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OPINIONS

The 'briental Literary Digest, Poona,
- writes :

A journal of all-India character,
solely devoted to music has been a
serious and long-standing desideratum.
Though the Sangila a quarterly pub-.
lished from the Maris College, Luck.
now, and the Journal of the Music
Academy, Madras (JMAM were
started in 1030), both had unfortu-
nately, to be suspended after issuing a
few excellant numbers. The reappear-
ance of the JMAM will therefore be
welcomed by all thoughtful lovers of
Indian Music and culture with no
small amount of gratification. The
‘volume under review, though dated 1934,
was published only a few months ago,
and the promise of soon bringing out the
volumes due for each of the years 1934 to
1938 resumes the thread of its publication
from where it was broken.

Though naturally it is devoted chiefly
to South Indian Music, there are features
which make it indispensable for serious
students andlovers of music throughout
the length and breadth of India. Publi.
cation of original atticles on music by
experts, and of classical works on Indian
musie are instances in point. Authorita-
tive reports of the annual conferences of
of the Music Acadervy, Madras, are to be
found only in the pages of this journal,
and embodying as they do the discussion
on important topics by experts and
acknowledged authorities, they cannot be

overlooked by serious students of Indian

music. - .

This alone should suffice to draw the
“attention of all scholars, societies and
institutions concerned with Indology to
this important journal.

- We wish the journala long and brilliant -

career of service to the cause of Indian
music. Let all lovers of Indian music
~make common cause with those in charge
of the - journal to see its growing
prosperity.” e -

The Indian Express: * The resumption
of the Journal is an event of the first
magnitude in the musical world.”

The Hindu: “The revival of this valu-
able Journal devoted to the study and
promotion of Indian Music will be.
welcomed by all lovers and exponents of
the art.”

The Madras Mail: We are glad to note
the revival of the Journal of the Madras
Music Academy (a quarterly devoted to
the advancement of the science and art
of music)......Fulfilling as it does a real
need of mwsic lovers, we are sure all
lovers of art and culture will support it."”

H.H. The Maharajah of Dharampur§
.. His Highness is alsodelighted to read
the articles in your magazine which are
undoubtedly very interesting and instruc-
tive. He is also pleased to read the
proceedings of the * Academy’s Music
Conference...””

The Adyar Bulletinrs *¢ The resumption
of the publication of this journal devoted
to the promotion of research in the field
of music must be welcomed by all lovers

“of Indian culture, The Journal fulfils a
real need as it is vthe only Journal of its
kind in Iudia.”

S. N. Bhatiacharya, Benares Hindu
University : ©“ A glance at the Index for
the last ten years’ articles in your Maga-
zine reveals to methe keeninterest in
Music taken by the South Indians. There
is no such Journal in North.*

The Visuwa-Bharathi Quarterly, Santi-
niketan: *‘The present issue of this
Journal like its predecessors, maintains a

_ uniformly high level of musical research.
*'The contributions exhibit variety and
present music as a rich cultural pattern
characteristic of the genius of our
.country. Those who care to study
Indian music seriously, especially its
-southern School, would be happy to dis-
cover that each article in- this Journal
embodies some aspect of faithful research
in the domain of Music..... ............This
Journal should inspire the lovers and
patrons of Hindusthani music to start 24
-gimilar magazine from the North,”
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The Visvabharati, Santiniketan, says :

The Music Academy of Madras deserves the
best congratulations of all lovers of music in this
country for furnishing a fairly detailed study of
Tyagaraja and his contribution to the music world.

The life-story of a Veggeyakara is in a way
the personified history of the music of his days.
The present special number of the Madras Music
Academy not only supplies us with the dates
and facts of the great life of a saint and an
epoch-making musician but also presents to a
serious student of music, a model plan for taking

up the study of musnca] compositions and their
authors, -

Let all lovers. and students of music, both
in North and South India, derive inspiration

from a critical study of this commemoration
volume,

1N

THE XXIII MADRAS MUSIC CONFERENCE
1949

OFFICIAL REPORT | %b

THE OPENING DAY
23rd December 1949

The Twentythird session of the Annual Music Conference of
the Madras Music Academy was held at the Sri Sundareswarar Hall,
Mylapore, Madras, and the Lady Sivaswami Iyer Girls’ High School,
Mylapore, Madras, from December 23rd 1949 to January 2nd 1950.

The Hon. Sri P. S Kumaraswaml Raja, Premier of Madras,
inaugurated the'Conference Vidvan Mudikondan C. Venkatarama

_Aiyar presided over the deliberations of the Experts’ Committee. o

The opening function was held in the Sri Sundareswarar Hall

There was a distinguished ga.thermg of musmlans and music lovers. .

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

The Hon. Sri P. S, Kumaraswami Raja was received on arrival
by Sri K.V, Krishnaswami Aiyar, President of the Academy, the

‘Secretaries and other members of the Executive Committee.

Sri Knshnaswaml Aiyar introduced the Premier to devan
Mudikondan Verkatarama Aiyar, President-elect of the Conference,
and other Sangita Kalanidhis of the Academy who were present.

The function commenced with prayer by the stpdepts_ of th:e
'Peachers’ College of Music conducted by the Academy.

Sri K. Soundararajan, Secretary, read the messages lecelved
from several persons wnshmg the Conference success,

H. E. Raja Sir Mahara] Singh, Governor of Bombay, in t.he course
of his message said that “ the cfforts of the Music Academy to
popularise Indian music are praiseworthy.” ' - o
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to see you—music experts, and music lovers—all assembled in one
. place, and to wish your Conferénce and its deliberations all success,

¢ Music being a divine art, it is but appropriate that this music
* festival should be celebrated with all earnestness, piety and
devotion, India from the very ancient time has been nurturing
music and dance with such an intensive devotion that they are
_ always looked upon as things divine. Fine arts, including dance
and music, have been- the rich cultural heritage of India. Our
conception is that the origin of music is not with man., It isof
divine origin, traced to the Supreme Being manifested in the
Trinity of Brahma, Vishnu and Siva, each of His said manifestations
being held in close association with music. Brahma is ever
associated with the music of, Vedic hymns, while his consort
Saraswati, the Goddess of Learning, is ever engaged in playing on
her Veena. Vishnu is clearly associated with the flute on which he
plays the song of life; while the Gopis sing and dance enraptured
by His divine music. Siva is the King of dancers, Nataraja, ever
t.!.ssociated with dance and music, his dance representing a process
in the ‘cosmic evolution. ’ ‘

. " " ““Music transports our mind not merely to the world of artistic
' pleasurés, but lifts up our mind t6 the realm of divinity, It raises
us %o sublime heights and takes us to a plane of spiritual bliss. Our
“ancestors recognized and practised music as an effective medium for
devotion. Music and devotion were so inseparably associated with
Tea,ch other that one was held coniplimentary to the other. It has
_ been ‘given to our ancestors to explore realms of music to their
utmost limits of service, of everything which our Scriptures laid down
as conducive to our well-being here and in the after.life. Th-
}celebvrated heirarchy of our Saints and Bhaktas of Saiva and Vaishe
nava cults, have made immortal contributions to the realm of music
b.y means of their devotional songs, sung in praise of the Lord. They
did real priceless service to the.cause of music. To them music has
no purpose if it is not measured in terms of devotion; and likewise
dev?tlon too is imperfect, if it does not synchronize, with gongs in
Praise of the Lord. Can there be anyone, however uncultured he be
whose mi:}d is not responsive to music ? The effect of music or;
imman n3md. and feelings is supreme and is also universal, The
auman mind is not the only plane to respond to it. Even animals

re moved by the spell of music,
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“ Qur ancient culture has been inseparablay ssociated with music
and dance. Lord Krishna’s music and Lord Siva’s dance are indica-
tions of divinity and sacredness which our ancients have attributed
to those fine arts. Music forms an indispensable counterpart: of
dance. Dance, in conjunction with music, produces effects in our
mind with soul-stirring feelings, which at times make us forget our-
selves in enjoyment of it. Who can ignore the sublime influence
which music and dance exercise over the human mind ¢ The exposi.
tion'and propounding of ideas in a prosaic way cannot be productive
of so much result as they would when rendered through music and
dance. The ideas put through music have ennobling effect on us,
physical as well as spiritual—on our senses, emotions and thoughts.-

_ ¢ In our country, whether in the South or in the ‘North, music
and dance play a prominent part in the cultural life of the peaple.
Our ancient culture is vast and varied. Our country can boast of
more than one system of music and dance. Each system is great in
its own way. And, to say that one is superior or inferior to the
other is only to introduce narrowness or limitations in one’s sphere
of appreciation of the beautiful. ’ ‘ .

¢ Tt has to be staied that the treasures of knowledge in classical
music, that is our proud heritage, were, however, kept in the past as
the exclusive possession of a few and it was not passed on by them
to others. The cultivation and appreciation of music were confined
to a few only. So much so classical music was not within the easy
reach of the common man. And such conservative attitude on the
part of our experts in the olden days accounted for slowness in the
spread of classical music among the people. But now the situation
is entirely different. The renaissance of music started nearly a
quarter century ago with the appearance of many individuals and
institutions with modern outlook who are out to spread and popul-
arise music. Music Sabhas have sprung into existence everywhere,
and it indicates that the people are becoming more and more music-
minded. - Music performances by eminent artistes have become a
frequent event. The appreciation of classical music is becoming
widespread among the people. Prominent among the institutions
that were responsible for the renaissance in-music is the Music
Academy in Madras, to which goes in so small measure, the oredit of
popularising classical music among the people. The service rendered
by this Academy in the cause of music is outstarding, I should: say.
Tts aim is not merely to popularise classical musie, but also to give
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it :acnew. glow- and: force.. The Music Academy offers a common
platform for learned men and.experts in music to have discussions
fith & view to find new avenues of development of music without at
the same time ignoring or even compromising the high classical
:‘sbandards. The organising .of periodical conferences is the foremost
item in the propaganda work of this Music Academy. Being devoted
tp ‘the higher 'learning and practice of the art, it brings together
artistes and persons learned'in music and seeks reconciliation beﬁwéen
?heftheory and the practice of music. : The.performances arrathed‘ By
the Academy on. clagsical Jines have exerted a great influence on the
public ‘taste and resulted in the inculcation and spread of c]assicai
music among the people. - . : B

- ‘It is also-gratifying. to note that this Academy is giving
encouragement to the-rising young men and women with musical
talents by introducing them to the public. In olden days it would
take years and years before youngsters of talent and attainments
came to the fore-front, because of want of opportunity and patronége.
This Academy is rendering yeoman service in the cause .of
music by affording opportunities to.the talented- men. to comie to
en}inence. Its endeavour is to effect improvement in every asﬁe‘;:t of
this firie art; - ‘Bharata Natyam, a splendid fine art; ,which was for
B?metime associated with stigma and prejudices, has also been resus-
?Itated with 8 new force and dignity. I am- sure that the Music
Academy will continue to serve in a still larger measure.in spteading
our music and thus enriching the cultural life of the people. Cultura]
progress and moral well-being of the people are the primary concern
of ﬁhe State also. And'you are aware of the efforts taken,by the
GOV?I‘nments, Central and ‘Provincial, for, spreading knéwledge in

- music. The opening of the College of Karnataka Music by the
Government is a step in this direction. I am sure.that the efforts
1't”lk.en;by the Government as well .as private institutions will beﬁr
fruit and aad to the ha ppiness and harmony of the lives of our people.

Ca .

...+ Gentlemen, I thank you once agsin for the honour you have

done me to-day .
=19 e to-day and I have great pleasure in inaugurating thi
9995‘@“%,‘% IR ! pleas o g x.'a, Img‘ this

§ .

The :Prgmier then‘.dec'lared the Conferenee- (;pén. :
’ .. ' Vote of Thanks ,
th(& gz:g{t& Kuldnid}‘]‘i T. L. Venkatarama Aiyar, Vice-PreAsi'dént‘;A of

emy, proposing. a.vote of thanks, .endorsed the view. of the

+

\
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Premier and said-that music and devotion where inseparablo.and that
constituted a umique feature of music in this country..:- He. added
that: the Conference was being patronised in an increasing: measure
year -after year and musicians from Northern India were also .now

L]

participating in the-discussions. R R

-Election o_f {t.he President : ;. ,

" Bangita Kalanidhi Rajomanickam Pillai, the outgoing Président,
proposed Vidvan Mudikondan Venkatarama Aiyar to ‘presidé” 6ver
the Conference. In doing so, he referred to the keen interest taken
by Sri Venkatarama Aiyar in research work in music. Sri
Venkatarama Aiyar, he added, had received his training in the tra-
ditional gurukula method and was endowed with great talent in
music. . : e

Sangita Kalanidhis Tiger Varadachariar, Maharajdpuraﬁi ‘Yiqv?é’.:.
natha Aiyar and Musiri Subramania Aiyar, Professor R. Sriqii*égah
and Srimati C. Saraswati Bai spoke supporting the proposal.

