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NOTE ON TRANSLITERATION

It is hoped that the use of diacritical marks in transliteration of
Indian words will be welcomed by the general reader when he has overcome
the initial unfamiliarity. As far as possible the spellings are kept close to
popular usage. The scheme followed is mainly after Monier-Williams’s
Sanskrit-English Dictionary, except for ch (c) and ch (ch) and a few addi-
tions to represent certain sounds peculiar to South Indian languages.

The plural sign ‘s’ of English, when affixed to Indian terms, is
preceded by the hyphen (-).

Spellings of contemporary proper names follow current usage; no
phonetic spelling or mark is generally attempted. Captions and small
types are not diacritically marked.

q a % k g d ¥ m

a1 a g kh g dh Ty

LI T 8 T 0 S

g i g gh Tt m I (Tamil)
T u % 0 q th S

& U 9 ch g d % 1

o .. 2 dh w ] (Tamil)
s L %3 T n T v

QT (short)e & jh 7 p q §

T (long) € =7 i@ % ph § sh

¢ ai T 1 T b T s

A1 (short)o 3 th 9 bh 2 h

o1 (long) 6

W au : h (Visarga)

No distinction is made between anus
i’ vara and ardha Eaiira et
n’ may stand for either, -anusvara; ‘m’ or
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VEDIC INVOCATION

WE FUH: RJUATH 2AT:
W& TeHTE I gSar:
A ddfga a=<4: ||

Om

May we witﬁ our ears hear what is good, ye divine spirits !
May we with our eyes see what is good, ye holy ones !
May we, with body and limbs firm, work for your pleasure
And fulfil the divinely ordained span of life !

Om
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RAINDROPS

sevikkunavilladapédu Siridu
vayitrukkumiyappadum.

Food for the ear first; for the stomach afterwards.
Tiruvalluvar

Cui cantat bis orat (pronounced Qui kantat bis orat).

Who sings prays twice.
Latin Proverb

na nddéna vind gitam na nddéna vina svarah
na nddéna vina nrittam tasmat nddatmakam jagat.

There is no music without Nada, no tones without Ndda,
no dance without Nada; verily, Nada pervades the whole universe.

Matanga

vandé nadatanum tam uddhurajagadgitam mudé sankaram.

To that auspicious One whose body is Ndda 1 bow
with joy; to that unconditioned Music of the universe.

Sdrngadéva

nadatanum anisam Sankaram
namami mé manasa Sirasa

Incessantly do I worship, with my mind and head,
the auspicious One whose body is Nada.

Tyagardja

patiu mudiyum varai pdrariyén vipnariyén,
kéftupperumarangal kidi nindra kavariyén,
lannaiyariyén,

As long as the music lasts I know not

heaven or earth, nor remember the
: wood -
Iamin a trancé. - i e

Subrahmanya Bharati

It was worthwhile suffering a little for the most

beautiful and noble art given 1
consolation and glory, P e Lo

Romain Rolland

A4

Coomaraswamy on Art i

FREEDOM

When Plato lays it down that the arts shall ““care for the bodies and souls
of your citizens,” and that only things that are sane and free, and not any
shameful things unbecoming free men, are to be made, it is as much as to
say that the artist in whatever material must be a free man; not meaning
thereby an “emancipated artist” in the vulgar sense of one having no obliga-
tion or commitment of any kind, but a man emancipated from the despotism
of the salesman. If the artist is to represent the eternal realities, he must
have known them as they are,

CONTEMPLATION

The man incapable of contemplation cannot be an artist but only a skilful
workman; it is demanded of the artist to be both a contemplative and a good
workman. Best of all if, like the angels, he need not in his activity “lose the
delights of inward contemplation.”

What is implied by contemplation is to raise our level of reference from
the empirical to the ideal, from observation to vision, from any auditory
sensation to audition.

Good art is no more a matter of moods than good conduct a matter
of inclination; both are habits; it is the recollected man, and not the excited
man, who can either make or do well.

INSPIRATION

Critics now-a-days speak of an artist as inspired by external objects, or
even by his material. This is a misuse of language that makes it impossible for
the student to understand the earlier literature or art. “Inspiration” can
never mean anything but the working of some spiritual force within you; the
word is properly defined by Webster as a “Supernatural divine influence.”

ORNAMENT

We must not think of ornament as something added to an object which
might have been ugly without it. The beauty of anything unadorned is not
increased by ornament, but made more effective by it. Ornament is

characterization; ornaments are attributes.
STUDY

The student of art, if he is to do more than accumulate facts,
must also sacrifice himself: the wider the scope of his study in time
and space, the more must he cease to be provincial, the more he
must universalize himself, whatever may be his own temperament and
training. He must assimilate whole cultures that seem strange to
him, and must also be able to elevate his own levels of reference from those
of observation to that of the vision of ideal forms. He must rather love
than be curious about the subject of his study. It is just because so much is
demanded that the study of “art” can have a cultural value, that is to say
may become a means of growth. How often our college courses require of

the student much less than this!
B | Ananda K. Coomaraswamy

in Christian and Oriental Philosophy of Art (Dover)
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Music Causerie

excerpts from writings

THE DRIFT YEHUDI MENUHIN

Now as I write, our own modern world has caught up with the Indian,
with its organised demands and split second mass timings, its stress on
mass culture, and commercially on mass entertainment and altogether its
preoccupation with volume in all spheres...

No wonder that sometimes musicians like Ravi Shankar find an
almost more congenial atmosphere when playing to a choice and eager
group of westerners at some university as Harvard or Yale in an intimate
comfortable hall built for a moderately sized musical audience and provided
with good acoustics as for instance at the Museum of Modern Art in New
York, rather than for certain mammoth audiences in their own country.

When a violinist plays the Paganini Concerto or even Brahms or
Tschaikowski, a certain flourish of his ego is in fact desirable and ndispens-
able (of course not so with Bach or with Beethoven) but in Indian music this
element is so completely foreign that it is a serious matter for the Indian
artist to decide how far he should go in playing to the gallery. It is not
that he is incapable of communicating mood or emotion, quite the contrary,
but I fear that the basic unspecified ideological patterns which normally
proved the common or joint basis for the interaction of audience and artist
are beginning to drift apart for it to be stimulating to the artist and far
enough to threaten a schism between artist and audience leading the former
to extravagant and flashy attempts to retain his audience’s concentration.

Except for the enthusiastic revival and the nation’s new pride in their
own Indian musical heritage following the Independence of the country
neither the period of British rule nor the present economic, commercial and
nationalistic audience were, or are, conducive to the optiumum survival
of Indian music in its present crystallised form.,

—from ‘Indian Music in the Modern Era’, Bharatiya Sangeet, Aug. '65

KAR.NATAK‘MUSIC : T. VISWANATHAN

The musician grumbles that the art has lost if: | |

_ the a S rever : I=

ences talk endlessly and raise their voices over and abovemrl.gg le\?-elimo%utcl‘:e
!F];.td-speakers which have a strong hold both on the artist and the rasikg-s
e rasika-s appreciate only what they know and not those which the musi-

cian chooses. Ragam-s and songs get stereotyped and no innovation is

tolerated. Invariably the requests are not backed by the reverence for art
10

{

MUSIC CAUSERIE

or its progress. The musician is tied down to the gallery and the tyranny
of the gates, and so prefers the deafening applause to absolute silence. The
audience is always in a hurry and would likewise desire the performer to
quicken his tempo at the expense of aesthetic standards. In cosmopolitan
cities dinner engagements, public transport timings, office hours, etc.,
determine the duration and pace of the concert. The Kachéri dharma is
tailored to the industrial civilization. The helpless musician invariably
drops the time-honoured Varpam, and the Pallavi and the Ragam
shrink to smaller dimensions than even a plain rendering of a Kirtanam.
Manédharma is at a discount and regimentation and stereotyped patterns
are the net result.

Kachéri dharma has to move with the times. In order to sustain interest
a solo artist has a battery of disciples to play second fiddle; sometimes we
come across even a second mridangam. The musicians of the fair sex who,
till recently, stuck to the tradition of strumming the Tambura have now
parted company with it entrusting the same to secondaries, in order to keep
both their hands free for vigorous singing and keeping complex tala. Un-
like the males, the fair sex, however, patronises the same set of accompanists
at least over long periods of time and display better understanding rather
than rivalry with the accompanists...

—from ‘Traditional Music facing Industrial Civilization," East- West "64

HINDUSTANI MUSIC GITA MAYER

At the beginning of the present century, a traditionally trained musi-
cian was fairly clear as to what he understood by the Raga. I remember
the words of the late Ustad Faiyaz Khan, at a concert, where he said, “I
cannot see the shakal of the raga”. What did he mean by this ? Shakal,
which literally means face or expression, is not to be confused with mood,
flavour or rasa of a rdga. It is the personality of the raga which can be
stated in clear musical terms, as the character evolving not only from the
Vadi or Jivasvara (the most important note of the raga), but also from the
correct singing of the notes (Uchchdra or intonation), and from the right
construction of the musical sentences or phrases...

By the middle of the 20th century, the image of the Raga changed
and manifested different features. Réaga became a melodic frame where
the intonation, uckchara, and phrase by phrase construction were no longer
given their former and traditional importance. The definition of a raga,
as given in musical theory, now became one of the most important means
of identifying one raga from another. The Sastraic formula was taken liter-
ally, to contain the totality of a raga and provided a melodic field within which
the musician improvised freely and used melody according to his ability,
with a stress on ornament, rhythm or technique and virtuosity. The im-
portant factor in determining a good performance from a bad one was
not whether the character or shakal of the raga had been expressed
but whether the musician had succeeded in keeping within the rules and yet

displayed his skill in improvisation and virtuosity...
11
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The evaluation of the Raga, as it is sung and played today, Is dlﬂi“mz
one to make. The deterioration in musical standards which was PETEI_&E
tible a decade ago already seems to remedy itself in the last few ‘_\re:ars.l l;_
listener as well as the musician seem to have become aware _o_f the va UEI:) o
well-constructed melody and they show a renewed sensibility to timbre.
It is therefore impossible to make final judgements, the scene changes SO
much and so rapidly.

—from “The Raga in the Twentieth centu ry', East-West 64

ORCHESTRATION
Rethinking VANRAJ BHATIA

The Indian would-be orchestrator will have to revolutionize his whole
way of thinking and learn to accept the fact that mnnodlc music cannot
possibly be played on a full orchestra, the basis of which rests on combining
one sound with another different sound. He will first have to rethink his
music itself (where the trouble really starts) for now he must ﬁngi sqltable
melodies to pit against his original melody and organize a combination of
sounds which will be organic and homogeneous. Even if he must stick
to his raga-s he will still have to find combinations of notes within his scale
scheme which can be successfully blended with each other. He will
have to organise several melodies inside his riaga in such a way that not only
will they blend with each other but produce the illusion of one melody.
He will have to abandon his clumsy attempts at superimposing harmonic
triads or Western common-chord harmony which he is so fond of doing
these days on realising that such a procedure not only ruins his raga and
his overall musical structure but produces the worst possible hotch-potch
that a musician has yet managed to concoct. Above all, and this is the
most difficult part of it, he will have to give up his beloved drone, the con-
tinuous, ever-lasting Sa, on which his Raga conception rests; for he will

have to find a bass line which can support his musical and orchestral
superstructure.

—from ‘Considerations on Orchestra®, Design, Sept. ‘62

The Size YEHUDI MENUHIN

When one’s ears become attuned to Indian music the very sound of
a keybed instrument seems intolerably crude. It is incidentally less so of
course with the combination of harpsichord and violin which together with

Monteverdi or Josquin de Pres and the works of Bartok are the ve
bridge to the traditional Indian music audience... g

The maximum number of Indian instruments that may be h
together is no doubt the optimum number of 5 or 6 which Eukas ;;g:slslﬁ
found out to be approximately the maximum number who can improvise
together, each carrying a unique one-voice-to-a-line responsibility.

The duplication (not to speak of multiplication by 3 i
struments merely adds dead weight and hafnpers the yinﬁggw?r?eﬁgaﬁ-
¥

sinuous and ornamental qualities of the Indian musical idiom.

~—from ‘Indian Music in the Modern Era’, Bharatiya Sangeet, Aug. 65
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His search !

The story is told of Tirukkédikaval Krishpa Aiyar and a listener who
deserves to be remembered as the ‘Father of modern music appreciation.’

Krishna Aiyar was a great master on the violin. Never did his fingers
falter; never was one false svara produced.

This did not please a cerfain gentleman who, however, was found al-
most always in the front rows. He wore a wry face and would not join in
the general expression of delight.

Krishna Aiyar was noting him for a long time. One day, the story
goes, he did produce a false svara (deliberately, it would appear). Sud-
denly the gentleman’s face beamed and he exclaimed, “Ha, ha !”

Krishna Aiyar coolly put down his bow and, with folded hands,
addressed the gentleman:

“Now, Sir, you may go pleased. Haven't you found your property
at last ?”
—V.V.S.

Meaning without mincing

Sruti 1. Drone—supposedly animate, it is its business to join the music.
2. Microtone; -s (plural) the bookman’s paradise, the pseudo-
scientist’s hunting ground for game, 1.e., music.

—KALIAN

The Guide !

“Get me the Guide, I must go this evening.”

It was brought.

“The Rail-way Guide ? No, man, I wanted the Scale-way Guide.

Don’t you know I'm to cover a concert ?”

“But, Sir, you gave it to Mr. A. Sur the other day.”

Ah, yes, I remember. Now bring the other one, the Sale-way Guide.”
—BAKUL

Quantity and Quality

The house is aflame—it delights
the fool and the knave :
“Splendid ! The sky is lit I”
Tend the little light within,
and without, _
and keep the wick and oil.
You'll need them, as fire dies down.

—NANDAN’
13



Patronage that was

Shatkala Subbaiyar, a great singer of the time, once went to I:Ida_yar-
palayam to sing before the ruler and get his approbation, Shatkala is a
highly coveted title and is given only to those who are able to sing or per-
form in six degrees of speed. Shatkala Gévinda Marar and Shatkala
Narasaiya are two other singers associated with this title. Vipa Venka-
taramana Das of Vizianagaram had the title Shatkala-chakravarti.

Udayarpalayam in Tiruchirdpa]li district became an important seat
of music during the 18th and 19th centuries........ Ghanam Krishnaiyar,
the great composer of Tamil Padam-s, was the Samasthina Vidvan in

Udayarpalayam for many years.

Shatkila Subbaiyar went to Udayarpalayam and stayed in the choul-
try. The Zamindar had stationed an official there to look after the needs
of all musicians who came and stayed there and to report to him on the
merits of those musicians. This official was himself a rasika. Shatkala
Subbaiyar, an orthodox man that he was, performed his daily pi#jg and
used to recite s/oka-s in the form of a rdgamalika. His aldpana-s woven
round the words of the s/éka-s were so captivating that all the people in the
choultry gathered before him during pija time to listen to his music. They
became spell-bound and went for their meals only after his piijd was over
The official reported to the Zamindar about the musical talents of this
Vidvan. It was harvest time and the ruler was too busy with the work
incidental to the season. The Vidvan waited for more than three weeks
in the hope that he would be called upon to perform in the palace. Seeing
that there was no prospect of the Zamindar sending for him and listening

to his music, he decided to leave the place in di
as an honoured guest. place in disgust, though he was treated

~ One early morning, he left the place ba
his way through the adjoining forest. pHe cam% ﬁggr l;a;gégsfe mll-;le gggd}f'd
bath and performed his ablutions and started his pija. He sang in thls
morning raga-s: Dhanydsi, Kédaram, Bilahari and Savéri and cam% to the
concluding Srirdgga. He sang so well that he himself was greatly elatecel

with his music. He involuntaril im Y
: y exclaimed, T : S
should have been here now to listen to my rnt.lsit:}-'j”i‘l.t P pnn

Forthwith came the surprisin

; answer:
ears with your heavenly music”, gT]u=: music
his utter surprise the Zamindar and wondered

“Here I am, Sir, feasting my
1an turned round and saw to
how he happened to be there.

o ZaWi}m:l _thF news ﬁf the musician’s de
mindar's ears, he had immediately started |
a palanquin to overtake the musician an}él tequestol?inlllt::gset;g:fgc bﬂ:ﬁigtn‘?;];

Samasthanam. The musician was s
r ;
was brought to the palace with aﬁqggﬁirts? get into the palanquin and

parture from the Choultry reached

P. SAMBAMOORTHY

in History of Indian Musie (1960)
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Father of Karnatak Music

We call Purandaradisa the Father (literally ‘grandsire’ —pitdmaha)
of Karnatak Music. Why?

It is said that it is because he gave us technical lessons for beginners.
This, to my mind, is not the whole truth.

Who are the beginners meant 7 Until some years ago it was only the
talented ones who went in for training in Higher music, known as Classical
music, and it was to them that such technical practice was meant. These
talented ones had already imbibed the spirit and substance of our art through
‘exposure’ to our raga-s and tala-s.

This significant fact was forgotten at some point in our recent history.
Any child who should learn music (as desired by the parents) is straight
away put on to these chores irrespective of talent or exposure. Result?
The drab, mechanical music that is generally around us.

It is said that Purandaradasa gave us (Maya-)malavagaula for practice.
Probably. But the character of the scale clearly shows that it was not meant
for raw beginners whose sensibility for minute differences of tone had not
developed. And the Pillari Gitam, which omits certain tones of the scale
and needs sensitive handling, suffers very seriously indeed at the hands of

most beginners.

We may believe that Purandaradasa selected the A/ankara-s from out
of the many that are found in our ancient texts. We may also believe that
he introduced Malavagaula for regular practice by those pursuing higher
music.

