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SWAMI HARIDAS (1537-1632) ¥ SAINT TYAGARAJA (1767-1847)
The revered Acharya of the P His name is almost a synonym
Hindustani music tradition. for Karnatak Music.

P v O

SHYAMA SHASTRI (1762-1827)
His compositions are unigue
in Laya and Ragabhava.

MIAN TANSEN (15...-1585)

The great musician who
adorned Akbar's Court.
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DELHI SANGITA SAMAJ [ REGD. ]

[ FORMERLY KRISHNA GANA SAMAJ]
FOURTH ANNIVERSARY MUSIC FESTIVAL

PROGRAMME
Friday 2441964 (6.30 to 9.00 P.M.)

Chief Guest : Dr. C. D. DESHMUKH,
Vice-Chancellor, University of Delhi.
Invocation by Delhi University Sankirtan Sangh.
Inaugural Address and Releasing the Samaj Journal
by Dr. C.D, DESHMUKH

FLuTE Karnatak Music

CONCERT : by sar1 P. SEETHARAM

VocaL Hindustani Music [Dhrupad)

CONCERT : by sarvasari N. F. DAGAR and N.Z. DAGAR

Saturday 25-4-1964 (6.00 to 9.00 P.M,)

Chief Guest : Sart NITTOOR SRINIVASA RAU

Chairman, Central Vigilance Commission

ILLUSTRATED TALK
oN Tyacaraja : by Surr T.K. JAYARAMA IYER

VEENA ConcerT : Karnatak Music by Smr. PARVATI MUTHUSWAMY

ILLUSTRATED TALK
oN Tansen : by Pt. VINAYA CHANDRA MOUDGALYA

VocAL ConcerT: Karnatak Music by Sur. INDIRA VENKATARATNAM
Sunday 26-4-1964 (8.30 to IL.30 A.M.)

Chief Guest : Surr N.N. SHUKLA,
Chief Producer (Hindustani Music), AIR

ILLUSTRATED TALK ON
SuvAMA SHAsTRI : by Smri V.V. SADAGOPAN

MeMBER’s MisceLLANY @ Short items by Members.
Hinpustant Music (VocaL) : by Surt ROGER ASHTON

TILLUSTRATED TALK ON
Swa.m Haripas : by Pr. DILIP CHANDRA VEDI

VEENA Concert : Karnatak Music
by SHR1 TANJORE LAKSHMANAN OF MADRAS

Place : CONSTITUTION CLUB, NEW DELHI
ALL ARE WELCOME,
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DELHI SANGITA SAMA]J [Regd] FOURTH ANNIVERSARY
(formerly Krishna Gana Samaj) MUSIC FESTIVAL
ApriL 24, 1964

OUR OBJECTS

The objects of the Society shall be the preservation, enrichment and
propagation of SAncITA in allits forms and in furtherance of the objects :

(i) to arrange lectures, demonstrations, concerts, classes, seminars,
symposia, conferences, competitions, commemoration days,
festivals, etc.

(ii) to develop a broad base of healthy musical appreciation and
self-expression through the medium of group singing and
other applied forms like Harikatha, musical drama, dance-
drama, composite programmes, €tc.

(iii) to promote mutual understanding among the votaries of the
various systems of music and allied arts; and

(iv) to undertake any other activity conducive to the promotion
of the objects of the Samaj.

A BRIEF REPORT

Started on May 1, 1960, the Samaj, thanks to the good wishes and
co-operation of all concerned, has grown from strength to strength. The
objectives for which the Samaj stands have attracted many a discriminating
music lover to the folds of the Samaj and we are happy to say that today
we have seventeen Life Members on our rolls. Among them are some of the
distinguished men in public life who had occasion to watch the nature of
our work and progress. Some chief guests who participated In {;ur func-
tions voluntarily offered to become Life Members on the spot.

Mention may be made of Dr. (Mrs) Soundram Ramachandran and
Professor V.K.R.V. Rao.

' ; «dinary Members

We have also on our rolls a select number of Ordinary
and as it is the intention of the Samaj to function as a Music Circle em-
phasising on quality and standard of achievement, the General Body
decided that onlf a limited number of ordinary memberships should be

made available for the present.

inni liberal education in music hz{s been the main
objcctfi‘::lgf :ﬁz E‘?:E::]'Ijl n%if: are glad to say that this is being progressively
realised and, in particular, the pace of development 11 the P‘;:‘E n_nere?r
has been exceedingly satisfactory. We have been conducting “?“CI EIS;. 1;
vals every half year and these festivals include not nn!‘f.-' musac recitals ud
demonstration lectures, publication of useful articles in our Souvenirs an

SO on,



* Mutual understanding between the two great traditions of Indian music,
Hindustani and Kamatagk, is one of those things dear to our hearts. In this
respect also we are progressing satisfa:c_tunly. During our music festivals,
musicians belonging to the two traditions are performing on the same
platform. Scholars drawn from the two schools are giving qf:mnnstratmrz_
lectures in our Samaj for the benefit of students and genuine lovers o
music. Attendance at our functions 18 gradually increasing and the

attitude of listeners is one of respect and eagerness.

ucational content of our Souvenir has been gradually increasing
ke It was in the fitness of things, therefore,

and gaining wide appreciation. he | ; : _
that gﬂ: decided to issue our own Journal beginning with this F@:stwal. The
icians and connoisseurs gives

encouragement we receive from scholars, musi . ' rs
us hope that through the pages of the Journal we will be in a position to

enlarge the scope of our service in the cause of music. Scholars from the
various parts of India have agreed to be Consulting Editors of the Journal.

Our platform has, on many occasions, been made available to
visiting artiste and scholars,

On the eve of the Fifth Year of the Samaj’s comiﬁg into existence,
the General Body met and decided to change its name from Krishna
Gana Samaj to Delhi Sangita Samaj. The Samaj has been registered

in the new name.
CONSTITUTION

The Samaj functions in a democratic set up. There have been three
General Body meetings in the course of about a year. The present
Governing Body was elected for three years a little over a year ago. The
Governing Body met four times during the year and, besides, transacted
business twice by circulation. Annual accounts were passed at the Annual
Gc;tre:ll Body meeting on April 13, 1964; they have also been duly
audited,

FOURTH YEAR

As usual there was a music competition in Dikshitar kritis. This is

an annual feature which is looked forward to by students of music, young
and old, in the city.

L ]
s There were programmes of Karnatak and Hindustani music, vocal
I-?nl instrumental, and dance performances and demonstration-lectures.
y men, scholars and men in public life associated themselves heartily

::utht us, and honoured us by their visits as Chief Guests. We had amongst
s at our functions these distinguished persons :

Swami Swahananda.

Professor V., K. R. V. Rao,
Swami Vishwananda.

Shri §. V., Krishnamoorthy Rao,
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5. Pandit Dilip Chandra Vedi.
6. ShriT. K. Jayarama Iyar.

Prize Distribution :
Dr. (Mrs) Soundaram Ramachandran.

The following were some of the programmes conducted during
the year :—

SANKIRTAN :

Gandharva Mahavidyalaya
Sivananda Sangeeta Vidyalaya
Delhi University Sankirtan Sangh

MUSIC :

Vocal (Hindustani) by Shri Pran Nath accompanied by Shri Fakir
Chand on Tabla

Veena (Karnatak) by Shri G. Nagaraja Rao

Vocal : Kannamma and Radha Bai; Vasantha and Sarada

Flute : Shri P. Seetharam

Vocal : Smt. Mani Krishnaswamy

Vocal Concert of Purandaradasa’s songs :—

Asthana Sangeetha Vidwan, Mysore

Shri B. Devendrappa ... Vocal

Shri M. P. Puttanna ... Violin

Shri M. S. Seshappa ... Mridangam
Shri Mani Iyer ... Kanjira

Gottuvadyam : Smt. Kamala Rajagopalan
Hindustani (Vocal) by Shri Vinod Kumar
Karnatak Vocal—Dikshitar & Swati Tirunal Compositions by

Kumaris Radha Bai & Kannamma
Smt. Lalita Nagarajan
Veena by Master K. G. Vijaya Krishnan

DANCE

... Bharata Natyam

Smt. Lalitha Sastry’s Party
... Bharata Natyam

Kumari Jayanti Pani

LECTURE DEMONSTRATION :

Lecture on ‘Basic Unity of Indian Music’ by Shri Chandrasekhar
Pant, Reader in Music, Delhi University.
Lecture Demonstration on ‘Aspects of Shastri’s Music’ by Shri T. K.

Jayarama Aiyer



Illustrated talk on ‘The Message of Tyagaraja’ by Prof. V. V,
Sadagopan.

Lecture Demonstration on “Music and Theatre in Japan’ by Prof.
P. Sambamoorthy.

JANAMASHTAMI was celebrated on the 12th August 1963 with a pro-
gramme of Sangeetha & Danda Lasya by Members & Guests.

We are glad to report that we have had a number of opportunities
during the year to associate ourselves on special occasions with other cul-
tural organisations in the city, such as Gandharva Mahavidyalaya, Sara-
swati Samaj, Sri Purandaradasa Fourth Centenary Celebrations Committee,
etc. ;

The Samaj wishes to convey their grateful thanks to all those who

have helped the Samaj in various ways—advertisers, scholars, musicians,
music lovers and others.

OFFICES :

Secretary Journal Joint Secretary
B-120, Pandara Road  38/1, Probyn Road Department of Music
New Delhi-11 Delhi-6 University of Delhi
(Tel : 46085) Delhi-6

With Com p&'ments

from

TATA INDUSTRIES [ PRIVATE ] LIMITED
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THE INDIA SUGARS & REFINERIES LID.

Factory + HOSPET (Bellary Dist.)

Regd. Office : Hospet, (Bellary Dist.) Mysore State.
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Tel.: AMRUTHAM Post Box : 82 Phone : 6006

THE ARYA VAIDYA PHARMACY (Coimbatore) Ltd

Regd. Office : 366, Trichy Road,
COIMBATORE-1,

The ideal House for all Genuine Ayurvedic Medicines & Treatments

s
§
NEW DELHI BRANCH-23-B, PUSA ROAD, %
KAROL BAGH, NEW DELHI-5 b

%

§

% Other_Branches: Madras, Calicut, Trichur, Cannanore, Ernakulam,
Ponani, Palghat, Alathur, Kanjikode and Coimbatore (opp. Rly. Jun)

Sales Depot : Indira Bldgs., Sub-Jail Road, Calicut-6.

R R R

FACTORY : - NURSING HOME: #
Kanjikode, Palghat District Ramanathapuram, Coimbatore-1
o Kerala State Phone : 2194 &

Qualified and experienced Physicians available at all Branches.
Letters from patients personally attended to by the Chief

Physician and prescriptions and medicines sent.
Price List free on request.
For further details please contact :
Arya Vaidyan P. V. Rama Varier &
Chief Physician & Managing Agent 5~
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VEDIC INVOCATION

Ee

ther ! May Brahman bestow
: Brahman protect us toge )
Ot:n unhd:sythc fruit of knowledge ! May we :::btam ltth e:nhe:gy
l:'t-:} acquire knowledge | May what we study revea ru! !
M:y we cherish no ill-feeling towards each other
Om, Peace, Peace, Peace.



INDIAN MUSIC JOURNAL
OUR CONTRIBUTORS

in this Issue

SANGITA KALANIDHI MUDIKODAN VENKATARAMA IYER
Musician and musicologist; Principal, Teachers’ College of Music,
Music Academy, Madras; receipient of National Award for Karnatak
Music (Vocal).

PROFESSOR ROBINDRA LAL ROY : Musician, musicologist and

author; formerly of Vishva Bharati, he is now Dean, Faculty of Music &
Fine Arts, University of Delhi. ks

PROFESSOR P. SAMBAMOORTHY : Well-known musicologist; for-

merly of the Mf.at:lr-'as University, he is now Director, Sangita Vadyalaya
Madras and Visiting Professor, Sri Venkateswara University, Tirupatii

Dr. (Miss) PREM L.ATA SH.ARMA : Her recent work, critical edition
(E;nl. I) of “Sangita Raja’ of Maharana Kumbha is a landmark in
Indian ‘musicology. Presently Dean of the Facul ' ]

of M
Arts, Benaras Hindu University. v il

PROFESS'OB R. SRINIVASAN : Retired Professor of Mathematics:
aesthetic in approach, his interests are wide; Composer Harikath;
performer and author of ‘Facets of Indian Culture.’ ’

SANGITA KALANIDHI T. K. JAYARAMA IYER -
Na!:iﬂnal Award for Karnatak Music (Instrumental) ;
periments in orchestration of Indian music are well |

DILIP CHANDRA VEDI :
New Delhi; even as a youth
study of Swami Haridas.