Sri K. V. Krishnaswami Aiyar then garlanded Vidvan Mudi-
kondon Venkatarama Aiyar. ‘ : S

- Presidential Address

Vidvan Mudikondan Venkatarama Aiyar- then- delivered . his
presidential address. . , -
After thanking the Academy for the honour done to him.by

electing him to preside over this year’s Conference, Vidvan
Venkatarama Aiyar paid a tribute to the useful work done by. the
Academy in the cause of music and referred in particular to the
training of teachers, encouragement of new talent, reviving Bharata
Natya, the learned discussions held annually, the publication of the
journal and music works and the opportunity provided o the public
to listen to Hindusthiani music. : i

:Comparing the music of thirty years ago with what was now
prevalent, the President said that a lowering of standard was notice-
able along with departure from tradition (sampradaya). There was a
tendency now to overstress the importance of theory and grammar
(lakshana) to the detriment of practice and usage (lakshya). He was
of the opinion that lakshya must receive greater attention than
lakshana. It was possible that those who had -not the natural
facilities to demonstraté could delve deep into the science of musit
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and with the help of research widen musical knowledge. But he
would remind everyone that sangita was a nadavidya and was an art
to be- learnt by practice. Who could learn the subtlety of
gamakas or the singing of raga, tana, pallavi, swara etc. by the
mere theoretical description of what they are ? There was no
doubt that they could be understood better if they were actually
demonstrated by one having a trained voice. ' He would, therefore,
urge those in charge of musical institutions not to over. rate the
value of theory in musical training.

Musical Training

It was true, the President continued, that music had spread out
to a-larger extent among the people now than some years ago,
Thanks to the radio, cinema, gramaphone and musical institutions,
the number of those practising music as well as of listeners had
greatly multiplied. But one could not say if quality had remained
unimpaired. Sangita could not be learnt merely by a course of

training. One should have a natural taste for it and this had to be.

developed by training under a guru, by listening, by teaching others
and by experience. Sangita was similar to- pranayama. A votary
of nada, singing with concentration to the accompaniment of tam-
boora sruti would forget himself and commune with the infinite.

- Music was of various kinds—light, heavy, emotional and divine

It was capable of appealing to all types of people. As Vidvan
Inayat Khan had said, * Lay people like light music ; intellectual
people like heavy music; spiritual people like d1Vme musxc ? Its
appeal was thus universal.

: Addressmg himself to those training themselves for concerts, the
Vidvan emphasised the need for proficiency in singing in chowks,
madhyama and druta kala. They must also respect tradition and
be good at both lakshya and lakshana, Music was the language of
emotion and like other things might also be degraded. It was there-
fore the responsibility of practising Vidvans to correctly shape the
taste of the'listeners by maintaining a high standard.

Contmumg. the . President said that the art of raga alapana,
smgmg of tana, pallavi, swara etc., had definitely deteriorated in
l‘g;:ent years. While some of these were disappearing, the others
meoorer in standard and lacked method. Those who have not
h&d the advantage of lxstemng to old Vldvans like Ra,mnad Srini-
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vasa Iyengar, Konerirajapuram Vaidyanatha Aiyar, Palghat Anan-
tarama Bhagavatar, Madura Pushpavanam Aiyar, and Bidaram
Krishnappa should make it a point to'listen to some of those still
with us and who had heard and enjoyed the music of those days.
Music could come into its own again only with the help of such
Vidvans who have had a link with the earlier generation. Raga
alapana according to tradition was now. praectised by some leading
Hindusthani musicians and some Nagaswara Vidvans of the South.
As raga was the essence of Indian music, the President appealed to
Vidvans to study the various aspects of raga alapana which would
help them to widen their knowledge and imagination. He also
stressed the need for singing in the mandra sthayi. B

The President then referred to the study of sruti. He said that
it had been stated clearly by authorities like Bharata, Sarngadeva
and others that 22 srutis could be identified in an octave (sthays)
making up the seven swaras Sa ri ga ma pa dha ni. Sruti could be
defined as Nada which was pleasant to the ear and made up of a
fixed but determinable number of sound vibrations. Ahobala had
explained in his * Sangeeta Parijata’’ the exact places occupied
by the various swaras on a vibrating string and the intervals between
them. With the advent of modern scientific research, sruti had
come for deep study at the hands of men like Pandit Bhatkande,

. Clements, Dr. V. G. Paranjpye in the North and learned
research workers in the South. Their conclusions on. the sound
value of a swara or sruti had differed slightly in some respects. But
it should be noted that the basis of their research was the music
that was now prevalent. Would it be proper for us to judge the
views of Bharata and Sarngadeva who had based their study on
the music of those ancient days? The sruti was likely to vary
either way in a swarasthana in accordance with the sancharakrama.
There was also the question whether the vikriti swaras were handled
by Bharata and others in the same way as we do. Srutis .moight be
compared t6 the steps leading up to a building. The width of each
step represented the limits of oscillation of the. relevant swara
dependent on the raga bhava and the consequent gamaka. In view
of the fact that our music was enriched by gamakas, any attempt to
determine the precise character of a srut{ could only be approximate.
The sound value of a swarasthana might also vary sllghtly depending
on the practice, skill and’ imagination of the singer. It would not be
correct, therefore, to determine swarasthanas from the conclusions
of many individual researchers, each necessarily influenced by his

2
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own peculiar equipment and experience. Practical musicians - of
experience .should be asked .to sing at length and the research
worker who had a full knowledge of lakshya and lakshana in addition
to modern scientific methods could determine the sound values. It
was worth noting that Venkatamakhi, had given the srut; values
only for the swaras of his mela ragas. Earlier authorities had given
us raga lakshanas on]y in-the form of swara krama but not in
srutt values,

; The ‘President next pomted out that the present vogue in. the
smgmg of vikriti swaras (observed in the 72 melakarta scheme) was
to identify suddha gandhara with chatusruti rishabha, suddha nishada
with  chatusrutt  dhaivata, shatsruti  rishabha with sadharana
gandhara and shatsruti dhaivata with kaisiki nishada. The speaker held
a different view. He would request the Vidvans and research workers
to determine if it was proper, for example, to equate suddka
gandhara of 5 srutis with the swara sthana of 4 srutis. While it had
been suggested by learned men in the past that suddha gandhara
should be produced at the chatusra rishabha fret on the Veena, it
had not been stated that the same swarasthana was to be played. He
also appealed to everyone to devise a small handy pitchpipe-like
instrument which could serve as the standard for ‘adhara sruti’
(drone). This was necessary as the harmonium had gone out of use
and tambura had got into its rightful place.

Referring to musical appreciation in general, the Presxdent, said
that there was a tendency by the public to applaud any type of
music with the result that the singer got a licence to sing as he liked
and what he liked. The enthusiasm to learn pieces in the traditional
way was waning and the practice of changing even the dhatu of kritis
and altering or mutilating the sangatis at will was on the increase.
There were several versions of one and the same kriti current among
the musicians. The :President declared that the responsibility .of
determmmg the traditional patha of kritis and of resolving the exist-
ing confusion rested with the Academy. While determining raga
lakshanas it was necessary to enunciate the old and traditional 'ones
instead of trying to fix up a new lakshana to the lakshya now in
vogue, He referred in particular to Pantuvarali, Chittaranjani,
Dileepakam and Tarangini ragas which in the present day had
‘devxated from tradition. He appealed to the Academy to take up
‘the matter afresh and establish their old and correct raga lakshana.

It was possible that ragas had got changed and patha of kritis altered
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on account of the difficulty experienced by some singers of less than

" average ability to handle the swaras correctly. Ragas differed in the

matter of rakti. Tt was not proper to acquiesce in the recent depar-
tures Frdm ¢ t\radltloq onxthe basis'of ‘mete ‘pléasantness to-the edr or
ranjakatwa. We ould be gmlty of hmxtmg the scope of sangita

which was an ocedn'ih 1ts expanse an

Addressing students of music, the President streesed the need
for undergoing apprenticeship under an experienced singer after a
course of schooling is over.-  T'ala, he added, had no doubt an impor-
tant Place in (music, but it should not by any chance spoil, the
sweotrieds-or- p'ieasa;ntness ‘of 'a° ‘pieee. He' rientioned thée**various
features of pallavi- smgmg and emphasised that in the process of
development one must never lose sight of ‘the raga bhava. He had
heard pallavis sung: by Talanayar Somu Bhagavatar and his son
Radhaknshna Alyar They laid great ‘store by the sarva laghu, what-
ever the" variéty of tala handled. The President requested the
Vidvahs of to-day to emulate their example instead of taking odd
1414 - meastres -which rwould merely , bewilder the listener but mot
pleage. He said-thiat:we could not flatter ourselves that we had added
to. the knowledge of tala either. - The compositions in rare falas that
had been left to us By eminent men like Ramaswami D1ksh1tar, Maha
Valdyanatha Alyar and Ramnad Srinivasa Iyengar weére still unsur-
paésed “The xmportance of ‘raga in any pallam or fala composition
would bé réalised if one remembered how. Vidvans Tiruvayyar
Subrihmanya Aiyar, Mannargudi Chinna Pakkiria Pillai, Semponnar
kovil :Ramaswami Pillai and.others kept thousands of listeners spell-
bound by the way they handled raga and pallapi.. Similarly in swara
singing, the speaker pointed out the need for a correct understanding
of - talq - The syara- p‘hrases used must be on the pattern of a tana
vwma He also appealed to devans to revive correct tana smgmg

-k Spea.kmg of the use of the mike in’ concerts the Presxdent felt
that- thlsamenlty tended to make an aud1ence listen, carelessly. - He
knew how Vidvans in. the past. had entertained b1g audiences without
the hel_p of a mlke ahd how the listeners’ would' listen attentively.
Thls appa.ra.tus was also likely tohide ‘the defects of a voice and make
1t unnatural too- He ‘¢onéluded with an appeal to all fellow.vidvans
%o offer their fullest co-operation to the Music Academy and do their
»best to furthér the.cause of Carnatic music on the nght lines,

‘ .
B R ': s '. vyl '!"“"-I‘v"‘f'\"‘!"'- T S
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After concerts by Srimati Savitri Ganesan and party and by

" Srimati Kousalya Ramakrishna Reddy and party, the function ter-

minated,

THE CONFERENCE SOUVENIR

An attractive and well-illustrated Souvenir was got up by the
Academy, on the occasion of its 23rd Conference. It contained
several articles on music and its various aspects, and bharala natya,
contributed by eminent persons. Among them may be mentioned
“Impersonal  Art-form of Dikshitar’'s Music” by Professor
R. Srinivasan, ¢ Bharata Natya’ by Dr. V. Raghavan, ‘“Sruti”

.and_*“ Sangita Sampradaya Pradarsipi” by Vidvan Mudikondan

Venkatarama Aiyar, and ‘* Indian and Other Similar Systems of
Music” by Alain Danjelou and . Music Anecdotes’ by Sangita
Kalanidhi T. V. Subba Rao. The Souvenir contained full-page
pictures of the savants of classical music like Sri Purandaradas,
Sri Tyagarajaswami, Sri Muthuswami Dikshitar and Sri Syama
Sastri. Detailed programmes for the concerts to be held during the

.session of the Conference were also given in the Souvenir.

THE SECOND DAY
24th December 1949

Experts Committee Discussions

The Experts’ Committee session of _the Mausic Academy in
connection with its 23rd Conference, began this morning at Lady
Sivaswami Aiyar Girls’ High School, Mylapore. Vidvan Mudikondan
Venkatarama Aiyar, President of the Conference, occupied the chair.

THE AGENDA FOR THE CONFERENCE

1. Raga Lakshanas: ‘of Kannada, Drijavanti, Useni, Pantuvarall,
Margahindola, and Gaulipantu. '

2. Lectures & Demonstrations :
(i) by Sangita Kalamdhl Sri K. Vasudevachar of Mysore
(ii) by Vidvan Madura Srl.Rangam Ayyangar—Pallavi

(iti) by Vidvans Veenai Narayana Aiyangar, Madura Subrah-
manya Aiyar, Vidvan Ramachandra Bhagavatar ‘of
Manjakkudi and' Vidvan Harihara Bhagavatar of
- Avidayarkoil on Gattu Vadyam - . . S
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(%) by Messre. Pt. Ratanjankar, Pt. Ravi Shankar and Gyan
v = (Ghosh— Hindusthani Music ‘
: ill include among others :
. Pag;“‘; MZ;cal Research and Frequency Ratios ”
' by 8ri C. 8. Aiyar
"Raga and Rasa
" Tala » _
Bharata Natya: Lectures and Demonstrations.

Any other subject that may be brought forwara with the
' permission of the President. : : ~

.

<

B ok

P

~ . The immeedings began with an invocation by Vidvan Manjak.
- kudi Ramachandra Bhagavatar who sanga sloks on Saint Tyaga-
. taja and his sishyas of Umayalpuram and the saint’s kriti Rama
. minne in Useni. . ) ' ST

<. ... [ President's Introductory Remarks-

.+~ - Initlating the proceedings, the Prisident emphasised that the
meetings of the Experts’ Committee of the Music Academy consti-
tuted the more important part of the Academy’s Conference. The

- deliberations and the decisions arrived at in these meetings which

- were permanently recorded in the Journal of the Academy formed a
lasting contribution to musical science and art, whose full value

would be appreciated by posterity.

- wanner of the great literature on musi
" ancient times,

outstanding
W rmusicia
< diseussiony

These proceedings, in the
c that has come down from
would go down in the history of Carnatic music as the
achievement of this Academy. He therefore appealed
ns and savants to give their best attention to the
of the Experts’ Committee. =~ -+ - - R

. Talk and Demonstration on Veena and Gamakas
S Vidvat Devakotta Naravai ngar gav ' {
. yana Iyengar then gave a talk on
. “gamakaa’ and rendered them on the Veena. T i i
t there were 1o i . he Vidvan mentioned

‘ in all, out of whi
' were found in vogue. Of ol ich 10 or 12 at least

again, he said, ;
was somewhat important, The V 'd, the sphuritapratyahata

B idvan illustrated the playing of
L g;:?;:i? %: :?;V:“:d"i rendering raga and tana in Todj gand
;%,t with M&dhy;mavrz;f ) ¢ e ghana-faga-patnchgkg." and wound up
il The President thnnked Vidvan ooy e

: the Vidvan ang id :
~ Tyenger : P said that Sri Naraya
TR ‘mbmed in himself the delicacy (naya) of. Got -

tuvadyam
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Sakharama Rao and strength (pourusha) of Karaikudi Sambasiva
Aiyar, both of whom he worshipped as his masters.