In my view, Purandaradasa’s service to Karnatak music rests on a
broader foundation. It is that he propagated throughout the land the
essence of our music—its raga-s and tala-s—through archetypes of musical
composition, known as Kirtana-s or Dévaranama-s. He rationalized and
simplified the Tala system. More than all, he restored to Karnatak music
its spiritual quality—the inwardness which characterizes all great art, and
is seldom found in ‘patronized’ music.

Men, women and children, in their hundreds, listened to his Kirtana-s
and got their initiation in art music. Raga-s and tala-s got unconsciously
embedded in their minds. Many could sing them in parts and some others
whole. The talented among them pursued higher studies in music. Kar-
natak music was thus transmitted orally from generation to generation,
in the home and in the society. If we study some of the simpler kriti-s of
Tyagaraja we will find in them numerous echoes of Purandaradasa. It was
again Tyagaraja's dedication that freed the art from the shackles of court
music. Purandaradasa was the first great emancipator and liberal educator
in Karnatak music—hence its grandsire.

But why are his songs usually sung, if sung at all, only towards the
close of a concert—in the “light” section ? The reason 1s that we have
woefully neglected the traditional tunes of his songs. Many of those we
hear are bogus. Commercial exploitation of cheap trends, or of religious
and linguistic sentiments, has made the musician insensitive to artistic values.
Otherwise he will find that there are still, fortunately with us, many soul-

stirring melodies of Purandaradasa, which are quite “concert-wortgy;.s
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The Essential Unity of Indian Music
CHANDRA SHEKHAR PANT

Languages, literatures and the ‘mother-tongues’ are CONSPICUOUS by
the fact of the one being unintelligible to those wedded to the other. It
is always so, unless an effort has been made in the opposite direction. Music,
however, is the language of emotions—not emotions in the strict literary
sense, but of the Rasa or supreme and transcendental bl_:ss_, the connota-
tion as given to the word by the Upanishad-s. While music is thus the uni-
versal language to which only unfortunate creatures can be deaf, it is rather
shocking to see why a gulf should be allowed at all to yawn between the
Northern and Southern Music of the same sub-continent.

Our ancient and mediaeval writers on the theory of music, and the
seers who gave us the scriptures, are to be congratulated for having never
drawn the line of demarcation between the music and culture of the North
and of the South. If they recognized anything, it was the unity, enriched by
regional or parochial traits—the Désa Kdku.

Today, however, every student of the Indian Music begins his lessons
by being taught that there are two systems of music in India—the Hindustani
and the Karnatak. But when the question of the ancient heritage comes,
1t is again relieving to note that everybody draws on the ancient treatises:
the Natya Sastra, the Sangita Ratndkara and a host of other important
works in Sanskrit. Neither from Purana-s nor from the Epics or the trea-
tises referred to above do we become conscious of a distinction. It is in-

deed a problem still unsolved—a problem for research scholars to tackle—
as to when exactly the bifurcation took place.

One of the great mischiefs done by modern civilization and culture is
the awakening of the consciousness, or sharpening the awareness, of groups,
divisions and differences leading to petty rivalry and disintegration. The
responsibility lies not in the outer reality, but in the mischief wrought in
the human mind, and for that some of the modern ways of thought and
approach are responsible. No doubt every region of this earth has contribu-
tions of its own to make which that and that region alone is capable of mak-
nglg. t?ut I shall not be far from the truth if I say that from whatever time
:i ¢ bifurcation dated, the consciousness of it—the awarencss of the

istinct entities as such—was accentuated almost in the present century.

One of the most relieving feature 1
e of t s of the recent times, a matter of great
consolation, is the attempt once more to bring the two ’together angr to

explore to th : : :
heIr)itage gf Igdlija?mt the common and identical elements of the musical

“And if it please Providence to so dis ¥ sai i
: i . \ ense,” s -
:r’hlzhtﬂglirajt;an Bhitkhande in 1916 at Baroda,e‘that theraéciis E&sﬁbﬁ?&%ﬁ
WO systems of the North and the South, then there will be a National

Music for the whole count ah. WHA |
for then the great Nationryw?ﬁdsitz; gﬁ: :fa:;f. ambitions will be reached,
g l
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Amir Khusrav Blography

“] am an Indian, if a Turk,

I do not derive my inspiration from Egypt.
I do not therefore speak of Arabia,

My lyre responds to the Indian theme".

Thus sang Amir Khusrav (also ‘Khusro’), the great mediaeval poet
who contributed in an amazing degree to the music and poetry of Upper
India.

Abu-l-Hasan, Yamin-ud-din Khusray was born in the year 1253,
in an abundant and lively town of natural beauty, Patiali in Etah Dist. of
U.P. His father was Saif-ud-din-Muhamiid, a Turkish officer who had

joined the service of Iltutmish, Sultan of Delhi. His mother was the daughter

of one Imadul mulk. The father, a great lover of art and poetry, perceived
the glimmerings of future greatness in his child and so initiated him into
the realm of music and poetry. When the father passed away quite early
and unexpectedly, the uncle and grand-father took charge of the child.

Even at a very early age Khusrav “displayed an uncommon genius, a
strong disposition for study and an aptitude for the acquirement of every
science and even art, such as seldom has been witnessed” (*"The Delhi Sul-
tanate”’, Bhavan’s). He composed excellent couplets which won for him
the appreciation of many a renowned man of letters of the time, among
whom was Shaikh-Nizam-ud-din-Auliya, the celebrated saint, who Ilater
became his master and spiritual preceptor. He taught Khusrav the philoso-
phy of Sifism—the mystical system of a set of Muhammedan ascetics who
in later times embraced pantheistic views. A few years later Amir Khusrav
went to Delhi and enjoyed the status of the chief poet and musician of the
Delhi Darbar. He served under more than five successive sultin-s, among
whom were Ala-ud-din Khilji and Ghiyas-ud-din-Tughluq. He was in
Bengal with Tughlug while his spiritual preceptor Auliya died at Delhi in
the year 1324. The sad news brought him back to Delhi where he mour-
ned the death of his master at the tomb. As had been predicted by
Auliya, Khusrav too died six months later, at the age of 72. He was buried
near his master’s tomb.

As a gifted musician, Khusrav’s greatness lay in his marvellous grasp
of the musical techniques of both the Persian and the Indian systems. A
traditional anecdote refers to a musical contest that took place between
Khusrav and Gopil Niayak who was then reigning supreme among the
musicians of India. It is said that Khusrav, though junior by age and ex-
perience, and not fully “Indian’’, proved himself more than a match for the
great Naik, even in the field of Indian music. He successfully reproduced
all that was sung by Gopal Naik.

The love and admiration that Khusrav had for Indian music made
him dive deep into the treasures of the great art, and his experience in both
the Persian and Indian systems served as a powerful force for experimenta-
tion and innovation. The musical forms, Tarana, Qavalli, Kaul and
Karbana, and even the earlier form of Khyal, are attributed to him. The
Persian book, Pastani, credits him with a few more musical forms like Naks,
Nigar, Vasit, Tallana and Suhila. The Khyal “Meéré dulkh dir kiyé” in the

i Kl
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raga Parvi (Khusrav called it Ganam) and in Tin T al, and a few others are
still current among the musicians of the Delhi Gharana, who claim pupilar
lineage from him. The Kaul is considered the equivalent of the Hindu
Git and Qawalli, of Bhajan. An inspired poet and gifted musician, Khusrav
composed his songs in an easy, mellifluous style affording ample scope for
Riga through idea and idea through Raga. Being the author of both the
words and the music of his compositions he was, In musical parlance, a
Vaggéyakara. We cannot say, however, that the music of his composi-
tions as sung to-day is the same as that of Khusrav.

Mar{y scholars hold that the Sitar and the Tabla were Khusrav’s
innovations. The Tala Faradast (Jhitmra too, according to some) is his
contribution.

What may be termed the ‘Indo-Saracenic’ trend in music, (but this
theory is not subscribed to by some musicologists), received an impetus
from Khusrav who created new raga-s amounting to twelve. He called them
after the names of twelve tdla-s and his book Qiran-us-sa‘dain deals with
them in detail. The raga-s Zilaf, Divali, Sarparda, Ganam, Bahar, Gara,
etc, can be mentioned in this coniext

As a poet Khusrav is considered to rank with illustrous Persian poets
like Firdausi, Saudi and Hafiz. He had mastery over various languages
such as Hindi, Persian, Turkish and Sanskrit, and it is believed that he com-
posed over half a million verses in these languages. He was a mystic poet
who could also be a passionate lover of beauty in nature and in humanity.
This manifold virtue is exemplified by such books as the immortal love
story Laild wa Majni and Ashiq (again the tragic tale of love of Princess
Dévala Dévi and Prince Khizrkhan). It is said that his book entitled Hashi¢
Bihisht (the eight Paradises) dealing with the adventures of Bahram, in
3350 verses, earned him a monthly stipend of 1000 tanka-s for life. He
wrote other valuable books also. His Khalig-bari, a dictionary of Perso-

lhjl;gbic-}iindi verses, has played a prominent part in the development of
u.

Some of his Masnavi-s (Epic poems) and Divan-s (poetic collections
throw light on the history of his time. His long assnciagipun with the tD{ielh)i
court through the successive Sultans, together with his close relationship
with saint Auliya, gave him a unique opportunity to study the political and
smﬂ:xa]‘events, and this finds eloquent expression in hisbooks: * Qirdn-us-
Sa‘dain (de;_sm:iblng the meeting of Bughra Khin and his son, the Sultan of
Delhi), Miftah-ul-Futih and Nuh Sipihr (throwing light on the military
compaigns of Jalal-ud-din Khilji and Mubarak Shah), Tughlag-nama and
Khazam—uf-fifruh (about Tughlug and Ala-ud-din Khilji), etc., Amin
Ahamad Razi, the author of Haft Iglim, says that Khusrav had written about
ninetynine books on different subjects. Only a few are available today

The 13th century has been styled, not undes
beer ; ervedly, b
progress” in the realm of Indian literature and art, cSpeciall; n:fsi?.‘ :ffu: f

others, it gave India an Amir Khusrav : g
: - whose achievemen i
sive advance in the field of music and literature. gt

~—L.0.
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Raja Mansingh Biography

Under the scorching sun of a midsummer noon a young man on
horseback, perspiring from head to foot, chased a deer through dense forests.
Suddenly his attention was diverted by the outcry of a wild beast—a bison
who had become enraged on being stopped by his horns by a pair of
firm hands. And lo! Who was there to defy the brute ? A charming
maiden in her teens. She was there like the very Dévi, Durga herself,
against Mahishasura,

The maiden was Mriganayani, popularly known as Gijari, a resident
of the village Rai, and the young man was none other than Raja Mansingh
Témar (also ‘Tanwar’) of Gwalior. Needless to say, the prince fell in love
with her at first sight. In due course their marriage was solemnized, but
only after the damsel getting an assurance from the prince to fulfil two
conditions: one, a separate palace for herself. and two, the construction of
a canal from her village up to her apartments in the palace so as to enable
her to use the very same waters of her village for bathing and drinking.

The prince requsitioned the services of the best available talents for
the designing and construction of the most beautiful palace of those times
and thus the famous Guajari Mahal of Gwalior was built. An eleven-mile
long canal carrying water from Rai to this palace was also excavated.

Raja Mansingh Tomar (1486-1518), besides being a great ruler, states-
man and warrior who successfully defied the onslaughts of the Lodi Kings
against his tiny state has been famous for his incomparable contribution
to the Indian Classical Music. He served the art in many ways, as a great
patron, artist, musicologist, composer and organizer of seminars and sym-
posiums on various aspects and problems of music. The “invention” of
the Dhrupad is attributed to him, but it is a matter for doubt. During his
days the Dhrupad was the only recognized major form and style of Classical
music. It should have taken a few centuries for the highly developed
form in which Dhrupad singing was in his times. I believe that credit
should be given to Mansingh for patronizing, popularizing and standardi-
zing the style. He himself composed many beautiful Dhrupad-s which are
included in Man-kutihal, an important work which was compiled and edited
under his guidance by his court musicologists.

In the chapter describing the essential qualities of a musician and
composer it is said that he should have a sound knowledge of Vyakarana,
Pingala, Alankira, Rasa and Bhava. Besides vocal and instrumental music,
he should also be well versed in Dance. He should have learnt by heart
the traditional compositions. He should know the customs of the people.
His own compositions should have aesthetic appeal and befit the times,
The importance of Man-kutithal is evident from its bemg translated later
in 1673 A.D. in Persian by Fakrulla.

Minsingh excelled in musicology, for he himself was a practitioner
of the art, unlike many others who seem to have had (and are having) but
a bookish knowledge of music and are responsible for the legacy of so many
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confusions in our music. When he himself was in c!ou!:t on any point he
consulted other musicians. Not only that, he even Inv{ted Vidvan-s from
all over the country for mutual consultations and discussions so as to arrive
at correct decisions and findings on important problems and con-
troversies.

Rani Mriganayani also was an adept in music. It Is said that the
famous Baiju Bawara himself gave music lessons to the Rani. Besides Baiju
there were many other musicians in the Gwalior court. Some names_wor_th
mentioning are: Bakshw, Charjw, Bhagavan, Dhondw and Ramdas.
Tradition credits her with having patronized and even taught Tansén. It
is not improbable if she had lived to a ripe old age.

Raja Mansingh is no more, but he is ever remembered gratefully in
the hearts of the lovers of Indian Classical music. Ragini Gizjari, a charm-
ing variety of 7édi, is there to remind us of the immortal love of Mansingh
and Mriganayani. Perhaps this monument is more befitting the memory
of the royal couple, who were musicians and patrons, than even the beauti-
ful Gujari Mahal at Gwalior.

—V.C.M.

NADA YOGA

Highly interesting and most popular among the forms of Naddna
sand, 1s Sangita (music). It is in Sangita that Sréfas and Préyas oﬁiﬂ;ﬁge
antagonistic to each other, meet, Sréyas is that which leads to t,he Eternal
Good of man, viz,, Self-realization. Pryéas is that which is immediately
pleasant. It is generally recognized that what is Préyas is not Sréyas
and vice versa. But here in Sangita or Sankirtana, Sréyas and Préyas are
found together. Sangita pleases the ear, is a rich treat to the senses and the
mind—in fact, so much so that the senses and the mind are tamed and con-
trolled by it ; and Sangita ennobles the soul and reveals the Self within
Music is, therefore, regarded as the best form of Nadépasana :

—SWAMI SIVANANDA SARASWATI

Ghanam Krishna Aiyar Biography

~ Ghanam Krishna Aiyar occupies a respected place among the musi-
clan-composers of Karnatak Music. The prefix ‘Ghanam’, in lieu of the
place-name generally going with a musician’s, indicates a recognition of

his unique mastery in the particular style of singing which went under that
name.

"Ghanam’ is now-a-days described as the style of singing Riga in
madhyamakala or tanam. It seems to have had a greater significance in
olden times. As the very meaning of the word in common usage suggests
the sound produced in Ghanam singing must be ‘dignified’—in other fvTards:
rich in volume, timbre and artistry. It does not, therefore. mean merely
any kind of madhyamakala singing. 1t is madhyamakala of the sound ori-
ginating from the Maladhdra. The rich, majestic raga-s, Nita, Gaula,
Arabhi, Varali and Sri, are called ghanardga-s because, for their effective

portrayal, such a voice production and medium tempo (madhyamakala)
are called for.

A clue to the muladhara aspect of Ghanam singing is had from Mahi-
mahoépadyaya Dr. U. V. Svaminatha Aiyar, the veteran Tamil scholar.
biographer and great-grand-nephew of Ghanam Krishna Aiyar, who equates
it with the *Ullalapparti’, mentioned in ancient Tamil literature as the mode
of producing rich music from the Milddhdara without any visible strain.

_ Krishna Aiyar was born in a brahmin family of Periya Tirukkunram,
a village in Udayarpalayam talug, Tiruchirapalli district. Dates regard-
ing his life are not available. He was born some time around 1800 and
lived for about 60 years. He was the youngest of five sons to Rimasvami
Aiyar, an erudite Tamil scholar, musician and composer. The family
enjoyed the patronage of the rich landholding Miappanar family of Kapis-
thalam. Krishpa Aiyar was of a robust physique and commanding persona-
lity, and well-known for his fearlessness, self-confidence and perseverance.

Krishna Aiyar and his brothers had their initiation in music from
their father and later under Shanbaga Mannar of Ariyalir. The ancestral
property, endowed by earlier rulers, facilitated the brothers to pursue care-
free musical studies. Krishpa Aiyar and two of his brothers went to Tan-

jore for advanced training under the great master Pachchimiriyam Adip-

paiar and attained great proficiency in music. They soon became Asthina
Vidvan-s of Serféji Maharaja.

Bobbili Késavaiya, a mighty name, known for his Ghanam singing,
visited the Tanjore court. His superb performance cast a spell on all,
and the king aspired to have at least one musician in his court to match

- KéSavaiya’s attainments, Ghanam singing in particular. When even the

senior vidvdn-s hesitated to offer themselves for the task, Krishna Aiyar,
the youngest of the lot, announced with abundant self-confidence his readi-
ness to do it, if only Bobbili Késavaiya would initiate him into its secrets.
On the king’s request KéSavaiya agreed to teach Krishpa Aiyar, and the
latter boldly promised that he would sing Ghanam in the same court within
a short period.
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For the sake of undisturbed practice he gucepted the gencmus‘anifﬁl
of Ramabhadra Muppandr and went to .K-Elplslhi.-llfim: G{limnzﬁl_ i a%ﬁrg
involved penance-like practice, and it is said that R:{mclb!?ﬂ ra uulilr:l el
besides arranging a special river-side abode in congenial surr? : mgth
allotted a team of servants to wait upon the musician round the cloc
an unfailing supply of cow’s butter fresh from the churn!

