credit which is actually due for the genuine contribution
to the knowledge of the world from anybody not belonging to
India, but only to present before our discerning readers, some
quolable quotes from the works of the three great musicologists of
India, viz. Bharata, Matanga and Saarngadeva with the most
possibly correct interpretation, and to establish the rightful claim
for recognition of the contribution of our Indian savants to the
scientific knowledge of the world,

But for the quotations from the original treatises in  Sanskrit:
on our ancient music and a few of very unique passages of our
own discovery and conclusions made through our own research for
this paper, we wish to express our ungrudging and sincere gratitude-
to those music scholars of the century who were our fore—runners.
and torch bearers holding the same stand as ours, like the late
Sangita Kalanidhi Shri T. V. Subba Rao, the late Professor Vissa
Appa Rao, the late Professor P, Sambamurthy, the septuagenarian
Secretary of the Madras Music Academy. Dr, V Raghavan, ths

20
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veritable Jovian scholar Shri Kailash Chandra Dev Brihaspati, who
Jhas opened 12 years ago the floodgates of this research through his
Bharat Kaa Sangit Siddhaant and later through Sangit Chintaamani,
-and among those who disagreed, the profound scholar and pioneer
in the field viz the late Shri V.N. Bhaatkhande who has roused the
spirit of this research through his seemingly stubborn and uacom-
promising approach, but with the utmost sense of. historicity,
-scientific approach and love of truth.

Sage Bharata (of not later than 4th century B.C.) explains the
arrangement of the 7 notes or swaras in the gamut and displays the
intervals or the 22 srutis—as follows, as can be seen in the 28th
-chapter of his Naatya Saastra (Benares Vaanivilas edition).

‘¢ Shadjascha Rishabhaschaiva Gaandhaaro Madbyamas tathaa
Panchamo Dhaivataschaiva Nishaadas Saptacha Swaraah’ (19)

Shadja, Rishabba, Gaandhaara, Madhyama, Panchama, Dhai-
vata and Nivshaada are the seven notes.

* Chaturvidhatvam eteshaam vijneyam Srutiyogatah
Vaadi chaivaatha samvaadi Anuvaadi Vivaadyapi’ (20)

By way of adding the intervals, are arrived at, four categories of
notes, owing to their inter-relationship. They are Vaadi {the tonic),
Samvaadi (the dominant or the main consonant) Anuvaadi (the sub-
dominant or the sub-consonant) and Vivaadi (the dissonant)

““ Tatra ye yatraamsah sa tasya Vaadi
Yayoscha Navaka trayodasa srutyantare

Tau anyonyau Samvaadinau :

Yathaa shadja madhyau, shadja Panchamau,

Rishabha Dhaivatau, Gaandhaara Nishaadau iti shadjagraama™

« Whichever is the starting note of a musical phrase or a
<combination of notes, the same is called Vaadi, or tonic (or sonant
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by some scholars). Whichever pair of sotes is placed in an intervel
of nine or thirteen srutis, each one of the pair is said to be the
consonant or samvaadin or barmonijcally related to the other:
just as among the pairs of notes like Sa and Ma, Sa and
Pa, Ri and Dha & Ga and Ni. This applies to Shadjagraama’.

Although the examples given here consist of those pairs of notes
each of which having an equal number of srutis (4 sa; 4 ma; 4 Sa :
4 Pa; 3 Ri: 3 Dha ;2 Ga: 2 Ni) it may be noted that Bharata has
not categorically denied consonance between notes haviﬁg unequal
number of srutis like Ma having 4 srutis and Ni having only 2
srutis.

It may be noted here that the consonantal relationship of
Panchama (G) with shadja (C) is characterised by Western music
scholars as Dominant, whereas that of Madhyama with Shadja as
sub-dominant. The reason is obvious, as can be noted from
Bharata’s stipulation of intervals—as there is an interval of 13 srutis
between Sa and Pa, whereas there are only 9 srutis beteen Sa and
Ma.

‘t Madbyamagraamepi evameva; shadja Panchama Varjyam,
Panchamarshabhayescha atra Samvaadaiti * II (20)

The same rule of consonance is applicable to the different notes
of Madhyamagraama also, with the exception that the shadja and
Panchama (in Madhyamagraama) do not have consonance but the
Panchama and Rishabha bave it.