Talk and Demonstrationon certain songs of Tyagaraja
' which had undergone change

Vidvan Manjakkudi Ramachandra Bhagavatar gave a talk and
demonstration on the subject of Tyagaraja’s composmons. wh.os'e
musical settings had undergone changes incongruous with their origi-
nal forms. He first sang the raga, ‘Margahindola ' and the.n the piece,
Chalamelara in its correct and authentic form. He sz.ud that the
rendering which was in vogue now was allied to Saramatl father tl;‘an
to Margahindola. He did not elaborate this po.mt as this raga has
been put down for discussion in the current session.

The Bhagavatar then rendered the correct patha of the Kalyani
kriti, Tripura and Sundari, Sangita gnanamu, Nenundu ve%dagudurfz and
Molkshamu in Dhanyasi, Karnataka Behag and Saramati respectively.
He pointed out that the Umayalpuram Brothers were so zealous to
preserve the correct form of the kritis as they were composed .by .tbe
great, saint that they even discounted all display of swara singing.
It was wrong to suppose that those eminent vidvans were mcapab%e
of swara singing. The fact was that they were such . authentic
repositories of the true forms of kritis of Tyagaraja ‘that even the
great musicians of the times used to send their popils to Umayal.
puram for learning the kritis themselves. The Umayalpuram
Brothers did not desire to be mere ‘gayakas’ in any narrow sens,e of
the term but preferred to be real ¢ bhaktas’ and ‘ bhagavatars’ as
envisaged by the sage himself in his compositions.

The President thanked Vidvan Manjakkudi Ramachandra
Bhagavatar and referred to the fact that the learned vidvan was
the grandson of the Umayalpurm Brothers, the direct disciples of
Sri Tyagaraja and as a repository of the correct sampradaya, .he Wa:s
competent to speak on the subject. He added that the Vidvan’s
valuable observations as also renderings were not only true.tp
sampradaya but were also appealing by virtue of his rich voice.
Vidvan Venkatarama Aiyar reiterated the need to-day to coirect
the versions of many such pieces.
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~ the, ear the particular note in a raga and to reproduce it properly
was a surer guide, as no definite vibrational value could be fixed,
the swara in the Carnatic system being unique in conception.

Messrs. Seshadri and Krishnamurti, two Physics professors
who were present by invitation, opined that music, though subjective,
bad an objective physical basis and Sri Aiyar's paper was a plea
for scientific research into the correct swara.sthanas of our musice
For - this; they said, there should not only be close collaborated work
by physicists and the classical musicians, but also scientific laboratory
equipment which could be organised and provided for only by the
universities and the two national music institutions recently started
by the Government.

Sangita Kalanidhi Sri Semmangudi Srinivasa Aiyar said be
agreed with Sri Aiyar that a particular swara in a raga wasto be
imbibed in its exact form, by actual hearing and reproduction,
with the help of a guru and that the exact determination of the
ratio of a swara was not possible as the same swara sounded
differently in different ragas.

- In thanking Sri Aiyar for his learned paper, on the subject of
which he had been doing work for a long time, the President, Sri
Mudikondan Venkatarama Aiyar, observed that controversy was
very natural, on such a highly technical and little understood aspect
of music, as was touched upon by Sri Aiyar in his paper. As
practlcal] work had to be done on this.question and as all musicians
and Sri-Aiyar himself were agreed that the correct intonation of a
swarafiwas dependent upon learning by samparadaya from a guru,
the President suggested that the meeting might pass on to the
subject of raga lakshana. He said that the raga Kannada put up for
discussion in the agenda, might be taken up.

The full text of Sri Aiyar’s paper is to be found elsewhere in
this issue.
RAGA LAKSHANAS

The discussion of Raga lakshanas was then taken up.
Kannada

The raga Kannada had been discussed by the Academy in its
1933 Conference when the Exprrts’ Committee decided that it was to
come under the 29th mela and that its arohana was ““ sa ga ma pa,
ma dha nisa” and avarohana, “sa ni sa dha pa ma ga ma risa’
the gandhara and dhaivata ‘were pronounced long and ““sa ri ga ma’
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“ga mapagari sa’ were regarded as exceptional usages.h hT e
raga was suggested for reconsideration at this year’s Conference,
particularly with regard to the character and permissibility of ‘ni’.

Sangita Kalanidhi Tiger Varadhachariar wanted to know in
particular whether the ‘ni’ in the sancharas in this raga, some of wh1ch
he sang, was ‘kaisiki’ or ‘kakali’.

Vidvan Madura Subramania Aiyar said it was ‘kakali’ though 1t
was a bit lower. Singing some sancharas he said that “sari ga ma”
occurred sometimes though it was possible to sing it as “sa ga ma.”
Vidvan Manjakkudi Ramachandra Bhagavatar sang ¢ Bhajare
with ‘ sa ga ma, dha ni sa ri sa ga ma risa "

Vidvan Alattur Venkatesa Aiyar sang ¢‘ Saketaniketana ™ with
“ga ma risa’ as well as ““ga ri ga ma,” on which particularly
Sangita Kalanidhi Musiri Subramania Aiyar wanted a clarification.
Sangita Kalanidhi Semmangudi Srinivasa Aiyar was also of the view
that ¢ ga ri gama ” occurred, as also ‘‘ sari ga ma ’’ in the same song
but Sri Venkatesa Aiyar did not agree with the latter sanchara.

Vidvan Ramaniah Chettiar said there were -many prayogas
which were admissible ; there was “sa ri ga ma; though the ‘ni’
was ¢ kaisiki’, ‘kakali’ also occurred. According to him, the raga
was put down under nate bhairavi also. Vidvan Bharatam
Narayanaswami Aiyar said that ‘ni’ had no karvas.

Sri T. L. Venkatarama Aiyar sang the Dikshitar piece, ¢ Sri
Matri-bhutam’’ and said that ‘“ sa ri ga ma” was admissible and also
‘kaisiki nishada’. Asked by Sri Musiri Subramania Aiyar and others
for a clarification of the exact nature of ‘ni’, Sri Venkatarama Aiyar
gaid there was only a touch of kaisiki ‘ni’, without karvai. The
Saramrita, he said, put the raga in the 28th mela,  and added that if
it was put down as bhashanga, it would suffice to ‘indicate the
variation in the sanchara and the exact nature of the ‘ni’.

Sri Musiri Subramania Aiyar objected to putting it down as
bhashanga. Sri Semmangudi Srinivasa Aiyar said that the place of
‘ni’ may even be said to doubtful and the noting of it in the lakshana
as a definite swara would only be misleading.

Pandit Ratanjankar pointed out that in playing on veena, ‘dha
pa’ and returning to ‘pa’, ‘ni’ has necessarily to be touched.

Vidvan Madura Srirangam Iyengar sang the sancharas as learnt
-yom his guru, Sri Namakkal Narasimha Iyengar, in which occurred
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“gsa . ri ga ma pa ma dha nisa, sa dha pa ma gari sa”’; and “ni’
touched ‘kakali’ in “‘dha ni sa” and *kaisiki’ in *‘sa dha ni pa”.

. Pandit Anantakrishna Sarma of Mysore drew attention to the
lakshana gita in the Sampradaya Pradarsini having the sancharas
“ pa dha ni sa ” and ““sari ga ma”. Vidvan T.K.Jayarama Aiyar
said that ‘ga’ and ‘dha’ sounded dirgha and kampile and in the
oscillation, kaisiki ‘ni’ is necessarily touched; kakali is also sounded
while going to ‘sa’ in ““dha ni sa”, It might be taken to the 20th
mela.

Asked for a clarification by Sri Semmangudi Srinivasa Aiyar
whether ‘ni’ was not printed in small type, both the President and
Sei T, L. Venkatarama Aiyar said it was not so. The President
sang ‘“‘Intakante” by Pattanam Subramania Aiyar and a chitte.-
swaram added to it later by an unknown musician, in which “sa ri ga
ma’ and other sancharas oceurred ; kakali also sounded.

The meeting decided that kannada was a janya of the 29th mela ;
its arohana was ‘“sa ga ma pa ma dha ni sa” and avarohana, ““sa ni
sa dha pa ma ga ma ri sa’’; “sa ri ga ma’” and ‘‘ ga ma pagarisa®”
were admissible,

THE FOURTH DAY
" 26th December 1949

The Experts’ Committes of the Music Academy in connection
with its 23rd Conference assembled at Lady Sivaswami Aiyar Girls.
High School Hall this morning with Vidvan Mudikondan Venkata’
rama Aiyarin the chair,

A Paper

- - Sangitabhushanam G. Nagaraja Rao of Bangalore read a paper
on “Architects of Music and Progress of Music in South India and
Abroad . During the course of an all round survey of musical
conditions in the country with reference to the public, the Press, the
State, the sabhas, the films, the radio, the records and the musicians
themselves, Sri Nagaraja Rao made many suggestions on the basis of
his observation of conditions of music in the West during his tour.
Regarding sabhas he said that there was no use in increasing their
number while the standard of appreciation was going down and the
mere commercial aspect was becoming more and more [important ;
listgming habit had also to improve, along with the acoustic conditjons
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of halls where, as in the West, large numbers should be able to sit
and listen very well without even the help of the mike. He also said
that samples of Indian music in gramophone records which he had
occasion to scrutinise in Europe hardly reflected the true classical
renderings which musicians here could give; there was need now to
take tape-records of such classical renderings by our leading vidvans.

In thanking Sri Nagaraja Rao for his paper, Vidvan Mudikondan
Venkatarama Aiyar, the President, commended the enthusiasm of the
young musician but he doubted whether there could be any advan-
tage by merely comparing or copying Western methods, particularly
in respect of Press writing and publicity ; Indian music being an art
to be learnt directly from the teacher differing from Western music
which could be read and rendered from written texts, had therefore
its own standard of judgement and appreciation.

Ragalakshanas

The President then proposed that in accordance with the agenda,
she discussion of Dvijevanti might be taken up.

Dvijavanti
Duijavanti had been discussed in 1931 Conference when it was
decided that it was of the 28th mela, that its arohana was ““sa ri
ma ga ma pa dha sa” and the avarobana ‘““sa ni dha ni sa ni
dha pa ma ga ma ri sa ni dha ni sa” and that “ri ma ga ri sa "
was a special prayoga and sadharana gandbara occurred. As an

‘elaborate discussion of it could not be conducted at that Conference,

it had been taken up for further discussion during the present
session.

This being a rare raga, discussion was practically guided by
some text.books, notes from which had been brought by many
vidvans, and the single kriti of Sri Muthuswami Dikshitar in this
raga, * Chetasri ” which alone was generally known and which was
rendered by Srimatis Brinda and Mukta, Madura Srirangam Iyengar
and in part by Alattur Venkatesa Aiyar and the President himself,

_ Opening the discussion, Vidvan T. K, Jayarama Aiyar said that
though classed as a janya of the 28th mela iﬁ was really to be
described as a sankirna raga, as it took the chaya of more than one
raga, primarily Sakana and Yadukula Kambhoji ; there was also a
shade of Bhairavi; it took sadharana gandhara also. Pointing out
that the beauty and the full form of this raga came out only in
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vilamba.rendering, as indeed in the case of many other ragas, the

- vidvan sang the alapana of the raga and concluded that, as the texts
said, the proficients had to sing it by the lakshya: Later, Sri
Jayarama Aiyar suggested that the sankirna character of this raga
was probably due to its origin in folk music and songs in metlus
of this raga might have been current among women-folk, .

Manjakkudi Ramachandra Bhagavatar, who said that the

"Umayalpuram School knew no piece of Tyagaraja in this raga, was of
the opinion that * ri pa” was admissible, that “ pa dhanisa” was a
prayoga and that sancharas in tarastayi do not bring out the raga
lakshana.

" Pandit Apantakrishna Sarma of Mysore said that he had heard

'a mangala harati song in this raga sung by his grandmother and
another composition by a composer of the Surapuram family which
had an imitation in * Swanta Chintaya ", a composition of Krishna
Brahmatantra Parakala Swamigal. Singing portions of these songs,
Sri Sarma said, “ri” was the jiva swara, and that “pari” was
more frequent: than “ri pa’.

‘ Pandit Ratanjankar who spoke to clarify the relation that this
raga bore to the Hindusthani Jaijaivanti, said that the Hindusthani
raga was an upanga of Sorat and agreed with the Carnatic raga in
the purvanga. Questioned about the prayoga, dha sa,” the Pandit
who rendered Hindusthani Jaijaivanti said that it did not occur.

Sangita Kalanidhi Semmangudi Srinivasa Aiyar agreed with
the opinions lucidly set forth by SriT. K. Jayarama Aiyar and
added that the prayoga which occurred in Pandit Ratanjankar’s
rendering of the Hindusthani counterpart, namely ¢ pa dha ma”
could be adapted and incorporated into the Carnatic form of the
raga ; he also opined that there was ‘ni dha ni sa”,

" ' Vidvan Ramaniah Chettiar who read out its lakshana fully as
given in some text books emphasised the characterisation of this raga
as * sgama-vishama-vakra ”’ which signified its rather difficult form
which had to be guided more by the lakshya ; he said that ‘“ ri ga ma
pa dha sa’” was the normal arohana; sadharana gandhara was more
frequent.