Dr. PANDIT ONKARNATH THAKUR :
mugicnl?gist and author; Emeritus Professor o
University, which conferred the honorary d

PROFESSOR B. R. DEODHAR - was Dean of the Faculty of Music

rf.:: Fl:'itc-Arts;l Banaras'Hindu University for three years and retired
ently; made a special study of Vojce Culture in the United States

Recepient of
Violinist; his ex-
known.

Acharya at the Bharatiya Kala Kendra,
he rose to fame in music; has made a special

Distinguished musician,
fmusic at Banaras Hindu
egree on him recently,
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SRI RAMA JAYAM

DELHI SANGITA SAMA]
Delhi

I am glad to learn that your Samaj, till now
known as Krishna Gana Samaj, has been serving the
cause of Music well for the past four years. [ am very
happy that now, on the occasion of your fourtE
aniversay, you are enlarging the S{:ﬂptz_!?f your wor
under the name “Delhi Sangita Sama) and iniating
a Journal of Music. 1 pray to Sri Rama and Sadguru

that all your endeavours be crowned with success.

' tifvine that you have for your President
Vidvalr:: \}5 g{?- %ac%agt::pa nyengar who has *attame:::ll
fame as a musician through sound pract(lice b::mf
Gurukulavasa in good tradition. I have no dﬂud ;::1
his great interest in the maintenance of stagl ards in
Karnatak music. I pray to the Almighty to bless yo

Samaj with success for ever.
yours,

Ariyakudi Ramanuja lyengar



D Fo (ondornaid Thaks VARANASI-5.

D. Lit, (INDIA)
Emeritus Professor of Music,
Banaras Hindu University. Dated 8—4—1964

Dear Prof. V. V. Sadagopan,

It gives me great pleasure to offer my best
wishes for the Fourth Anniversary Music Festival of
Delhi Sangita Samaj. I am glad to know that you
intend to bring out the first issue of your journal on
this occasion. I hope that your journal will strive
to re-instate the Sastraic concepts of our glorious
musical tradition which have fallen into oblivion or
obscurity due to various reasons. You have my hear-

tiest wishes and blessings in your worthy underta-
king.

Your sincerely

Prof. V. V. Sadagopan Omkarnath Thakur
Delhi University. |

Bare Gulam Ali Khan 55/C, Nizamudin East
New Delhi
Date 16...4...1964

I am glad to know that ,th,e Delhi Sangitaf
Samaj (formerly known as the: I&mshna-Gana_ Samaj
of Delhi) is going to celebrate its ff)urth Annw:ersax_"y
at Delhi shortly and on the occasion thereof it ‘.'-ﬂll
bring out the first publication Df. its JOLIFHELI contau_ll.-
ing various useful and interesting topics on both

Hindusthani and Karnatic music.

I wish it all success.

Bare Gulam Al



Manodharma in Karnatak Music

MUDIKONDAN VENKATARAMA AIYAR

Music is the art of combining melodic sounds with a view to beauty
of form and expression of emotion. Karnatic music specialisesin this
combination of form and emotive significance through matter, so that form
and content become inseparably one, measuring the timeless through time.

Some people feel that the present trend in Karnatic music is showing
decline from the standard that was kept up by master musicians of nearly
half a century ago. There are others who disagree with this view. They
see, on the other hand, a real progress.

What I feel, out of my experience of about fifty years in the field of
music, is that the standard of music has not been maintained as before.
For standard of music cannot rightly be measured by quantity but rather

by quality. Music lends itself only to qualitative analysis, for it is a creative

art. And when I speak of good music, I think of this quality which is the
creative aspect of this art form. Therefore, music ought not to be merely
recitative, repetitive or reproductive.

In a modern concert, a programme consists of about twenty com-
positions—these include the miscellaneous heterogenous items also. If
we have to give real and ample scope for creative music, we cannot possibly
hear so many composition at a particular concert. Compositions are
quite necessary. But when they have to be sung in such large numbers,
the time given for the creative ability of the artist proves inadequate. And
thus the scope for creative ability of the artist is reduced.

Some forty years ago, not more than half a dozen ‘kritis’ were sung
prior to the main ‘Raga Alapana’ in a performance. In those days the
main theme or the piece-de-resistance of the performance was the ‘Ragam-
Tanam-Pallavi. Some artists specialised so much in the singing of parti-
cular ragas that each had a raga which was his forte. When a creative
musician sings the same composition or melody at various performances
in each programme he could render it differently, singing with new emo-
tions and new sentiments without ever so much changing the set up. In
doing so, he givesagaw nua?ces to the same song Thus the creative musi-
clan gives new cadences of movement, appeal and colour to !
That is due to his ability of presentation, I:Ehich is his nr.r':aal.t_i11;;:nn...tm= g

Concert music is not a mere auditory entertainer. Its appeal i
greater and deepe;, and is f:elj: upon the very pulse, stirring the !:::hnprgleof thI:
heart and awakening the Divine in us. And by this awakening in the heart
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of a musician, he can re-create a similar pleasant feeling in the ijj{hxud&x;l
listener. Through stirring the soul music must bring to us “Ananda’.
Thus classical music is heart-stirring and soul-stirring.

Generally, in music, mere pleasure to the ears would not be er}nurgsl;i
Therefore I say that music is a deeper art, and in thfs sense, it his a umv:-s o
appéal. A creative musiciap cannot hfmsel{ dE‘l{IldE abnufil the S?;r(;; e
failure of his performance, prior to his actual singing. For 115, Em;- e
would depend upon many other factors that one need not elaborate ;

Only when the musician devotes more time for Ragam, _Tana;T{,l
Pallavi, Neraval and Svara singing, the creatw';-. ability ?f ﬁft*ml:?ffﬁkﬁ;i}ﬂnﬂ
: 1 ] t of the artis

- h a concert the creative element ol
i e di ¢ should satisfv not merely the
t. Our music should satisl} ‘
would form the basic ingredien : | ' Jcsies e
tional and spiritua
. seople. but also the intelectual, emo ' _ :
lé'geft?vg n:’lusic that surpasses all language has this universal appeal, and

this alone could satisfy all Rasikas.

i1



Aggregate and Orientation
ROBINDRA LAL ROY

_ Let me here introduce Indian music not particularly in its cultural or
historical aspect but with reference to the nature of our ways of thinkin
The very fact that we have to introduce our own cultural foundations E:;
ourselves presumes that we have been dissociated from our culture for
quite a long time. The so-called period of modernism seems for a ti
to discard traditional values. It is however not possible to know our umc
traditional values without knowing these values which replace, su rwn
or invert our traditional values. I shall briefly deal with the gener’al cl'l:gr: .
ter of Indian or Oriental thought in relation to Western ways of thinkin;.

This is most important at a time when it is not realised that the modern

world suffers from a stagnation of thought in human relationship no matter

how many mechanical inventi : e
ions delude us i
dented progress. nto admiration of unprece-

- cm}stcits:: lrl.-.;lf::rsz m:lpurtant first of all to realise that music does not need to
. r};tundﬁrsmﬁd to be felt in the same sense that it is not neces-
il thruﬂu ha::h cooking in order to relish food. The nourishment we
gy hg I ¢ mouth passes through innumerable chemical processes

P us healthy. Music is a similar nourishment and js assimilated

physically and mainly deci : :
i ﬂfythe i 31; }]; Eizgdcs the mental-physical or psycho-somatic con-

According to the nature of music the mj indi

: to e mind of the individ

vaz kinds ?f thinking and affects social conduct accur&m;?;.dﬂ¥i2£:
s th‘?:ﬁsng thIT];ngtnzla); be called tl;ri arithmetical and the musical ways

_ ing. cated two views of life : the aggregate vi
2::;;3;1:::0:1:1;. B;? music is &:ssentia.lly an aggf:g;afc mus;f:wwh?:l:l laf:l;;
. ol good form; good music is oriented and has isti
igittlﬂ:ﬁ;al Tl}c}dr are unconsciously assgmilated and produc:tlf::tcll:l?;r;ﬂ:é
o o ical mind when bad music prevails in the society, and the oriented
ical mind when good music is unconsciously assimilated. :

What do I mean ? Look at the cont

g ] emporary world ‘
Oy i g o o amtiave irthmercl St
only for the crowded urban rent struﬂ. g Sos b atecl, Availabie

: : _ -Structures, and the control
]r:::::lnf 1 fr}:ishdanthmctmal‘ classification of uneamé:;nwzlfhf: milgnuﬂ]if *
relatignytgu nd that there is no proportionate distribution of goods in
S S tp:;fulatmn. Houses are built in the wrong places, food stuff
By et f:w e d:itrﬂycd In the presence of starvation, land Es possessed
selfish people b:c:;::{wealtﬁ;u ;ng‘ﬁg;:ii_ﬂttd p;nggf become poor, bad

5 - ’ : orms o i i
“h;'::f %ifc;tl:ln: Stelo in ancient Rome have to be tri:c!II afmteran:l cﬁtﬁl:“ :
'y of failures in graduated income-tax, land-ceilings, taxes on luxu n‘{‘;
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restrictions on imports and exports. Every single item is there in the
ancient history of Western cultures, with the additional problem that the
cultivator is no longer bound to the soil as serf as he was in the ancient

world. He is a free man.

In oriental tradition the reverse was the case, the society automati-
cally oriented itself. The intellectual was known for his learning, the
warrior for his valour, the peasant for his wealth, and the craftsman for
his skill. That was the cause of this musical orientation that never needed

any arithmetical correction.

This orientation was spontaneous because the indigenous culture
rationed out the rulers comfortably expecting nothing in return except
defence against aggressors. Now you have in the world the dominating
view that the whole population should be rationed by the government.
The Roman culture had enough trouble with its idle free citizens main-
tained on doles and grain available at controlled cheap rates. The working
people maintained themselves. It is never remembered now that the
gﬂVEinmEnt pl‘ﬂducts nothing, it can Unl‘y' rnaml'mp an uu]ﬂ'nchmtn'{* section
on the shoulders of the honest workers in the society. Qur system was 10
ration the government and thus to create a society where political economy
and education were founded on free art-labour engaged in all sorts of self-
chosen occupations from music to weaving of cloth and mats. Nobody
was worried about jobs being created by government. Civilisation had to

adjust to what the free-labour produced.

The foundation of this Indian sociology was based on the philosophy
of art that art-spirit is there in every individual. The only problem is to
let it blossom into beauty without harsh interference. ['his art-spirit 1n the
field of learing, music and innumerable 11:111d1:cr:1fts sustained us till the
nineteenth century even after a century of dire agrarian poverty. 1 he
ancient foundations of this sociology are there in three key-words 1n rr‘m;lfc_iai
logy and sociology, namely Grama-Jati-Varna. The ;tai'niﬂ‘{' of our 51::1%11.?
system cuvcring a continent and all ra:ces, rehgmns_ with mfuﬂ than 1:\.&:. wt.':
hundred religious sects, was made possible not by using an ::1:111}} tT ffgzmcln
the people but by withdrawing all interference with the life of the people.

Orientation is Nature’s process in the whole universe.

! i ' f arithmetical
Now if vou look around you will notice the monster o |
aggregate stryiding the world. Look at the daily papers and our endless

! ] entali st note the
] not mind you, a social an.:nfat‘mﬂ_. _Ju
P L e o oot of £ e ons of coal, millions of gallons

11: ains, milli d :
targets—millions of tons i od grr, millions of yards ol textiles

illion tons of steel : _ :
of petroleum, so many million ’ This arithmetical

- - | c : ltSr
and innumerable such arithmetical target Ll am
. o S nd that there 1s no
thinkin t realise either historically or logically tha _
s e till it is distributed. 1 the agrarian

ch thin ional incom :
areas are well-fed, well-housed, well-clothed the coal mincs, ' petfoicel
| . : . e in i -
fields, and the steel plants will soon be abandﬂn:hm: i A

1 ith i ientation has for the last
:;untﬂew;;tl:;&iéﬁupul? I;;I;nverishcd agrarian labour, and slaves. Each
13
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target of production has its effects on the entire social orientation. The
question is not how much but what, when, where and how. So,you find
a world where billions of tons of fuel and other forms of natural en used
up, yet in U.S,A. they are unable to reduce the labourer hours of work from
45 hours a week to 35 hours. This amount of work maintained a teeming
population in our country till the middle of thc.eightcenth cen with
large exports of handicrafts to ancient Rome and eighteenth century urope
without wasting any natural energy and mechanical engincering skill. It
employed the population in an inner social orientation. The world now
is in the grip of arithmetical aggregate thought which has no sense of form
or natural configuration.

It is important to note that this arithmetical aggregate view belongs
to ancient slave-cultures continued in the West till the last century. In
our cultural traditions this is the Asura-view of life which demands surrender
of individual liberty to arithmetical plans.