¢ Samvaado Madhyamagraame Panchamasyarshabhasyacha

Shadja graame cha Shadjasya Samvaadah Panchma-
syacha ” (21)

These is consonance between Panchama and Rishabha in.
Madhyama graama, but in Shadjagraama, the consonance is bet~
ween shadja and Panchama,
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*-Shadjas chatussrutir jacyah, Rishabhas trisrutih smritah,
Dwissutis chaapi Gaandhaare, Madhyamascha chatussrutih (23)
Chatussrutih Panchama syaat, trisrutir Dhaivatas tathaa
Dwisrutistu Nishaada syaat, shadjagraame swaraantare (24)
Chatussrutistu Vijneye Madhyamab, Panchamah Pynsh
Trisrutir, Dhaivatastu syaat chatussrutika evacha (25)
Nishaada shadjau vijneyan Dvichatussruti Sambhavau,
Rishabhastu trisruti syaat, Gaandhaare Dwisrutistatbaa » (26)
Antara nidarsanam api vyaakhyaatam

It is to be noted that Sa has 4 srutis, Ri 3 srutis, Ga 2 srutis,
"Ma 4 srutis, Pa 4 srutis, Dha 3 srutis, and Ni 2 srutis and these are
“the intervals (Swaraantare) in shadjagraama. Likewise, in Madhya-
magraama, Ma hes 4 srutis, Pa has 3 srutis, Dha 4 srutis, Ni 2
-srutis, Sa 4 srutis Ri 3 srutis and Ga 2 srutis. Thus the disposi-
‘tion of intervals has been displayed.

The notes of Madhyamagraama are notated as Ma Pa Dha Ni
"Sa Ri and Ga, whereas these of Shadjagraama are notated as S4 Ri
-Ga Ma Pa Dha and Ni.

‘¢ Dvividhaika moorchanaasiddhih *’

Arriving at two types of Moorchanas (of shadjagraama and
‘Madhyamagraama) at the same time, in one procedure.

¢ Tatra Dvisruti Prakarshaat Dhaivatikrite Gaandhaare

Moorchanaagraamayer anyataratvam, Tadvasaat Madhyama-
graame

Yathaa samkhyena Nishaadaadimatvam Pratipadyante »

By increasing the interval between the Rishabha aad the
“Gaandhaara of shadjagraama by adding the first two srutis of
Madhyama to Gandhara and considering this (2 + 2 4 chatussruti
gandhara) to be the chatussruti Dhaivata of Madhyamagraama, the
trisruti Rishabha and the Chatussruti shadja of the shadjagraama
amoorchana will then become trisruti Panchama and chatussruti
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‘Madhyama respectively of the Madhysmagrasma moorchana and
«consequently the Ma, Pa, Dha apnd Ni of Shadjagraama will be
transfersed into Ni, Sa, Ri, and Ga. of Madhyam;graama mspecn-»

vely.
« 'Mhéhyamagraame Dhaivata maardavaat

Dvaividhyam bhavati Srutyantaram Panchama Dhaivatayoh
Tadwat Gaandhaarotkarshaat chatussrutikam antaram bhavati

Seshaaschaapi Madhyama Panchama Dhaivata Nishaadarsha-
‘bha shadjaah

‘‘Madhyamaaditvam Praapnuvanti tulya srutyantaratwaat ** In
Madhyamagraama, if the ioterval of the Chatussruti Dhaivata
ds reduced (Maardava) to 3 srutis, then two varieties of intervals
are obtained in respect of Panchama and Dhaivata (one being
-4 + 3 of the shadjagraama and the other, 3 + 4 of the Madhyama-
graama). Likewise, by the aforesaid increase of the pitch of the
Dvisruti Gandhaara of the shadjagraama renders it a 4 sruti interval,
‘Jike that of the chatussruti Dhaivata of the Madhyamagraama and
-then the prevailing notes of the Shadjagraama in the same order
.can be recognised as in Ma, Pa, Dha, Ni, Sa, Ri, and Ga of the
Madhyamagraama dus to having verisimilar sequ2nce of intervals
-such as 4, 3, 4, 2, 4, 3, 2 respectively.

Shadjagraama: 4Sa3Ri 2Ga 4Ma 4Pa 3Dha 2 Ni
4 Sa 242 442

Madhyamagraama : 4 Ma 3 Pa 4 Dha 2Ni 48a 3Ri 2Ga
-4 Ma

It is important to note here that the interval between Sa and
Ma in the Shadjagraama (3 + 2 + 4 = 9) srutis and by this
Dvividhaika Moorchana it has been demonstrated that the interval
between Ma and Ni in the Madhyamagraama is the same 9 srutj
-nterval, as between the Sa and Ma of Shadjagraama. Similarly,
the interval between Ma and Niof the shadjagraama, as well as that
between Ma and Ni of the Madhyamagraama is very much the
-same, being of 13 sratis (of shadja-Panchama-consonance !)
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In the above paragraph, it has also been elucidated that the-
interval between Ma to Dha in either of the Graamas is only 7 srutis,.
which is called Antara Bhaava or Antara Gaandhira Bhaava, which
is the same as that between Shadja and Antara Gaandhaara.
Bharata declares here, that © while displaying the disposition of
srutis (22 srutis) including their intervals, the position of the Antara.
Gaandhaara also has been pronounced * in the aphorism—*¢ Antara.
nidarsanam api srutinidarsane proktam *’