Bharatam Narayanaswami Aiyar said that this raga was current
in bhajana and bhagavata compositons though at the time he could
- not recollect the pieces. .

Vidvan Madura Srirangam Iyengar said that his guru had tlod
him taht Jenjuti in the same mela had to be taken as analogy and
guide for the development and singing of this raga,
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Sangita Kalanidhi Sri T. L, Venkatarama Aiyar sang also an
additional lakshya for this raga, a Tamil Ramayana padam, ‘ Enna
buddhi ninainthayada.” Rendering also the raga, he viewed that tara
sthayi sanchara could be done ; that its arohana was *sa ri ga ma pa
dba sa” and avarohana ‘‘sa ni dha pa ma ga ri sa’ that “‘sa ni dha ni
sa” was a special prayoga and that sadharana gandhara occurred.

The President then gave an alapana of the raga, and singing
snatches of* Chetasri ”’, his rendering of which followed strictly the
Sampradaya Pradarsini and differed slightly from the patham
rendered by Dbanam’s grand-daughters, be definitely opined that “sa
ri ga ma pa dha sa” constituted the arohana. Reading out
Subbarama Dikshitar’s sancharas and his notes cn the raga he said
that slight shades of Darbar and Bhairavi also appeared, besides the
more prominent Sahana and Yadukula Kambhojt.

The decision of the Conference was that the arohana was ““sa ri
ma ga ma pa dha da ”’; avarohana “ sa ni dha pa ma ga ri sa ni dha
ni sa’’; “sa ni dha nisa” occurred, “ri ga ma pa” wasa special
prayoga; in “ri ga ma ga ri” sadharana gandhara was taken; “pa
dha ma’ was also admissible ; it was a janya of the 28th mela.

THE FIFTH DAY
27th December 1949.

The Experts’ Committee of the Music Academy in connection
with its 23rd Conference assembled at the Lady Sivaswami Iyer Girls’
Schoo!l Hall, Mylapore, this morning. Vidvan Mudikondan Venkata-
rama Aiyar was in the chair.

Paper on Hindusthani and Carnatic Music

The proceedings of the day began with a paper read by Pandit
Ratanjankar on “ Points of Affinity between the Hindusthani and
Carnatic Schools of Indian Music”. In his long and learned paper,
the Pandit first surveyed the history of ancient Indian music in
respect of both ragas and compositions as evidenced in the Sama
chants and literature from Bharata downwards; what element of
ancient Dravidan musie, such as could be thought of on the basis of
old South Indian literature like the Silapadikaram, endured in the
Carnatic system that is being haudled at present, it was not possible
to say exactly. Carnatic music as in vogue to-day was mostly
related to the main stem of the Sanskrit textual tradition, along
with Hindusthani. It appeared to him that the distinct Carnatic
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divergences took shape from the time of Ramamatya’s work. ~He
however, drew attention to the fact that many folk melodies now
known to us as ragas were current in all parts of the country, that
the Sanskrit works themselves from Matanga downwards referred to
most of the ragas as dest and that among compositions themselves,
for instance in ele, the Sanskrit works spoke of vernacular varieties,
- lata, karnata ete. Pandit Ratanjankar observed that, although neither
of us, Southerners or Northerners, could claim to-day to be singing the
sangita of the Bharatanatya Sastra, Brihadesi or Ratnakara, we
could safely assure ourselves that even to-day our classical music is
only a modified form of the same old tradition. He emphasised
that music was a practical art and as such progressed according to
the conditions obtaining from age to age and from place to place.
He instanced the supercession of the old grama-moorchana-jati and
raganga-upanga-bhashanga modes of classification of ragas and the
rige of the raga-ragini-scheme in the North and the mela-janya scheme
in the South. Thanks to the efforts of the late Pandit Bhatkande,
Hindusthani music had to-day accepted the 72-mela scheme of the
South as the basis of the ten thats under which Bhatkande grouped
Hindusthani ragas.

The Pandit then enumerated the ten thats and sang samples of
" some ragas in which the two degrees of the same note occurred, a
feature found in the Carnatic ragas designated bhasangas as explained
by the Carnatic musicians present. According to Pandit Bhatkande
the Raga-ragini scheme, which he tried hard to understand, was out-
of.date and the mela-janya scheme, the most reasonable mode of raga

classification, which though he took it directly from his South

Indian contact, he later could find also in Northern granthas like
“Ragatarangini”, * Hridaya-Kautuka >’ etc. Though the roots of the
South Indian scheme could be traced to works like that of Rama.-
matya, the Pandit said, the great Trinity, Syama Sastri, Muthuswami
Dikshitar and the immortal Tyagaraja revolutionised the music of
this Province. ’

Regarding the links between the two systems. Pandit Ratanjan-
kar pointed out that the gamut of twelve semi-tones was the same
to both; a number of ragas could be mentioned with the same melodic
content with difference only in nomenclature ; similarly the same kind
of syllables were used in alapa; in compositions also, the different
parts like dhruva etc., mentioned in the North, could be compared
to the South Indian pallavi ete.; the drupads of the North and the

- kirtanas of the South had a common origin in_the prabhandas of old;
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the South Indian javalis compared with the thumris of the North, so
also the tillana and the tarana, surawat or swaravarts and saralis or
swaravalis.

Pandit Ratanjankar next dealt with certain compositions useful
for academic and educational purposes such as the lakshanagitas and
varnas of the Carnatic school, which the late Pandit Bhatkande
introduced into Hindusthani music. Following Bhatkande, others in
the North have now written lakshanagitas. Both Pandit Ratanjan-
kar and his pupil Ginde sang two Carnatic varnas adapted by them
and fitted with Sanskrit words. Bhatkande, the Pandit said, had
introduced to the North many South Indian ragas, Hamsadhvani,
Saveri, Sriranjini and others. Pandit Ratanjankar concluded by
saying that though from very eaily times provincial distinctions had
existed, the general outline of music was common s}l over the country.
Any seperation that might be said to have been started must be
ascribed to the Muslims, prominently Amir Khusru, but it must be
empbasised that what Khusru himself did was to give only a few
Persian instrumental and melodic adaptations, a general Muslim
“expression’ as it might be correctly called. Many things ascribed
to him as his contributions were really not new. The sitar was only
a made easy of the veena, the qouwali had its origins in our own
bajans and many modes carrying a Persian name could be traced to
our own ragas. ‘

Mudikondan Venkatarama Aiyar, in thanking the lecturer, refer-
red to the learning which Pandit Ratanjankar combined with his
practical equipment in the art and the ease with which he could not
only quote a text but also sing off a raga. Referring to his own inte- .
rest in and acquaintance with Hindustbani music, the President said
that though there were minor differences and intonational and
stylistic distinction between the two schools, he was a firm
believer in the essential affinities of Hindusthani and Carnatic Music.
He paid a tribute to Pandit Ratanjankar as a worthy successor of the
late learned Hindusthani musicologist, Pandit Bhatkande.

The full text of his paper is reproduced elsewhere in this issue.

Ragalakshana-~Useni

The President then proposed that the discussion of the lakshana
of Useni might be taken up, and initiated the discussion by rendering
the raga. He referred to the earlier decision of the academy of the
raga which conformed with the generally accepted form of the raga

5
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thongh there was a slight difference in it as rendered in natya.sam-
pradaya.

The raga had been discussed in the 1930 Conference when it was
decided that it was a janya of the 22nd mela and that its arohana
and avarohana were respectively “‘sa ri ga ma pa ma pa ni dhanisa”
and “sa ni dha pa ma ga risa’; suddha dhaivata was permissible
and the sancharas were vakra.

‘The President said that suddha dhaivata was alpa in prayogas
like. “ma dha pa” and “pa dha pa.” Asked by Bharatam
Narayanaswami Aiyar, the President accepted that *‘ pa dha nisa”
ocecurred.

The Vidvans sang the different sancharas of the raga as also
snatches of some of the compositions in this raga; but there was
practically no difference of opinon. Bharatam Narayanaswami Aiyar
sang with abhinayam a daru in Useni in the * Harischandra Nataka’,
of Merattur Venkatarama Sastri as also the Kshetragna pada,

‘ Aligithe.” Vidvan Manjakkudi Ramachandra Bhagavatar sang

the less known Useni song of Tyagaraja, ¢ Raghuvira.”

Sri Anantakrishna Sarma drew attention to Somanatha’s work
where it was stated that Huseni was the popular name of the variety
of Todi called Turushka Todi whose lakshana also he read out from
an earlier {ext.

- Pandit Ratanjankar said that in Hindusthani music to-day, the
name Turushka Todi was not in vogue. Even Huseni did not occur
separately, but only in raga names like Hussaini-todi and Hussaini-
kanada. When he mentioned that the name Hussaini might be due
to the patron, Sultan Hussain Shirqui of Jaunpur, Sri C. S. Aiyar
pointed out that according to Helmholtz’s book, there was an old
Arabie melody called Hussaini,

Sangita Kalanidhi Tiger Varadachariar sang the raga as well as
a portion of * Aligithe.” Vidvan T. K. Jayarama Aiyar also rendered
the raga and pointed out its essential features, which were brought
out particularly by its vakra sancharas. As many Vidvans desired to
express their views, further discussion was adjourned to Wednesday.

d
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THE SIXTH DAY
28th December 1949

When the Experts’ Committee of the MusiciAcademy met this
morning in connection with its 23rd Conference with Vidvan
Mudikondan Venkatarama Aiyar in the chair, the discussion of the
lakshana of the raga Useni was resumed. :

Ragalakshana—Useni

Vidvan Alattur Venkatesa Aiyar sang the raga as well as the
Dikshitar piece, *“Sri Kalahastisa > and said that ‘ sa ri ga ma pa
ni dha ni sa, sa ni dha ni dha pa ma ga ri sa’ occurred and that
“pa dha ni sa’’ was permissible. '

Vidvan Budalur Krishnamurti Sastrigal said that the normal
arohana was “sa ri ga ma pa ni dha, ni sa, pa dha ni sa’ was a rare
prayoga. Vidvan Rangachari requested that Vidvans should clarify
the disputed question whether suddha dhaivata occurred in the raga.
Sri Krishnamurti Sastrigal said it did occur. Vidvan Manjakkudi
Ramachandra Bhagavatar was of the view that in Tyagaraja’s kritis,
it may be said that suddha dhaivata did not occur, and that even
in a single context in the kriti, ‘“ Rama Ninne’” namely, at
“ Rajaraja-vandita,” the dhaivata was slightly higher and not
exactly suddha. Vidvan T. K. Jayarama Aiyar explained that it was
not a question whether suddha dhaivata occurred or not. What was
important was that the form of this popular raga should be in tact
whether we use it or not. Singing an old Tamil song, ‘‘ Endan-
tannai rakshikka” and parts of “Sri Raghukula,” he said that
suddha dhaivata occurred. Piratla Sankara Sastri sang the piece,
« Palimpara ’’ of Tiruvottivur Tyagayyar. According to him, suddbha
dhaijvata occurred in vakra sanchara as an alpa prayoga.

The President, singing the raga again, elucidated how the late
Konerirajapuram Vaidyanatha Aiyar would keep the listener in
expectation for the slight suddha dhaivata which he would throw
into the portion “Rajaraja-vandita’ in a most enthralling manner.
The President pointed out that according to Subbarama Dikshitar,
suddha dhaivata was an introduction by the naveenas and he
remembered that his teacher, Simili Sundararama Aiyar, telling him
that according to Tirukodikaval Krishna Aiyar, suddha ‘dhaivata
was a prayoga in vogue'in the natya sangita. According to the
President, suddha dhaivata occurred only in the prayogas ‘‘pa dhs
pa.” and ‘“ ma dha pa.” ' : L cL
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Bharatam Narayanaswami Aiyar sang a portion of the Useni
swarajati of Merattur Venkatarama Sastri and Madura Subramania
Aiyar sang, ‘ Rama Ninne.”

The decision of the Conference was that the arohana and the
avarohana were “ sa ri ga ma pa ni dha ni sa’ and  sa ni dha pa ma
garisa’; “pa dha ni sa” was largely used ; suddha dhaivata also
occurred. The raga was a janya of the 22nd mela.

"Pantuvarali

The raga, Pantuvarali, which had been previously discussed
once, was taken up for discussion again and the President observed
that according to lakshana, sadharana gandbara occurred, but in
practice antara gandhara was being used; and as there were
Hindusthani vidvans in the Conference, he desired to know how they
rendered the sadharana gandhara in ragas that used it.

Pandit Ratanjankar sang Suddha Todi and Multani at the
request of the President. ,

Fuarther discussion on Pantuvarali was adjourned to Thursday.

Condolence Resolutions

The meeting then adopted the following condolence resolution :
“This meeting of the Experts of the Music Academy met at their
23rd Conference places on record their great sorrow and sense of loss
sustained by the world of Carnatic music in the demise of Sangita
Kalanidhi Sabhesa Aiyar, a former President of the Academy’s
Conference and Principal of the Academy’s College, of Dr. T.
Srinivasa Raghavachariar, & repository of Tyagaraja tradition
according to the Tillasthanam sishya parampara, Sri Nidamangalam
Minakshisundaram Pillai, a brilliant tavil vidvan, and Sri N.
Kalyanasundaram, violin lecturer in the Central College of Carnatic
"Music ', .