The helpless growth of this aggregate view of life and work is express-
ed by the social mind through group music and organised music which is
called orchestration. It generally expressed the spirit of dictatorship ac-
cording to controlled plans continued by revolt and continues now to
spread throughout the East. In my recent paper in the East-West Music
Conference I pointed out that the spread of Western music in its Orchestra-
tion is contemporaneous with the spirit of revolt and dictatorship in the
West against family traditions. As a revolt of this expansion the Family is
crushed and converted into the aggregate called the totalitarian state. The
expression of agrarian family-oriented China was melodic. Its present
expression of aggregate group life is orchestration.

But the family social orientation to which the political economy
bans on art-labour has a permanent foundation in social psychology. There
arc primitive group societies which did not have marriage or family emo-
tions. But civilised societies arose out of Family sentiments of the ruilng
classes as the class-orientation of ancient Egyptian, Greek, Roman and
later Western cultures. In India however, the Family orientation wholly
characterised the entire working population of free-labour engaged in
handicrafts in their honour. So every art from music to the smallest handi-

crafts has a family tradition named after a locality or Graama with a
proportionate growth in the population.

~ The principle of non--interference in political philosophy means a
withdrawal _h?r the ruling class of all interfcmﬂce with l;:,he n:t?ugl develop-
ment of political economy left to the creative art-spirit in man. That is
how throughout Indian history of culture you have a leisurely ruling class
not concerned with the life of the people in general. These values, how-
ever, were perverted during the Maurya-Hellenic period and the British
period.  Just compare the daily routine of the hard worked emperor Asoka
with that of the leisurely lifc of Akbar. In the Maurya period work was

AGGREGATE AND ORIETATION

family oriented political economy characttfiscd the Muslim period. The
Hindu-Muslim conflict was not there previously and musicians even now
are on the best possible terms. But during the British rule and later, you
will easily see that the conflict was really between the factory system of
work and home industries, between the group and the family. Almost
all home industries even now are continued by Muslims. They suffered
miserably from the middle of the eighteenth century through the suppression
of cottage manufactures caused byBritish II'IEI."EJ::II'ItI.lE finance first imposed
by the East India Company in Bengal. The Hindus mainly accumulated
immense property through this mercantile system. Social harmony may
reappear easily not through music alone but through the system of finance
pursued in the Vedic age and in the Muslim period which mainly discarded
money from taxation. This system charactﬁnsf;d the entire Orient and
created what we call Oriental culture. Agrarian prosperity and cottage
erafts of which music is only one, was the foundation of these Family orient-

ed cultures.

This, however, is not to mean whqt Western societies are less _fumily-
minded than we are. The recent Berlin agreement allowed meeting of
millions of Germans across the border for eighteen days. The Westerners
do not know the technique of the oriented society and we have forgotten
it. The situation however, is not altogether hnpﬂlt_-fss. "a“ﬁ'}l.llf: western
organised group-orchestration music has been spreading fast in I.I.“: East,
yocal music and melody attains popularity in America. This means
that there is great hope of the rﬂvn.:al of Agrarian culture and individual
freedom with a family orientation in that country. This is lllgr.-['{'_ to b:l
introduced when they discard the ﬁn:an.cf: of the aggregate view uf" ife dil'l
recover the orientation view establishing its characteristic values in the

West.
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The concert platform—then and now
By Proressor P. SAMBAMOORTHY

Indian music is one of the major systems of music in the world at
the present day. It has a long and a noble pedigree. Many healthy tra-
ditions have been developed in the course of its glorious history. Though
most of these traditions are being followed even now, they have not been
written down. These traditions prove that the art of music had been
pulsating with life during all these centuries.

On the platform, musicians are expected to begin their concerts with

a feeling of reverence towards the audience assembled to hear them. They

should not render ragas about which they are not thorough, nor should

they render pieces which they have not practised well. After firmly getting

entrenched in the s§rutf, the musician should begin singing in all earnestness.

He should concentrate on creating the requisite musical atmosphere—

melakaltu or melaprapti. When the saturation point is reached, the musician
feels a certain amount of freedom and a release from tension. The audience
also get attuned and listen to the concert with great attention. The Adi
Nata-Antya Surati tradition, i.e., that a concert should be begun with
Nata raga and concluded with Surati (i.e. with a mangalam in Surati) raga
is worthy of note. In a full length concert extending over four or five
hours, the tradition is to start with a Tana varpa and follow it up with
madhyamakala krtis and a couple of chaukakala krtis. A couple of madhyama-
kala kritis is again rendered. This is followed by the dldpana of the major
raga and the detailed exposition of a Pallavi in the raga. The post-pallavi
part of the Programme should include the items : Pada, Ragamalika, Tillana,
Javali and a few miscellancous pieces like Kavadichindu. The concert is
concluded with the singing of the mangalam. After the mangalam, it is
the tradition to conclude with an alapana of Madhyamdvati or a floka rven-
dered in this raga. The purpose underlying this is the restoration of

tranquility in the members of the audience who had been listening to
pieces of various rasas or feeling.

.. The tradition of ghana-naya-defya, i.e., that a concert should be be
with ghana ragas, followed up by pieces and Pallavi in naya or rakti rﬁggl:;

and concluded with brief @lapands or short pieces in defya ragas like Beha
Hindustani Kafi, etc., is based on aesthetic I;Jrinciplcs. T, 5

When musicians are invited to perform on auspici i :

, ns are spicious occasions like
E'f‘"}ﬂgﬂﬂ. they avoid singing songs on the theme of Vairdgya and Virakti,
Nni ‘:i"ﬂf”:‘;c;ﬂ?mf (Plu_‘vak?lyil;li) ;.nd };E;unﬂmminiua O manasa (Saveri).

) ey develop mraval arouud themes like Mattikwndalk and
E;ﬂ{:;muknwn{rh. When Harikatha performers are ingﬂugp to ‘g':;fﬁrm
nam and Stea o marriages, they will choose kathas like Rukmini Kaly-
' i ;n ' yanam and not stories like Sfirpanaka-bhangam or
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In music concerts the traditional motto is the creation of maximum
effect with minimum strain. A concert should not be an endurance test for
an audience. In spinning kalpana svaras, the raga bhava aspect should be
kept in view. Svara passages moulded on the patterns of well-knit jati
sequences have not been viewed with favour. The alapana preceding
a Krti should bear a just proportion to the length ofthe krti to be sung
after the alapana.

In a dance concert, the sequence of items is based on the tradition
of Nrtta-Nrtya-Abhinaya. Nrtta is pure dance wunconnected with any
specific ideas. Then nrita with a sprinkling of abhinaya, i.e., Nrtya is
introduced. This is followed by pure Abhinaya for padas in slow tempo.
The members of the audience are taken gradually from the easily enjeyable
items to the more difficult items. The dance concert is concluded with
easily enjoyable items like the Tillana. The tension in understanding the
abhinayas for padas is now eased. While giving dance performances on
marriage occasions, the dancer avoids performing abhinayas to padas
like Payyedapaijeri and Mogudoccipilacedu.

In Harikatha Kalakshepam, it is the tradition that a Bhagavatar should
not waste the time of the audience by resorting to too many upakathas. The
upagdyakas, likewise, are not expected to induldge in lengthy alapanas and
dilute the spiritual atmosphere created with great _cﬂ‘nrt by the Bhagavatar.
The Falra that the Bhagavatar used and the Gzjjai that he wore on his feet
agreed with the pitch of his voice. Care was taken to see that each indi-
vidual Gejjai before being strung agreed with the pitch of his voice.

The Vainika tradition has largely influenced the growth of Karnatak
Music. The habit of decorating every note with the relevant gamaka started
with the painika. In ragas, the decorated rendering of some notes is
obligatory while the decorated rendering of some other notes is optional.
But Vina players never play straight notes and this accounts for the conti-
nuous curve of Karnitak classical music. The Vainika tradition reflects
the concentrated wisdom of a long line of vainikas. Every composer wor t{w
of note in South India has been a Vainika. The vainika touch can be

seen even in Madhyamakala compositions.

The principal performer in a concert should encourage his accom-
panists evei thnﬂghpthﬂy may be juniors to him. The aclcmfmpax}git; Lr;
their turn are expected to wholly co-operate with th::: 1_:r1"1nu::11:r_45:'E pE:Ir [;1 i
and make the concert a grand success. When t]ll:“.l'ﬂ. i Hf’l-‘”_ﬂ.; )f ifh)'ﬂ wigi -4
in a concert, the principal should give chances to lhtm'ﬂfli s e
their skill before the audience. He should not bﬂfgmi }1;1'1‘;;r el relvl
companists win the approbation of the audience by +t':l1 e nul oo
While singing a new Pallavi, he should reckon the lﬂlﬂﬂﬂrﬂ *le e
reasonable opportunities to his accompanists to grasp them <

them in their turn to expound them well.

aluable and precious
It is a pity that at the present day many of ;h: gvn-by. Lyl i

ions the past are give
:r:m;: ht;:diﬁpda:::nufﬁ:n:ﬁg:is bits is an unhealthy departure from
17



INDIAN MUSIC JOURNAL

the past. Likewise is the habit of the present-day violinists to repeat parrot-
like the kalpana-svaras sung by the principal. In former times, the vio-
linists responded to their chief by their own improvised kalpana-svaras
of equal length and these provided further food for thought on the part of
the chief. The responses of the violinist proved like catalytic agents and
the principal in turn sang beautiful and coloured passages of kalpana-
svaras.  The audiences followed with keen interest the creative efforts of
both the principal and the accompanist.

Some performers indulge in undue repetition of the same phrases
during the course of their development of kalpana svaras. This becomes
boring to the audience. This to a certain extent reflects the poverty in
the domain of creative talent.

Some musicians take a delight in rendering Karnatak ragas in the
garb of Hindustani music. This is not a healthy devefﬂpment. Some
vainikas take a delight in mastering particular techniques of play and
sometimes they borrow techniques relevant to other instruments. This
is all creditable. But the music produced should all the same be pleasant
for hearing and not border on stunts.

Senior performers in the past invariably came to the concert hall at
least 15 minutes ahead of the time scheduled for the performance, got
themselves attuned to the Sruti and started the concert punctually ;lﬂng
with their accompaniments. The performers got into form and the musical
atmosphere was soon created. At the present day, the performers rarely
begin the concerts in time.

‘ Compositions with good music and fine sahityas alone were rendered
In_concerts in the past. Pallavis with properly balanced parts in the
Pirvariga and Uttarariga were alone rendered. These served to keep up

the aesthetic taste of the audience at a fine level. U i
: : - nsymmetrically cons-
tructed Pallapis are sometimes heard now. &% S

Forty years ago, knowledge of music had not spr i i

: , : ead widely but st
audiences sat for five long hours and listened to the mit:sic ina cﬂnf:ﬂrt witlli
great interest and attention. People left the concert hall with a feeling

of fulness and aesthetic satisfaction The positi
; . sition now has :
deserves to be remedied. P changed and
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Levels of Aesthetic
Experience 1in Music

PREM LATA SHARMA

Categorisation of the levels of aesthetic experience in music has been
attempted in an obscure context in our Sasgitasgsira, viz., the classification
of musicians (specially vocalists) into three categories as Ranjaka, Bhavuka
and Rastka described as follows :—(The two former categories in this classi-
fication viz. Siksakara and Anukdra have been purposely omitted here as
they are not pertinent to our present discussion).

i (T, 3. 32, R)
q9E ATATEE W4T 7T q&FTiead: |
. |isg AT )
A@ a@ wAfewid  wEEa |
[ af T a1 T | g A
Jatgr faa  fafeer gy |
TF M fa=d a1 o st |

Sl 5"

(FfFEwaE <. $2-53)

Rasika is the highest category represented by those musicians who
are immersed in Rasa and are replete with Sattvika Bhavas such as A
(tears) and Pulaka (thrill, making hair stand on end). Bhavuka is the inter-
mediate category represented by those singers who infuse their music with
Bhava, and who sing with a knowledge of the Citla (feelings) of the audience.
Ranjaka is the lowest category represented by those who lend Rasiga (emo-
tional colour) to their music.