Krishna Aiyar's perseverance soon bore fruit. He thrilled the audi-
ence of the Tanjore court with his Ghanam and elicited admlralmﬁ even
from Bobbili Késavaiya. Thenceforward he became known as Ghanam

Krishna Atyar.

Padam-s are a type of musical composition wherein the Sahitya
depicts Srigara rasa and the music, generally in slow tempo, blends wn(l}
it perfectly. They may also be in Bhakti rasa. Krishna A_l;;ar.comp?s_e
padam-s in Tamil, many of them in praise of Sri Soundararaja, the presid-
ing deity of his native village. He visited many shrines around Tiruchira-

palli and Madras and sang on the presiding deities.

Ghanam Krishna Aiyar was sought after by many a prince to adorn
his court. The more important among them were Amarasimha, the
Maharashtrian ruler of the Tiruvidaimarwdwr tract, and Kachchirafga and
his son Kachchi Kalyinaranga of Udayarpalayam Zamin. He has sung
many padam-s in praise of these patrons. He declined invitations from many
bigger Maharaja-s, out of his regard for the love and enlightened patronage
of Kachchiranga. In one padam he has said that **a nod (of appreciation
for Music) from Kachchiranga is worth anything under the sun”. The
ruler was really a great connoisseur; stories abound regarding the camara-
derie that existed between them.

It was always the patrons who were anxious about Krishna Aiyar’s
association, and he was considered a treasure by all of them. Once he
suggestively expressed his anger over Kachchi Kalyanaranga's indifference
at a particular period, and the patron hastened to apologize and entreat
him to continue in his Court. He was perhaps the only musician who was
honoured with the gift of a horse and, later, a palanquin by the ruler.

Ghanam Krishna Aiyar had the privilege of meeting Saint Tyagaraja,
who appreciated his music and blessed him with the present of a shawl.
During his visit to Madras, he composed and sang a piece upon the then
Governor, Sir Thomas Munroe, and won his applause.

In those days when Telugu was enjoying the preference of South
Indian composers, Ghanam Krishna Aiyar was one of the few who composed
sophisticated classical music in Tamil. Though not of high literary merit,
the musical excellence of his padam-s is beyond doubt. Most of his avail-
able padam-s are upon his chief patron, Kachchi Kalyianaranga. He seems
to have had a partiality for Athapa Réaga (which he chose to sing before
Saint Tyagaraja) in which we find many of his padam-s. Tiruvotriyir
Tyagarajan m Athana, Vélavaré Umaittédi in Bhairavi, Parengum Part-
talum in Kalyani are some of the well-known padam-s of Ghanam Krishna
Aiyar. His “Engal Janakiyai’ was composed after “Ma Janaki” of
Tyagaraja. His Mudra (signature) is “Muttaiyd” or one of its synonyms.

"'""Tl R-'s-

Mridangam Masters Biography

“Sogasuga mridaiga talamu” is how Tyagarija begins one of his
songs. Pleasing mridangam play of delicate touch is the ideal pointed
out by him and practised by great masters of the past. Among them stand
out three prominent names. Nardyanasvami Appia was noted for his
aristocratic refinement in his person and play. Alaganambi Pillai carried
the traditional torch of delicate touch and intelligent support as accompani-
ment to a variety of performances and to larger audiences. Dakshinamirti
Pillai’s emergence was at a time when technique and a spirit of rivalry and
revolt were coming to the fore but, with his genius for synthesis, he struck

the right balance between conflicting claims of the new and the old. of the
head and the heart. '

NARAYANASVAMI APPA

. Three names were most prominent in the field of mridangam play
during the latter part of the 19th century. Of them all Narayanasvimi

Appa’s shines even today, with an almost legendary appeal. The other dis-
tinguished mridangam vidvan-s were Tukaram and Dis Svimi.

Narayanasvami Appa came of a Maharashtra kshatriya family of Appi-s
settled in Tanjore. The Appa-s held responsible positions in the adminis-
trative service of Tanjore. Nardyanasvimi Appa started his career as

1 copyist. He then learnt the art of mridangam play from Sivasvimi
ppa.

Endowed with exceptional talent, he soon became an expert performer
on the instrument and practised the profession. Among the celebrated
musicians whom he accompanied were Maha Vaidyaniatha Aiyar, Patnam
Subrahmanya Aiyar, Sarabha Sastri. Vina Séshanpa, Tanjore Krishna Bha-
gavatar (kalalshépam) and others. Musicians greatly prized his mridangam
accompaniment, as they found it highly tuneful, melodious and rhythmically
co-ordinating. He derived great benefit from playing to visiting North
Indian musicians and Kirtandcharya-s. Among them were Morgaumkar
Ramachandra Bava and his son Vishnu Bava of Gwailior.

He took great care of his instruments, reserving a separate one for
each semitone rising from D. He was not known to adjust the tuning of
the instrument during a performance. Such was the tonal excellence of
his already tuned mridangam-s that it was considered inadvisable to disturb
it. Musicians co-operated with him so much as to tune their own tambura-s
to his mridangam. (Of course, he had known their adhara sruti-s earlier).
He took exceptional care of his fingers also and jealously guarded them
for mridangam play.

A devotee of Hanuman, he conducted bhajana on Saturdays, which
was attended by musicians and enthusiasts. To the accompaniment of
two tambura-s (tuned in a unique way) he sang with a tuneful, melodious
voice, himsell accompanying on the mridangam.

He had an arresting personality and poise of manner. His art was
characterized by restraint, refinement and singleness of purpose to “nourish”
the main performer. Technique, amazing as it was, subserved the ends of
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aesthetics. He was the major inspiration for the succeeding generation
of mridafngam players.

ALAGANAMBI PILLAI

Born in 1863 at the well-known pilgrim centre, Srirangam, Alaganambi
Pillai went, at the age of ten, to his maternal uncles, Sv_ﬁmmatha‘Pl]!al and
Vengu Pillai at Tanjore and became their pupil. He is also said to have
learnt from Kanpusvami Nattuvanar. He started playing for Bharatanatya
performances. Soon he was in great demand not only with leading dancers
but also with eminent Kalakshépam artists like Thiruppalanam Paficha-
pakésa Gastri and concert musicians of note. His excellent sense of Sruti,
Laya and tonal niceties, coupled with his delicate touch and dexterous play,

made him an ideal mridangam accompanist to vocal as well as instrumental

»

music concerts. Great musicians like Sarabha Sastri, Tir&ﬂ_dg{hdikﬁval
Krishpa Iyer, Ramanathapuram Srinivisa Aiyangar, Konerirajapuram
Vaidyanitha Aiyar, Madurai Pushpavanam Aiyar and Kanchipuram Nayina
Pillai were happy to have his accompaniment for their concerts. He con-
tinued to be valued greatly by the subsequent generation of musicians also,
such as Palladam Saijivi Rao, Maharajapuram Viévanatha Aiyar, Ariya-
kudi Rimanuja Aiyangar and others. .

The style of his play was at once scintillating and subdued, art con-
cealing art. Even today he is remembered with great admiration and
affection by those who have heard him. His mridangam play appealed
to the classes as well as the masses. Though in his art very much like
Narayanasvami Appa, in other things he seems to have been different. He
had the knack of adjusting and tuning with ease the same mridangam to
many $ruti-s with perfect precision and without loss of tonal excellence.
And, unlike Narayanasvami Appa, he was a Bohemian who used his fingers
}‘ur *ng !jobs such as cutting plantain leaves at the Tiruvaiyaru annual
estiv

Early in life he had lost one of his eyes through small-pox. But he
was a man with an abundant sense of humour. He would joke and jest
about himself, even narrating the story of his “‘donkey-rides” to Rama-
nathapuram where he was patronized all along. Withal he was quite shrewd
in his business dealings. He passed away in 1926,

DAKSHINAMURTI PILLAI

~ Born at Pudukkottai on December 30, 1875, Dakshinamirti Pillai
evinced little interest in studies at school to which he was ;ﬁiﬁg}i?gﬁlfaﬁggl
a physician attached to the State palace. He used to be always tappin )
rhythmically anytl}mg he could lay his hands on. Soon he gave up sufdieﬁ
and was enrolled in the palace guard. He then used his cap as a Kafiira!
Earthen pots, needless to say, did not escape his attention. :

After some time he went to Ramanithapuram and ioi i
He spent ;111 his spare hours playing Ghatag-: in a Muif.mefesainwi? ;[l;%mi
his talent in Laya, the Raja sent for him, heard him and éﬁcuuraged hgim wi]:h
presents. Later he went to Tanjore and studied under Narayapasvami
Appa and, later still, under Manpindia Pillai, the kafijira veteran

( Continued on Page 48)
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Prabandhas

or, Compositional patterns of Hindustani music

PREM LATA SHARMA
Synopsis of Illustrated Talk

Owing to obvious limitations we shall have to concentrate on Pra-
bandha-s of vocal music only although the term is equally applicable to
instrumental music as Vadya Prabandha-s.

The term Prabandha has been in vogue in Indian musical parlance
since the time of Matanga’s Brihaddédi, i.e., in the early centuries of the
Christian era. It was used for denoting various forms of compositions
in Dési music which may be identified with semi-secular music. Today
this term is almost lost from usage; it has been replaced by the popular
word Bandish or Chij on the one hand and, on the other hand, there is a
rare use of this term in a very restricted sense, i.e., it Is sometimes used for
those compositions of the Dhrupad style which make use of more than one
tala just like Talamalika or for those compositions of the Dhrupad style which
comprise Sargam or solfa syllables and some Pdtakshara-s or syllables
associated with various musical instruments in addition to the usual verbal
structure of a musical composition. This is of course a very restricted use
of this term which literally means a composition, literary (Fregawg) or
musical or both.

We know that Indian music, especially Hindustani music, is improvis-
ed for most of its part. We do not have musical compositions comparable
to those in Western music where performance in music is generally limited
to interpretation of the composer. We have melodic patterns in our Raga-s,
and rhythmic pattern in our Tala-s, and the performance is due to improvi-
sation in these patterns. But, all the same, we do have musical composi-
tions which usually form part of any musical performance and which serve
the purpose of a basic outline for all improvisations. The potentialities
of improvisation around a musical composition were duly recognised, In
our old musical texts, as is evident from the term Rdpka-dlapti used in
Sangita-ratnakara, which means improvisation within the Raga and Tala
of the Ripaka which is another name for Prabandha. In this sense all the
present-day musical compositions are Prabandha-s but, unfortunately, we

have lost this usage. c

Literally Prabandha means Pra (Prakrishtariipéna) bandha :—that
in which the parts are strongly tied up into a single whole, i.e., it implies
unity which is a fundamental requisite of all artistic creations.

Gdna or Dési Sangita has been divided into Nibaddha and Anibaddha
gdna. Now Nibaddhacan be taken to stand for composed musicand Anibaddha
for improvised music. Prabandha, Vastu and Ripaka—these three are syno-
nyms of Nibaddha-gana, and Anibaddha-gana 1s Raga-alapti or elaboration
of a Raga in Aldpa without its being associated with a composed piece.
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i is still 1 ! hen elaboration
| f Klapti is still in vogue in the Dhrupad style W
ngegiﬂhi ren‘r::lpering of the composition. It naturally follows from the
a Nibaddha is Satala (with Tala)

27 : ; t
description of Nibaddha an¢ i T ?f Nibaddha is taken to mean pre=

ibaddha is Atala (without Tala); bu i '
acggcgifeg or pre-composed music, and Anibaddha is taken to mean just the

osite, i.e., improvised music, then the improvisations that are associa-
?elzipwith Prabandga by way of Rupaka-alapti will also have to be _ullchiﬂed
in Anibaddha-gdna because in spite of their being rendered with TE;I.EI.,'I ey
are not preconceived or pre-determined. Srm:larl}f: if the Atala-a \fgn
preceding the Dhrupad is composed just like ‘Thaya-s' as referred to by Ven-
katamakhin (as composed Raga-dldpa-s without Tala) then 1t \}Tlll have to
be included in Nibaddha-gana although it 1S not fettered by Tala. It can
therefore be said that although Nibaddha has a natural affinity with Satala,
and Anibaddha with Atdla, yet both these sets of terms are }ndependent to
some extent, i.e., Nibaddha may sometimes be Atala and Anibaddha may be

Satala.

Prabandha or musical composition has been conceived in our Sangita
$astra as a human organism and has been dﬁ-_scnbed in terms of Dhatu-s
and Anga-s. Dhatu-s are the sections into which a composition 1s _dmded
and Anga-s are the various elements that go to make it. (Illustration).

Close connection exists between composition and improvisation.
(Zllustration.)

Styles : Dhrupad, Khyal, Thumri (/llustration)

Similarly, the rhythmic structure of a particular composition within
a given style also has considerable influence on the improvisation, e.g.,
a Tritala song starting from the 9th matra and another starting from the 7th
or the 12th matra will have different patterns of tdng-s. Similarly a
Dhrupad or Dhamar starting from the Sama or one starting from a different
point in the rhythmic cycle will make some difference in the rhythmic im-
provisation. (/llustration.)

—Delhi Sangita Samaj, 25-4-64
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The Violin in Karnatak Music
T. K. JAYARAMA AIYAR

Synopsis of IMustrated Talk

_ During the close of the 18th century, there was one Varahappaiar in
Tanjore. Here is an information which I believe is authentic because I know
the famil_y, and am somewhat related to that family. During the time of
Sarabhoji (Serfsji) Maharaja in Tanjore, Varahappaiar, also known as Vara-
happa Dikshitar, was a minister of that Court. As 1s well-known, many
of the ministers and courtiers of the Tanjore Court were great musicians and
musicologists, for example, Venkatamakhi, Gévinda Dikshitar and others.
Varahappaiar was a learned man who was well versed in the art and the
ttlenry of music also. I have heard that he was greatly respected by musi-
cians who happened to go to the court of Tanjore.

At one time the Maharaja of Tanjore had some political problems,
and to solve them he sent his minister Varahappaiar to Madras to talk
to the Governor, negotiate with him and bring some happy news for the
State. Thus Varahappaiar came to Madras and met the Governor, who
agked him to stay there for a month or so. During that period, because of
his interest in music, Varahappaiar, in his rounds in Governor’s compound,
happened to visit the Governor’s music place. There he saw a number of
instruments and he practised some of them. Among them he was very
much struck with the Piano and the Violin. He tried his hand at playing
Indian music on the Violin. The western musicians who were there were
very much impressed with what he had done, and from them he learnt some
of the techniques of violin play. He was then able to play some Indian
melodies and also one or two western tunes on the violin. This news reached
the ears of the Governor. The Governor, being very music-minded, per-
sonally requested him to play before him. In order to please him and have
his political mission fulfilled, he agreed to play before the Governor (other-
wise he would have preferred to play it to his Maharaja first). He took the
violin and played some Indian melodies to the pleasure of the Governor.
The Governor made a presentation of the violin to him and he also presented
him with a piano. He brought both of them to Tanjore and played on the
violin before the Maharaja, who was very much impressed and asked him
to practise it. He practised it but, being a Minister, he could not find time
for adequate practice, much less play it before an audience. So he taught
the techniques of violin play to one of his court musicians, Vadivélu, the
dance master.

Seeing the potentiality of the Violin, more violins were brought into
Tanjore. Balusvami Dikshitar, brother of Muttusvami Dikshitar, took to
the Violin, practised it intensely and made himself famous in violin play.
It was thus that the Violin came into the Karnatak music field.

After this many more people began to take up the Violin. Why should
they? There was the Vina, but there was no bowed instrument for accom-
panying vocal music (though there was occasionally the Sarangi). The
bowed instrument certainly has great advantages over a plucked stringed

instrument. Other instruments are not so suited as an accompaniment
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y of taking the Violin, which was so much

' 3 ' he Violin became very
able for the genius of Karnatak music. T
;dﬂ;%tlar in a very sEort time. As far as I have heard, there have not been

' ' k a long time to develop
very ereat names in those days because, even as it too
theytghniques successfully even in the West, it shc_ruld have taken a long
time to adapt the techniques to the needs of Karnatak Music.

it wi in the North as it

I do not know whether it will become as popular 1n :
is in the South. But in the South it has taken a hold which will last. The
Violin, as it is, is a wonderful instrument. If we call our Vina the queen
of musical instruments, we can call the Violin the King of musical instruments,

No other instrument is so powerful as the Violin.

First of all it is handy, it is elegant in shape. It 1s light in 1ts play.
There are many pieces of wood employed in making the istrument. I
have not seen another instrument that has about 80 pieces of wood. There
are a number of pieces going to make the Violin, and I have heard that gene-
rally a musical instrument made of only one single piece of wood 1s not so
very resonant as an instrument made of several pieces of ‘woo‘d. Even in
making a Tambura in the South, we crack the belly, which is one-piece,
and then patch it up. The Violin has a rich, sonorous, deep tone, and the
bow is a wonderful piece giving whatever you like. Like the long breath
in vocal singing, it is capable of long, sustained bow and can execute any
performance you need. The Violin has thus come to stay in the South.

Besides the names of Vadivélu and Balusvami Dikshitar, the earliest
names that we hear are of Subbaraya Aiyar and Krishna Aiyar. These are
two names in the early history of Violin. Tirukkédikaval Krishnpa Atyar, the
greatest name in violin play, used to narrate how and against what great
odds he used to go to the house of Subbaraya Aiyar in Tanjore to hear and
to learn the technique of violin play (without the latter’s knowledge!).