Let us see, what Matanga, the author of Brihaddesi, the earliest
follower and exponent of Bharata’s principles of Music, has to say
particularly with reference to Samvaaditva:

‘¢ Vaadinah Swaraah Saptaiva, Vaadi mandale sarigamapadhan
Samvaadinastu = Samasrutikatvesati, trayodasanavasntaratvena
avabodhavyaah — (as printed in the publication of Trivandrum-
series),

That is. the tonics or the sonant notes (Vaadin) are seven and
they are Sa, Ri, Ga, Ma, Pa, Dha and Ni. And as regards the
notes having Consonance. any paijr of swaras can be considered to
be having consonance between them and each consisting of an equal
number of basic srutis (Samasrutikatva).

But, most of the musicologists subsequent to Matanga did not
agree with the stipulation that oply those notes each having equal
number of basic srutis like Sa having 4 basic srutis, Ma baving 4-
basic srutis and Pa having 4 basic stutis, or Ri and Dha, each
baving 3 basic srutis or Ga and Ni each having 2 basic srutis, are-
consonantal to each other. In support of their contention, are-
quoted the examples of Ma consisting of 4 basic srutis and Ni
having only 2 basic srutis in the shadja graama and also that of Dha
baving 4 basic srutis and Rishabha having only three, in the
Madhyamagraama, where they are practically found to have
Consonance.

There appears (0 be an undesirable arabiguity perhaps due to-
an unintentional (and also amateurish) scribal ersor in the text at
Jeast in one or two places. The most obvious one¢ among them is-
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that the latter part of the axiom can as well be split to give a
megative statement like ¢ Trayodasa navaantaratvena avabod-
-dhavyaah’. Then it would mean that any two notes having an
interval of 13 or 9 srutis should not be considered to be consonants
-even (each one of them) they bave equal number of basic sruits.
“This interpretation is absurd on the face of it

This thought reminded us of the fact that the text of the very
-same axiom is slightly at variance with that of the same quoted by
‘Simhabhoopaala in his Commentary under the same context in the
Sangita Ratnaakara of Saarngadeva. .

* Samvaadinastu punah Samasrutikatve Sati Trayodasana--
-vaantare vaa anyonyam boddhavyaah .

This is a positive statement meaning that each of such pair of
‘potes is consonant to the other, either when they have equal
number of basic srutis, or when they have an interval of 13 0r9
-srutis between them. The other part of the scribal error mentioned
-above will be exposed at the final stage of this paper.

Saarngadeva himself mentions in this connection, that there
.are two schools of thought, since he did not himself reconcile with
the condition of two consonantal notes having equal number of
Jasic srutis each.

¢ Srutayo dvaadasaashtau vaa yayerantara gocharaah,
Mithah Samvaadinau tau ste nigaavanya vivaadinau,

Ridhayereva vaa syaataam tau tayervaa ridhaavapi ”

Notes having 12 or 8 intervening srutis between them (without
counting either one or either end) are consonants to each other—
Ni and Ga are consonantal to each other but not for the rest of
the notes. According to another view Ni and Ga are vivaadis to
Ri and Dha and vice versa.

This stipulation of 12 or 8 as intervening number of srutis for
shadja Panchama and shadja Madhyama Bhaava respectively is not
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a different prescnptlon at all from that of Bharata, since’ Bharata s~
(and Matanga’s too) 13 and 9 exclude counting the sruti on ote-
side and include the sruti at the other end of the consonantal:
relatxonshlp, while Saarngadeva’s 12 and 8 exclude counting the stdt"ié
on either side.
;

Kallinaatha’s commentary in this connection is as follows :
“ Teshu yayoh swarayoh antaragocharaah swaadhaara srutir
vihaaya madhyavartinyah srutayah dvaadasashtau vaa drisyante-
tadaa tau mithah samvaadinau bhavata iti jnaatavyam. Nigauw.
anya vivaadinau—anyeshaam panchaanaam vivaadinauvirodhinau—

‘ Nanu nigayoritaraan Paanchaapi svaraan prati vivaadit-
vamuktam, tadanupapannam ; suddhayoh madhyama nishaadyoh
parasparam Samvaaditva darsanaat iti apariteshena pakshaantara--
maaha—Ridhayoreva vaa iti. Prathama manpyavivaadinau—iti—
aviseshena Kathayantu Samasrutikayoreva Samvaada iti mataanu-
saarena’’