It is notable that Rafijaka is associated with Rariga (emotional colour),
Bhavuka with Bhava and Rasika with Rasa. These are, so to say, three stages
of aesthetic delight which have been said to bear the analogy of the sense-
perception of colour (Rariga), fragrance (Bhdva) and taste (Rasa) respective-
ly. The direct meaning of Ranga is colour, the word being derived from
the root Radga. While explaining the aesthetic significance ﬂf_BFm:ra,
Bharata has said that it bears the analogy of fragrance because Bhava per-
meates the artistic presentation and the mind of the Sahrdaya just as fra-
grance permeates the object in which it is seated and also the surroundings

of the object.
AT Freangie WEgwi wrEr | 3 3T FO0 argeEr |

i v ql'%‘:fﬁ' Jﬂ'@'@'ﬁﬂ'ﬂ?ﬁ'ﬁ*@ﬂ'ﬂm
wfed ﬂﬁ?ﬂﬁﬁmﬁmﬁ m:qqﬁ'r{:a T afaeq e
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The experience of Rasa has been said to bear the analogy of the sense-
perception of taste as is evident from the following quotation from Bharata :—

W et F: 95 | IWMA==TEEA | FYARETES < | 7971 fg
AT G Faa= YSA1 WARARA  guaa: g8y avifesfarsha qur

AR HAge oA anTgaaar] SaEEEEEaf : - a
wfrefa 1 (An @ §) s

These analogies are no doubt nothing but an attempt to '

: expla
nature of the different levels of the aesthetic experience thrfugh thcpméigg
of rough similitudes of ordinary sense-perception. However rough these
similitudes may bc,‘ they are suggestive of the subtle differences among the
said levels of experience. The object of visual perception is the most ex-
ternal out of the three mentioned above in so much as the subject of the
perception 1.e. he who beholds does not assimilate in himself anything of the
u]?ject Wwhich he sees. In fragrance the subject assimilates to some extent
the object perceived. In taste the whole object is assimilated and there
:lsicae graarflrl dsglr_ee of EFDI:t on the part of the subject who perceives the

or the delicacy of the taste. Thus the perception of
the best synthesis of subjective and objecti s et
highest level of aesthetic experi e b T el e
. perience has been given its analo I '
as in all other arts, the highest classical rank b et
leads to an experience of Rasa, the mi o ol i S e
ds to e middle position can be accorded
which gives the experience uf,Bﬁ&ua a s ihen
| Jerier » and the lowest level can i
;hlai.:_ ::eh}f:?tii?"irﬁ: ﬁust_ IlIrkeRarI-lga lllznrr colour. If these analogies zi:::fet?h:;
: €y will reveal that the special feature of '
) wheren B o i © both Tugi (dclight) s Pu (nowish
_ ‘ n nga (fragrance T
the former (Tusti) and not dh e %Pu:_ti) .and colour) can promote only
graduz;zsl 12::12 lﬂ;siﬁf;tign takes into account the fundamentals of the
Sthetic experience starting with Raiijakata on the

Fance o a3 2 Srther o Bhisa o the anaiogy of frag:
may be co-related with ‘Iight:i ?Ililgth}ﬁc?: oSy of taste.  These three levels

ssical’ and ° ical ’ ! i
E:;:;l:ﬂi}; I;? ‘ﬁlai _tuallzc conducive to Rarga, Bhﬁﬂ:l:;s:lcﬁmaéu?ﬁllﬁhéﬁz
by a tendency toy arl;s Ra“:i“;"-; (:intu ‘Ligh:t’) can be said to be represented
ool vt b et ga and the toning up of music from ‘Light’ to

: to b
Rajiga to Bhava and from Bk%::ﬁ’:?;zd Py @ tendency to go further from

AESTHETIC EXPERIENCE

The emotional restraint of classical music should be such as to allow the
test degree of suggestiveness. It need not sacrifice formal rules for
enriching its emotional aspect but it must strive to make the best use of
these rules in order to provide for the best results being obtained by un-
folding the latent emotional background of those formal rules. Raga in
our music is 2 melodic pattern which has a definite emotional undercurrent
known as Sthayi-Bhava. Without this pattern the suggestion of Sthayi-
Bhava is not possible. It can reasonably be expected that greater adherance
to the regulations of this pattern should promote greater unfolding of the
emotional pﬂtEﬂtiﬂlitiﬂE of the Raga, Qur Rﬂgais}:m{-m !.b Eﬁl'lfh!lf‘i\"t‘ to
depth and restraint in the emotional aspect of classical music. If this inter-
pretation of classicism is accepted it may be said that the element of light-
ness in music comes in where the emotional aspect is not characterized by
an adherence to the Sthayi-Bhava but by more inclination towards arbitrarily
moving here and there in Sanicari-bhavas without there being much em-

phasis on the central point or undercurrent.

In the context of the above discussion of the emotional aspect of
music another point worthy of serious notice in this classification of musi-
cians is that the Rasika is totally unmindful of the likes or dislikes of his
audience; rather he is himself so deeply immersed in the .fl'{a-*&dmm_ (tasting)
of the universalized Bhava that there is no possibility of his looking to the
requirements of his audience. The Bhavuka sings with a consciousness of
the mental tendencies (Citta) of his audience. The Raiijaka is all the more
conscious in this respect. It is paradoxical to say that the Rasika who 1s
unconscious of the audience to the greatest degree, is the most successiul
in carrying the audience with him. 'lThe state of perfect un‘i.r'E[‘scch‘atlu_Il
experienced by the artiste cannot but exercise deep influence on the audi-
ence. This is the ideal for classical music. On the other hand, conscious-
ness of the likes or dislikes of the audience which 1s a characteristic of the
lighter tone of music tends to lower the level of aesthetic attainment and

tones down the ‘Classical’ to ‘Light’.

This is just a brief introduction to a very interesting topic in our
Sangitasastra’ which still requires deeper contemplation.

is an erroneous notion whichebin. it ﬂr_comparativcly less appe

emotional appeal frore <! igin in the lamentable loss of
onl , ¢ so-called clase; : = Sk
oyt T el e R v,
T Evel of aesthetic i 2
€ time owes dye allegiance to the re;?nq?t?ﬁ:: E??cly Rﬂ; 00t o
20 Orm and structure.

21



Trends in Karnatak Music
R. SRINIVASAN

Everything in this world is in a state of flux; there is change and .
ment everywhere all the time. What is called sta : g¢ and move

apparent. There are, however, times when the cha

marked, so swift that they stand out in histo as critical 10 '
of remarkable changes. Such period < riical periods, periods

el _ _ all pha

activity.  Especially in the cultural and artistic life o sl ey
noticeable though, as compared to pol;t;
not spectacular. In the history of i

TRENDS IN KARNATAK MUSIC

Itisa happy sign to note that In recent years quite a number of
teaching institutions have come into existence. In the city of Madras,
for example, it will not be much of an exaggeration to say that almost every
important street or locality has a music school. The Madras and Annamalai
Universities have Music Departments. The Central College of Karnatak
Music started under the auspicies of the Union Government and subse-
qu?ntly handed over to the Madras Gﬂve_rnment 1S a 1andmark, offering
as it does the highest level of dcv:lnpmcnt_ in I?arnatqk Music. Holders of
Music Degrees, Sangita Bhooshanas, Sangita Siromanis and Gana}Bhnnﬁha-
nas are admitted to this Institution and t_a]fe: a further two years’ course—
on a post graduate level—for intensive training. Also tl-!le }s[u_s.n;‘ Academy
of Madras is now running a Teachers’ College of Muam; this is pf:fharps
the only institution of its kind in these parts. It is also worthy of note
that in music conferences the question of teaching methods in music is

definite periods. coming up for consideration, in recent years.

Considering the modern period in Karpitak Music Considering the marked increase in the popularity attained by the
last half century, certain striking phases of transiti : The musical art in the south, the output of music literature is rather poor; of
‘ course there are some class-room text-books published to meet the Cl!}*l_‘ﬂ&ll‘il?ﬁ
in schools and other institutions. But books of permanent ?rait__m_ j.'}l.'hll’_]cllwl

: help the progress of the art, books dealing with results of 1 EAEArCh Anc cx-
: man 1n the street to demand and cnjuy music. It eriment are rare. lhe Jnurnal of the Music Academy is intended to serve
1s s0; the art has now become ‘popular’. The democratic spirit of th Ph‘ ose. Butitislanguishing, probably due to lack of adequate support
modern age has invaded the realm of art as well. Whether this ; e this purpose. !

I ng i : ' rs of the required standard.
mlllﬂtd ‘;JIEESIHE 1S an open question. There are fields of and contributo q
. cre democracy and counting of votes to tak isi :
Can we ever dream of decidi . : € a decision will not work,

. 4 question relatj : .
cal mechanism by countin :gtcs%‘ g Ating to a complicated electri-
ﬁﬂhﬂ Wood who said: °¢ - 7

, other rich leisured classes, has now shifi d
the people at large. They say that music has ; s ot
masses; it is open to the now spread even to the

The opening of a “Sangita Vadyalaya’ in Madras is a great achieve-
ment of which Madras may justly be proud. It has immense Ijr.‘JF-ETIIJ{ll[lE&
I hope it will be properly worked under suitahl; gl.u(ﬁncf: anc% exﬂpc; tq::: ;la;:[ry

is1 Ing i ' ! ius of Indian Music. In our an:
vision, keeping in mind the basic geni o Ly

' -tracked into lines unnecessar

oing research we should not be side ine ecessary fc
int:ddalicﬁ to our music. This is a possible, subtle danger into which 1t 1s so
easy to fall.

about.

celebrations™ U S ovEau conferences, not to speak ﬂf”ﬂnIH?:nmt f orchestration of Karnatak Music
_ 'ons .  Usually a souvenir i : ; : e question of orchestrat - .
1S supposed to contain Iy s also published on such occasions which This leads me on to the q

E;aif ;i_lf Sﬂ;nfcnir‘ id become almost an obsession. V
sﬂuvcnir::r;m; I:s na:d?dl to bring out a souvenir. How many of these
publicity—heaven };nl}' siltlmﬂi:ﬂ‘puse-—cxmpt’ perhaps, advertisement and

: s I
so much in evidence now. If by orchestration we mﬂal" h‘m;g 31 T:Tnjf;
\ * or in sub-groups, there m:
instrum aying the same tune tngethr:n or 1 "G =
o lﬂ; E?lt:lsl!n:r inghaving it for r:e,rtmn selected tunes which tll-i‘l“ :::lhtttl];
nE_t tc;:ugnldncss and loudness. But most of our songs ”W‘T:E These
g S1C.
:0::111!5 and delicate nuances which are the very life ol ;u-rsil:éliliq and for
will lose their unique charm if nr':h':s“:ﬂtﬂd' Fﬁrr'ﬁm.ﬁ?ﬁvm'd iZJiCCCS not
bhajanas, in which several take part, simple, SI]:NIE}, :se:l Here we aim
invf:-'lviné subtle or intricate touches, are Ef‘g:;ﬂl‘;r‘:m;w'mmc in handy.
: at mass effect, and S0 the abﬂve-mt-ﬁn_nnihe ﬁest, based on harmony an d
t only PEGPIE who know can speak or offer criti- But real orchestration as undE}'ﬂﬂ”H R onv is the natural enemy of Raga;
criticism  abouyt musiléas I}ﬂchname a ‘fashion’ for an body to offer advice chords, has no place in our musilc- la?;.lnl:l‘iﬂ}é this point because in the last
Certain : heard : : : am
hollow Other fields, making o people, who are Prominent in they are mutually exclusive.

. ic functions
! . " tion’’. In some public
€T incompet ich revealed their BN el fuets 18 A orazc Rt o umhﬂlttri::; I:‘1‘1«:111'1|=: a spectacular appeal to

does not fecessarily imply th pﬂ c'ency to speak about music,

During recent

emocr we are having orchestra as an item. 1 wonder why we should in-
= t anybody can talk about anything, o { ‘ ;hu'; eye ﬂ;z:han}'_ mus;:aallfplpci:lrl l:: :!;;ﬂ“; is perhaps to some extent res-
dulge in things
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ponsible for this. The so-called back ground music may serve some purpose

in the cinema, but it has no place on our music platform.

We have heard it said ad nauseum that this is an age of rush and hurry.
This tendency to hurry and rush is noticeable even in our music at the
present day. Classical masterpieces in long-drawn, slow, swinging tempo,
with which the great masters like Konerirajapuram Vaidyanatha Iyer and
Namakkal Narasimhachariar used to delight the hearers some decades ago,
seem to have fallen on evil days. One rarely hears nowadays pieces like
‘Koniyadina’ in Kamboji, ‘Sri Rajagopala’ in Saveri or ‘Najeevadhara’
in Bilahari. This is indeed regrettable. Such pieces reveal the true soul
of our musical culture. Again, it looks as if the art of Raga Alapana is
dying out—I mean the true art of Alap. The alapanas we hear these days
are sketchy, lifeless and mechanical; often what passes for raga alapana is
a jumble of svara phrases delivered mechanically.