Besides the President, Vidvans present spoke about the departed
musicians. Bharatam Narayanaswami Aiyar and Ramaniah Chettiar
made touching references to Dr. Srinivasa Raghavan and his
devotion to Tyagaraja, while singing whose compositions on Bahula
Panchami night, he passed away. Bharatam Narayanaswami Aiyar
referred to Sabhesa Aiyar as a distinguished pupil of Maha
Vaidyanatha Aiyar and Minakshisundaram Pillai as a ‘Jagad-eka-vira’
in tavil. Vidvan Varadachariar recalled his early associations with
Sabhess, Aiyar and Dr. Srinivasa Raghavan, Sri T. K. Jayarama Aiyar
referred to the fact that the late Sabhesa Aiyar could claim sishyas
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from the late Muthiah Bhagavatar to many young promising vidvans
of today.

On behalf of the Hindusthani musicians and the Central College
of Hindusthani Music, Lucknow, Pandit Ratanjankar associated
himself with the sentiments expressed by the previous speakers.

The resolution was passed with members standing.

Lecture on Raga Form

The President then requested Vidvan T. K. Jayarama Aiyar to
speak on Raga Rupa. Vidvan Jayarama Aiyar’s talk was very lucid
and highly appreciated. He said that though calculating by per-
mutations of scales, sampurna, shadava and oudava, as also vakra,
we might get innumerable ragas, we found that certain ragas were
more enjoyable and consequently loved more. To understand the
greater appeal of certain ragas, it was necessary to grasp the essential
features which determined the forms of these ragas; in his further
exposition of the subject, the Vidvan could deal, owing to limitations
of time, only with the principle of the four.fold relationship of notes,
vadi, samvadi, anuvadi and vivadi, and the extent to which this
contributed to the raga form.

He explained the vadi swara or the persistent note and
illustrated it by singing gandhara in Sankarabharana. Next in
importance came the samvadi, the consonant note, having the
relationship of a perfect fifth or fourth' with the vadi, the sa-pa or
sa-ma relationship. He elucidated this relationship by singing
Darbar and-Nayaki, Hindolam and Jayantasri, and showed how
these pairs of ragas differed in their identity on account of their
vadi-samvadi relationship. He said that in Hindusthani music,
most of the ragas had only one set of vadi-samvadis, whereas in
Carnatic music one raga might have two or more groups of vadi-
samvadi. The anuvadi was then illustrated by the vidvan by
singing the antara-gandhara of Sankarabharana and Kambhoji. The
vivadi was an inimical note but we handled many beautiful ragas
with vivadi swaras. The vivadi swara produced a suspense and
tension which had a pleasurable sensation when the vadi or the
adhara sruti note or its dominant fifth was reached again. This
was demonstrated by the lecturer singing Varali. It was pointed
by Sri Jayarama Aiyar that the vivadi swaras and other microtones
that figured in our music acquired richness on account of the
amplitude created by the resonance of the imperceptible upper
partials in the harmonic progression of the fundamental and the
pa,nchama of the tambura,
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THE SEVENTH DAY
29th December 1949

 The Experts’ Committee of the Music Academy met this morning
with Mudikondan Venkatarama Aiyar in the chair. There was a
large and distinguished gathering.

Talk and Demonstration on Gattuvadya

‘At the request of the President, gattuvadya Vidvan Avidayarkoil
Harihara Bhagavatar gave a talk and demonstration on gaffuvadya
which was hereditarily handled by members of his family and of
which he appears to be the sole exponent now. The Vidvan said that
according to Kumaratantra and his own father’s authority, this
instrument was to be called Jhallari and was used in temple worship,
with particular reference to Lord Subrahmanya. His own father,
Sri Sitarama Bhagavatar had accompanied concerts of Maha Vaidya-
natha Sivan with this instrument. He himself, both in the Academy
in the past as also elsewhere, had accompanied leading vocalists and
shown that this was a highly suitable and appealing accompaniment.
Among his own ancestors, Sri Subrahmanya Bhagavatar and
Kuppuswami Bhagavatar, the former playing veena and the latter

accompanying with the gattuvadya, received patronage from® the .- .

Ramnad Samsthanam and were settled at the shrine of Yogambal’
at Avidayarkoil. : ‘

The Bhagavatar then explained the construction of this stringed
laya-vadya and the technique of its play. The instrument had four
strings, sarana, anusarana, pa and sa in the ascending order, unlike
the tambura in which they were in the descending order. They
were played with two light bamboo blades with wooden handles,
with a device for slight jingling effect, these aids resembling table-
knives. While the blade in the left hand kept sounding the strings,
that on the right played all the rhythms. The Bhagavatar gave a
fine display of the tala accompaniment that this instrument was
capable of, by playing it for the songs ¢ Telisi Ramachandra ’* and
the Mohana varnam. His son, Master Sitaraman, sang these pieces.
While every intricate layavinyasa produced on the mridanga could
be shown on this instrument also, double the speed could be achieved
on this instrument, and that with greater melody and pleasing effect.
In the. end the Bhagavatar appealed to the public, the musicians,
the patrons and music organisations to bring this instrument intq
greater vogue.
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The demonstration proved indeed a revelation to many. Besides
the President, Sri Tiger Varadachariar -and Prof. P. Sambamurti
complimented the Bhagavatar. Bharatam Narayanaswami Aiyar
recapitulated how he had heard from an old gurukal at Tiruvay-yar
that this was one of the eighteen vadyas to be used in ceremony of
dig-bandha-vimochana at the end of festivals in temples.

Mandra.sthayi Singing

At the instance of some prominent members in the gathering
the President requested the KExperts’ Committee members t(;
express their views on the question of the importance of * mandra
sthayi’’ singing in raga alapana, and the need for training music
students in mandra singing. Sri T. L. Venkatarama Aiyar said that
“ mandra sthayi alapa ”’ was in vogue in the past and there was need
to restore its due place which it had lost to-day.

Sri Tiger Varadachariar explained how musicians of old like
Patnam Subrahmania Aiyar and Srivilliputtur Muthiak Bhagavatar
sang the “mandra sthayi” in a clearly audible and highly enjoyable
manner. He rendered, ¢ Inkadaya ” in Chakravakam ?n mandra and
said it was very difficult and required sadhakam. Vidvan Sesha
Iyengar, who spoke next, emphasised that the neglect of “ mandra
sthayi” was due to the very low sruti which musicians were keepin
to.day. ¢

SriT. K. Jayarama Aiyar said that the taking of a high sruti
was not a necessity. ‘ Mandra sthayi sanchara’ was no doubt
common in olden days, but its desuetude to-day was due to several
causes. Not all voices could be marked out for easy * mandra
sthayi sanchara . The audiences also had become very large, but
the mike which had came to stay, could help in restoring ma’ndra
sthayi’ singing. The ¢ mandra sthayi sanchara”’ was indeed capa-
ble of very great richness and the listeners as well as the musicians
should be made to realise its value and appeal. He rendered alapa
in “ mandra sthayi.”’

Speaking from the practical point of view of a vocalist of
standing, and as one who did accept the value of ¢ mandra sthayi”
singing, particularly as part of a musician’s training, Sri Semmangudi
Srinivasa Aiyar dwelt at some length on the various causes which
made it difficult for the musicians of to-day to devote much attention
to “ mandra sthayi” singing in concerts. The foremost of these was
the present set-up of the concert, the hall and the listening habits
of the public. The facility of the loudspeaker had brought in the
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. disadvantage of continuous chat-smong the audience; the electric
fans constitated a great impediment and continuously disturbed the
sound.waves; *“mandra sthayi’” was clearly audible to the rather
limited andiences of bygone days. In his opinion, smandra sthayi”’ was

rather part of sadhakam and not so much of concert rendering. The '

Vidvan sppealed to the meeting that this was a matter on which
opinion should not be forced or observations made as if practising
- vocalists of to-day, who had to take into consideration the audience
they bad, suffered from a deficiency. I
.The President, in winding up the discussion, stated that the
* adhara sruti'’ was to be selected by each musician for himeelf. But
whatever the sruti, it should be recognised that * mandra sthayi”
shonld be rendered according to the capabilities of the singer; it
shonld not be lost. It was not a fact that it formed part only of
sadhakam ; the paddhati of raga-alapa laid down in the Sastras in.
. sigted on * mandra sthayi” singing; the akshiptika, the initial part
- of alapa, concerned itself exclusively with the mandra range; it was
far from the intention of those that proposed the discussion to make
any reflection that presentday vocalists were deficient in this aspect
This, h‘i thought, was a non.controversial matter and particula.rly;
’ind :;sui}:;nft::ﬁ izrx:mmg, A “ m?ndra sthayi ”’ fzinging should ‘Teceive

THE EIGHT DAY
~ 30th December 1949

.- The Experts’ Committee of the Music Academy mét this morﬁing

‘in connection with its 23rd Conference, with Vid i
) v 3 van N
. Venkatarama Aiyar in the chair. tudikondan

o Sollukkattu Recital in Bharata Natya
- Bei E. Krishna Aiyar brou i i
| i ght up for discussion the point th
;1;: ;)e:;:;qé .ioil};:kauu in Bharatanatya should be with erl:ui and ?;
i e raga of the song. He pointed out tha i
\ ith t tho
::tmgn s;eces hlhe Sabda, some of the passages contain * solluk:%:‘ulg
e : me] ody,.the p;actice of Nattuvanars in the case of the
: anpost ofu to. tecite “sollukattu” in a dry manner without the
. o :imh .o'r_ raga. Here as elsewhere, Sri Krishna Aiyar
e msedw“ . ; criticism of the recent practice of the Nattuvang
was v s;:ry(::b: glad that they had come into prominence, but :e
3% recently they had not k ’
Witk 4 ot kept up the pure traditi
" in\mapnxr\t;:;iar x:.ference to the recital of * sollukattul’)’, he sr:i?ilttll?:t:,
(18 e Ruet pudi Bhagavata natya sampradaya of Andhradesa the
: ’
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« gollukattus” were rendered with sruti and raga. Incidentally, he
touched also upon Konnakkol. ' '

This was followed by a demonstration by SriJ. Sitarama Sastri
and his gura, the veteran Kuchupudi Bhagavata, Vedantam
Lakshminarayana Sastri of Nuzvid. It was very interesting to note
that the Vinayakakavitam recited by Lakshmiarayana Sastri was in
a tala called Vinayaka tala, which had 72 aksharas and was not
included in the 80. ’

Touching the subject of Konnakkol, Vidvan Ramaniah Chettiar
pointed out that well-known vidvans who were doing this, for
instance Naikaripatti Sesha Aiyar, Ekambariah and Venkataramiah
rendered it only with ragabhava, Sri Chettiar also emphasised
that the syllables which they used and the way they pronounced
them were both soft and pleasing, quite unlike the syllables and the
pronunciation now found, particularly in natya.

Bharatam Narayanaswami Aiyar expressed surprise that
anybody should doubt the fact that tala should conform to sruti;
and reciting from the Bhagavata natya sampradaya of Merattur and
other Tanjore villages to which he belonged, he said that the jatis
were to be recited with ragabhava. He added that the jatis were not
to be recited in panchama, but only in the higher or the lower sthayi.

~ Thanking Sri E. Krishna Aiyar and the old Kuchupudi Bhaga-
vatar who was maintaining the lore of Andhra natya sampradaya, the
President said that with reference to Konnakkol even the late Man-
nargudi Pakkiria Pillai preserved the ragabhava. Reciting the
“*sollukkatu ”’ for Simhanandana tala, the President referred to the

fact that he possessed manuscripts of kavitvams in Tamil for a large
number of talas.

Lakshanas of Some Rare Ragas—Chittaranjani
Tarangini, Dilipaka .

Adverting to certain ragas whose correct lakshanas were being
forgotten and the pieces in them were being rendered in the more
appealing and better known ragas, the President gave an exposition
of his views on the correct lakshanas of Chittaranjani, Tarangini and
‘Dilipaka, in each of which respectively we had the single pieces,
“ 'Nada-tanum", “Maye” and “Rama niyada”. If this process of
ehmina.ting the rare ragas in “vivadi-melas” were allowed to conti.
nue, we would be losing much of our rich raga heritage. It was
necessary that the kirtana-forms should be preserved according to
the setting of the original composers. According to him, the Presi-
dent said that the arohana and avarohana of Chittaranjani were

“sariga mg pa da ni” and “nida pa ma ri ga ri sa”, that iv
6
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belonged to Jankaradhwani mela. and not Kharaharapriya and that.
the “ni” here was not kaisiki. He rendered his version .of “Nada-
tanum’ which, he said, had-the-authority of Thiruvottiyur Rama-
swami Alyar of the Walajapet sishyaparampara. Asked by Veena
Narayanaswaml Aiyar whether, the “ni”’ occuring in the President’s
rendering was not kaisiki, Vidvan Ve_nka,tarama Aiyar replied it was
not and, referring to-what he had said in his Presidential address
on this point, added that this was a matter on which there should be
an exhaustive discussion on another occasion.

The President then took up Tarangini. He said that the version
now being sung for quite a long time and by many leading vidvans
appeared to be Chenjurutti, in the 28th mela. According to Sastra
and tradition, it was a janya of Charukesi. The President then
rendered “Maye” with suddha dhaivata, along with the chitta swa-
ram, as given in the “Sampradaya Pradarsini”.

With reference to Tarangini, Prof, P. Sambamurti drew atten-
tion to the book, ‘“Raga Vibodhini” of Pazhamaneri Swaminatha
Aiyar (1901), where the raga is mentioned as Sudhatarangini.