Let it be understood that these swaras are consonants to each
other, between which 12 or 8 srutis are found, not counting the:
notes under consideration. This is a generalisation. Then, an
exception is mentioned, by which Niand Ga do not seem to have
any consonantal relationship with the rest of the five notes. But
here, Kallinaatha says, that denial of consonance between Ni and
Ga and the rest of all the five notes is certainly untenable since
Consonance is found between suddha madhyama and suddha
nishaada although each one of them consists of 4 and 2 basic srutis-
respectively. The earlier stipulation about the non-consonance-
between Ma and Ni represents the other school which insists oy
having equal number of basic srutis as a condition for consonance.

We understand that besides Saarngadeva, a number of otber-
grammarians of music have not accepted this ¢ Samasrutikataa
Then why should this be found in Matanga’s axiom?

We contend that Matanga too would not have intended this.-
stipulation, but for the mischief of some amateurish scribal error
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instead of ¢ samasrutikatve sati . We now quote the reconstrued
form of the text of this axiom vnder discussion and ¢xplain how
aptly it applies to shadjagraama as well as to Madhyamagraama. :

‘ Samvaadinastu punah sapta srutikatve sati Trayodasa navaan=
tare vaa anyonyam boddhavyah.’’ i

These notes are t> be understood to be consonants to each
-other, either of which are having an interval of 7 srutis or those
which are placed in an interval of 13 or 9 srutis. Now it must be
<lear even to a tyro in Sanskrit grammar and syntax, how meaning-
less and misleading were the expressions in the earlier quotation—

Samasrutikatvesati > and antarenaavaboddhayyaah’. -

Shadjagraama: 2 N)—4S3R2G4M4P 3D 2N—@4S

+2 +2
Antara 2 M Kaakali
Gaandhara Nishaada

Suddha Nishaada to Suddha Rishabha=(4S43R)=7
srutis.

» Shadja to Antara Gaandhaara 4+ (3R+2G+2M)
=7 srutis.

,» Madhyama to Suddba Dhaivata=(4P-+3D)==7
srutis.

,»» Panchama to Kaakali Nishaada=(3D-2N+2S)
=7 srutis.

All these pairs of notes have consonance of the 3rd (perfect) i.e.
Antaragaandhara Bhaava.

Madhyamagraama ;: 2G) 4M 3P 4D 2N 4S8 3R 2G (4M
+1 +-2
Kaisiki Antara
Nishaada Gaandbhara,

Suddha Gaandhaara to Trisruti Panchama = (4M+-3p)
=7 srutis
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Suddha Madhyama to Chatussruti Dhaivata=(3P-+4D)
o ) =7 srutis.

Suddha Nishaada to Suddha Rishabha=(4S+4-3R)=7
srutis.

Suddha Shadja to Antara Gaandhaara=(3R+4-2G--2M
=7 srulis.

Trisruti Panchama to Kaisiki Nishaada= (4D+2N+
18) 7 srutis.

All these pairs of notes have consonance of the 3rd (perfect) i.e.
Antaragaandhaara Bhava.

Now, once again, we reiterate and conclude that Matanga
having himself stipulated 7 srutis interval aiong with 9 and 13 srutj
intervals as having consonance (samvanditva) in the Madhyama
graama, he must have included the 7 sruti interval also in addition
to the other two (9 or 13) as the basis for consonance in Shadja-
graama also, and he would not have stipulated the untenable phrase
¢ Samasrutikatve ’ as a condition for consonance, as also due to its.
non-acceptance by many later worthy grammarians of music, and as
such, it should be read as ‘Sapta srutikatvesati’. This 7 sruti
interval itself is the Antara Gaandhara Bhaava—which gives ug
today what we call the swayambhoo gaandhaara or the Tivra-
Gaandhaara of the north, which is heard in the drone of the
Tambura. Matanga is said to have lived in about the 6th century
A.D. Bharata in his Naatya Saastra (not later than 4 century B.C.)y
indicated how to arrive at the Antara Gaandhaara and the Kaakali
Nishaada, and the Suddha Dhaivata which is in a 7 sruti intervay
from the suddha Madhyama in both the graamas, although the
consonantal relationship has not been specifically mentioned in this
case. But Matanga of 6th century has definitely entitled himself to
the credit of the knowledge of the consonance of the 3rd, Antara-

gaandbara Bhaava and the Samvaditva of the notes in the 7 sruti
interval specifically. On the authority of the foregoing arguments

and evidence, we earnestly hope that the musicological scholars of
our country and the world, and contributors to Encyclopaedias of
world would not deny this privilege to ancient India.