There is one deplorable tendency nowadays to which reference has
to be made. There is an inexcusable tendency in recent years to lower the
Adhérasruti (the basic tonic) for vocal music. Tt is an indisputable fact that
voices vary in tone quality and range. A good male musical voice should
normally be able to cover about two and a half octaves, one octave below
the tonic and one and a half above it. The tonic is chosen by each singer
with this idea in view. It so happened that a popular musician reduced
the pitch of his tonic on account of some physical handicap. Somehow
this led to an impression that such a lowering of the tonic was the proper
thing to do; it almost became the fashion to do it. In some cases it was
even wrongly thought that to be considered a good vidvan it was essential
to lower his tonic ! Singers who have an excellent voice with a good range
have, of late, started lowering their tonic purposelessly. They fail to recog-
nize that the quality of their music suffers on that account. This has an

adverse effect on the instrumental accom anim 1
_ ents, whose tonal a
suffers by being tuned to such low pitch. 2 ; U

. Before I conclude I shall refer to one feature which causes great anxiety
to sincere lovers of music as an art as well as a science. Pallavi-singin
used to be the climax of any concert some decades ago. In fact that wag
the central item; and a musician’s status was determined by his skill in
handling the Pallavi. In modern concerts this has become more or less
a fnrn!?.} affair.which has to be gone through. The item, “Ragam, tanam
g?lll%v:i ", of Ith_ree_ quarters of an hour duration in the lzii*::rgrﬂm.tm:I of thr;
: ndia Radio, is the crowning stroke in this direction. Except on rare

ccasions this item is wooden and Just an eye-wash. I wonder when we

shall again have opportunities to h ey v RS
uplifiing Ragalapana and Pallavi as of old, > 2t seintillating,

24

A world to the Rasika

T.K. JAYARAMA AIYAR

Any person, even one who is blissfully ignorant of music, may be
noticed to hum some tune or whistle it, or to fillip some sort of a rhythm
when he is in a happy mood. Indeed the consummation of Sasgita is
Ananda—happiness of the highest order. God, in his bmfntaful_ mercy and
love, has, in some measure at least, endowed every one with this instinct of
resorting to music to exXpress ananda. Furtungtely, the wa'f_:rhlial e
with no music in him, and, much worse, who is averse to music, is a rare

phenomenon.

Till a few decades ago, we could ﬁnc} a number of adul.ts regretti_ng
their inability to appreciate and enjoy music on account of their neglecting
to improve their taste in the art while tlllf:‘f were young. Indeed, there
were some obstacles on their way. Musu: was looked down upon as a
sensuous art, and boys and girls, even if they might have the aptitude, were
absurdly curbed by parents and teaci}f:rs from developing their uncons-
cious skill in music. For many who lived far away from towns and social
contacts, music was out of their reac}_l. Great music was mostly p:ﬂ;ﬁmmsei
by princes and the aristocracy and it was available only to the elite, an

the commoner could not get at it easily.

ast half a centruy, however, has witness,_eq a change. Patmnqg&
has si'xli:,‘fl'::t}.) to the public Jith the advent of Sangita Sabhas amil_ ut]i:lﬂ Atli
India Radio, the common man has plenty of opportunities to '}st?nh Hn
music. Tomy brother Rasikas I would say that the present &:i} IS Hg r:ﬂz.{
propitious to develop and improve our musical activities. E:f_i‘lf‘;tl' Lt
be vague while attending a concert. ‘We need not sit in a state 0! € 1_ﬂg~i;
sticring ourselves occasionally to join in a polite applause E;It t &e ;)l E;[
mament. Wiy should e be goned by 011 (0 L00 SL .

d the richness and the be _ and |

:: f;;r;?}mui?;rSt%? is not very difficult to achieve this faculty of appreciation

of good music.

: r onsidera-
. - ogest a few points for your ¢ 3
In this connection, T woulc S88<t o T and if you find your little

L] . t ‘ : r
_ Put vour daughter under music t ) : Mot
::]TRIS{} ha.syan aptitﬂe for it, you can give him also the benef}t of tr‘{1 énui?e
: hearing the music lessons, you acq
As for the parents, while you are overhearing T SHBEIC &0 b 0 exira-
2 lot of musical knowledge unconsciously. 1 It e ¢ e
ordinary skill, you can even think of a musica _Ef"_e: other. There are
music is as honourable and lucrative a prufﬁssx.ml ‘I;h a l 3;: Ottt
good openings for real merit and the prospects are bright ¢

| : v recommend them to
Rasikas, I would strongly
att 4:?3 Elf:::;:: E::itéf“ All are equal in the p{:'esen;.ze of ngita?ningig
un: gan a,nd] should join in chorus songs. In this kind of cornm
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one need not feel ashamed of his poor knowledge or his untrained voi
Surprisingly you may find some wEn are much less talented thal?te uiﬁ?f‘
in t!u: congregation. The actual experience of personal Pﬂl'ticipayti o

music is highly conducive to the appreciation of musical values. i

Above all, try to attend concerts as often a i
hearing of the best music is the surest path to gﬂn; ’I;D;:;E;?tastkﬂpiamﬁ
impossible to become a Rasika simply by reading books about mu:i‘ a[t m
One must hear plenty of music of the classical type. Occasinnafl iy
may find a Kriti of a great composer dull or uninteresting ; but '1"}{II Yy
piece which is heard often and enjoyed by thousands of ut}:c 5 i e
infer that the beauties of such a piece are not of the obvious : A sioa
should try to develop the faculty to discover its real value K{P Ve -4
songs that we hear in our concerts are the creations of our rrea mt‘ﬂf e
karas, very often under divine inspiration. Textually they cfn‘t:aitn t[’;r'::ég igg—

Swami Haridas
DILIP CHANDRA VEDI

Classical Hindustani Music in its various forms is essentially Bharatiya
Sangita and its fundamentals are still preserved in the Dhrupad style of
singing. The credit for nourising and pnpularising this form and style, as
well as a few others like Trivat Ragamala, etc. goes in a large meam”; ‘o
Swami Haridas and his disciples.

There are historians who have recorded their appreciation of great
men who had enriched Indian art and culture through their brilliant contri-
butions. It is only through these historians that we know something about
Swami Haridas and his disciples of whom Baiju Bawra, Gopal Lal, Madan
Rai, Ramdas, Divakar Pandit, Somanatha Pandit, Raja Saunka Sen and the
most illustrious Tannamisra (Tansen) deserve special mention.

lest of thoughts and musically they are of supreme excellence, It must

1

of our contemporary composers also ‘
abound in such e :
they are sure to become the classics of tomorow xcellence and rightly

Once again, while stressing the importance of :

, heari :
2?. ifflg 15':1 E}:;ss; i:Ie, dI would recommend to the Rasika a p:rgtifl?rac:‘* H‘l;rf:c
senerony e f:,“ ing the concert. You should have an unbiased a ;
cpiaind sw;:c:t G:IIr geart must be prepared to move or melt so to 5;
i arntie tﬂ_mh_ﬂ Yé Your head must be alert to appréciate tg’
magipe g uapana z;_n the intricacies of the rhythm, if you cansd e
A ; hﬂ}'m';li::;lle ﬁéiﬁetgﬂag?ﬁ of the bsnng the pleasure is cﬂmplc::
will surely help the average Rasika to e:;}:;tm tfﬁ?:;:i;l:;} ugyhese factors

There has been som= difference of opinion regarding the date of birth

of Swamiji and also about his Sangita Guru. But most of the writers are
of the opinion that Swamiji was born in a Brahmin family
in the year 1537, His forefathers came from Hucca, near Multan in the
former undivided punjab. But by his Father’s time they had moved on

to U'ttar Pradesh and so Swami Haridaswas born in a village near Vrindavan.
His father was also of a saintly nature and his while childhood environ-
ment was one of devotion and Hari kirtana.

Since the child was brought up in an atmosphere of saintliness and
musical feeling each and every step of his towards the future was highly
marked by the same trend of thought and aspiration. As days passed,
Haridas, the born musician, grew up to be a strong devotee of Lord Krishna.
At the age of 19, he left his home for Vrindavan, where he spent the rest

of his life in singing the glory of the Lord.

He was well-versed not only in the subtleties of kirtan, but also equally
competent in dealing with its scientific aspects. It would appear th;}t Haridas
came on the scene at a time when musicians had turned their minds away
from the ancient theories of music and its values and indgldga@ t]wrmrrl}'es
with emotionless, colourless or rather mechanical renderings of songs. The

ancient systems of srutis, swaras, gramas, murchanas etc. which were based

on the rasa sentiments were slowly passing 1nto nblw{nn _gwmg p}_‘uftﬂt.z

the mela paddhati. Swamijl foresaw the great calamity in store for th
dard of music,

future of music and started rectifying it. He raised the standard ¢ :
the musical compositions. iR

changed the style of singing and developed o s
his eﬁ‘urt hﬂ Wﬂ}; assigtcdgll)}’gﬁn array D'f bl'illiﬂnt and hﬂl'd \}jDrLlI;lg‘d:l‘igllIil]!ES
who went and settled down in different parts of upper I”dl.‘l i h\ ft'ai
Rewa, Punjab and Bengal and familiarised the people :”h' :hi {;:f:r]:iblﬂ
=W _ . : «d quite ¢ -
spirit and form of our music. Haridas Swam! Eﬂmpﬂiulc? see the happy

of Dhrupads and other types of songs, wherein one ¢ |
blendingpnf noble scntimzﬁts with the fundamentals of Gandharva gan

and Rasa gan. His marvellous songs Wer® equally p:_:ﬁpulqr in Etfmlz;i:,;s att;l.{i
in palaces while the Ras-lila ballet prmrldcd a special attraction

common man,
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Dhrupad, Dhamar Trivat, Chaturang ctc. too were enriched by the
musical brillim’ict of Swamiji. His dhrupad in particular exerted such a

great influence and Akbar the great emperor, that it began to occupy 2
unique position in his Darbar. Tansen learned these from Swamiji and

it was solely on account of this fact that Abul Fazl was nbligcd_t? desc ibe
Tansen, the disciple of Swami Haridas, as the greatest musician in a
thousand years. The influence of Swamiji’s divine music on the hezd and
heart of Tansen was so deep that he never tired ni_' praising his worthy Guru,
the constant hearing of which brought Akbar in disguise to the humble
heritage of the saint in Vrindavan just to get a chance of hearing him.

Kelimal, a collection of kirtans sung in various styles of Dhrupad con-
tains 128 songs of Swami Haridas. It also includes 10 sidhant padas.
Besides these, there are about 50 Dhrupads sung by tri?,ditim}al Kalavants.
Swamiji’s songs generally deal with the various manifestations of Nature
as well as the changing moods of man. Though Swamiji was quite compe-
tent in handling all possible situations that can occur in the course of a
man’s life, it is said that he was superb in dealing with Bhakti and Sringara.

No great soul ever cared for wealth and worldly pleasures and Swamiji
was among the greatest of the great. He lived a life of absolute simplicity
and dedication and spent most of his time in meditation and singing. He
heard the divine voice of Almighty Lord in the giggling sound of the Jamuna
waters and in the chirpings of the birds on the trees of Vrindavan. He
waited for his Master’s arrival, and at last He came. It was on an auspicious
day in the year 1632 that Swamiji attained Samadhi.

His Samadhi lies at Nidhiban in Vrindavan where thousands gather
every year to pay homage to the great soul.
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Tansen

The period of Akbar is described as the gol :
art reached the highest peaks of glory during hgis t?;:;age i T Bl
was a major reason. Among the “Navaratna™ (nine
the Emperor was especially proud of Tansen, who has
Ab-ul Faz] as the greatest musician in a thousand years.

Th{: I'inll patr[}nagﬂ
Jewels) of his court
been described by

Tansen was born of a Brahmin family at Behat, a s ]
¢ _ : small vill
near Gwalior. His {atller, Makarand Pandey, was himself a IIlU.SE'Cian.Vl '?EZ
son was Purn to him by the blessing of a Muslim saint, Mohammad
Ghous. The boy was named Ramtanu, also called Tanna Mishra. Later
he was known as Tansen.

At the age of ten young Ramtanu came in contact with the saint
singer and composer, Swami Haridas of Vrindavan, who is acclaimed as
the fm:?_must Guru responsible for the present form of Hindustani Sangeet.
Swamiji was very much impressed with the boy’s potentialities and ac(‘.rf:fﬂ{*d
him as his pupil. The prodigy that he was, Tanna Mishra made astonish-
mgly rapid progress under Swamiji’s guidance. He learnt and practised
assiduously for about ten years under Swamiji.

It should be mentioned here that none of the dates ascribed to
Tansen’s birth—1506, 1520 and 1532—fits in with the above accepted
story of his training under Swamiji, for the latter was born in 1537.