 The great violinists whom I have personally heard are Narayanasvami
Pillai of Sirkali and Gévindasvami Pillai. Narayanasvami Pillai was
essentially a soloist. He had a style of his own. Tirukkédikaval Krishna
Ailyar used to play solo as well as accompaniment. In those days they cared
more for the music, more for the substance of music than for the exhibition
of techniques. What we hear now-a-days are so very amazing that one
might not have dreamt of these techniques some fifty years ago. Krishna
Aiyar’s music was so very substantial; it was so very commanding that
the vocalist who sang with him looked at him with reverence and respect
and wanted to win his approval for his singing.

Gévindasvami Pi]lai, who was a contemporary of Krishna Aivar. h
- . e ) , had
an imposing style of play which was very fine, very tender, r.l;ut SO ver{r heavy,

As a matter of fact, my taking to the Violin came after I h : .
Pillai. I was then about 15 years of age. %X eand. G dvind div i

. The younger generation, I would say, is coming up like anythi
It is so very happy that the present-day generation ofgvig;inists is }a,gldi;gg
a wonderful lot to the techniques. They have mastered many techniques
which were unknown even some 25 or 30 years back. I wish and expect
that they will shine as great musicians of this age,

I shall now illustrate the possibilities of t '
of the delicate touches requirecr et

to vocal music, and so the necessit

lin in regard to some
for Raga-bhdva. (DEmnnstmgﬁon.] ;

—Delhi Sarigita Samaj, 25-4-1965
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The Tyranny of Symbols
CHAITANYA DEVA

Synopsis of Illustrated Talk

Communication in one form or other seems to be an essential quality
of living matter, and the formation of symbols a co-requisite for communi-
cation. (While we could extend this idea to non-living matter, it is expe-
dient to restrict ourselves to life-matter).

Living organisms are constantly subject to limitless number of sti-
muli and their responses are equally limitless. However, communication
would imply the specification of response to stimulus. ‘““This formation
of specificity of stimulus-response relation may, in the broadest sense, be
taken as the definition of communication and symbol (signal) formation.”
This is a quality of protoplasm itself, Sir Almorth Wright in his excellent
book Alethetropic Logic (Heineman, 1953) points out to the necessity of
an eicon or what I call the symbol both in ortho-aesthodic belief and par-
aesthodic belief (direct neuronal experience of an object and indirect infor-
mation about an object). Again this specificity of stimulus-response should
eventually acquire a ‘constancy’ if a symbol is to be useful communica-
tively; it should find a permanency in both racial and individual memory.

While, undoubtedly, a symbol for communication is necessary, it
has a very dangerous habit of being confused with the experiencing which
it stands for. In the words of General Semantics, the map is confused for
the territory. Obviously, the word is not the thing. Such a confusion has
generated enormous conflicts in our society, creating barriers to well-being
and peace, and music has not been spared either. We shall examine some
such areas of confusion in music,

THE CONCEPT OF A NOTE

Music is necessarily a flow of sounds; a process that is continuous.
Barring the staccatto style, there is no way really of defining a transition
point. That is, there is no way of pinpointing a sound as being next to
another.

If we are at all aware of the sounds that we produce in music, there
is a knowledge of the fluidity of the sounds which defy definition. However,
to communicate the memory of a musical experience we specify certain
points in this fluid experience and call these points “notes”. Having fixed
such experiences in memory we give them a constancy. So long as we are
aware that they are only symbols of suggestion in communication we are
sane. But on our giving them a permanence outside music, an enormous
confusion starts. For we start defining scales, intervals, and have end-
less controversies on Sruti-s. We finally reduce music to orthographic sym-
bols (notation) and begin to imagine that they are music. So long as we
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e, no harm is done. But losing ourselves

restrict them to a functional stat : : :
into the confusion of identifying them with music generates problems, some

of which are discussed below:

THE RELATION OF RAGA TO SCALE

The Raga concept itself, wonderful as it is, has put severe gcstrictions
on our music. The rigidity which is often, only too often, insisted upon
the performance of a raga has not left much room for freer development.
Be that as it may, the problem here is of relation of raga to scale.

Having symbolized tonal experience into notes, scales are constructed
out of these. Since they are easy to operate upon, the mind slowly enclothes
them with a greater reality and permanence than a raga. Raga-s are
‘analysed’ into notes which are taken to be the bricks for building a raga.
This has gone to the extent of defining the rthaf (méla) as that which
‘senerates’ a raga. An obvious case of the cart before the horse.

THE CHANGING FACE OF A RAGA

Crystallization or creation of tonal constancies (notes) constantly
goes on. What was once barely a gamaka or mind ( jaru) begins to slowly
gravitate to a nucleus called a note. Take the note fivra madhyama in
Kédar for example. There is a slow mind from Pa downwards to Ma in
Kédar. Slowly the musician focuses his mind to this and produces ma
(sharp) which is an accidental ‘note’. But gradually it acquires the status
of a definitive note for this rdga. This leads to the classifying of this rdga

into the Yaman that, and controversies start again ‘
& S ) , as t 0
of Kédar is Ma! g he dominant note

PROBLEMS IN PEDAGOGY

__ The nomenclature of a sound as a particular ‘note’ |
difficulties in the teaching of music. Sluder?ts are given rEetiE:ﬁz:f; tﬁzir:l?l?s
in Sol-fa rendering to such an extent that they miss the music altogetherg'
They become more or less bad grammarians and nothing else Instead
of getting at the mood of the raga and hence rendering it acsthetica-ll cor-
rectly, they become capable of rendering it only if they know the note n};m 3
Finally they end in producing only a set of notes juxtaposed and not a rﬁge:'

These problems of the tyranny of symbols look innocuous. But a

mind can be artistically sensiti if i ' :
status that they deservg. (Illu:fr:t?g sﬂ‘.) It can assign symbols the functional

—Delhi Sangita Samdj, 24-4-1965

Study of Sastras

reorientation of musicological studies in Karnatak music

V. V. SADAGOPAN
Synopsis of a Paper

Sastra-s (technical texts) are of many kinds; and Sastraic studies too.

In the circumstances of today two lines of study, I think, should claim
our earnest attention:

1. a comprehensive as well as critical study of our music texts;
2. fundamental research in the aesthetic values of our art.

The Gurukula tradition is fast disappearing but its spirit can be kept
up. Yet that is not enough. In this age of dissemination of knowledge
through the printed word, Reason should play its due part. In its absence
passion and prejudice have a free play and distort the artistic vision. Logic
and aesthetic are complementary, not contradictory.

A total view of our §astra-s followed by critical study of details will
help to distinguish between the essential and the ephemeral, We shall
then have reliable criteria for the evaluation of changing forms, styles and
techniques. By fundamental research I mean the isolation and appiication
of basic principles.

- Tn our approach to $astra-s it is necessary to keep an open, inquiring
mind combined with artistic sensibility. Nothing should be accepted or
rejected merely on grounds of antiquity or modernity. As Kalidasa warns

us :
quifics @ @ @4 7 7 Fed JataTEy |
g TOEATIART Wed WG @ TReadAasie ;|
An additional warning against pseudo-scientific thinking is perhaps
necessary:

At 7 9 89 qauEegaqar T 35 |
Old or new, tangible or intangible, all facts and values should be sub-
jected to critical examination.

The co-existence of the good, the bad and the indifferent is not the
monopoly of our own times. In our studies we should sift the one from
the other. Even as to-day, we may come across i the old writings 3 types

of authors:

1. those who were themselves superior artists;
2. those who spoke of their own or others’ inferior art;

3, those who simply compiled.

It is probable that a combination of these qualities existed in one and
the same person.
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In interpreting old texts care should be taken to free the :mrtllcll ﬁ::'?i?:l
inhibiting formalisms of our own time. Also, we should go to the : gften
texts. Translators, who are not always musiClans or connm;seur )
fall into the error of imputing biased meanings to original words. '.

Moreover, it is unwise not to look into texts labelled as belonging to
Hindustani music. Some of them yield valuable clues to a better
understanding of our own tradition. :

Rdga : According to the earliest authors, Bharata and Mahtanga?
aesthetic appeal is the foremost requirement 1n music. Every aut Ofd 0
merit gave illustrative phrases and idioms for raga:s. The present-day
method of definition by scale-ascent-descent 1S un-Sastraic and unsatis-

factory. ‘ _
Names, words and other symbols are technical taolg. . Excessive
pre-occupation with Sarikéla (symbol) would lead to loss of Sangita (music).

A study of our §astra-s would reveal that the active principles of Raga
are operative even to-day. Some, however, have lost their significance

and some others are vitiated.

Compositions : In musical compositions, old and new, not much has
been done by way of studies from the musical angle. The growing grammar
and classification concern generally the externals.

Tala : Pre-determined arithmatical Tala calculations in improvised
music are contrary to Sastra and offend aesthetic principles of rhythm.
Moreover, it harms melody. The findings of fundamental research may
help to arrest mechanistic trends.

Méla : The formulation of 72 melodic scales, based on the Vina
frets, by Venkatamakhi (17th Cent.) threw open a vast field for experimen=
tation. Modern interpretations of his idea, however, betray an woeful
lack of aesthetic feeling. This, I believe, is due to the influence of the Harmo-
nium in the early years of this century.

Svara : The 7 svara-s are like the 7 colours of the rainbow. The
standard musical scale has undergone change. Dual positions assigned
to 5 of the svara-s are becoming rigid now-a-days, to the detriment of Raga.

Gamaka-s, which form a major characteristic of Raga, should be studied
scientifically.

Sruti-s : The svara-s form a continuum analogous to the colour
continuum 1n light-spectrum. Sruti-s are shades of the svara-s, and are
infinite in number. Controversies over the number of Sruti-s have over-
looked this salient point having Sastraic sanction. Modern ratios assigned

to them are of doubtful validity as they do not seem -
scientific experiments. & to be based on

For studies to be fruitful, the music of our great arti
s 1o | » the mu sts sho
recorded, and technical and scientific 1mme:stig:azticmsgr made on thexgl.d -bB

Ndda : All our §astra-s agree that music should not be di

ed
sweetness of tone. The pronouncements of Purandaradasa a:i?’i‘?i‘?ggg?;
are an integral part of our Sastra. The aim of all our studies should be to
get a deeper insight into the mysteries of Nada.

—Madras Music Academy Conference, Dec, 1964

32

A Glossary of Sthayas

IND\QN Nusic j()uikﬂﬂl_ NO-4

PREM LATA SHARMA

Ocl _nov . 1965

Sthaya—Part 11

The 96 Sthayas dealt with in Sangitaratnikara under four headings
are being taken up seriatim. The Lakshana-s found in Sangitaratnakara
(IIT 99-189) have been supplemented wherever necessary, with those from
Par§vadéva’s Sangitasamayasara (II 38-128), Raghunatha Bhipa’s Sangita-
sudha (III 165-286) and commentaries on Sangitaratnadkara by Simhabhi-
pala and Kallinatha.

The following is an alphabetical list of Sthaya-s which will be useful
for reference. The first number in each case refers to the heading and the
second to the serial number falling under a particular heading,.

9o II 10
gregrera<o 111 2
Lo IV 21
FALAHTE ©
(erar) I 7.
gaegrHoe II 12
FaEgOHTHe IV
14
gaferge 11 31

garataaras 11
14

gagee 1V 11
gaemHe 11 11
gaeaiaae I 6
FaTETre 1V 29
grEHAme IV 3

gfadoe 1I 29
gofasze IO
Iegedl
(7)) 14
guarge 1[I 17
geartage 11 3
FTUTo II 14
Fage IV 16
Fello V2
FIE o (W) 17
Fmverome 11 18
qﬁ:ﬁl’o II 25
ferdo
(ﬁﬂ‘a) III 19

GEEAE T
(erar) 17
gar (Fgr) 1 4
o HL <3
Mz o II 20
Mdo IT 16
T&o IV 25
fqEATo IV 4
e IV 9
HI90 II 32
HTfeo
(sF®T1) IV 6
Il o II 28
Bfgo II 6
weqo0 IV 17
I IE | et
SEE
(ﬂTﬁTu) IV 6
SEeate IV 7
AGLE (%
aifime  III 4
Eﬁ’EﬂTa I10
gifeqgo III 7
afeafass 1T 15
fayEae 1V 23
gge - IV 28
Frasfrage 111 12
ASRIRILT 1V 32
4]
(emar) I 7

gdo II 8
E‘E‘Fﬂ'u 1§ [
GIED II 4
fFf:ﬂ‘F.rn I 10
fazfae II 13
Aaare IV 31
fastaqgo  II 19
gFfaegaege IV 1
gfagrariearaa
I 13
gefeage 1L S
ga=Hge 1V 24

gaqe I 26

W&aﬁllllﬁ
3 19

gfo
G o IV 12
qd40 IV 15
A0 H1
o 11 9
a’rﬁilﬁ'o III 11
fesro IV3IZ3
DECEAE Y

(erar) 17
b = g I 6
o II 7
IEHTE © '

(orar) 17
mweee IV 13
Yo IV 20
sfede II 22

Ffeaamze 11 21

gl
ﬂ'ﬁﬂ'ﬂ'a 1k 23
d%o IV 22
qgo I 1
ﬁgﬂn I 4
qT4 9%
fafagare 11 15
Fzeafqe IV 8
T[s2 0 [1
fofasre IV 10
fafaeemg IV 27
gafgsze 111 8
Iff%,_ﬂ'o IV 19
HHo II 24
gafeage I 5
qTET e 1V 30
olV 18
E@'a IV 5§
gefos 11 30
geatae 1T 20
oqraATe I 2
AT 0 IIT 18
fegTo III 17
ﬁ?ﬁ_‘l}]’o II 27
qio II 33
HFIHTEo
(erar) 17
ﬁﬁﬁau I8
e IV 26
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] TEN PRASIDDHA (well-known) Sthdya-s with
Asarikirna (distinct) Lakshana-s

|, Pertaining to Sabda. TFTIERHfGATET: AT MERE Hifaar:
(SR. III 112)
qeeaTal afens st Tord ST FATEAT aad T AT ST geke T
=fq afew T4 | (K.

afer T erATaAe STaad qar TEw T I |
qaTEaT <t Sfafaed meewataTAEara || (S.S. IIT 165, 166)

This can be interpretedin two ways—(1) in Alankara-s like afarfy, famr
etc. where the succeeding phrase begins with the note with which the pre-
ceding phrase ends and (2) where a particular note is prolonged and ended
rather abruptly and again taken up in the beginning of a new phrase e.g.
aqfiraisss, dfAftss. 'Oyara’ mentioned by P. can be taken to bear
contradistinction with this as it (Oyara) implies a return to the starting

note e.g. TG HAIH,
FeaTg EEatafaFag | qAEA qHfEsE TEEifE- a0
s:571131, 42)
2. Pertaining to Dhdla. F¥ TFATEAAT F+ ABATHTHA |
(S.R. III 113)
FEANFATFAT=T 3Td:, Vaq T FAATHDT F: | (S.8. IIT 166)
FARIFFTRT e faaageaat |
AfsEda 9 79 @9 qg=ad | (S.S. Sara II 46, 47)
The rolling movement of a pearl has been cited as an analogy for

" the rolling or slipping of notes which can best be | i
_ T : : erceived i
Avardha or Ardha (in a comparatively lesser degreel)J in fast telnpgtralght

3. Pertaining to Lavani. 97 @fqs 9T |
H . . ;
3T, T FEAT: i || (S.R. III 113, 114)
ferameeTe fam aea wvem
- ¥ - & I
YA TEI aued MASIfEs: || & Fafo: | (S.8. Sara II 103, 104)
AR AL TN TAAG IS T |

Rendering of Svara-s with extra tenderness in descent (7w7)

is . P. has added #w9w or light 18 (sa=r afor
s add tremor.
may have some affinity with Maharashtri srara (fto b::mdo‘svn) ;

& L 3 . H v !T ﬁq I
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GLOSSARY OF STHAYAS

Th:e F¥9 or tremor of notes in Arohi or Avarohi and constant
tremor in Safichari Varpa is called Vahani which is subdivided as follows ;

aa?"r
| |
(frEge) Iﬁalﬂaﬁ (ufFago) W .
ﬁﬂlm ﬁ‘tnl'rm Felazr ﬁﬂ%zn

| | |
l l l 1 | l | |
EIE]T Fosar  foreem E’fﬂ ERERL farrem E‘;"]"éﬂ' FUSTT ﬂ‘lf!??!il
| THEE |
| 1 l | | | | | I
sl Scheal @l Schedl  @dT SITHeAT AT F05AT forre
|

| |
=Nl Segedr

(i) That pertaining to Gita or composition.

(ii) That pertaining to Alapti.

(iii) That associated with ferz  (constant) F¥7 (on one and the same
note).

(iv) That associated with & (fast tempo) i.e. with notes moving
fast.