Speaking about. Dilipakam, the President said that though
mentioned as Kharaharapriya by some, the raga of “Rama niyada”
was really Dhilipaka. Theraga Dilipaka was intact in the Varna-
mettu of the Tyagaraja Kriti and had not been totally changed
though in kalpana swaram, present-day vidvans sang Kharahara-
priya. Referring to his efforts to unearth the correct lakshana of
Dilipaka, the President referred to his meeting Tillasthanam Raja-
gopala Iyengar in the house of the late Dr. T. Srinivasa Ragavacha-
riar in Royapuram and noting down from a manuscript in his
possession the following arohana and avarohana, “sa ri ga ri ma pa
ni dha ni pa dha ni sa” and “sa ni dha pa ma ri ga ri sa”. The Pre.
sident also sang the piece accordingly.

Sri C. 8. Aiyar referred to the fact that the arohana and avaro-
hana that he once noted from Sri Anyakudl Ramanuja Iyengar was
**sa ri ma pa da ni da pa ma ni da ni sa” and “sa ni da pa ma riga
ri sa”. Prof. Sambamurti referred to the fact that Dilipaka was
found described with lakshana in the book, ‘‘Sangita Kaumudi” of
Tiruvayyar Subrahmania Aiyar. The same book contained also
"Rama niyada” in thpaka. in notation.

Pantuvarali
Pantuvarali had been discussed at the 1932 Conference and also
at the 1943 Conference. Discussion now centred round the mela
raga itself and not about the identification of the raga of pieces of
T)Wgam]a generally noted as being in Pantuvarali,
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Sri C. S. Aiyar suggested that to avoid éohfﬁsion, 'we"should
use the name Subhapantuvarali and added that Pallavi Duraiswami

‘Aiyar had used ‘ antaragandhara ’ in his composition. Sri’ ‘Hulugur

Krishnachar said that ¢ subha” was only a prefix denotmg the mela
number and the raga name itself was Pantuvarali. For a time,
discussion strayed into the correct rendering of the Tyégar‘aja Kritis,
Aparama, Vadera, etc., with reference to ‘‘gandhara”, Sri Manjakudi
Ramachandra Bhagavatar rendering these with “sadharana and
Rajgopalan (Gopu) rendering these with ‘antara”. Sri’ T. K.
Jayarama Aiyar, in explaining the current practice in whlch verslons
with both * gandharas * were found for these Tyagaraja krltls, sald
that the distinction lay more in the way the “gandhara” was intoned,
it being steady in Kamavardhini and oscillating in Pantuvarali. He
saw no difficulty in the same raga being mentioned by two names.

- Madura Subrahmania Aiyar wanted that the whole question
should be clarified with reference to Varali, Pantuvarali and Subha-
pantuvarali. Sri T. L. Venkatarama Aiyar replied that it had been
decided previously that Varali was the 39th mela, Pantuvarali 45
with  sadharana ga ” and Kamavardhini or Ramakriya in 51 with
‘“antara’”, It was decided that in the case in -which “sadharana
gandhara ”” was used, it was the 45th mela and was to be cal]edl‘
Subhapantuvarali. ' ‘

THE NINTH DAY
31st- December 1949
Demonstrations on Sitar and Tabla

When the Experts’ Committee met today for its last sitting at
the Lady Sivaswami Aiyar Girls’ High School Hall, Mylapore, with
Vidvan Mudikondan Venkatarama Aiyar in the chair, Pandit Ravi
Shankar of Delhi accompanied by Sri Gyan Prakash Ghosh of
Calcutta on the tabla, treated the packed audience to a splendid
recital on the sitar. Requesting him to give his demonstration, the
President referred to his brilliant concert a couple of days back in the
Academy and to the fact that he was the pupil of the veteran Ustad
Allanddin Khan.

Sri Ravi Shankar demonstrated and explained ragalapa, instru-
mental playing and the plan of tabla accompaniment in Hindusthani
music. He rendered Miyan-ki-Todi ascribed to Tansen whose aroha
and avaroha were sa ri ga ma (prati) dha nisa and sa ni dha pa
(vakra) ma dha ma ga risa. ~ After alap, he played jod and jhata and
showed farparana, the’ producmg on the'strings. of the bols of the
pakkawa] and then gats in trital (16) matras in different ;atls, tisra
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and misra, in vilambit, madhya, madhya.druta and druta. He clearly
showed also the atikomal (lowest grade of sadharana) ga called todi
gandhara. Explaining the style of tabla accompaniment in gats, he
said that. the instrumentalist and the tabla player alternated in
their elaboration, the one just keeping the skeleton the tala or the
gat while the other was elaborating ; this device prevented confusion
both for the player as well as the listener and the two began playing
together only towards the final crescendo. The display of this by
Mr. Gyan Ghosh was greatly appreciated by the audience. Sri Ravi
Shankar then played Sindh Bhairavi in thumri style, gat in ardha
dhumali tala (16 matras), and sitarkani (16 matras) which was the
same as tisra jati trital.

Thanking the Hindusthani Vidvans for their excellent perfor-
mance, the President said that when ears were filled with such music,
words rarely came out ; he however wanted to emphasise the fact
that the Hindusthani contacts created by the Academy were a great
boon to the Carnatic musicians and he hoped that Hindusthani
vidvans, on their part, would arrange for similar opportunities for
listening to first rate Carnatic musicin the North. Supporting the
plea for * give and take ’ in music between the North and the South
made by Pandit Ratanjankar earlier during the session, the President

-said that such contact could be seen coutinuously in the history of
our music from the times of Dikshitar, Tyagaraja and Maha Vaidya.-
natha Aiyar. ,

Referring to the wonderful sadhakam of Sri Ravi Shankar, the

President said that the training and the exactitude with which the
North Indian musicians sang and played showed the subtle and
distinct swarasthanas, as in the different degree of the same gandhara,
which should be zealously adopted by our vidvans also, if many of
.our rare ragas with such subtle distinctions of swarasthanas should
not. become things of the past. Referring to the element of tala, he
emphasised that tala was all the time, kept in view of the vidvans
though they never exhibited it in any disturbing manner. Compli-
menting Mr. Gyan Ghosh on his demonstration, the President referred
to certain aspects of tabla which our mridanga vidvans could
profitably adopt. He emphasised that the drum accompaniment,
should be nada-pradhana and it would be advisable if we had on our
mridangas more of the ‘‘ gumukku ” with less fingers and less of
toppi-beating with open palm,

’ Paper on Harikatha

_ Srimati Saraswati Bai then read a paper on Harikatha. She .
traced the history of this devotion-cum-musical art form and referred -

PARTS 1-1V] THE XXIIT MADRAS MUSIC CONFERENCE, 1949 53

to the celebrated votaries of this sampradaya and her own part in it
as a pioneer among ladies who took to it.

Paper on Chaturdandi

Vidvan Hulugur Krishnachar then read a paper on the meaning
of “Chaturdandi” in continuation of his paper on Gopala Naik read
at the last Conference. His view that Chaturdandi was a corruption
of Chatustantri and meant a veena of four strings was not acceptable
to the scholars present.

Concluding Function

Winding up the discussions of the Experts’ Committee meetings
of the present Conference of the Music Academy, the President gave
a resume of the proceedings of the present session and referred to all
the papers, the demonstration and the raga discussions. He dwelt
at some length on one of the important discussions, namely that on
mandra sthayi which, he reiterated, should be sung by vidvans accor-
ding to their capacities. There was no question of this being
enlarged upon by only those stigmatised as retired vidvans, there being
no valid or fixed point at which such a line of distinction could be
drawn. He thanked the fellow-vidvans both old and young, who
co-operated with him in the conduct of the proceedings und paid a tri-
bute to the President Sri K.V. Krishnaswami Aiyar and the Executive
of the Academy. He emphasised the permanent value of the service
the Academy was doing in this, the unique part of their activities,
namely their Experts’ Committee discussions.

Sri Krishuaswami Aiyar’s Speech

The President of the Academy, Sri X.V. Krishnaswami Aiyar,
in expressing his thanks, referred to the work put forth by the Sec-
retaries, the Treasurer and some of the active members of the Confe-
rence Sub-Committee and the vidvans who took part in the concerts
and the discussions. He said that vidvan Mudikondan Venkata-
rama Aiyar had conducted the proceedings of the Conference as its
President with great ability and learning; he was undoubtedly one
of the greatest of prachina vidvans of Carnatic Music and the mem-
bers of the Experts’ Committee and the Executive Committee of the
Academy might well be proud of their choice of Mudikondan
Venkatarama Aiyar as the President of their 23rd Conference. Sri
Krishnaswami Aiyar also thanked TaE Hinpvu and Sri K. Srinivasan
in particular, for the unfailing assistance rendered by him as well as
his staff. He expressed his thanks to the donors of prizes and the
judges who decided the prizes in the several competition conducted
during the Conference, to the Press, pqrticularly the Swadesamitran
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College of Music of the Music Academy, Madras.  One of the senior-
most Vidvans and a staunch upholder of Sampradaya, he is a
specialist in singing Ragas, particularly rare ones, Tana, Neraval and
Pallavi.

After the reading of the citation, Mr. Madhava Menon presented
the birudupatra and the insignia and conferred the title of “Sangita
Kalanidhi ” on Vidvan Mudikondan Venkatarama Aiyar.

Vidvan Mudikondan Venkatarama Aiyar was next felicitated by
several speakers, Sangita Kalanidhi Dwaram Venkataswami Naidu ex-
pressed gratification that a prominent vidvan had been honoured.
Sri T. K. Jayarama Aiyar said that the conferment of the title of
Bangita Kalanidhi on Sri Venkatarama Aiyar by the Music Academy,
an august body was really an honour done to all of them who had

“taken nadopasana as their mission in life. Vidvan Venkatarama
Aiyar, the speaker said, was an ardent adherer to sampradaya and
was unique in his raga alapana and swara singing. * He pronounced
without any fault the sahitya of the kritis in whatever language it
‘may be. Sri Jayarama Aiyar expressed gratitude to the Music
Academy for its invaluable service for the encouragement and
development of music, the finest of fine arts.

Dr. Alagappa Chettiar said that he often wondered whether it
would be possible for the” Music Academy every year to choose a
new President for its annual conference to confer the title of Sangita
Kalanidhi. He was glad that the Academy had, during the past
23 years, conferred this title on persons who deserved it best.
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Fortunately, as in other organisations, for instance the - Indian
National Congress, the Academy was not forced to choose the same.
person for the presidentship for more than one year. This redounded
to the great credit of this august body which was working for the
cause of Carnatic musiec. Dr. Alagappa Chettiar hoped that the
Academy would grow from strength to strength. :

Paying his tribute to Vidvan Mudikondan Venkatarama' Aiyar,
asa ‘lay admirer,” Sri’ N. Raghunatha Aijyar, Assistant Editor,
Tue Hinou, referred to the vidvan as one of the greatest of
prachina vidvans and as one who, in keeping with the old sampra-
daya, had learnt music through the gurukula system. He (Vidvan
Venkatarama Aiyar) was the disciple of more than one guru but his
music had, by no means suffered on this account. On the other-
hand, his music with its foundation well and truly laid, was enriched:
for this varied experience. The way in which he had conducted the:
proceedings of this year’s Conference asalso the Experts’ Committee's
deliberations, had amply justified his selection as the President.

Sri Raghunatha Aiyar then ‘complimented the efforts of the
Music Academy to honour veteran musicians who were steeped in
sampradaya and who compelled the admiration of the naveenas, in
the music of the ¢ld. " He added that the number of such veteran
musicians was dwindling. The speaker referred to the discussion on
mandra sthayi singing in the Experts’ Committee séssion and, the
hahdicaps in rendering mandra sthayi, as detailed by some of the
musicians. One of the handicaps so listed was the increased listening
public. It was suggested that because of this fact the.musicians' were
feeling somewhat discouraged to do full justice to mandra sthayi
singing. As against this, it was stated that the provision of mike
facilities should aid the musicians considerably in rendering mandra.

Sri Raghunatha Aiyar emphasised that Carnatic music was not
meant for the mike. Nagaswara music was the music which our
ancients had put down for being listened to in thousands. A change
had come about nowadays when this music was brought in concert
halls also ! The speaker said that it was the view of a certain section
of music lovers that the Music Academy which was doing a laudable
gervice in bringing to the fore many prachina vidvans, could give an
opportunity to the public to listen to the music of these vidvans also.
It was not proper to ignore them for one reason or the other. He
could not understand why the sine qua non of a musician should be
his capacity to satisfy the public in thousands. In the West, a
movement was gaining ground for constructing little theatres and

7



B8 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. xxt PARTS I-IV] THE XXIII MADRAS MUSIC CONFERENCE, 1949 59

listening to the artistes in small numbers. The speaker requested
the Academy to pay its attention to this aspect also. If sampradaya
music had to be preserved and restored to its due place of honour
efforts ought to be made to enable the prachina vidvans to give the
benefit of their mature experience to the public in general and
vidvans in particular. This he would consider a real service to the
art of music, he coneluded.

Replying to the felicitations Vidvan Mudikondan Venkataraimns,
Aiyar said that he considered that the honour conferred on him was
more due to the blessings of his elders than to his own scholarship,
which he thought was very little. He thanked the Academy for con-
ferring on him the title of Sangita Kalanidhi and said that the
Academy was one of the premier institutions working for the cause
of true Carnatic music and added that there was need for an in-
creased number of such organisations which so devotedly identified
themselves with the cause.