In his father’s last days Ramtanu went to Gwalior and settled there
as desired by Mohammad Ghous, the saint. Maharani Mriganayani of
Gwalior was a great musician, and the saint saw to it that the young aspirant
had opportunities to listen to her music and benefit by it. During this
period Ramtanu fell in love with one of the maids-in-attendance of the
Maharani, a muslim girl who was the daughter of a Brahmin converted
to Islam. To marry her he got himself converted to Islam, and the marri-
age was blessed by the saint.

Raja Ram of Rewa was a distinguished patron of music in those times.
On his invitation Tansen went over to Rewa and stayed there as the Court
musician for a long time, It was during this period that his fame began
to spread far and wide. It reached the ears of Akbar. The ruler of Rewa
had to submit to the wishes of the Emperor and he reluctantly sent Tansen
over to the Imperial court at Agra where the great musician took his esteemed
place among the ‘Navaratna’. He was awarded the title of *“Nayak”,
the highest recognition of merit in music, and became. famous as Nayak
Tansen.

Besides being a top ranking performer Tansen was a great composer.
He invented quite a few new ragas and modified some old ragas which
later came to be known as “Miyan ki Todi”, “Miyan ki Malhar"’, “Miyan
ki Sarang”’, etc. His speciality was “Kanra” and the Raga became popu-
larly known as “Darbari Kanra”. At that time Dhrupad was recognised
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as the most developed form in Classical music. Tansen composed many

Dhrupads which are valued very highly even today, fmm the points of
view of music as well as of poetic content. Most of his compositions con-

tain high philosophy and are in praise of gods. Some of his compositions
mention technical terms such as “Grama”, ‘‘Moorchchana’” *““Tana”,
etc. There are legends in vogue that it rained with his singing of Raga
Megh and that lamps were lit by his Dipak Raga. Bhairav was one of his

cherished ragas, and he calls it the “Adi Rag”’.

Tansen had four sons and a daughter. They all became proficient
in music and perpetuated his tradition. The descendants of Tansen are

known as “‘Senias’’.

Tansen shed his mortal coil in the year 1585. No greater tribute to
the greatness of his music can be imagined than the following by Surdas :—

wor 941 fafy ar fed g3 § 19 <
g 9% 99 ST aEIT FT 91

“Itiswell that the Creator did not endow Adisesha (the Divine Serpent
who bears the earth) with ears; otherwise the whole Earth and the Meru
would be upset by their swinging to the music of Tansen.”

—VINAYA CHANDRA
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Shyama Shastri

Born in April, 1762, Shyama Shastr; was the '

:ilé-knnwn Trinity of K:arnatak Music. It is signiﬁzzi]tﬂf}i{:il]dmﬂ% i
_ WETEe contemporaries, were horn at Tiruvarur in Tanior ;)' e
in Tamilnad, the centre of culture and spirituality in thns“dﬁ s
ancestors of Shastri’s family had originally migrated fr:}ﬁ-iEK.ayhi_.
centuries earlier, consequent on the fall of the Vijayanagar em i:nc lig e
{t:llilstﬂdxans of the deity Bangaru_Kamakshi (installed by AdiPS:;nka?n]g

ey had carried with them the idol to whom they were doing o T ‘1’[1’
finally settled in Tiruvarur. They were Tamil-speaking Smarlf%a El.ﬁiﬁtm?:s

Sh}:ama, as young Venkatasqbramanyam was affectionately called
grew lép in the tl‘{idltlﬂﬂ. of the family but, even 50, showed a plmnmncnai
aptitude fﬂ'r music. His maternal uncle, who was a musician of some
sort, was his first teacher_ In music, But, when Shastr; WE'J..S ai‘;nnjt 18 :Ee
the farmly: moved to Tanjore, again for the safety of the Golden Kamakshj
idol. This provided opportunities for the flowering of young Shyama'’s
genius. Sangeeta Swami, an Andhra savant who had stayed in Banaras
for a Iﬂn‘g time and mastered Sangeeta Sastra, came to Tanjore and sta red
with their family for some time. It was this period which shaped Sha?stri
Iinto the great musician and composer that he turned out to be. Adiyap-
payya, the composer of the famous Viriboni varnam in Bh&ir:wi*raga Pa
lion among musicians, was then adorning the royal court at Taﬁjr::re.
Shastri went to him for further specialisation. The latter, gladly accept-

ing him as a student, treated him more as his equal and sometimes even
as his superior.

Such was Shyama Shastri who has left to posterity compositions of
exquisite beauty, which include Svarajatis and Kritis abounding in
Raga-bhava and sparkling patterns of Laya-prastara. Conforming to
the classical tradition of his days, the language he employed for the text
was mainly Telugu, Sanskrit and Tamil taking subsidiary places. The
raga Anandabhairavi and tala Chapu were his favourites and he has en-
riched these as no other composer has.

He was affluent and did not deny himself any of the legitimate
pleasures of life. He was a bhakta, deeply devoted to Kamakshi whom he
worshipped and, at the same time, a rasifz of the first order. His compo-
sitions are stately, dignified and mellow, and may be truly described as
belonging to the Kadalipaka.

Shayama Shastri lived for sixty-five years. Among his disciples
his second son Subbaraya Shastri, who learnt also from Tyagaraja,
became a composer of great merit. His grandson Annaswami Shastri
too was a composer. To the Shastri family, therefore, Karnatak music
owes a deep debt of gratitude, for the rich treasure of compositions be-

ueathed by them.
1 g 2 —V. V. S.



Tyagaraja

izaraja was born in an orthodox and learned Telugu Brahmin
familnytlg;‘lirfwarur in Tanjore clistri‘cl: in the year 1767. The family
later shifted to Tiruvaiyaru near Tfin_]nr:. His fathgr Rarpa Brahmam
was a scholar, while his mother Sithamma was a gifted singer. The
child inherited the qualities of the parents and further developed them
by learning under a renowned guru named Sonti Venkataramanyya. The

boy was well set in his way to future greatness.

Even in his early teens, he mastered the literatures of Telugu and
Sanskrit and excelled in traditional music and its science His boyish ima-
gination was captivated by the life of Lord Rama whom his father used
to worship and soon he started composing songs in praise of Him.
His earliest song ‘Namo, Namo Raghavaya’ in Punnag?.varall Raga was
in the Divyanama Kirtana style and was so replete with musical ideas
and devotional sentiment that it won the admiration of scholars and

laymen.

The deep devotion Tyagraja had for the Lord kept him away from
the dubious ways of the world and enabled him to make his life simple,
contented, pure and straightforward. Sincerity was the very back-
bone of his life. He led a life of dedication in his quiet village, contemp-
lating on the Almighty and composing songs in His praise. To him
Rama was not only his God, but his patron, friend, teacher and beloved.
His devoted wife who was an ideal companion created for him an atmos-
phere conducive to the flowering of his saintliness and musical art. Tyaga-
raja preferred to remain strictly poor all his life and so the invitations
from kindly courts were firmly rejected by him.

. As a musician, Tyagraja heralds the dawn of a new era in Karnitak
music. He fused the different styles and trends of singing into one simple
and systematic way which could be easily learnt and enjoyed.

The liberal attitude shown by him in throwing his doors wide open
to all who wished to enter into the kingdom of music and spiritual joy
earned for him an array of brilliant disciples. They were responsible for
the popularisation of his soul-stirring kritis and operatic songs, and also

for passing them on to the succeeding generations in authentic form and
spirit.

Even with in his own life time Tyagaraja attained such a great fame
that eminent musicians from all over India went on pilgrimage to see
and hear him. He himself foretold the day of his attaining immortality,
as a result of which thousands of devotees thronged at Tiruvaiyyaru on
January 6, 1847 to witness the great phenomenon of his Siddhi.

Tyagaraja lives eternally through his music, - —LEELA
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Mandra Sédhani, the traditional
system of Voice Culture

OMKARNATH THAKUR

. Mandra Sadhana is the traditional method of voice culture in India
which has been followed with equal faith both in the Hindustani and
Karnatak systems of Indian music. It is not, therefore, proper to say that
India has no tradition of voice culture. It js true that the physiological
method of voice-culture which has been developed in Europe since the 19th
century has no parallel in the Indian tradition but that is a Bhiisana and
not a Disana firstly because the physiological method of voice culture is
not at all in tune with the basic approach or ideal of Indian culture and
secondly because the requirements of the Indian musical system are fully
satisfied by our traditional method and a method conceived with a view to
fulfilling the requirements of Western music cannot be efficacious for us.
The Indian ideal of musical practice is to forget the body and to try to
transcend the physiological method of voice culture which demands a
consciousness of the movements of muscles and the like does not conform to
the Indian conception of Nada-sadhang which is nothing short of Yoga.

As regards the efficiency of Mandra-sidhani I may relate my personal
experience here. Until the age of adolescence my voice was Very sweet
and perfectly musical with a full range of three registers. But at the age
of adolescence my voice broke and became so unmusical and unpleasant
that I had to practically abandon singing and take to the practice of
Midanga and Israj. At the same time I started Mandra-sidhana according
to the direction given by my Gurudev, Pandit Vishnu Digambar Paluskar.
I used to sit near the door of his bed-room very early in the morning for
this practice and he used to give necessary instructions occasionally. If
there is anything in my voice, it is the result of that sdédhana and I have kept
up that practice till to-day.

A very brief outline of the method of Mandra-sadhana will suffice here.
This practice should be undertaken preferably early in the morning before
sunrise, because that period is the most suitable for singing the Mandra-
sthand. The first step is to fix one’s sadja according to the range of one’s
voice. The sadja should be fixed at a pitch from where one can easily des-
cend by at least five notes in the mandra and similarly ascend by at least
five notes in the Zara. One should be very careful in fixing this pitch-point;
the teaaher should take special care in this respect and should never insist
on the student’s practice from the same point which is suitable for the
teacher’s own voice. The fixation of the sadja at a pitch higher or lower

than that suitable for one’s voice leads to disaster.

Having fixed the sadjz at the right pitch-point, one should try to des-
cend to the lowest possible point in the mandra-sthand. It should be remem-
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' ' t satisfy the standard of musicality,
ooyt <o pﬂmﬁ::%ﬂ?;?ﬂilty of Jumm at the lowest point.

i.e., one’s voice must not 10s¢ N
vi d to this point one should repeat the
E:;Epiﬁgﬁdi:re;h for aﬁ least fifteen minutes (preferably half an hour).

This repetitive singing of the luwcsl(: note ma); bz;a_:‘;ie(d n; q;l[l; ak:)im m(. ﬂi::‘lk{a rl
ika or tkara I a | )

?r :Wk;r? )( ?’ngunz:iatinn of each of these vowels along with prolonged

tes in sin 'ing implies distinct operation of the vocal organs and brings

ity : enomena in the abdomen, stomach, res-

istinct physiological ph : ; .
:?;L:;q?luﬂ:}gl;s,lztim T}?nse wﬁﬂ have special deficiency in respect of volume

of voice should undertake practice in okara as it tends to increase the volume
and promotes angularity of the voice.

It is to be remembered that Mnna'ru-_s&dhanﬁ should always be done
with the accompaniment of Tanpura. The rich overtones of the Tanp:fmal are
of great value in bringing about concentration and increasing musicality
of the voice. I can say by personal experience that practice on the Tanpura
has enabled me to perceive distinctly subtle sruti intervals and to have a
clear conception of Sarwada, vivada and Anuvada of svaras. It may also be
mentioned that regular practice with the Tanpura makes the voice so sono-
rous that clear overtones are produced therefrom just like the overtones

emanating from the strings of the Tanpura.

Reverting to the order of Mandra-sadhand, it may be further prescribed
that having done with the lowest note, one should go on with the higher
notes, one by one, prolonging each one for about ten minutes. This du-
ration is prescribed for about five notes in the ascending order. After that
point the duration may be cut short to five minutes till the completion of
the octave. Having completed the octave, one should go on with simple
and complex Alasikdras (tonal patterns) in 4/1,2/1, 1, %, £, 1/8, or 1/3, 1/6,
1/12 time-measures. This practice of Tanas may be carried on in different
scales of Suddha-Vikrta notes or according to the rules of different ragas.

A piece of Tala-misri may be put in the mouth at the end of the
practice so that the vocal chords are soothened. Ten minutes later hot
milk should be taken (along with almonds if possible). Almonds may be

taken in the form of Halpa or they may be mixed in the milk after being
rubbed on a stone.

It should be remembered that one should always inhale with the nose
and exhale with the mouth, while practising. The pronunciation of
Om during this sadhana is also most commendable as the prolonged pronun-
ciation of Anusvara with the closed mouth tends to produce such vibrations
in the bfmn as may lead to the manifestation of many dormant faculties.
Pranavasadhana has a special place in our Yoga system. The pronunciation
of Om during the course of Mandra-sadhana on the Tanpura can thus yield
twofold results. Hence its double utility.