(v), (vi) and (vii), Pertaining to the three vocal centres or regions of
the body, viz., abdominal, guttural and cerebral respectively, associated

with the three registers (¥4T9) Viz. Mandra, Madhya and Tara.
(viii) FEETAAfEARE T zgﬁ‘f%rmqaﬂ(s. R. IID Khutta is that

where the notes appear to be ‘getting inward’, i.e., where the succeeding
note appears to be getting into the preceding one e.g. g, farfde, T

© ete. (ix) HiegeeCfRaT €@ g 1 (S. R. 11T 118). Utphulla is
& just the opposite of Khutta, 1.e., where the notes appear to be ‘coming out
or the succeeding notes naturally flow out of the preceding ones; e.g.,

foT T WY 99, etc. P. describes Vahani in identical terms.
5. Pertaining to Vadyasabda. TR JTRIART Jg ¥ FTAWERAT: |
(S.R. III 119)

JTereq WesATy ATETETErir § F: FoeEr: |
¥ TATTSTATTTHI: T AT (ARl 1 (S.5. TII 175)

: «Vadya§abda' has been interpreted in S.S. as syllables (9TET&IX) associa-
=  *ted with musical instruments. Raga may be taken here to stand for ‘Rakt’
? in general, Where Rakti is created by a special use of the syllables asso-

SR
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Jhala’ in Sitdra, ‘Tatakdra’ in wind instrus
ments or where the syllables of an instrument are used in vocal music, e.g.,

“Tana’ *Ri Nom’, etc., in Alipa of the Dhrupada style, ‘Tanam’ of Karnatak
music, Tarana or Tillina and similar compositions, the Sthaya can be said

to be related to Vadya Sabda.

ciated with an instrument, e.g.,

6. Pertaining to Yantra-s (musical instruments). ¥ FrAaAq E;EEI%

geare g aeas: 1 (S-R. I 120). Those that are found in abundance only
. sical instruments, e.g. ‘Ghasita’ Sita’, etc., of plucked stringed
instruments or special bow-techniques of bowing instruments.

[Ghasita—where notes are joined by l:educing the length of the vibrat-
ing string. Sata—a kind of Ghasita which drags one tone to another.]

Whereas ‘VadyaSabda’ has special significance in the context of syl-
lables associated with instruments, the present type refers to special tonal
embellishments which are peculiar to certain instruments,

7. Pertaining to ‘Chaya or Kaku. ‘Kaku’ has been used here as a
synonym of ‘Chaya’ which literally means ‘shadow’ but seems to imply a
special characteristic inherent in timbre, in accentuation, in intonation or
in a Raga or a special characteristic of one Svara or Raga being transferred
to another as will be clear from the following six varieties. P. has given
some more synonyms of Chaya in addition to Kaku, viz., Bhavana (scent-
ing or saturation) Rakti (charmingness, pleasingness, loveliness) Bhasha
(the expressive feature of a Raga) (S.S. Sara II 96).

(i) Svarakaku. >yfFgATIEFET a1 FAESAT |
AT W & FEE AT J7ar )

T S T ATISEE a3T Fged fR: |
BT GSHE ANTRTAINS (TRHT SAHIHaET 11

(S.R. III 122)

(S.S. TIT 179)

It is obvious that ‘Svarakaku’ pertains to “Vikrita S ’
vara-s’, w
one note enters the sphere of another and thus adopts itsI shadow by getlzig;
gearpr., e.2., Nishada gets the Chaya of Shadja when it takes one or more
ruti-s of Shadja, 1.e., 1s augmented and gets nearer the latter.

(i) ‘Ragakakv’. 71 Trved fAe=omT W= T =i
A g ar fag:n (SR 1T 122)
AT q&T A=4d "T Aa=evateha: || (S.S. Sara 1I 99)

:I‘he spfcia{ characteristi; of a Raga which distinguishes it from others is
B it s, v o ot Gldutn
Rish on Gandhara is indis a

r. ha::. x;ery aptly called it the “Mukhya Bhasha’ (maige::;g:sig?s tohf?:. Bkgg.
iii) Anyardgakdku. W1eERITRTETEAT T TS :

: h T T =T (S.R. III 123). This
ﬁeﬂ;ggg :;;léelgh;;; %ﬁﬁﬁrs{nﬂz Chi}rﬁ of another; e.g. (i) in V)asanta
© phrase §HSHHTS using two varieties

of Madhyama successively or (ii) the
. . ) the phrase famift of Saranga inva-
riably running through all varieties of Raga Kinhaqlﬁ.nf 'ﬁ'ﬁ:ﬁissa:lr:d :

Uparagabhésha by P. who says that it is popularly known as Thaya
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(zawa =% smfa wfeer) |
(iv) Désakaku. @1 IAHTEAT TA WAL IEAATET: |

This implies regional characteristics in musical rendering. P. iden-
tifies it with DéSakhya Bhasha of Raga-s. This is more conspicuous in
vocal music or in instruments like Violin or Vina directly following the model
of Vocal music, e.g., the embellishments of a vocalist from Punjab and Maha-
rashtra can be easily distinguished. But it is rather difficult to associate
these regional characteristics with Raga-s, i.e., it is difficult to say that one
and the same Riga is rendered in a different way by a musician from Panjab
or Bengil. There are, of course, some regional melodies as Mianda of
Rajasthana and Pahadi of Panjab, but DéSakaku does not seem to refer
solely to them, it seems to refer to regional varieties of one and the same
Raga, e.g., Bangala Bhairava, Saurdshtra Bhairava.

(v) Kshétrakaku. o< eafersa afaad faaaa: o
T AFGET F1F: SaFTHiT TaT 1|

This refers mainly to the timbre of human voices which distingui-
shes one voice from another (no two human voices are identical). Ap-
parently it is difficult to say how the timbre of human voice can have special
significance in ‘Raga’ unless ‘Raga’ is understood as ‘Rakti’ in general.
But serious thought reveals that the timbre of the human voice has its own
importance in the aesthetic atmosphere created by a Raga. Thus it is not
a far-fetched idea to hold that the expression of a Raga can have character-
istic features associated with the timbre of the performing voice. It is com-
mon experience that some musicians have a fancy for certain Raga-s as
the timbre of their voice is more suitable for them. P. very aptly explains
this as follows:

(S.R. IIT 123)

(S.R. 11T 124)

Feafag TETENT T FieAfrreaT |
<fe: W‘: W’“ 'é‘]a%\' | (S.S. Sara 101, 102)
(vi) Yantra-kaku. STOTEATEAARIT IF1H: qA1 AT | (S.R. 125)

This relates to the timbre of musical instruments, which can also have
its place in Raga. For example ‘Bina’ of North India is specially suitable
for solemn and grave Raga-s like Darabari Kanhada and Malhara, but

Jalataranga is just the opposite.

[Note : It is notable that P. identifies Ragakaku with Mukhya or
Miila Bhashd, Anyaragakaku with Uparagabhava or Sankirna Bhasha
which is popularly known as Thaya according to him and DéSakaku with
Dééakhya Bhasha. Similarly, Svarakaku may be identified with Svarakhya
or ChayamatraSraya Bhasha. This identification can go a long way In
apprehending the significance of the four types of Bhasha of Gramaraga-s
given by Matanga and subsequent writers down to Rana Kumbha.]

8. Svaralanghita. ¥e} Wed T WAeAEAAT TG |
(S.R. 111 126)
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This implies the skipping over of more than one intermediary notes.

S.R. enjoins the omission of ‘Bhiiri’ (‘many’, interpreted by Simhabhiipala

as three or four) notes but ‘Langhana’ can become conspicuous by the omis-
sion of one or two notes also, hence S.S. lays down the omission of two or
three notes. Par§vadéva gives two varieties of this, viz., Langhita’ and

‘Svaralanghita’,

Syamefasys: @i aa faasaaq |

TR fgHd aq g=9ed 1

(e.g., @ f:\(1[1 fT % ", T i q, etc.)

T AT fEfamaTid wag |

TaT AawaAT e : AT TR | (S.S. Sara 11 52}

This lays down the omission of one, two or three notes.

9. Prérita. frdmeameearsy S §feq: @t 0 (S.R. IIT 127)

. The movement of notes in upward, downward and slanting or oblique
direction is enjoined here. Tiryak (slanting) can be understood in melodic
music only as the ‘Vakra Gati’, i.e., curved or winding movement of notes,

e.g., wtar-gaf-fomafafdag |

10. Tikshna e qurafaeat deoEieT g=aq | (S.R. III 127)
e fawfy areamstt gemass dem: | (S.S. III 186)

The sharpness of a whole tone used in the ‘Tara Sthana’ (upper register
has been given here the analogy of a needle~point, e.g., ‘Antara Ga’ in ‘Tara’.

II THIRTY-THREE PRASIDDHA (well-known) Sthaya-s with
Sankirna (indistinct) Lakshana-s.

l.  Pertaining to Bhajana. TRTERTiRSTATET AT ASH 7T |

IREST Srewea &, (S.R. III 128)
eI RS guraEgET
| (S.S. Sara II 88)

S.R. emphasises the element of ' i '
. S.R. . conscious effort in creating R3
ﬁgggﬁi agc;;—exceﬂeqc? It 1s ri‘]ommnn experience that a pgerf:r%:i:;
: 0me special pieces in his performance where he puts in
effort in creating Rakti. This strain of effort cannot and shogld not f;::?;ie;

constant throughout a performan :
the element of ‘natural I;ift" (Suﬁﬁcrei;“a)_P' on the other hand, emphasises

2. Pertaining to Sthapand. eqrafrer PIWﬁFﬁIT aat wfawg zfy: |
(S.R. IIT 129)
o) mﬁmmqﬁarﬁﬁ%ﬂmmmgw: Pra=y & eamoeafa |
(8.)
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The movement of notes can be explained here with the analogy of
plodding or walking with heavy steps, pausing a while at each.

3. Pertaining to Gati. afs=manfey foea waaEgaaniy:
AT I T, (S.R. TII 129, 130)

The analogy of the gait of an elephant in rut is cited here for ‘Gati’ of
Svara-s. S.S. adds the adjective ‘Gabhira’ #Eara@@aTdIwIfa: which

can be interpreted as majesty or solemnity accnmganied‘by intoxication,
i.e., swinging but majestic movement of notes. P. gives a somewhat diffe-

rent denotation of Gati as :

argEafeal e fawreasg Fae |
O qAF FEATGATT AT AAHEd (S.S. Sara II 39)

The element of skill in the arrangement of notes is emphasised here.

4. Pertaining to Nada. el wrgaaiad: |
Al A AT TG ARET FHaar: || (S.R. TIT 130)

‘Nada’ has been used here in a special and restricted sense.dennting‘
the abundance of ‘Snigdha’ (unctuous) and ‘Madhurya-mansala’ (‘fleshy

with sweetness) musical sound.

5. Pertaining to Dhvani. F{qarasamm: & 041 4 '-‘r-‘f-’(ﬁ'Sﬁ'r]-'gl’:f:II!II i
(S.R.

I EEqT: AN THFEIHE Eafaaafee: | (S.)

‘Prayéga’ has been interpreted as ‘Gamakasandarbha’ or an orderly
arrangement of Gamaka-s. ‘Dhvani’ can be taken to imply the use of long
phrases full of Gamaka-s.

6. Pertaining to Chavi. JFaT: FIATAT FIwAT B T l(isi ER:!T{: 131)

wfa: FmaeHdr (S.S. Sara II 96)

‘Chavi’ denotes tenderness of notes accompanied by splendour. S.R.
has defined it thusin the context of Kanthaguna-s (good qualities of the

voice) :
T TaasvSeaTel: NTHeqeead |
Iseaaisafafa Neavefaafafa g saf+: (S.R. 11 77)

e . ToT TFAESAT: ST JAMEA: 1
7. Pertaining to Rakti. Geewual (S.R. III 132)

This refers to the super-excellence of Rakti; it is similar to Bhajana
(No. 1 above) but the only difference appears to be that the latter implies
conscious effort whereas the former does not.

39



INDIAN MUSIC JOURNAL
(S.R. 1II 132)
(S.S. 1II 194)

8. Pertaining to Druta. ZAEATA4ATAI:, |
FSETRU I AT ST SAAT T Gawesgql:

This refers to fast tempo.

9. Pertaining to Bhrita. qqE wwrzsa‘r’“r I
ST F STAATHH=AT0l €15 gaweadr=ad || (S.S. TIT 194)
In Hindi it is popularly called ‘Bharava’ literally meaning filling up’
implying fulness of volume or intensity. P. gives a somewhat different
explanation as the ‘filling up of Raga-s’.

TFIHSAATSSAG! A TATLLTH |
0 FIHIESE X0 afeqdq: | (S.S. Sara II 86, 87)

10. Pertaining to Amsa. TTATEATETET TEST:, I (S.S. 111 133)

‘Améa’ has been used in a special sense here. It does not denote the
predominant note of a Raga, but denotes the particular phrase of a Raga
used in another Raga. The two extant commentaries on S.R. throw some
light on the question as to how this ‘Améa’ could be distinguished from
‘Anyaragakaku’.

| TEUUERRAE 9 #1948 Ffa Iq; 990, FEO e

FAHTA =BT SAT TG PATR TR TPSAT F41 4T T Ad g : | Fueg TF5a<
WA T3 AT AfIERAveT e WaigTRE SIS
Haeqq gfd Wl Z52ed: | (K.)

THANAT AT FG 632 FH—HAE TWEI=0ET T
; ' s Gk L BT
frer wamaaEts 3f | ’

K. is more exact and concise in saying that ‘Anyaragakaku’ impli
‘Samavaya-Sambandha’ whereas ‘Améay implies ‘Sa}:;yﬁga-Sa;b;ggﬁ:E
In other words, ‘Anyaradgakidku’ denotes the Chaya of one Riaga being
inseparably woven into another Riga; [cf. the examples given under 1-7
(i) above] and Amsa denotes a solitary phrase of a Raga being used in
another ?laga merely as an arbitrary embellishment; e.g., gsfiy fx fiasy
AUEqsH 1S sometimes taken in Kédara which . ;

i does not regularly use

S.R. and P. give seven varieties of Améa i

gnd w1tlh t;i:dfnﬁml illustrations, but the li v
. complete treatment of these varieties. Suffice it to cite ]

g:;)lnlfﬁgm;;ﬂ:ﬂi;;he AfméaKuf Kﬁraua;ﬁga found in a Kﬁn:;;iéjrg;heliigaggi'

amsa = a of a Karyaraga found in a Kiranara oy

yam$a=the Am$a of a Sajatiya Raga in anoth g e
a ajatr 1other Ra ‘

gl;e _:;Ellga nf_a similar Raga in another (v) Aﬁad;iﬁitﬁzagzhf agirll':iﬁamé? &

ssi r Riga in another (vi) Madhyasthamé§a =the Améa ki

Raga in another and (iii) Am§améa =the *Safichara’ of one Amé;'f;naa:gltlltigl
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11. Pertaining to ‘Avadhdna’. RTHT TG T ATRTEN SAITAAI
(SR. TII 141)

ATE! TAYF AT MG A TS saE o (S.)

_ Those Sthaya-s that demand full concentration of the mind fall under
this type.

12. Pertaining to Apasthana. ‘Apasthana’—is the opposite of
‘Svasthana’.

AT faar a7 T a9 a9 |

TIEATH TETEATH ATATA qgaid: || AT § ST ASTEATTHAZAAT: 1|
(S.R. II 142)

CleiscicensRic i eeriRiperid Ll (S.S. 111 207)

This implies special effort in voice-production (in vocal music) or
in the act of playing on instruments. Bhajana relates to special effort in
the creation of Rakti but this relates only to voice production or to repro-
duction on instruments. it is a well-known fact that each voice and instru-
ment has a special pitch-range which may be called *Svasthana’. If that
range is violated i.e. the tonic is not in conformity with that range the result
will be that the voice will be strained and some extra effort may have to be
put in while singing or playing on an instrument.

13. Pertaining to Nikriti (Nishkriti ?7) S.R. Does not define it say-
ing that its significance is clear from the name itself.

TR TAESe T g 9 a1 frgfafie |
eqr fafaermmem aonq @ear 97
FATETAT qeAtaFia: qaad |l

‘Nishkriti’ would be a better reading in view of the above definitions

which imply restoration to the original position after the use of various
‘Sthaya-s,’ which may be explained as ‘resolution’.

(S.S. III 208)

(S.S. Sara II 80, 81)

14. Pertaining to Karuna. S.R. Does not define this.

AT T4 TR A & e e e (S.S. 111 209)

FRITEE N fARr-aaaansgar |
FRUTTE-HqT: ST FROM e 1!

(S.S. Sara 1I 67, 68)

Those Sthaya-s which arouse ‘Karuna’ (melting of the heart in gene-
ral) fall under this.

(to be concluded)
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The Old and The New Music Education
S. N. RATANJANKAR

THE GURUKULA

Before education on a mass scale was introduced the old Guru Sishya
Sampraddya was prevalent everywhere. Even in the West, where mass
and class teaching on modern lines was introduced much earlier than here
in India, mass and class teaching as we understand it today was not existing
before what they refer to as the Renaissance set in. Class and mass educa-
tion has its origin in religious congregations. For the purpose of training
students for a particular occupation, however, the system of individual coach-
ing alone was followed in those ancient days. A young boy having a natural
talent for a particular branch of knowledge or art used to be sent to an
expert specialist in the line and was coached by him.

Education in those days was a priceless gift. Great artists and scholars
of the remote past were themselves alwaysonthe look out for pupils to whom
they could impart all their knowledge and art, pupils who had talent enough to
appreciate the blessings of the knowledge and devotion to pursue it, and faith
in their master. Such persons alone approached the great masters and such
persons alone the great masters taught with affection and interest. The
custodians of knowledge and art were, in those days, liberally patronised
by kings and princes. They neither stood in need of nor expected from their
pupils any gratification for their work of teaching. In fact they fed and
clothed the pupils out of the property in land and money they held as dona-
tion and gifts from their royal patrons. They of course put their pupils
to hard work and even at times very trying personal services with a sem-
blance of harshness. May be, that was all a part of the training. This
spirit of education as a labour of love on the part of the teacher and devo-
tion on that of the pupil deteriorated as soon as the Royal patronage slacken-
ed and the masters were driven to looking after themselves for their very
subsistence. Training in Art and craft became a very difficult problem for
the learners. They had to pay a very high price either in the form of personal
service or in money for scanty scraps of lessons from the masters. Music,
Art, Crafts, Poetry and Literature became hereditary professions and these
were, so to say, monopolised by and restricted to guilds of professionals
who jealously guarded the secrets of study and practice of the profession
concerned, reserved them for their own children and threw out to an out-
sider who came to learn from them little bits of lessons here and there
without opening to them the so-called secret treasures of knowledge and

practical work.