Vidvan Mudikondan Venkatarama Aiyar then referred to the
modern trends in Carnatic music and said that although it
appeared to him that nowadays Carnatic music had increased in its
width, the depth had suffered considerably. It was gratifying
to find increased interest being taken in Carnatic music but he would
not welcome such increase if the standards thereby deteriorated.
He was afraid that this was exactly what was happening now. The
Academy, for its part, had been doing its best to combat this dan.
ger. The holding of the Experts’ Committee session every year along
with the Conference was meant to educate the younger vidvans who,
due to various reasons, ran the risk of becoming corrupted in their
music. He appealed to these vidvans to treat the decisions arrived
at the Experts’ Committee (after mature deliberations) as binding
on them and to adopt them in practice.

Vidvan Mudikondan Venkatarama Aiyar warned against com.
mercialising art and said that those who practised art for art’s sake
and shunned the limelight conld not be brushed aside as contributing
nothing materially for the progress of the art. He asked if Tyagaraja,
Syama Satri and other great composers of the old, who worshipped
nada as a vehicle-for attaining salvation, and did not practise it as a
commercial art, could be called non-musicians on that account. We
of: the later generations were turning vo profit by their great works,
Vidvan Venkatarama Aiyar reiterated his thanks to the Academy
a.nd said that he considered that his colleagues in music also had a

- right to share the honours showered on him that evening.

WINNERS

Sri A. Srinivasa Raghavan
Srimati Vallavammbal

Sri D. Pasupati

Doxnors oF MEDALS
of Late Vidvan Semmengudi

in memotry of Late G. V. Nara-
yanaswamy lyer

nated by Sri T. D. Narayana Iyer
mengudi Srinivasa Iyer in memory
Narayanaswamy Iyer

by The Mylai Sangita Sabha

donated by Sri K, Srinivasan

Iyengar

I Prize | T. A. Doraswamy Aiyar Medal—do- | Srimati D. Pattammal
I Prize | Dhanam DIemorial Medal—donated | Srimati Yamani Saraswati

I Prize | Kasturi Ranga Aiyangar Medal — | Sri T. S. Mani

I Prize | donated by Sri M. Sudarsanam
II Prize | donated by Sangita Kalanidhi Sem. | Srimati S. Muthu Meenakshi

II Prize | donated by G. N. Balasubramanian | Sri K. S. Ramachandrap

II Prize | donated by the Music Academy
IT Prize { donated by the Music Academy

Gents
2
ER ]
Ladies
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»
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’

COMPETITIONS

Vocal Music

)
2
»
”
»
Violin

4. Veena
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Competitions held by the Academy

Dr. V. Raghavan, Secretary, in introducing the prize winners in
the competitiens held in connection with the Conference, said that
ten competitions were held in vocal and instrumental music, in diffe-
rent classes of compositions and departments of music. These com-
petitions attracted 89 competitors, some of them coming from such
distant places as Bombay and Cochin; in some competitions, the
contests were crowded and very keen and the standard also was very
high. He thanked those who donated. prizes for the competition
awards.

Dr. Raghavan then presented the students of the Teachers’
College of Music of the Academy for the awarding of prizes and certi-
ficates. In a brief speech, he recalled that it was the Academy that
moved the Government and the University to introduce music as a
subject and as a course of study and it was from the Academy’s
College that veterans like ‘Tiger Varadachariar, SriSabhesa Aiyar as
also others went as Principals and teachers to the Music departments
of the Universities of Madras and Annamalainagar. He stated that
in the Academy’s College of Music instruction was given not only in
the practice of music but in the theory and pedagogy also, and they
were running a model school for this purpose. The college had
been getting an annual grant from the Department of Public Instrac-
tion, which had recognised the College. But the successful students
from the College were faced with many departmental difficulties, in
the matter of employment and Dr. Raghavan appealed to the Minister
to redress these grievances.

Dr. Raghavan also announced a donation of Rs. 300 by
Srimathi Mrinalini Sarabhai.

THE MINISTER’S ADDRESS

In his presidential address, Mr. Madhava Menon congratulated
Vidvan Mudikondan Venkatarama Aiyar on his musical prowess. He
also congratulated the prize winners in the competitions. He said
that as far as the subject of music was concerned there ought not to
be any difference of opinion. He was happy that this was a unique
subject in which there was no scope for difference by caste, creed or
religion. There might be-difference in the quality of music as also

the capacities of musicians. All were agreed on the need to maintain
and develop music, '

. .Referring to the great appeal which music had on l‘isteners, the
~ Minister referred, in appreciative terms, to a drama staged by the
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blind students of the Vietory Memorial School for the Blind, inside
‘Vidyanagar’ in the Teynampet Exhibition, and the popular impres-
sion made on the visitors by the music of those unfortunate brethern.
He appreciated the efforts of the Music Academy in the cause of
music and expressed the hope that it would pursue its endeavours
with the only object of promoting art for art’s sake, He
also referred to the starting of the Central College of Carnatic Music
and appealed to the Academy to lend its support to this new
organisation which had secured the services of an eminent vidvan Sri
Musiri Subramania Aiyar as the Principal. The Kducation Minister
expressed the view thav the Music Academy and the Central College
of Carnatic Music should work complementary to each other in the
preservation and advancement of good music.

With a vote of thanks by Sri K. Balasubramania Aiyar, one of
the Trustees of the Academy, the function concluded,



MUSICAL RESEARCH AND FREQUENCY RATIOS
' o - BY .

" C. S. AYvar

w#2:: There is ever 80 much talk nowadays about musical research. It
is best to get at a glimpse of what should be aimed at, by the
National Academy of Music at one of its proposed branches at
Madras for Karnatic music, with which South India is concerned, as
we must be wary of pseudo-scientific research.

2. Science surely starts with measurement and it may be said
that the fretting of the vina in hard wax with twelve swarasthanas
to the octave, and with 24 frets to play on, in two octaves, is a type
of measurement. The instrumentalist, be he a vina pPlayer or a
violinist of the modern day, has some intellection in his exposition
of the melodic art, for his sensuous percesption in the fingers certainly
makes him think. Ahobala (1650 A, D.) knew that at 1/2, 1/3rd
1/4th, and 1/6th of the plucked shadja string, from the head (Meru),
were produced higher shadja, panchama or the true fifth suddhaj
madhyama or the true fourth, and sadharana gandhara (I,{amatic
nomenclature) or the harmonic minor third, The Pythagorean Greek
school also knew of the true musical note at 1/5th of the string, th
major third, while Ahobala was not aware of this. The South Irgl,diae
discovered somewhat earlier this major third, antargata andharn
as I .would term it, and also the true musjcal note at 2/5%hs f tl?,
shadja string. I will now trace the history of the so-called re . he
and the teaching of musica) theory, within recent years e

3. It is the teaching of Physics of i
classes, that drew the attention of tyhe m:sicsa:l)ll;rfm;sdz}(;e I?l(ri{;:rl:afg

ut the discussions by melodists on their
the' 22 ‘srutis in an octave, ac

cording to
were profuse, g

a 2nd cent
entury B. C. sloka, while he wag insisting on

24 srutis to the octave,
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4. A revival of such interest on this subject was noticed on the
formation of the Music Academy, Madras. In the Easter Week of
1929, there was a presidential address on Sruiis under its auspices.—
vide Appendix D of the Annual Report of 1929. The President put
up a resolution from the Chair that the original 22 srutis of the
Bliaratamata and of Sarngadeva were of the following frequencies.
1, (256/243, 16/15,) (10/9, 9/8,) (32/27, 6/5,) (5/4, 81/64,) (4/3, 27/20)
(45/32,64/45,) 3/2, (128/81, 8/5,) (5/3,27/16,) (16/9,9/5,) (15/8,243/128)
These very frequency ratios were suggested by Helmholtz in his
* Sensations of Tone’ at pages 280 and 281, Translation by Ellis
(1885), though the exact numbers were not enumerated, but expressed
a8 CD EF G A B, flats and sharps, and they were advocated by
Fox Strangways in his ‘ Music of Hindostan’ (1914) page 117, on
that basis with reference to Hindu music. Thus, so far as modern
Indians understood it, the Bharata’s scale of 22 ratios was mathe-
matically calculated on the Sa Pa and Sa Ma bases. I lay emphasis
on the word ‘mathematically’ since the interpreters of ancient
teth’, like Deval. Clements and Alain Danielou have stated different
ratios for some of the 22 frequencies. Really in the calculations, two
more ratios 8]/80 and 40/27 (above Sa and below Pa respectively)
come in. The problem is actually associated foday with the choice of
one from each of the 12 twin ratios for the 12, frets of the vina on the
Sa string. Sosome meaning was read into the ancientvtext on Western
lines. There are four observations, in the address, as noted below :_

(7) that the ratio 27/20 is recommended therein, instead of
40/27 suggested by others, for the reason he regarded
27/20 to be Begada Madhyama ; '
(i2) that a blind adherence to asystem of 22 srutis only, is'not
justified for the reason that toc minimise it (to 12 or 16
apparently) is to impoverish, and to extend is to enrich
our heritage ; . :
(217) that *‘ the fact that some or all the frequency ratios 25/24,
25/16, 48/25, 32/25, 36/25, 25/18 (worked out on the
bases of 5/4 and 6/5) and ratios; 27/25, 50/27, 40/27,
160,81 are actually employed cannot be overlooked,”
though at an earlier stage it was suggested the ratios
40/27 and 160/81 should be rejected among the ratios
“of Bbarata’s scale. (Any physicist will immediately ask
" by what objective method have these definite pro-
nouncements been made of frequency ratios that they
actually exist in our present day music) and
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(iv) a statement that “frequency ratio 7/4 is unnatural and
foreign to our scale ’ as against Helmholtz’s statement
3 that it is a sweet musical note. - ’

1t appears to me that no objective study was either insisted on of
desired even at these discussions of 1929; it was a purely mathe-
matical caleulation and a plausible selection of ratios from the table
of musical intervals, not exceeding one octave, in which 155 fre-
quencies have been listed in Appendix XX, Sec. D. pp. 453-456
by Ellis (ibid.) ' ' :

‘5. At the Easter Conference of 1930, the theorists became
conservative and would adhere to the statement that 22 srutis inelud-
ing Sa and Pa were sufficient. They allotted certain names to the
other 20 srutis with symbols R, R,, R,, R, | G,, G,, G, G,, | M,,
M, M, M,,| D, D, D,, D, | N;, N,, N,, N, giving four names
for each of the 5 swaras, Rishaba, Gandhara, Madhyama, Daivata
and Nishada, and duplicating the names for the ten swarasthanas
in the octave of the veena, besides Sa and Pa, since shadja has
béqome prominent in present day music, and consonance therewith
is essential and they must be defined in relation to shadja. There
was a disquésion on the desirability to. describe Raga-lakshanas in
terms of specific srutis employed, and the same President formulated
the srutis represented by the above symbols occuring in the several
typical ragas on ¢ which there -was the greatest agreement or the

least giisqgr.eement, though it was not intended to exhaust all the
ragas in which particular srutis occur,” at the same time, expressing

his disappointment that even in regard to common ragas there should
be considerable disagreement in regard to their characteristic srutis.
Re: the 12 ratios, which are simple, since they denote harmonious
and prolongable notes, as 1, 16/15, 10/9, 9/8, 6/5, 5/4, 4/3. 3/2,
-8/5, 5/3, 9/5, and 15/8 (also considered so by Helmholtz) no diffi-
culty was experienced at all by the theorists because these ratios are
verifiable by any student of Karnatic music with a knowledge of
Physics, who has studjed them with reference.to the 8 standard
tuning forks of the diatonic scale, available in the Physics labo-
ratory and he is quite certain that they exist in our music of to-day.
The' theorists’ were . cautious enough not to specify definite
ratios in the ragas, where tbey were not so simple; and they ex-
pressed the characteristic srutis in terms of the above symbels, to
deno.te & small rise or fall in pitch, as I understand the discussion.
I“SP!te of this, owing to the" statement of the President in the
previous year that Begada Madhyama has the ratio of -27/20,

PARTS I-IV] "MUSICAL RESEARCH AND FREQUENCY RA&TIOS 67

the following statements re: thé other .10 srutis—‘complex ratios’,
are found in Sri Sambamurty’s book regarding the Theory of
Karnatic Music (Table IV of Chapter IV of his Book 1V). “Frequency
R,—2506/243. in Gaula; G,—32/27 in Bhairavi; G,—81/64 in
pevagandhari ; M,—27/20 in Begada and Gaulipantu; M,—15/32
in Kalyani; M,—64/45 or 729/512 in Varali; D —128/81 in Saveri;
D,—27/16 in XKalyani; N,—16/9 in Bhairavi; N,—243/128 in
Kuranji ”, That the frequency ratios mathematically calculated and
stated to be according to Bharata, have been transferred to our
modern music with a definileness is only pseudo-scientific research in
my opinion. Further, new words have been coined: (i) Pramana
sruti, to represent the comima ratio, 81/80 or 22 cents, borrowed
from Helmholtz; (ii) the Purna sruti for the ratio, 256/243 ; What
a name for a complex ratio! (iii) the *Nyuna sruti to represent
ratio 25/24 and (iv) the Nyuna dvisruti to represent ratio 135/128,
as if the 3' last numbers were taken from ancient texts. There is
also mention of the Pythagorean Limma, the Pythagorean major
third, the Pythagorean major seventh in that book, as if
they have been proved to be in existence to-day in our music. The
above figures and words are got by heart by all music students going
for five Fxaminations in music, held by the University and the
Government. ‘ '

6. 'Reference should be made here to Bulletin No. 1 of the
Department of Indian Music, ¢ The Ragas of Karnatic Music’ by
N. S. Ramachandran, a History and Economics Graduate, a vina
player, formerly research student, published by the Madras Univer-
sity in 1938, At page 50 and Appendiz II, page 206 will be found
mentjon of 56 frequency ratios which cannot be' Jetailed here for
want of space, including such extraordinary figures like 2187/1600
and 2187/2000, besides a large number of frequencies, of ‘illusory ’
notes which, he says, leave the impression of sounding true to the
ears ! Surely the ear is not macked !! The calculations of frequencies
have been made obviously from the relative vibrating lengths,
oblivious of the facts (i) that the bridge of the vina is a wide one and
the exact pointof contact of the string at the bridge cannot be
ascertained ; (ii) the increase of the tension by ‘deflection of the
string enormously affects the pitch on the calculated length. The

*N.B.—Alain Danielou has interpreted that the ratio 25/24 is the first

sruti above Sa’ according to Sarngadeva. The twelve frets on the Sa string
are denominated by me thus in my Grammar of Music ; as also here,

ri Ri ga Ga Ma ma Pa da Da ni Ni Sa/the capital letters denote ‘the
Sankarabharana or the diatonic scale,
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application of any principles of Physics is not in evidence, in.this
publication.