Y

Thus Mandra-sidhani is a very effective means of attaini a state of

ull concentration; it pramotes voice-control, increases the of breath
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( zaets ) as popularly known a

Lﬁa:itmm in the lungs, abdomen, stomach, heart, throat, etc., which promote
EZ‘th' The length of breath promotes longevity and a vocalist w ifn is not

addicted to any Vyasanas can normally be expected to enjov a full

of life of hundred years. oo Rl

‘ It is gcnc:rally believed that a vocalist should not undertake sty
physical exercise. I disagree with this popular belief on the basis r:fl g
personal experience. Wrestling, swimming and various dsamas were E}:
regular exercises in youth and they never had any adverse effect on m':r
voice. Regular physical exercise promotes self-restiajnt Which ‘i ”Y
h.ack_-bqnﬂ ufguud music. I can commend at least two exercises to x-'nraliutf
viz., swimming and samanira siryanamaskara (=3 gramsEe ). Mandra-
sadhand itself is a kind of P ranayama but if separate Pr&mi}&n;:& is to be

%:;f:i, by a singer, he would be well-advised to concentrate on

. ’l_.'"here: 15 another popular belief that ladies need not practise Mandra-
sadhana. 1 would like to say here that those ladies who are deficient in the
volume of voice or lack control of the voice or are not capable of modulating

the voice according to the needs of emotional expression will definitely
profit by taking to this practice.

While concluding I would commend to the readers the following
extracts from the Harvard Dictionary of Music, regarding the futility of
the physiological method of voice culture : — *

“The 19th cent. brought about the scientific study of the vocal ap-
paratus and of its use in singing. Manual Garcia (1805-1906) laid the
foundations for this study.”......... “His personal teaching, however,
seems to have been much more successful and influential in the end than
his scientific studies. Although the scientific study of the vocal apparatus
and its acoustic function has been immensely widened and deepened, it
has benefited the physiologist rather than the singer. As a matter of fact,
the advance in research has brought about a widespread tendency among
singing teachers to abandon the scientific method altogether and to rely
on personal experience, influence, and imagination rather than on physio-
logical or scientific facts.”
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Break up of human voice
a natural process
B. R. DEODHAR

The tradition in Maharashtra and Gujarat, as during the Ehzabcthin
period in England, was that handsome boys were sqlected to play the
part of female characters in dramas. Boys, before their puberty were es-
pecially preferred because their voice sounded like those of women, but as
soon as their voice broke up they c_ea.scd to Qlay that rplc. This point 1s
relevant to the discussion of the voice breaking, why it breaks and‘ l_mw
it breaks and what are its repercussions on the career of the musician.
The present paper is intended to throw some light on this subject.

As a rule the voice of boys and girls of tender age changes gradually
as they grow up. When they approach maturity their voice becomes
hoarse, The very sign of hoarseness is an indication that the voice has
started breaking. In the career of a musician this is considered a calamity
though after a certain period the voice of some at least becomes normal ;
but many have their voice permanently damaged. Why does this happen ?
Before answering this question, let us first consider the physiological changes

that occur at this time.

Just below the chin and projecting on the front side of the neck is an
organ called Larynx. This is the place from which voice emerges. In
this Larynx there are fibrous muscles and some Cartilages. In this very
Larynx the vocal cords are situated. When the air from the lungs passes
through them the vocal cords vibrate and this produces sound. To give
a rough idea of this process let us take the example of the harmonium.

The bellows of the harmonium produces air. This air rises up and
passes through a metal reed fixed on a wooden board. This reed or metal
frame has a thin little metal piece attached to it, which begins to vibrate
when air passes through it. This vibration creates sound. The harmo-
nium reeds are of unequal size. The bigger the reed, the lower the sound
and vice-versa. There is a difference between the human vocal cords and
an harmonium reed. An harmonium reed is one to one metal frame where-
as the human vocal cords are two in number. An harmonium has a
~ different reed for each note while the human vocal cords can produce all
the imaginable notes or sounds. The Larynx is situated at the top of the
windpipe or Trachea. When we breathe, the vocal cords become separated,
allowing the breath to get into the lungs. The same process is repeated
while we breathe out. When we have to speak or, sing or in short, have to
make any kind of sound, these vocal cords come close to each other or ap-
proximate; they close the windpipe and offer resistance to the way of the
air coming out of the lungs. This causes the vocal cords to vibrate which in

turn creates sound. The pitch of sound depends on the length of the vocal
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cords. The vocal cords of men are lon
o - - gcr than tl
fore their natural pitch is lower than that of Wot:;s: of women and there.

Fig. 1
A points to the Larynx,
B points to the windpipe.

Fig. 2—Side view of the Larynx, showing its interior. The richt porti
Thyroid Cartilage has been removed. 4 t e right portion of the

1,2. Arytenoid Cartilage. 3,3. Front Projections of the Arytenoid Carlilage.
5.  Upper border of the Cricoid Cartilage. 6,3,3. Vocal Cords.
10. Cricoid Cartilage. 11. Windpipe. 7. Epiglotis.

The Larynx of a newborn infant is about one third the size of that
of a grown up woman. As the Larynx is small, the vocal cords are also
proportionately small, and hence the high-pitched voice of infants. As
the infant grows up, along with other organs, the Larynx also grows consi-
derably, but no particular alterations take place from that time to the period
of puberty, which generally occurs at the age of 14 or 15, though puberty
is earlier in girls than in boys. The period of change lasts for about twelve
months, or some times even for two to three years. It is generally observed
that development is very rapid of both boys and girls during their puberty-
period. They grow in height and also become boney. Along with the
growth of other organs the Larynx also grows in size. The vocal cords
also become longer and the voice shows signs of hoarseness. This hoarse-
ness is greater in the case of boys than in that of girls. As mentioned
before, the pitch is proportionate to the length of vocal cords, i.e. the longer
the vocal cords the ﬂ:w::' the pitch. Compared with men the Larynx
of women is smaller, the length of the vocal cords is shorter and hence the
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: ice, is of a short du-

: - of a girl the hoarseness of voice, is of a shor

pitch, hlgglﬁ;g Ii:ﬁ;: ?'::m girlhood to womanhood as regards vmgelis ttllt::
e P ble. _ But in the case of a boy growing into an adu’,

much appreciable. ently marked. His Larynx develops com-

change is very great, and suffici longer than that of a girl grow-

' | re. the vocal cords grow Ic :
Par?ti: cla.}r\:gﬁ:nm:ndﬁthcrcfurc his pitch falls immensely and voice becomes
ing into )

‘ is what we call the Br:gkiqg of Voice. _Frm'n
:lriTl?i:?tgfvai?}cl;: le::lsc:: atiitl the breaking ni: one’s voice is an unavoidable
natural process, and does not lead to any serious harm.

' if this 1 hy some people after

' lv to ask, if this is a natural process w ‘ :

‘ l?nﬂ ltshléicgruicc pc;manently damaged or develop some kinds of dF
e i ly answer to this 1s that it is our ignorance in

fects in their voice. The on If we only show patience,

; ‘ological process of voice.
e e, - 1 the voice will settle down on some lower

| f our body, | 1 som
;iltlc:lh;tfﬁutﬁ?y;te};;m: nﬂrmaE. This growth varies from individual to

individual from one to three years.

When one’s voice breaks, people get upset. This upscttlllng 1;;1 because
of our faulty music educational system. Our music teachers :ve unu
patience. The general tendency of a music teacher is to praise a young

as he has not attained puberty but as he begins to

's voice so lon ! s h
E;;ri:::li that pcriEd, he is frightened into the belief that his voice was soon

Fig. 3
Fig. 4

Fig. 3—Vocal Cords in different positions :— I
A. Vocal Cords al repose. B. Vocal Cords in deep respiration.

C. Vocal Cords in the act of Phonetion (Production of swund).
Fig. 4 A View of the section of Larynx from above:—

3,6,3. Cricoid Cartilage. 7. Arytenoid muscle. 8,9,10. Thyroid Cartilage.
1,2, The Bands by means of which the Arytenoid Cartilages are attached
to Cricoid Cartilage.

4,5. Posterior Crico-Arytenoid muscles.
1,3,2,3. Lateral Crico-Arytenord muscles.
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going to break up—which it certainly will—and ¢ T
make extra cfforts 1o prevent is bresking; which s spne 3¢ 3,205 1

instead of improving matters, creates a psychological complex e
It is due to the wrong belief prevailin i - :
that unless a musician sings in fairlf;r high pigtcl? EEFE: Drl::: trlrxyug?:ifgum? i3
own Ehlldhﬂ::ld, the general belief was that a musician worth the name e
sing at least in as high as the white fourth kc}' of the harmoniy m__Fm[r mlﬁ;;
of standard scale. An average boy’s voice is as high as the pit{-hh:if‘f:_’[‘;
or 7th key nf: the hargnﬂn:um—-ﬁ or B of standard scale. When thn:'}w'J l
breaks the pitch begins to fall gradually, in proportion to the oron ,'}!CE
length of the vocal cords. When the fall of pitch reaches the 4th -.‘i ‘I:;g
t:ff the harmm}lum, the student is advised not to allow it to fall beloy r.b :}l »
limit, In this condition the teacher insists on the pupil to keep [L': t] ]::
soinimum point even if his voice gets strained, harsh or positively iI:rir-u' i:-r
Not only this but the teacher insists on the ‘h[and:mSﬁdhané’} #?;ml;ftj-
by '-'hﬂ_,PUPll for hours together. No doubt scientifically ‘l?ﬁ::drli
:‘:':adha.na 1s very useful, but positively harmful if the boy is made to do
it by uzlef.itural!y forcing his voice to the lowest pitch. If this ‘Mandra-
Sadhana’ is carried to excess the voice is likely to be damaged pﬁrmannitiy.

_As mentioned before, the thickness and length of the vocal cords differ
with dlﬂ'@:rer}t.indmduals, and for this reason there is difference in pitch
between individuals. In short, all cannot sing in the fourth white key.
In our country every Gharana seems to have its own particular tradition
as regards pitch. The followers of the Kirand Gharang usually sing in
White Fourth key but the Agra Gharana singers prefer to sing in as low
as the White First key. This is the general rule, but there are often excep-
tions. The same applies to women. Women have not so far established
any Gharana of their own in our country, but it is an accepted practice that
women have to sing in Black Fourth key of the harmoniuvm. But Kumari
Lata Mangheshkar is an exception to this rule. Her voice is high-pitched
and she sings in as high as Black First key of Tar Saptak, i.e.. nearly four
tones higher than an average woman’s pitch. Since her film records are
universally popular, young girls all over the country try to imitate her,
with the result that they get their voice damaged in forcing it to Lata
Mangheshkar’s pitch. I have observed that usually there is a tendency
among musicians to sing in a pitch higher than their natural one, without
their realising that some day or other their natural voice must degenerate.

The only chance for musicians to maintain their normal voice is to
find out their own natural pitch and stick to it. Let us consider a very
common instance. Let us take a Tanpura tuned in Black Fourth key (Ladies)
Tanpura). The middle two strings—Jod strings—that are thin, with
a short length and are suitable for this pitch, give a good resonant sound
in this pitch. These very strings could easily be adjusted to lower key,
such as white Fourth or Third. But it will be observed that these strings
will not produce a good resonant ringing sound at this lower pitch because
they are too loose. This instance will illustrate that a person with a high-
pitched voice, if made to sing in lower key, will encounter similar difficulties.
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that of a big Tanpura (Men’s Tan- VOICE cuttune

xample : Wh :
Let “!l tm“? iy ek.: F"I’ﬁf: length of the sounding board-Dandi- en we speak or sing or make ki
: . - x have any ind of
pura) tuned in, WA'tC Enx‘-.:tlu:?gcr than that of a Women’s Tanpura, the to be brought together or approximated. Th:;; l::Tﬂsc the wind.-pj
- IPE

of this kind of Tanpur and therefore most suitable for this key. and ﬂﬁ‘_'ﬂl' resistance to the air coming from out of ¢

y ger : X _ h :
sil'Ti\:t;;gﬁ-Jm‘ti“'m{ts t:::k;; ;ﬁll:;tl they could be raised to the pitch of the forces its way out * € lungs. When the air
If these string

- by stretching and straining, but _thej{ will not
Fpurth. o B;TC; ?h?srgi:l?;:itzh and will give a short-lived Tin-Tin sound.
sound natur will die too quickly and there will be no resonance.