No doubt, it often happened that a fellow who had absolutely no talent
for the art or science went to a renowned expert for training. Such per-
sons became a nuisance to the Ustdd and a Jaughing stock of the company
around. These pupils were passionately devoted to their line of choice.
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But they had no sense of their own lack of capacity to succeed in their pur-
suit. As a result, these pupils never attained any merit and remained mere
caricatures. [FExtra-intelligent and talented pupils were considered by the
masters of these later years as trade-secret-lifters and were never encouraged
or allowed any contact with the proper methods of study and practice. Even
under such conditions the talented and intelligent among the pupils of the
Ustad-s, with no end of patience and firm faith in the Ustad and devotion
to their chosen branch of study, stuck to their work for years together under
all difficulties and purposeful inattention of the Ustad, and came out success-
ful in the line. Such cases were quite common among the great musicians

of the recent past.

The traditional method, however, of the professional Ustad-s had
certain great advantages. The admission and enrolment of a new entrant
into the particular wradiiion or Ghardna of practical training was effected
by what is known as the Ganda or Nada (band) ceremony according to
which the Ustad tied a thread round the wrist of the pupil and recited cer-
tain sacred incantations and benedictions, put a few grains of gram and
jaggery in the mouth of the pupil and initiated him into the art by the first
rudimentary lesson, in the case of music, the basic music scale Sa, Re, Ga,
Ma, etc. The pupil (Shagird) on his part touched the feet of the Ustdd
with his head and offered a present and sweets according to his capacity
at the feet of the Ustad. A royal Shagird offered jewels and ornaments while
a common man could offer a few coins. There was no set standard. This
ceremony was considered to be sacred and the relation thus created between
the Ustad and the pupil was to be observed for all life. The pupil attained
certain rights as a result of the ceremony. He was looked upon as a near
relative, almost an inmate in the house of the Ustdd. After the first present
offered at the Ganda ceremony no further fees were expected from the pupil.

The pupil - oined i
L ih;;u%;aj;s however expected to do service he was enjoined in the house

Let us now turn to the actual lessons set *

The first lesson was what is known as *Siir Bharna’. Th i
‘ ) na'. e basic Svara,
Shagfjabntt“l tll&e Mandra Saptaka suitable to the vocal pitch of the pupil
::s tD ];: 3 up as long as his breath capacity could hold it. This practice
: s to li one regularly early morning every day for an hour or two. in-
reasing by and by the duration of the Shadja. The object of this prat::tice

was to acquire steadiness. st : : :
breath control. = Propos éui drength and correct pitch-sense in the voice and

guidance is necessary in this; otherwise the voice
ﬁjﬁc};igit ;;af,];?{?:n%:lﬂgﬂidhgim’e"qﬂi“B_the practice or by a faulty pro-
to go down too much in the low high-pitched yoices were not expected

¢ lower octave, nor were pErsons possessing

deep low-pitched voices ex q :
top octave. What was iﬁggtft:rff vas hoiai T Voices up too much in the

: ; Nt was holding a musi , '
f}?,nzﬁl!:élg;z‘a?: }‘nm:- This practice was cuntinﬁed fu?sﬁnggsﬁaeﬁze;‘?;?tﬁg
Talim till he was staglysgegatslfasi tlih\?nitcgrfg tge?er'gfoﬁe oy f‘u"rrethdar )i

; & i g g
?smtr:éijgim:%h"u :ittelfedlt_legss and tunefulness. pfpparigt];cqsuch ptr]fct:;
will have the natience o0& I wonder if our modern’ students-that-be
But the old students of (hr s, 518 JUst one single Sa for months together.
udents of the past centuries did stick to these instructions. - -
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However, during the time they went on with this ‘Siir Bharnd’, they
came into constant touch with the best music and musicians at the musical
gatherings and debates and discussions often held at the house of their
Ustdd-s. By the time they finished the initial course of voice cultivation
they had already heard hundreds of musical performances and discussions
on practical aspects of music at the little homely conferences at the house
of their own and other Ustad-s. A good number of priceless musical com-
positions and artistic Aldp-s of a number of Raga-s had already trained their
ears automatically.

After the Shagird had acquired strength and steadiness in the voice, the
next course started with a few simple scale exercises to be practised with in-
creasing tempo. Mostly the straight Aréha-s and Avaréha-s of a few basic
scales such as Yaman, Bilaval, Bhairava, Kaphi and Bhairavi with an open-
mouthed and full-throated voice were practised. Along with these a few
easy songs of Dhrupad style in raga-s like Yaman, Khamaj, Bhairava and
a few passages typical to the respective raga-s attached to easy songs of the
Khayal style were practised. There was nothing like a set course of study.
Whatever the Ustad was inspired to teach the pupil, the pupil had to learn.
Of course there was a certain broad outline of the course of studies which
varied in details according to the voice quality, degree of musical intelligence
and musical memory and general fitness and progress of the pupils.

There was nothing like the Svarajfidna exercises. The ear-training under
the traditional method of training aimed at the correct impressions of the
raga-s and songs on the ears caught and retained synthetically by musical
imagination and musical memory and not by musical intelligence and analy-
sis. Without understanding intellectually what it was that he had learnt or
was practising, the pupil under the traditional system had to concentrate by
mere memory on the impressions he might have received of the raga-s and
songs he was taught and practised them hundreds of times till the lesson
was permanently fixed on his mind. The lack of Svarajfiana worked as a
blessing in disguise in the case of those students of music of the past ages,
because it was only by steady and constant practice aided by musical imagi-
nation and memory that the lessons learnt from the Uszad could be retained.

We now wonder how a musician of the old tradition is able to repeat
verbatim the songs he might have learnt fifty years ago. They must have
practised these songs at least five thousand times to remember them correc-
tly after a lapse of fifty years. We also wonder on the other hand that quite
a number of practical musicians of a fairly good reputation during the recent
past were unable to analyse their aldp-s and tana-s in notation. All the
same they were impressive practical demonstrators. 2> :

And now let us turn to the modern methods of class teaching of music.
To my knowledge the first record of a music School in India is that of the
Baroda State Music School, which seems to have been established at Baroda
sometime in the nineties of the last century. This school was run by the
late Moulah Baksh Ghissé Khan who seems to have hailed from the south
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and as such was fairly well acquainted with the Karnatak system of music,
The new scheme of imparting training in music to a number of students
together in a single class of music on modern lines naturally created a sys-
tem of notation and graded text books. They were followed by others with
different notation systems such as Akdr Mairik, Danda Matrik of Bengal
the three-line system of Pandit Vishpu Digambarji, the notation system
of the Hindustani Sangeet Paddhati and other schools that sprang up in
many places. Some of the notation systems never became popular,

According to the class and school training in music a student is given
lessons on Svarajiidna for a year or two so that by the time he is admitted
to the third year he is well acquainted with all the scales of music and the
twelve basic semitones of the Hindustani Music and as such can learn from
a book of songs in notation the outlines of a song. A syllabus of graded
course of study and practice are prescribed for these schools and in a course
of five years a student becomes thoroughly acquainted with about fifty raga-s
and half a dozen songs of different types, Dhrupad-s, Khayal-s 'I“czJ".*.i:'ir*.'gf‘af--s1+
a few Thumri-s and Tappa-s and Alap-s of every raga he has had in’l'u's course
pf‘ study. And_ yet we find that hardly five per cent of the students of thes
Institutions shine out as outstanding practical demonstrators of music. Wh i
Is this condition due to? Is it the fault of the new methods of training? EII
it the fault of the notation ? Are the textbooks not the right ty '?g A .
the teachers-that-be not competent enough to guide the students ]:‘r;e I d.’:u'rf
sﬂa}yt lzl;a;t :I?gaergf J}];iea f;j_rf:'?:nd::n'ss:bhe: for what is supposed to be the ;:leﬁcien:y

| Ical demonstrative capacity of the students. S
every one knows that mass education has its i
pect every graduate of a University to shine ET;? igelf;?fztsés aw c?' dP s
national figure. So we need not expect ]
pect every student that has completed

a co A : ol

a5 an oulstanding Gapel orr py, P UDle insitution of musie to shine out
. = - O dadaic. A

which make it difficult or unintere But there are other circumstances

: stin :
on his study and practice of music. '8 for a student of music to concentrate

The first and most essential conside

among the '
g students by selection on grounds of voice quality, natural ap-

titude and favourable '
; €Conomic conditi sty d Ay >
music and, for such students, a h;s{igmns for specialisation in the art of

the prese e e o attached to

condion of hess osiuons has a howel aached to i The Hmncal

and sweet-voic ‘ Is not such that they ¢

ments for th iced students from the other also-rans ayd o ¢ e nienied
I their traming and create facil nd make special drrange-

. _ iti >
with their teachers, Nor are they abISetsofor them to be in constant touch

ration for a school is a section

this is a welcome feat

these artistes on and. e, and students of music et on iti

about t : often and musicians [ & o ortunities o hear
the high fees paid to Practical dse;lggt;?::&fa\:g? :,el:a}_’s think well
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But the fact remains that institutions of musical training are deprived of the
services of these top rank demonstrators of music and the students’ advantage
of coming into close contact with these artistes. If it were possible to engage
these artistes it would have been easy for the institutions to combine the

old traditional methods of training with the new ones of class and mass
education. After having had training for a few years in the regular day-
to day classes of the schools they could have been entrusted to the top rank
demonstrators to be further trained in the old professional methods.

Then again at the schools of music proper systems of voice culture
are still not sufficiently attended to. In fact there is nowhere a proper classi-
fication of students, according to range and quality of voice, and training of
voice, suitable to the voice quality. Every student has to do the self-same
course of study and practice, whether the course is suitable to his voice
quality, to his temperament, to his taste, or not. The anxiety to complete
the prescribed course of studies and pass the examination diverts the interest
and attention of the student from the musical content of the lessons he gets
in the classes to the necessity of cramming the words to correct Tala and
the Raga Alap-s, and prepare them for the examinations. Among the two
hundred students who are admitted to the schools of music, hardly ten per-
cent join them with a serious aim at becoming musicians. Most of them
join the classes just for a pastime or just to have a superficial and casual
acquaintance with the art. Some students, I have noted are joining the
classes of music because they miserably failed in their academic career In
schools, just to try their luck in music. Such students prove dull in music
too and prove a burden to the poor teacher to whose lot they fall.

The advantage of acquiring a good grounding in Svaragjfiana under
the modern method of training and course of studies should prove a great
help to the students who would properly understand that advantage and act
upon it. But the usual tendency among modern students is to cram lessons
just a month or two before the examination and be prepared for the exami-
nation alone. This may be possible in respect of other subjects. But in
a practical subject like music this eleventh hour cramming is not only In-
effective but also harmful.

The initial Svarajfiana, the textbooks of songs and theory of music
have created a feeling of overconfidence among the modern student of music
so that he has totally lost sight of the necessity of a regular and constant
practice of music. He sings by the head, so to say, and due to lack of prac-
tice his voice does not respond to his brain and he sings either out of tune,
or if not out of tune, he sings without feeling. The effect of the music 1s
nil. On the other hand if these very modern students who have already
acquired Svarajfidna in their primary course, understand the importance
of regular practice on right lines there Is no reason why they should not,
not only come out as competent practical demonstrators as the top rank
musicians of today, but even do better. Education and culture have a

very healthy effect on art.

We have yet to establish institutions of music where both the modern
and the old traditional methods are combined. Now that music has attained
its due prestige and place in the cultural activities of the nation, students
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wanting to specialise in music and devote time and encrgy to a Sk ke
study and practice of music will not be lacking. d- stafPiof iBchat &
and colleges of music with a competent and ‘f'*’e”! paid sta Of e fopigish
well as good practical demonstrators, and smta{a e cmtx_rses' 0 L

textbooks including suitable courses of exercises O vo;cc 11:5 o ! n,
voice cultivation and breathing, and rEgU]af,ngmmmesdo tmI & it
chers, artistes and the students themselves, will surely send out Indian musi-

cians of great ability.

—Adapted from Lakshya Sangeet, Vol. 4 Nos. 2 & 3

DAKSHINAMURTI PILLAI
(Continued from page 24)

All the time he put in assiduous practice. He then returned to the
Ramanathapuram palace.

His public career started with his joining the dramatic troupe of Bala-
mani, the famed actress. Soon he was recognized and was in demand for
kalakshépam-s and music concerts of eminent vidvan-s. (Even as an ack-
nowledged vidvan of repute in later years, he had no trace of snobbery
in him. He played in the Kanniah Dramatic Company and for Kailak-
shépam-s of Saravati Bai). He gave a unique pleasing quality to the nor-
mally “dumb” kaiijira. He was paired very often with Alaganambi Pillai,
and in later years with Palghat Mani Aiyar. He held the field as an out-
standing master for a number of years. Almost all the senior Vidvin-s
of today considered it an honour to have his accompaniment.

His approach to his art was that of a ybgi. On and off the concert
platform one could always see him engrossed in the business of combining
Nada with Laya. His théka-s and ghumki-s, along with cross-rhythm, added
verve to the performancf;. He could coo as well as thunder, but every-
thing he did served to highlight the main melodic music. He used only

mridanga syllables and scrupulously avoided Tavil syllables,

Six feet tall and well-built, his was an im
and piety, Self-effacing to an amazing de

-

posing figure, radiating cheer

ac . gree, he inspired confidence
/Il TISIDg young musicians.  In financial matters he was gegerous to a fault

On many occasions he gave succour to compeers, friends and helpless stran-

gers.  Karnatak music lost his physical presence in 1936.

—K.B.S.
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Music Education

Music in Secondary Schools
P. SAMBAMOORTHY

The immense powers of music in (1) moulding the character of a per-
son, (2) arousing the sense of beauty within him and (3) in inculcating a sense
of discipline have been recognised in all advanced countries. Compulsory
teaching of music in all boys’ schools and girls’ schools has been provided
for in all those countries. In India much remains to be done in this direc-
tion. It is erroneous to think that music will not be a success in boys’ schools.
All our great composers have been men. All the top-ranking instrumenta-
lists of India, and many of the leading singers have been men. Almost
all the leading musicologists of India have been men. This being the case,
one is not able to share the view of some educationists that music is a thing
only for girls. Of course, girls are endowed with sweet voices and singing
comes naturally to them. But many boys do possess good voices; only,
opportunities are not provided for them to cultivate music. In the sphere
of instrumental music, where one has to put in several years of hard practice,
boys can be expected to fare better than girls.

Music has to be cultivated for its own sake without any professional
aim in view. It makes life more enjoyable. A person with musical talents
is a welcome figure in all countries.

Even those schools which do not possess regular qualified teachers
on their staff can provide facilities for their pupils to learn music outside the
school hours. For this purpose, a part-time teacher may be appointed.

The heads of schools should deem it an educational duty (Vidya-
dharma) to provide for the teaching of Music in their schools. Some States
in India have included music as an elective subject in the higher secondary
schools. In these days of utilitarian studies there will naturally be a rush
to study subjects which will provide students with a lucrative career later
on. But the heads of schools can provide facilities for the study of music
as an additional elective, by suitably modifying the time-table. and find the
extra periods for this additional subject.

Need for a comprehensive training to Music Teacher :

The music teacher of the presentfda,.y .cannolt_[ remailn c?ntc&tlwuh

' he same old, stale songs year after year. € or she should learn
:‘:::hh lfigtstof class=worthy songs aqd‘teach them. Music teachers of North
India should learn some of the brilliant class-worthy songs of South Indian
music, and music teachers of South India should in their turn learn similar
class-worthy songs of North Indian music and popularise them in their
respective areas. This is one of the SURE means of promoting (1) a feeling
of All India Consciousness on the one hand and (2) National integration

on‘ the other.,
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i ining in the organisation

ic teacher should also be given training in t on

of (I)ngn?::f“;ageants,-(Z) Music Exhibitions, (3) Fesméaﬁs _oi‘ gﬂmrzl'::le;::rn;s

s, (4) Inter~class and Inter-school competitions, (5) Choirs, O e

pﬂger ercussion bands, (6) group-musical activities like marching mbli H'n

?Snnlajtion drawing kélam-s to the accompaniment of music, ass:mini Eg ;n
Méla-formation and Tala-formation. He must also be given fl'.ains 1%1 :

the production of Operas, Dance-Dramas and in the Iszlagmgt‘?nstru% i t%

incidents from the lives of great COmMPpOSEIS. A knowledge o

ation. Kummi, Kélajgam and Pinnal Kolattam, Bharata-Natya and Katha-
Kdlakshépam are important for a music teacher.

Concert Pageant

concert pageant is an interesting form of musical activity. It
pmvic.!l:;eboth educgti%}n and entertainment. It presents in a chror:jofjng:pal
order the various kinds of concerts that were in vogue or that emerged during
the various periods of India’s musical history. It gives work to a large num-
ber of pupils. To make the concert pageant a success, a lot of preparation,
training and equipment will be needed. The music and musical instruments
of the respective periods should be used.