The vi ions of strin : : ; be n _
Pcrs:rlrﬁﬂ?: natura luw-pitched voice, forcing their voice into a higher

. : difficulty. This is the reason why some g S . Arytenoid mucs] : '
kev will be faced with the same GIHCL : g A veloped, it will not hold th - . © BTOup Is not properl
mt}:sicians have first to waste some time in Wariming their voice, and furth will be unsteady. There Dugif’ll‘}'tenmd Cartilages in place and the E:}Ecﬁ

. : isti iggling and turning their to be a G
to adopt musical acrobatics of twisting and wriggling & muscle groups controlling the vocal mrg;ﬁper co-ordination between the

whole bodily frame during a performance. lops one group compared to the other or lea A wrong practice overdeve.-

{7 . : muscles undeveloped. leavi ves both groups of stretchin
After so much discussion let me revert to the initial topic of breaking and regulating tl?e p’itch : :‘ltghéh%_ l:;?g.li r?urden of stretching, ;-.:-Iamg

. . - : including the : tenoid ~ :
s voice, and of improving it. At pubcl:ty one’s organs inc g vocal cords. This weaken : SEnaid muscles situated in the
ng;:x bﬂgin’dtvcloping and with the g::l!wmg Itr:.ng’tl:,l of nth; v?ﬂuiurds{ to a few middle notes. If ltgl Ea: c;f;’ sl’gigélst li;tt}::lln and restricts the pitch
the pitch begins to fall. This is a natural pri:tcesswaﬂ / one e;ﬂd ¥ tE:t raise his voice has recourse to various anties s I€ musician in order to
upset because one’s pitch falls. It is inevitable. :“ lsanﬂch : e body.
one should not interfere with NaEurc by arresting the fall o lP“ Y W;“il% The subject being too technical. on]
ractice. One should allow one’s voice 10 have its Eat;;;? course zn :.l has been given in the foregoing lines %"h ai

it fall to its minimum level. As soon as the growth of ary{ilx mtll ;UC impress on the reader that the breaking of ¢ main purpose has been to
cords is complete, the fall .nf pltt:':h w1l_l stop and the voice wii set :3 own calamity as is commonly believed but ng ; ;ﬂﬁ‘ S 1..‘."[:;1136 IS not such a great
to a new normalcy. During this pnr{nd one ::'.hnu!d not strain nnﬁi § voice ren}ed}' for it is to allow one’s voice cte na}; ﬂlﬂtum s process, an d the anly
unduly. ‘ Mandra-Sadhana’ is beneficial “’ithln limits. W'_hen this nor- artificially with it. ural course, without interfering
malcy is attained, one should find out one’s new natural pitch. F:Dr this
the following easy method should be adpptcd. ‘One: should try one’s voice
on different keys in order to find out which particular key suits him. _Thc
key below which his voice can go at least three to four notes in an easy and
naturdl way, and at which he is able to sing at least four notes above the
“Tar Sa’ upto “Tar Ma’ without strain, is his natural key or pitch.

d the vocal cords

an approximately rough idea

There are scientific reasons why people singing at a very high pitch
get their voice injured or permanently damaged. One can get am idea
about the anatomical formation of the human Larynx and the vocal cords
situated in it, from the illustrations here.

There are some fibrous muscles inside the Larynx whose function is
to open and close and also to stretch and relax the vocal cords. The muscles
which stretch the vocal cords towards the front side are called Thyro-
Cricoid muscles. Let us call this as Thyroid end. The muscles which
bring together or approximate the edges of the vocal cords at the Posterior
end and hold them firmly in that position are called Posterior-Crico-
Arytenoid, Lateral Crico-Arytenoid and Arytenoid muscles. These two
groups of muscles, if properly developed, string the vocal cords for good
production of voice. But the regulation of pitch is not their function. In
the vocal cords themselves, there are Thyro-Arytenoid muscles, which both
stretch and relax the vocal cords at the same time and regulate the pitch.
Our ‘Mandra-Sadhana’ helﬁg: in developing all these muscle groups, and
that is why it serves a scientific purpose, :
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An urgent problem in
Karnatak Music
H. YOGANARASIMHAM

“It was good...... 7+ PR how very much more e{unyz}blﬁ ”1t tﬂi
would have been had it only been presented in a n;usmathvmc;c.ert—hau
is the feeling with which experienced lovers of art ?a];t 'Et:i? Sea
aftr a vocal performance by  male 278 8 SRECCE S techniqueof

ars past. 16 scho : _ _
211?;;235:%?; i}sretherg The earnestness is there. But the one thlrrlu%1 la?lgg
for a positive aesthetic experience 1§ tlma:t of a m}1§1ca1‘ voice. . e bsint
madhuram (smara wgeq) standard of classical tradition is generally a ;
There are a few exceptions but the general voice standard 1slptl:lnr.
Classical Karnatak music is becoming more and more intellectual than

emotional and aesthetic.

his regressive trend began quite a long time back and the crisis
may cTume ve%y soon if somethging(ils not done to check it. Unless _th;
beauty of the voice is positively fostered and restored, classical Kan_}ai_:a
music would hardly progress and would some day be completely eclipsed
by lower forms of music and come to be forgotten.

It is high time that our artiste and connoisseurs thought intensely
about this situation in a scientific spirit and found the way out.

This essay is an attempt to indicate briefly the main causes of the
present dearth of good musical voice among male singers and to suggest
some remedies.

I

An inquiry into the cause of the lack of musical voices amongst the
male singers would help us find the remedies.

The causes, in my view, can be set down thus :—

I. Persons who have a passion for music are allowed to take to
vocal music irrespective of the voice quality. Not unoften a person pur-
sues vocal music because he cannot afford to buy an instrument. Hence
many misfits come to occupy the field.

2. Conversely, some who started with very good voices have had
their voice wrecked by over-exercise before the vocal Fassages are Jnroperly
developed; and just when their physical and mental powers and artistic
insight reach their acme, their musical career ends. This is the tragedy
of a number of boy prodigies, who are under the mercy of over-ambitious
or (over-cupid) parents or guardians.
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3. Eagerness for fame or monetary returns lets loose on the public
many raw musicians who, though they may have mastered some techni-
calities, have hardly yet overcome their ‘Apa-fruti’. One has only to listen
to most of the numerous applicants who apply to the All India Radio for
audition. This attitude severly delimits the period of training.

4. The passing of music examinations conducted by the Depart-
ments of Public Instruction or Universities is over-rated and mistaken for
a mark of artistic ability. Courses for music examinations have necessarily
to be of minimum length, whereas artistic proficiency requires the maxi-
mum time and energy.

3. Too much lowering of the pitch of singing voice on the plea
that the mike can carry the voice has resulted in rendering the voice dull.
The artiste cannot place the voice with effect in the lower sthayis and he

is apt to indulge too much in the higher sthayi which makes his perfor-
mance monotonous.

6. The over-emphasis on compositions in Karnatak Music (as
contrasted with Hindustani Music) diverts the attention of musicians to
mugging up particular pieces of composers and makes them keen on maxi-
musing their repertoire, rather than exercising their tone and improving
emotional and artistic appeal. Number mars quality. The greatness
of Karnatak music in its wealth of compositions is a temptation to the
singer and to the audience. But, alas, how poor is the rendering ! It
15, for instance, a sad thing to find that there is hardly a voice today which
does justice to the grand Sanskrit compositions of Muthuswami Dikshitar.

_ /. The undue emphasis on Spara-singing which has come into
increasing vogue during the last thirty years or so has much to do in inter-
fering with the free flow of the tone—which has a free play in Raga-singing
and in ‘Tan’ as in Hindustani music. Tan-singing is more helpful to the
tone than svara-singing. For, consonants break up the free flow of the
voice which the sonants (vowels) admit of and, to that extent, interfere
with the free tone. Elaborate svara-singing has not only interfered with
voice quality but has largely contributed to make Karnatak music more
intellectual than emotional.

8. Furthermore, one may doubt how far the Raga Madyamalava-
gaufa on which the beginner in Karnatak music is exercised for a consi-
derable period is conducive to the cultivation of a mastery of the voice.
To put the beginner on the Riaga Sankarabharana (as in the Hindustani
system) or on Kalyani would give a better grip over the voice. The late
Bidaram Krishnappa of Mysore (who had a magnificent voice famous for
its exquisite assonance with the Sruti, and its purity, reach and range)
advised the exercise of the voice in the Raga Kalyani every day. But
there were in the past several celebrated voices even under the Mayamala-
vagaula system. It is a pity that they have not left to us any system ﬂf
voice-culture. But we are assured that they did the ‘Svara-sidhana
for hours on end patiently every day for long years, which was a penance
that promoted the purity and $ruti assonance of their voices. Svara
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Sidhana’ is a tepas which has practically disappeared, with the woeful
result indicated at the beginning of this essay.

t another tapas which many musicians who had
celebrga.tchh:;ﬁ:;: z:je?: reputed to lfa.ve observed—the strictest cur;tmcpc:
in their diet and their pcrsonal life. The late Ma.l;:avmdyanatha yer is
uiL ic example of such a ‘Gandharva Sarira’ (qey3ix) and such a tapas.
c’I‘ﬁS::elestial music which emanated from then'} was worth all }:he liapa:t.
The milk boiled with almond and saffron which appeasa}il tl'? tfr?he
after long music practice has practically disappeared from the lie o

vocal musician.
I

The above inquiry into the cause of the lack of musical voices today
will have already suggested to the reader suitable remedies which may 1v]*:.-:.tari:'
retrieving the serious situation. The remedies may be indicated thus :

1. Teachers as well as parents owe it as a duty to the world of art-
lovers to select proper voices for vocal music and to put the others on an
instrument at the earliest stage. An ancient Kannada ad:a.gc gives a vn}ry
good direction on this point : ‘Koralilladavanige Beralu’ (the finger Er
the voiceless). As for pupils who cannot afford to buy an instrument, ht e
interested parents will have to make some sacrifice and secure for 1:1 c];r
wards the proper instrument. And Institutions and Academies should :
able to supply the needed instruments free of cost to the pupils with merit.

Teachers should also conserve good voices and handle intelligently
the voices of boy pupils whose voices break when they arrive at puberty.

2. Boy prodigies need to be handled carefully. Their voices should
not be allowed to be over-exercised and tired out before the vocal passages
have properly developed.

3. As in olden days pupils should be prohibited from singing in
public before they have mastered all the svaras by proper Svara-sadhana
and before they have overcome the Apa-svara. Singing in fast tempo before
mastering the slower tempo in each exercise should be strictly avoided,

for it not only misses fire but the apa-svara becomes intolerable to the
listener.

4. Cultivation of the art of music should be placed above the mere
passing of examinations.

5. The mike should not alter the pitch of the voice. What is
needed is the adjustment of the distance from the mike and the volume
control. The artiste should cultivate such a pitch as will enable him to
reach with ease the madhyama of the Mandra Sthiyi and the panchama

of the Tara Sthayi which are generally the extreme notes used. Every

voice has a natural pitch of its own, which can be improved by practice.
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6. Singers should desist fro ‘ :
many compositions and of crammj o SOBRE. Uj 10

They should give fewer son i '

] gs with better understanding and bet i
They should learn a little and practise much as did th% old rrfa:;‘t:;rfohﬁh
proper and full understanding of the songs and dint of intelligent .hargir
practice they must aim at doing the fullest Justice to the composer. }

[ - -
. ik Svara-singing’ should once more revert to
aa pattern as seen in our great Varnas and not aim

patterns which appeal only to the drummers.
a curtailment of syara-

Raga-bhiva in view.

the Riga-bhiva-
at mere rhythmical

nly to the This will necessarily imply
singing limited to a balanced presentation with the

8. Institutes and Universities
to Pndertakc research on the effects of
Mayamalavagoula and as to which is
voice exercise in. Methods of voice

Stuély and research. The management of breath is to be properly studied
and taught. Even some top-class singers breathe so awkwardly that it

15 heard over the Radio to the detriment of ' ' :
music. Singers should be
taught how to ‘breathe silently.’ % J

9. Ayurvédic Institutes in collaboration with music Institutes might

profitably carry on research as to the proper foods which promote voice
quality and the foods detrimental to it and to be avoided.

engaged in research would do well
the early voice exercises in the Raga
the most appropriate Raga to start
production should he a subject of

. In particular the Institutes might re-explore the drugs and recipes
advised by the ancient Ayurveda books for securing what is beautifully
called ‘Kinnari-karana’—making the voice celestial as that of the Kin-
naras. For instance, while recommending small twigs of certain trees
to be used as tooth-brushes for specific effects, the ‘badari’ is recommended
for sweetness of voice (Badari madhuradhvanih).

Moreover every vocalist has to find out what foods and drugs his
body and throat are allergic to and avoid them. This is not really so fanci-
ul_a.s It may appear. Qur ancients wisely called the voice ‘Sarira’ | )

which connotes that it depends on the condition of the Sarira (g@it).

v
_ Let me conclude with the earnest hope that the goddess of Karnatak
classical music will bless the world with suitable voices which can bring

out the native beauty of that music to the full emotional and aesthetic
satisfaction of the common man as of the pandit.
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