Items like the following can be presented in a concert pageant:

1. Reciting a few hymns of the Rig Véda in the orthodox style.

2. Lava and Kusa singing the Ramayana S/éka-s in the court of Sri
Rama.

3. Tirujaana Sambandar or one of the Alvar-s singing extempore

a hymn in front of the Deity in one of the shrines and the same

being noted down on palm leaves with a stencil by their disciples.

4. Jayadéva singing an ashtapadi and his wife Padmavati dancing
to it in the temple of Jagannath, Piri.

5. Tansén, the royal musician, singing in the court of Emperor
Akbar.

6. A model Kalakshépam or Kirtan given by a Bhagavatar.
7. Bharata-natya recital for a Sabda, pada-varna, padam or tillana.

The emergence of the modern Sangita Sabha and a concert being
given therein with full accompaniments.

SUGGESTIONS

. States would do well to create posts like Directors of musical educa=
tion, Music Consultants and Inspectors of Music. The music inspectors
can play a great part in (1) co~ordinating the musical activities, (2) make
known the methods found useful in one school to other schools, (3) the im-
provement of standards of musical education, (4) see to the efficient work=
ing of private music schools, (5) making music a really successful subject
in the educational curriculum, |
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Training the emotions Music Education

R. SRINIVASAN

The true purpose of Education is to draw out the hidden faculties

. in a human being so as to enable him to fulfil his mission in Life. All in-

struction he receives is, or at any rate ought to be, meant to make him a
complete, well-developed and well-harmonized unit in human Society.
Man is essentially a ‘social animal’, as has been said. And Musical educa-
tion must be so organized that the person who receives it is able to fit him-
self into the human family and discharge his obligations to humanity as a
whole. No one can stand isolated; he influences and is influenced by other
human beings with whom he comes into contact. It therefore follows that

he has to learn to live in amity, in harmony and live a healthy life, so. as to
help the growth of humanity along right lines.

Mere intellect alone can never fulfil this mission. Intellect is certainly
a very useful weapon; but if it is not warmed up by emotions the result
may be disastrous. Svami Vivékananda said, “Excess of knowledge and
power without holiness makes men devils.” This is absolutely true. We
see at the present time the result of over-development of intellect without
due regard to the development and sublimation of emotions, The present
world-crisis may be traced to the over-emphasis on the intellect at the expense
of the heart. Unless there is a balanced development of both the head and
the heart human society will only march towards destruction. And here
Music can and has to play an important part. Don Harold declared,
“This is the greatest paradox; the emotions cannot be trusted, yet it is they
that tell us the greatest truths.” Longfellow said, “The intellect is finite,
but the affections are infinite and cannot be exhausted.” The implications
are obvious. We see what an important place musical education has in

life. It can greatly help in equipping a person to live the right kind of
human life in peace and harmony.

We speak of culture as signifying an all-round development of human
faculties. It has been said that science is curiosity about life, art is wonder
at life, philosophy is an attitude towards life and religion is reverence for
life.  True culture includes all these four aspects and a cultured man ought
to show development along all these four lines. Einstein said: ‘“The most
beautiful and most profound emotion we can experience is the sensation
of the Mysterious. It is the source of all true science. He to whom this
emotion is a stranger, who could no longer wonder and stand wrapped
in awe, Is as good as dead.” This sense of wonder is the basis of true cul-
ture. Art fosters it.

And, of all arts, music is considered to be the highest. All other
arts—painting, sculpture, drama, architecture, poetry—in some way tend
to reach the condition of music. We generally express our ideas regarding
other arts in terms of musical thought. Walter Pater says: *‘All art con-

stantly aspires towards the condition of music.”
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' ; -up of human

The power of music to change the emotional make-up
beings has been recognized and has actually been utilized for human b?n_e-
fit. In prisons music has been used to tame down unruly prisoners; in
some educational institutions some unruly classes have been cured of unde-

sirable tendencies through music.

I may mention here an experiment tried by Madame Montessori in
one of her schools in Milan. This is what she says: “I had tried to have
a Directress of ‘Children’s House’ in Milan, who is a gifted musician, make
a number of trials and experiments...She was greatly surprised to
discover the effect of such music...She now noticed that as she
multiplied and repeated the rhythm exercises the children little by little
left off their ugly jumping, until finally it was a thing of the past. The
Directress one day asked for an explanation for this change of conduct...
The older children gave various replies, whose meaning was the same.

‘It is not nice to ‘jump’,
‘Jumping is ugly’,
‘It is rude to jump’.

This was certainly a beautiful triumph for our method.”

It therefore follows that music can so train our emotions that we
become better, more useful citizens in the world. Education in aesthe-
tics 1s as essential as, if not more than, mere intellectual or physical educa-
tion. Man can never be complete or balanced or harmonious unless
emotions are trained, developed and sublimated, and here comes in the

need for introducing art in our educational curriculum as a compulsory
subject,

We are now teaching ever so many things to our pupils in the
schools
some of course useful, but some of doubtful utility. We must see thaE
music 1s given the place it deserves in our institutions. I would even go
to the extent of saying that, if it comes to that, we could omit some of the

subjects we are teaching at present and put in music in the;
pupils will be all the better for it. £ their place. Our

All over the world experiments are bein carried on
TE] - - w t
utilize the hidden potentialities of Music fogr improving ?m?:?adn og;i::nd
Music can improve the character of human beings and make them bettg:f
g;hzfnksj 111?1 lgt{man society. At the same time care has to be taken that the
chiaracter. .. oo ad that will purify and ennoble our

£
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MUSiC fOl" A]I Music Education
V. V. SADAGOPAN

INTRODUCTION

_ Apart from the small circle of enthusiasts for ‘classical’ Karnatak
music, there is a large circle of men and women of taste who do not attend
concerts. Apologetically they say: “I love music and can enjoy a good
one, but I have no knowledge to appreciate it.”

~ "To appreciate” means, in the circumstances of today, “to talk”.
Is it necessary for all listeners to talk on the music they hear? And how
many can talk intelligently and objectively? But there is too much talk,
not only outside the concert hall, but inside it while the music is on !

The talk is over symbols—names of raga-s and tila-s, and sometimes
other technical details—hardly ever rightly understood. It is precisely for
ignorance of these talking points that the genuine lovers of music, mentioned
above, are virtually exiled. This is a situation caused by wrong education—
by the tyranny of the “part-brain” (Trigant Burrow, The Neurosis of Man).

_ The exiles, I submit, are the normal people and the self-styled con-
noisseurs. the abnormal ones. Seldom do we find the latter try to lose
themselves in the music they hear. Confronted with a beautiful floral
scene they would not enjoy the beauty of it even for a moment but would
straightaway go about counting and naming the flowers! No wonder
‘classical’ music is losing its sap.

The younger generation, not yet subject to the complexes of the elders,
has but unconcealed contempt for concert music. It goes about its own
way, listening to pleasing or exciting music from any quarter. Unfortu-
nately they have no guidance, except that the whole of their favourite music
is condemned—unjustly, I should say.

THE NURSERY

It is possible to restore aesthetic values to our music, if only the “exiles”
will shed their feeling of inferiority and assert their right to listen in silence.
Our main hope, however, lies in the rising generation. Its musical
instincts should be fostered with care, from the nursery stage onwards.

Natural life interests children most, and they love to sing and dance.
They should, therefore, be encouraged to play, sing and dance in an atmos-
phere of freedom, beauty and joy. Themes should centre upon children’s
favourites—Dbirds and beasts, flowers and fruits, and sweetmeats too! More
and more nursery rhymes in Indian languages and in Indian tunes are called
for. A good poet or composer who feels in his bone the abiding values
of life—social and spiritual, scientific and artistic—will, without effort,
impart to his songs an undertone of such values. The children who grow
up singing these songs will develop into integrated human beings.

PRIMARY SCHOOL

In the primary school, comprising the first five years of schooling,
play and nursery rhymes should continue for some time. Poetry, song
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' i inti large portion
hould, along with drawing and painting, occupy a _
i?ihiaﬂffs: hours. Thgey may also be used as teach:_:;% ai_gs c:env ;’;1::;25::2;
] in dry-as-dust subjects it 15 not 1mpOSSIDIC
%ﬁgfuyigefh;’%e gnd rhythm. Indeed 1t 1s advisable to do so for such sub-
jects to become less unpalatable. Children will enjoy them and, enjoy-
ment being at the root of memory, there will be no need for special efforts

at memorizing.

isi ' isfacti ' ) ducive to

Joy, arising out of emotional satisfaction, IS greatly con /
leaming? Theregwill be a balanced mental growth in the child. In music
and dance for this section the accent should be on the elemental aspects
of tone, thythm and grace, and not on formalisms like Raga and Tala.

MIDDLE SCHOOL

Musical appreciation at the art level is developed in the middle school.
Formal and stylistic characteristics begin to be felt and assimilated, and

expressed according to the pupil’s aptitude.

There should be classes specially allotted for music, preferably one
period each day, About half the time should be devoted to listening.
The music teacher should have a catholic taste, imagination and ability
at interpretation. He should select and play suitable gramophone discs
and recorded tapes and supplement them with his explanations wherever
necessary. Simple and yet tasteful, raga as well as non-riga, melodies
belonging to all categories—select film songs, stage songs, lyrical songs,
national songs, devotional songs, semi-classical and simple classical com-

positions, and Raga aldpana—should be played for the benefit of all
pupils irrespective of talent.

. In the other half of the time pupils should be taught to sing simple songs
in small groups divided according to taste and aptitude. Even pupils with
middling talent will be able to sing them without much difficulty. The

backward ones also will benefit by simple listening, joining wherever they
can—in the pallavi of songs, for instance.

. Occasions for creative use of songs should be found by encoura-
ging the pupils to produce plays and ‘feature’ programmes based on the
various forms of music heard or learnt. It will be found that most pupils
are interested in one thing or another and derive fulfilment in expressing
themselves through such musical activity. Moreover, the whole class be-
comes aesthetically alive and unconsciously imbibes the spirit and substance

of our music in its different forms and st i i
iicanst yles. All pupils grow into good

Those with talent, capable of pursuin i '

_ alent, cap g music at higher 1
be spotted and given special care. Such pupils will bge fou:;eﬁ; ;Esoslétds
an ability to sing snatches of raga-s and sophisticated

have heard. Some of them may have pleasi ;
Some, again, will be found to h e Y8 TPIc, Dl
such students, however, :;.h;::.u].;l ?:gaapsmnuu“wfl aptitude for rhythm. All

their lakshya in Raga and Tala. Three initial y 08 Jo de P
not be 2 waste even to the pupil who la
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MUSIC EDUCATION

mind which has grasped the configurations of our music. And for this,
Voice, the natural instrument of the mind, is the best medium for
training.

However, those who have a special taste for instrumental music may

make a beginning by playing along with vocal music. This they should
do by the Lakshya or direct method. There should be no dt?irlling at
this stage, in technical exercises. :

SECONDARY SCHOOL

_ Itisin the Secondary school that specialization in music as an optional
subject begins. By this time the pupils have gone through an experience
of music in its elemental, applied and high art aspects. The talented ones
may now opt for specialization in Vocal or Instrumental music. Intelli-
gent and objective guidance should be available to them.

I_t i_s here that technical exercises such as Sa ri ga ma (for voice and
melodic instruments) and Ta dhi tom nam (for mridangam) come in. Even
here Lakshana (grammar and technique) should gohand in hand with Lakshya
(aesthetic feeling), along alternating steps—which of the two leads at a parti-
cular point in training being determined by the needs of the lesson and the
standard of the student. Compositions of great composers should be taught,
not mechanically but in a way that inspires and underlines the nuances
of Bhava, Raga and Tala enshrined in them.

To develop the musical personality of the pupil it is necessary to let
him experience the music and derive joy from it. It is only then that, in
the mind of the pupil, the symbols of grammar and technique will be
assigned their proper place in the scheme of art. Otherwise they will terrorize
and inhibit him. In the beginning the joy can even be ebullient; it will
gradually tend towards tranquility (Sanfi) which is the basis of aesthetic
delight (Rasa). It is such a training that is required before students enter
the University or the professional college.

SOCIAL EDUCATION

Those in charge of Community Development will do well to devote
thought to the musical needs of the village. As almost all cultural pro-
grammes include music, it is important to see that competent guidance is
available to the villager. Musicians should be employed for the purpose,
and paid honourably.

On his part the musician should realize the multi-dimensional character
of music. He should cease to look upon concert music as the only mode
of musical expression or of honourable living. Or if it is “private tuition™
he has only to look around, to see for himself the condition to
which the profession has been reduced in cities and big towns. Opportuni-
ties for honourable living are far greater in small towns and big villages.
Moreover, life in the countryside will be more inspiring. It is also more
honoured and less expensive. If his interests are reasonably taken care
of by the State, there is no reason why the musician should not put his
heart and soul in spreading joy through music in the country.
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An outstanding name in the history of
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Hindustani music, associated withYthe birth
of a new style; musician, composer and poet.
REjA MANSINGH SHAMAM, KRISHNA AlYAR

Enlightened Rajasthani ruler A challenging personality who
who was patren, musician mastered the Ghanam style of
and musicologist, The "Dhru- singing. Patronage did not cow
pad is said to have taken its down his spirit. His composi-
distinctive form and] style tions in Tamil, known as Padams,
under his benevolent patronage. are replete with Rzgabhavz,
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The Great Men of Music
PURANDARADASA (1484-1564)

Venerated as the Father of Karnatak Music. Saint, Musician,
Composer and Teacher. His Kirtanas, also known as Devaranamas
or Dasarapadas, are an elegant synthesis of sthetics, ethics
and spirituality. Their simplicity is the simplicity of great art. It
was largely through his compositions that Raga-tala archetypes
were preserved in the tradition, to be enriched later by Tyagaraja
and his contemporaries.

MUTTUSVAMI DIKSHITAR (1775-1835)

Along with Tyagaraja and Syama Sastri he makes the Trinity of
Karnatak Music. His compositions are noted for elaborate Raga-
Sanchara, majesty, grandeur and restraint. Their style breathes
the All India spirit ; many resemble the Dhrupad. Because of
his stay in Kasi for some years, he has composed in Hindustani
Ragas also. He attained immortality on Deepavali day, and is
revered as the Nada-jyoti.

VISHNU NARAYAN BHATKHANDE (1860-1936)

Father of modern Hindustani Musicology, scholar and composer;
collected and published a wide range of traditional compositions
and Sastraic texts: introduced the ‘That’ System of classification.
The Marris College of Hindustani Music at Lucknow which he bro-
ught into being is now known as Bhatkhande Sangeet Vidyapeeth.

VISHNU DIGAMBAR PALUSKAR (1872-1931)

Dedicated musician who carried the message of classical music to
the people at large. Gifted with a sweet and sonorous voice of
great volume, he appealed to large audiences with his classicals
and Bhajans. Estabilished thc Gandharva Mahavidyalaya Mandal,
a group of teaching centres all over India. Composer and author.

Biographical sketches of the above appeared in INDIAN MUSIC JOURNAL
Numbers 2 & 3

AMIR KHUSRAV (1253-1324)
Brief biography on page 17 of this Number
RAJA MANSINGH TOMAR (1486-1518)
Brief biography on page 19 of this Number

GHANAM KRISHNA AIYAR (18-19 Cent.)
Brief biography on page 21 of this Number

MRIDANGAM MASTERS

PURANDARADASA

Narayansvami Appa ( 19th Cent. )
Alaganambi Pillai ( 1863 - 1926)
~O o Dakshinamurti Pillai ( 1875-1936)
S PSS R (B2 52 DEE iy e : . Brief biographies on page 23 of this Number.
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Play Tamil

Songs for the Young

1 aars
‘Rhythm of . Four
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Be happy, be happy !
Sing, and look at the moon !

Joy in the jungle, in the hill, in the river,
In the occen, in the clouds, and in the sky.

The joy of rain is the joy of the land,
Joy of land the joy of the mind;

‘Joy of mind the joy of the home,
Joy of homz the joy'of the village;

Joy in the village, joy in the town,
the joy of all is universal joy;

Bliss is but universal joy,
Be happy and attain bliss !

faemfa

5 | _  Rhythm of Six
l. aroqriear Yfzs amearfaa |
AT ag e
AT Jagogat Ao faregaia
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-3

4)

4

Ve

I. BDjd you see the deer—the spotted deer 7
Did you see the fish- the golden fish ?
Come, let us spring like the deer and shine like the fish.

2., Did you see the peacock—the dancing peacock ?

Did you hear the cuckoo—the singing cuckoo ?
- Come, let us dance like the peacock and sing like the cuckoo.

3. Did you see the parrot—the green parrot ?
Pid you se¢ the squirrel—poor, timid squirrel ?
Come, let us chirrup like the parrot, not fear like the squirrel.

4. We shall sing and dance and spring and play.
The bully we shall fear not; we trust in God.

L LD | I faamfa
Unity Tamil Rbythm of Six
o t e
faergg w fafaar ar
FIfFaT q=5 Hfaged AT |
mife Aea wifer ArETaq wife o ()
— : i ii‘ "-—-—-! ii =
a<i E{ﬁ?tq fafa=x URg =@ T
' L Eﬁﬁ- A - ﬁé E=gﬁ !‘ﬁ'
Hed I AAFIR AT - (Sferar)
The Dahlia ! Look, how beautiful !
O Nitya ! Come and see !
Emptied, the mind dances with joy.
The gardener is good, verily the great Magician !
Colours how many | Shapes how many !
Varieties how many ! The wonder of their unity !
That much unity is the Lord’s command;
other notions are fraud, don’t be misled, child !
ST IV wow qw (fggeam)
Prayer Rhythm of Seven

FI A1 @ ATET | FA a1 IE |

Do for me and say for me and be with me, O Lord !
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Delhi Sangita Samaéj

z SIXTH AUTUMN MUSIC MEET 3
. | ¥
Recd, o JRECP] 3 1965 i
386;8";,";,?}{}0'? lﬁad B-120, g;ﬁda::'llpnd ; (One session only, owing to National emergency) *
Ly New Delhi-11 %
¥ Sunday, October 31, 1965 ¥
B : 3 9 Morning 1o 12 Noon ¥
The objects of the Society shall be the'preaﬁl‘zatloﬂ,eﬁélfflt'i]ltﬂrglj‘;;:il r s, B
propagation of Sangita in all its forms and in furt eranclasses it f Vocal music MEMBERS Wil i
(i) to arrange lectures, demonstrations, concerts, ¢ ’ . “Tala D " :
ia, conferences, competitions, commemoration days, ala Darsan SITARAM & NATARAJAN Tabla & Mridangam ¥
?‘g:iﬁgia,mfﬁ ) v 3 “‘Listening then and now” T.K. JAYARAMA AIYAR Hlustrated Talk ¥
(ii) to deve]::}p a broad base of healthy musical appreciation :and ¥ Flute concert DEVENDRA MURDESHWAR Hindustani 3
self-expression through the medium of group smglllljg and q other 3 Accompaniments ¢
applied forms like Harikatha, musical drama, dance-drama, |
composite programmes, etc., . ¥ C. V. Natarajan Mridangam Falyaz Khan Tabla ¥
(iii) to promote mutual understanding among the votaries of the % H
various systems of music and allied arts; and 2 . ¢ N.D. M.C. AUDITORIUM A
(iv) to undertake any other activity conducive to the promotion o ]
the objects of the Samaj. Parliament Street ¥
¥ NEW DELHI ¥
CONSTITUTION 3 ¥
0%ﬂéﬁ*%ﬁ%%%ﬁm%%ﬁ%%%%ﬁ%%%ﬁ%ﬂ-iﬁQ

The Samaj functions in a democratic set up. General Body meetings
are held at least once a year. The governing Body, elected for three years,
meets as often as necessary and, besides, transacts business by circulation.

Annual accounts are passed at the Annual General Body meeting and they { ) {" Fifth Anniversqry Summer Music Meet
are duly audited. April 245, 1965
A BRIEF REPORT
H.E Shri;lqoi:. Pl:TRONS A The Music Meet consisted of three sessions. The 3rd Number of the
R ;onantnasayanam Ayyangar i i lement was issued.
Justice Sllgn;l{ [{1 Venkatarama Aiyar Il;;d!in ::s'?ailz:rnal along with Supplem a
andit | ustra
P “The tyranny of Symbols” by Dr. Chaitanya Deva
GOVERNING BODY ““The Violin in Karnatak Music by Sangita Kalanidhi T, K, Jayarama Aiyar
President i /
Prof ;nv Sadagop: Secretary Prabandhas” by Dr. Prem Lata Sharma
FoL. V. V. dadagopan Shri P. V. Gopalam Music Concerts
Vice-Presidents T8 KARNATAK
Shri Vinaya Chandra Moudgalya s Secrettfry Vocal Smt. Kamakshi Kuppuswamy; Kumari Sarada Gopalam.
Shri K. C. Krish : Sbri C. V. Nataraito Shri Prapancham Seetharam
ri K. C. 5 2
Smt Kannan::;ansa:rma Tregsurer Ak : HINDUSTANI
' Shri K. B. .

Smt. Vaai R Members i >+ B Sundaipisn ()7 Vocal Shri Yunus Husain Khan.  Sarod  Shri Ashok Roy.
Sﬁi' N.ag:va;?nama lyer Smt. Leela Omchery _ ACCOMAPANISTS
Shri T. R. Subrahmanyam Shri N. C. Jagadhachari Violin Smt. Vasantha Gopalam; Kumari Lalita Atmaram.

Shri P, Krish .
Smt. Gouri K anjilal s

~__ AUDITOR
Shri R. Ganesan, A.CA.

Sarangi Shrl Ram Swarup.
Mridangam Shri C, V. Natarajan; Shri K. C. Krishnan.

Tabla Shri Lok Manya; Shri Narayana Rao; Shri Gopal Singh.

X
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General

This small organization of modest means and aims came into: being om
May 1, 1960. Its objectives and functions are slightly different from titose:

of many other organizations engaged in the promotion of music. Qur
emphasis is on liberal education, in and through mwusic. We, memberns,
consider ourselves votaries of a worthwhile cause.

Our objects and programmes have attracted many a discriminating lover
of music to the folds of the Samaj, among whom are some of the distin=
guished men and women of the country. It is noteworthy that the number
of life memberships has increased from 6 to 36 in the course of the last
2% years. Two Donor members joined us during the curret half-year.

We have also on our rolls a select number of Ordipary members and, as
it is the intention of the Samaj to function as a music study circle and
fruw consistently with quality, the General Body decided that only a
imited number of ordinary memberships should be made available for
the present. However, in view of the rapidly growing public interest in
the Samaj, admission to ordinary membership is being liberalized.

Friends living outside Delhi and wishing to keep in touch with us
through the pages of our Journal enroll themselves as Associates. Many
outside friends generously opt for full membership even. Institutions
c}csmngl copizs of the Journal for their libraries subscribe directly to the
ournal,

HALF-YEARLY MUSIC MEETS are arrangz1 in the summer and
autumn of each year. They provide not only music concerts but also
demonstration lectures by scholar-musicians. Promising musicians
amateur and professional, are given encouragement by the S&maj,
Besides, on many occasions, our platform has been made available to.
visiting musicians and scholars We also take all opportunities to asso-
ciate ourselves with other cultural organizations in the city, such as the
gandhar\ra Mahavxglyalaya. Saraswati Samaj, Sri Purandara&asa F

Centenary Celebrations Committee, etc. iy
bidinn: mnc, Hindiatenl 80 Kosnean. ooy ot teadbiats i
hearts. In this respeclt too our pro rc; i e it ear_tn i
music meets, musicians belonging lopths tw?:: :ﬁajﬁzlggasc;?;yﬁergrgﬂlggu:;

the same platform; scholars from th
, € two schools give 1
lectures for the benefit of students and genuine g‘we(ll_:mun? St:riil:;?:

Attendance at our functions i adily i :
listeners is one of respect and -wl;e:;g:gdy increasing, and the attitude of
T L]

natural fruition of our earlie
. r half yearly § ir i
all over India are on the Board a!‘}(’?on;ﬂti;:ggli:t:: el

PLAY-WAY PREPARATORY CLASSE
Ia:g;nslphere of freedom and natural scenic beauty, They are .desi
g o growing children the joy of singing and leérni‘ng Ao st

‘OUR SINCERE THANK .
‘advertisers, scholars, *mlés?cisﬁs to the many friends and well-wishers—

thany ways. and music-lovers—who help us in

x

S are held on Sundays, in an .

Indian Music Journal

"Published haif-yearly to s i i ]
| _ ‘ ; ynchronize with our half-yearly music
:l?:eets in -Vaisakha (April-May) and Kartika (October-November), the
AJournal 1s.issued along with a Supplement commemorating some of the
-great men of Music with pictures and biographical notes. 3

"We are happy to say that the Journal i ing i |

: py to say 8 becoming increasingl
“popular ~wntt} the discriminating section of the puplic and studcntsgo}it
anusic. Besulps‘, the number of Libraries and Institutions in India and
sabroad subscribing to the Journal is increasing. ' ’

‘Play-way Preparatory Music

We_ekly (Sunday) classes commenced on February 28, 1965. They
. are held in the INDIA GATE CHILDREN’S PARK which is centrally
-situated and is most congenial to Children Thzse classes have been
- Instituted on a realization of the need . for emotional and artistic outlet
(for children. Prof. Sadagopan is in direct charge of the classes.

NO. FEE IS CHARGED

« Classes are held on all Sundays during the following 3 sessions.

1. August and September
2. October 16 to December 15 PLEASE NOTE
3. February, March and April CHANGE IN TIMING

‘Time © 4 P.M. to 5-30.P, M,

Donor. Members

 8hri G. D. Gupta

.Shri A.S.R. Chari

Life Members

- Smt. K Narayana' Iyer
Shri V. P. lyer
- Smt. K. Lakshmi:Raghuramiah
Professor V. K R. V. Rao
Professor V. V. Sadagopan
* Shri P. V. Gopalam
- Shri C. V. Natarajan
Shri K. B. Sundaresan
Shri R. Vankatachari
Shri T. R« Subrahmanyam
- Shri R. Venkatesvaran
Shri S: V. Krishnamoorthy Rao
Shri K. R. Srinivasan
Shri Yash Gupta
Smt. Saraswathi Thampy
Shri K. R. Viswanathan
~ Smt. Prabhat Shobha Pandit

- Shri K.C. Mapjappa

Shri K. Srinivasan

Shri R. Ganesan

Shri A. Venkateswaran

Dr. Soundram Ramachandran
Smt. Leela Omchery

» Kumari J. Radha Bai

Shri P. Krishnamurthy
Dr. A, K. Krishnaswami

- Shri T. V. Kuppuswami

Shri K. C Krishnan
Shri P. M. Antony
Smit. Vani Ram

. Shri Vinaya Chandra Moudgalya

Shri Yashpal Bhutani
Shri V. Gauri Shanker

. Shri P. R. Viswanathan

Smt. Vasantha Sundaram

Shri P. V. Rao 3
. Xi



e Fr;:%d;lieva our services commend themselves to you.

h include :
- e]?.nig:nhagf-yaarly INDIAN MUSIC JOURNAL devoted to

liberal education in music :

9. half-yearly music meets which provide on the same
platform ILLUSTRATED TALKS and CONCERTS of Earnatak
and Hindustani music :

5. weekly play-way preparatory music classes FOR
CHILDREN :

For all of us—members of the Governing Body as well
as editors, contributors, musicians, scholars,
teachers and other workers—our work is but a
labour of love. All our offices are honorary.
Qur management of funds is scrupulously economical
and according to law. Life subscriptions go to the
Reserve Fund.

Every member and every associate 13 a PATRON, in the
best sense of the word, to a cause. May we hope you
will join us as a member or associate ?

SICith beot compliments }rom

||
K
S
A
|

Yours in Service
DELHI SANGITA SAMAJ GOVERNING BODY

Member

Any person in India, who is above I8 years of age, may apply for
membership. Members are entitled to democratic participation in the
affairs of the Samaj and to all the benefits of our services including the
Journal.

Please ask for Application Form and Rules and Regulations

SUBSCRIPTION
Ordinary Member annual Rs. 10/-
L:fe Member for life Rs. IGUf'-
Donor Member for life Rs. 250/-
Associate

( for non-residents of Delhi only )

If vou do not desiré membershi i

_ p you may become an Associate.
All '_m'u have to do is to send us, along with your name and address a
remitlance of the annual subscription (April-March) noted below : '

In India ..... . Rs. 5/-  Abroad $3/ i
+ - oe.a RS, 5/ Abroad...... - Ot equivalent
THE INDIAN MUSIC JOURNAL WILL BE SENT TO EVERY ASSQCIATE
Plese address
remittances 1o : enquiries to :
The Treasurer The Secretary

DELHI SANGITA SAMAJ
38/1, Probyn Road, Delhi.7
INDIA

P m o 7 m

(Private) LIMITED

Puge xii
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With the best compliments of !

Messrs B. HARNAM SINGH & SONS

FATEHPURI
DELHI

= e S T ol P e B A e e B T I PN e B N P ™ BB

With com pliments

from 1

Messrs ?
PUNJAB COLOUR & VARNISH CO. ) |

FATEHPURI 3 A
DELHI1 !

With the compliments o}
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(P) LTD.



JYOTI LIMITED

P. 0. CHEMICAL INDUSTRIES
BARODA-3

India’s Pioneer Manufacturers of :—
* Power Driven Pumps - various types
* Eectric Motors (up to 1,000 HP)
* Switchgear and Switchboards H. T. & L. T.

* Hydro-electric geperating sets

Enquiries solicited by :
JYOTI LIMITED

50-HANUMAN ROAD
NEW_ DELHI-~1

Grams : JYOTIPUMPS Phone 47613

e e

Gram : AMRUTHAM P. B No. 82 Phone : 6006
THE ARYA VAIDYA PHARMACY (COIMBATORE) LIMITED
REGD. OFFICE : 366, TRICHY ROAD, COIMBATORE-|
THE IDEAL HOUSE FOR ALL GENUINE AYURYVEDIC
MEDICINES AND TREATMENTS

NEW LELHI BRANCH ; 23-B, Pusa Road, Karol Bagh,
New Delhi—S5, (Phone. 55687)

Madras—(85752); Trichur—(378); Calicut-1. (2984
Other Brancles Ernakulam—(494); Cannannre—()§2); Ponani-((4l);)

hones :— gtaaltghaét—nl(; 119{5}; Alatur; Kanjikode;
€ bank Road, Coimbatore-1 (Opp. Rly.Jn.)&
Ct et Indira Buildings, Sub-Jail Road, Cal?gut-ﬁ.y (489)1)
e G NURSING HOME

JDE Trichy Road, Ramanath
Palghat District COIMBATORE—1 (Phun: p'g?;i;

Qualified and experienced Physici i
- ysicians available at
Letters from patients personally attended t(::ra :;rl ]?ll;znélhf:i'

Physician and Prescripti e
free on request, *criptions and medicines sent. Price List

For-fnf!har details, please contact:—

" ARYA VAIDYAN P.V. RAMA VARIER
Chief Physician & Managing Agent

' Material benefits in store for you.

Charming I P, @
and eye-catching S REe
prints

i —:(T' Shirtings, suitings | Fabulous
and drills for .~ furnishings for
practical fashionable homes

masculine neads

~ Bedsheets in
& pastel shades-
L longlasting and
. . comfortable

B Colourful towels. S 3
8 absorbentand | £8F =
B hardwearing 00

#* For all the family

% For every taste
% For all household requirements

¥ For quality and service

Jor the finesi value in textiles
THE DELH! CLOTH & GENERAL MILLS CO. LTD., DELHI

There's a DCM Retail Store in your locality .

N

MWT DEM-3B4E &

“ Table linen to
make every
housewife proud




A0ith compliments from !

National

Engineering

JAIPUR

Industries

Limited

1) >

With

the
compliments
of
J. Stone & Co. (India)
Private Ltd.
CALCUTTA
' BOMBAY
NEW DELHI
MADRAS
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M/s Industrial & Agricultural Engineering Company

(Bembay) Private Ltd.

K-Block, Connaught Circus
NEW DELHI-1
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FOR
GENUINE KANCHEEPURAM SILK SAREES

PLAIN SILK & Dress Material TO YOUR CHOICE

»

BEST SELECTIONS

AT REASONABLE
SURPRISING

PRICES

VISIT

KANCHEEPURAM SILK HOUSE

5/28-29, W.E.A , Karolbagh, New Delhi-5
Tele. No. 53981

b DB I b b bbb bk

SIS P b b LR R

with compliments from :

DGL PRIVATE LIMITED

MANUFACTURERS OF FIRE FIGHTING EQUIPMENT AND APPLIANCES
INCLUDING FIRE ENGINES, SERVICE STATION EQUIPMENT,
CENTRALISED LUBRICATION EQUIPMENT, AIRCRAFT
REFUELLERS AND LIGHT ENGINEERING STORES

@
Registered Office :

M-14, CONNAUGHT CIRCUS, NEW DELHI-|

Telephene : 45028, 45029 Telegrams : GARAGE, New Delhi

Branch :

10, SMAMNAJAF ROAD, HAZRAT GAN]
LUCKNOW

| Telephone : 25253 Telegrams : GROWMORE, Lucknow

e

To adorn homes, offices, [EESESSX S A Sl
e _'1_ e iy ¥
temples and pcoja-Falls RS >
. f‘t;fj ' Special Orders
I?tg § undertaken
Plaster of Paris Relief : E B8 to make other models |
made by B . e
Sculptor R

S. DEVALINGAM

| i
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LORD VENKATESWARA
Balaji

SRI VENKATESWARA ART INDUSTRIES

(e b e

15, Perumal Koll Street-Kumarakuppam

VALAYANUR (5. A.Dt.)
Madras State :
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".5 Messrs
§ SARGODHA TRADING COMPANY
N ROSIN
3 Phone : 227580 TURPENTINE
VARNISH

CREOSOTE OIL

Pealers and Manufacturers

770, Tilak Bazar
DELHI-6

A6 A e DT D DG PP D D e Db 1 D Db e Y A 1

yﬁl‘ GDHFGJ{I @ﬁ{ﬂlf‘

THE
Calcutta Paint Mart

Katra Baryan
PELHI-6

L ELLTTTITCTELIICT T LE TN L LTI LTETL

t‘“tﬂtcﬁétl@!&iﬂﬂf@@G@@@GGQ

Phone : 229532

&&%%%&%@G@%@@%@@GG@&GM’C’

EEE
EECL

A) e

ELGI URACA

Fully Automatic Air-compressors

Single and Two stage Ranges—3 to 20 H. P.
(2.5 ctm. to 100 cfm.)

Manufactured by
Elgi Equipments Private Limited
COIMBATCRE




The House
{or Musical Fnatruments

Phone : 271305

Lahore Musie House

FAIZ BAZAR DARYA GANJ DELHI-6

*FOR QUALITY PRODUCTION
*COMPETITIVE RATES
*EFFICIENT SERVICE

[ e e

Manufacturers

‘L ® | Exporters
E“ : B Importers

0!' FINE QUALITY MUSICAL INSTRUMENTS
Repairs also undertaken
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