7. The latest effusion of pseudo-scientific research is : Abraham
Pandithar's Book II ¢ Karunamruthasagaram’ (1946) on ‘Ragas
(Grammar of Music) wherein large number of rag. s havevbeen drawn
up on combinations of the existence of 24 srutis to the octave and
where also a system of 48 intervale to the octave is advocated.

8. From Chapter III, “technical terms,” Book I, ‘South Indian
Music? 4th edition by Sri P. Sambamurthy, the following extracts
are given:

“Suddha gandbam, the variety of ga below the sadharana
gandhara and theoretically the same as the note
chatussruti rishabha. Also the first  gandhara note
(frequency 32/27) in the scalg of 22 srutis.” Theory is
wrong here a8 the ga in Sama Gana to day is & resonant
Swara.

‘ ~ “Suddha mshada, the variety of ni below the ka.lslkl nishada
and . theoretically the same as the note chatussruti
dhaivata. Also the ﬁrst. nishada note [frequency 16/9] in
the scale of 22 smtls

The confusion which will arise in the mind of the Jumor students by
the use of the same name under the Venkatamakhi system and thag
recently introduced by the Music Academy for the said srutis need
hardly be commented on. No musician will accept, for instance,
that the suddha nishada as per Venkatamaki nomenclature is the
Suddhamadhyama of Suddha-madhyama as 16, 9=4/3X4/3.

N.B.—According to Venkatamakhi, Suddha gandhara is near the
‘region of 10/9 or 9/8 R.F. and Suddha nishada is near the region of
‘5/3 or 27/16 R.F.

The ga and ni of the presen‘t‘day Sama Gana have been identified
by my actual play on'the violin-to a recitation, with the ratio§ 6/5
and 9/5 very 1mportant in ngaula raga.

9. In this academic study, my own contribution asan amateur
VlO]‘me which.was experimental at every stage, should be referred
to. Even prior to'the first Conference of 1929, a series of my articles
‘appeared in the then Weekly Educational Supplement of the Hindu,

and a lecture was delivered on the 22nd December 1928, under the
auspices of the Music Academy, wherein I demonstrated the
existence of a few srutis on the Sonometer and the violin, and I
was really the precnrsor of the President of 1929, on the ratios
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enunciated by Helmholtz. - Even in the Easter Conference of 1929 T
had insisted -upon the existence of two prolongable notes of 25/24 and:
25/186, as having place in the gamut of sweet notes—vide page 36 of tLe
Annual Report of the Music Academy for 1929. I was folly aware
even then, that the study by a Sonometer cannot be accurate enough
for a scientific contribution. In 1939 was published my book ¢ Grammar
of Karnatic Music’ based on the study of the frequency ratios,
existing among themselves in' the 8 standard tuning forks of .the,
diatonic scale, which give as many as 18 of the 22 srutis. I pro-
posed therein that there are only prolongable and harmonious notes
in our music between which gamakas occur, the intervals being in
some cases, above or below those notes, to the extent of quarter tones,
having values below a semitone of 16/15.

10. I would in conclusion draw the attention of my readers to
my scientific paper ‘A Study of the. Microtonal Variations in
Frequencies in Karnatic Music’ in the ‘ Current Science’ for August
1949, pp. 272—274 where the results arrived at by a study of violin
curves of gamakas, by means of a Duddell Oscillograph, photographed
at the National Physical Laboratorv London, are given. The results
are as under : :

(i) In da of Saveri raga, the variation (or andolika gamaka in
the same swara) is from rel. freq. 25/16—a small semitone
above Pa—to rel. freq. 8/5—a semitone above Pa. On
analogy, the gamaka in ri of Saveri raga will be from rel.
freq. 25/24 to 16/15. The variation is 42 cyclic cents.

(i) The gamaka or variation in Ri of Madhyamavati raga
within the same swara is from rel. freq. 10/9—(a minor
tone above Sa) to rel. freq. 8/7 i.c. a measure of 49 cyclic
cents, and the comma variation is insufficient.

(127 The gamaka in Da cof Begada within the same swara is
from rel. freq. 5/3 a minor tone above Pa)—to rel. freq.
12/7 i.e. a ratio of 36/35 subsisting between 9/5 and 7/4 or
-a measure of 49 cyclic cents, and the comma variation is
insufficient. -

It is interesting to note that the variations in frequencies within the
same swara are quartertones of definable frequency, which exist
between notes arising at certain .aligiof parts of the Sa and Pa
strings. My experiments show the clear possibility of an mverswn of
s septimal minor third (7/6 R. F.) from Sa, Ma and Pa in our South
Indian music. The European has so far recogmsed only the inversion
‘ e
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This evolution of raga.from the jatis seems to have taken place
after Bharata because that great author does not refer to raga in
his Natya Sastra. The system of grama moorchana jati contioued
even after the birth of the raga. The ancient ragas were derived
from jatis. The jatis supplied the nucleus of the raga, and hence
the mention of jati which was the source of a-raga under. conside-
ration and consequently the mention also of the grama and
moorchanas which supplied the scale for the jati was necessary in
the definjtion of that raga. Let me quote for example the follow-
ing slokas to compare jati and a raga. The shadjamadhyama
jati which is a vikrita jati resulting from a combination of the two
suddha jatis namely, shadji and madhyama is described as follows
in slokas 86, 87 and 88 of the chapter on jatis of Sangita Ratnakara.

SR : GHER @ WEA-WFALI [Haw 7 |
Ewy Frrdisan- WEy ateai T ||
Y fiely 9 wieaiehy aF |
sredtgan: eniai G T fiaar )
MidaresEiE Tgsa] w1 17 : |
TEIMRNE B qERErnan ||

meaning thereby that the shadjamadhyama has got seven swaras
which can, everyone of them, become the amsa by turn. Ni is
weak in this jati except when gandhara or nishada itself is the
amsa. : . ) ‘ '
This jati becomes Shadava, hexotonic, when it drops Ni and
Ouduva, pentatonie, when it drops both Ni and Ga, Inits hexotonic
or pentatonic form gandhara and nishada are both considered
to be discordent notes. -The Geeti or musical rendering, Tala, the
metre and Kala, the cadences, are all like those in the shadji jati.
That this jati is derived from the shadja grama has already been
pointed out by the author in the sloka 17th of the Jati Prakarana
which runs as follows : .

9q4 : ssFERTAR AW ady q41 |
Wt AR AEAC : SSATRT ST ;||
The four jatis having the word shadja in their names namely
Shadji, Shadja-madhyama, Shadja-kaishiki, and Shadjodichyava
besides.t,he Dhaivatee, Naishadee, and Arshabhi, are the seven jatis
coming out of the shadja grama. The moorchana of this jati is

Madhyamadi i.e., the one, which begins on Madhyama i.. the
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Matsaree Krita Moorchana of the shadja grama, though Sarngadeva
seems to avoide the actual name of the moorchana; as if he
had his own doubts about it. The question of using an alternative
name or an epithect just to suit-the metre does not arise in this case,
because Matsaree-krita would have fitted in exactly the same way
as Madhyamadi. Be it as it may our purpose here is to see that the

* grama; moorchana, the strength of the scale or strength or weakness

of the individual notes nay, even the style of singing and the tala
had a place in the very definition of a jati. Proving it thus to be a"
set composition of music or rather the musical part or swarakrana
of a standard and well known song.

Let us now turn to the description of araga from this very
work, Let us take the raga by name Suddha Sadharita. It is
described in slokas 21 to 23 of the Raga Viveka chapter of Sangita
Ratnakara thus:

NEARITR[ JAFARASTAGDT ¢ |

feredl AT 90 2 SRS |
s SeRraTEEA T ¢ |

FTE TP 98T ABURE |)

fafiit TGt B3 STRE 39 ¢ )

This is the very first raga described by Sarngadeva. Tt is
derived from shadja madhyama jati. Tara Shadja is its graha and
amsa. Niand ga are weak notes. There is nyasa on madhyama, The
raga is sampoorna. Moorchana is the one starting on shadja. There
is prominence of Prasannanta Alankara in its descent. Ravi, i.e. the
Sun is the governing deity. Expression of the raga is manly and
heoric, even awe-inspiring. The time-of singing is the begining of the
day, that is dawn, It is employed in the the third stage of develop.
ment known as Garbha Sandhi of the plot of a drama. '

There is only one Amsaswara and not a number of them as in a
jati. Bharata refers to emotional effects of jatis. Sarngadeva
omits all references to them in his jatis. While in the ragas the
emotional effect is mentioned. The raga is influenced by alankara
or scale patterns. There is'a governing deity and the raga has'a °
certain definite emotional effect, its time of singing is fixed. Thére
is also a mention of the occasion at which it is employed. - There is
on the other hand, no reference to tala or kala.- . -
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© Thus certain features of the shadja madhyama jati were selected
and a musical theme for extempore elaboration conforming to certain
rulés was produced. The emphasis on Rasa, vemotional effect of a
raga, is a notable point. ‘The ragas were: :thus introduced for the
purpose of entertaining ‘the musical’ llstener, the human listener of
course and not a devata, ‘

Thus the study of music ‘proper, music as an art independent of
and not subservient to poetry begins with the birth of the raga.
Sangita ‘Ratnakara is comparatively a much later work. Ragas
must have been in vogue several centuries earlier. The raga
described just now belongs to this period and seems to have gone out
of vogue, in Sarngadeva’s time. It is the very first of the group of
the raga he has described as. Poorva-Prasiddha ragas that were in
vogue in the past before him. A change in the constitution of the
raga had already set in even in Sarngadeva’s time. The ancient
details of rules of the ragas began to be slackened and the ragas
began to be defined in a couplet mentioning the most important
points only. The ragas also began to be qualified as Deshi. In support
of this slackening of rules in the case of Deshi raga Kallinatha the
great commentator of Sangita Ratnakara in the explanatory note on
the first ¢ Adhuna Prasiddha Deshi’ raga by name Si1i Raga, says:—

i@ A 9 WA |
A T TIHARALATFRETA FRTCHAA (|
Kallihatha -quotes a previous a‘l‘lth'o_rityv on this namely

Anjaneya who says

At A RIS 7 & |
RIS LU T &ar: |l

Whoever this Anjaneya is, whether the great Hanuman of ‘

Ramayana or may be some author who bore that name, in North
India he is considered by the professional musicians to be the pioneer
of . particular school of thought known as the Hanuman Mata though
none of them know even:the name of the work he wrote and he
is‘devoutly believed 'to be the divine! Hanuman. . Well, to turn to
our'subjéct proper, the.ragas as I-have pointed-out herebefore began
taking more and more popular-and simple forms,. The .ancient ones
va.mshed out-of vogue and new ones came in. -, . :

- There is no reference to alapagana in  the laws of the jati: Alapa,
is introduced for the first time as ragalapa. There:was no jati alapa.
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A raga was to be enlarged and elaborated extempore under
certain ryles. The alap was either free or attached to a set com-
position extempore Later on the alap began to be set in the body of
the composition itself. < Was no alapagana then known to us before
‘the raga came into existence ?”’ is an interesting question. Let us
refer this question to the Sama Samhita. The bulk of the Sama hymns
consists of the hymns of the Rigveda. A mere glance at the forms
that the last vowels of the letters of the Rigveda hymns assume-in the
Satna Sumkbita is enough to prove that open mouthed prolonging of
musical tunies individually or in a group was not only permitted but
was held necessary. The very meaning of the word Sama is singing,
chanting and the Rigvedic hymuns were chanted with musical tone or
musical passage in Sama Gana. The difference between the alapa
gana of the later times and the Sama chanting is that the latter was
punctuated in every detail, while the former was entirely extempore.
The absense of the alap in jatis might have been due to too much
infleance of poetic prosody on music in the early age. ‘

The definition of a raga gives us an abstract idea. A raga is
defined as:

ST ATHINE] ST ;|
@ FAAES § G T 39 )

A passage of musical tones sung or played in succession which
interests, attracts or pleases the listener is a raga.. The word varna
is significant in this definition. It refers to succession of tones and
not simultaneous sounding thereof as in Western music. The neces-
sity of mentioning the condition of Ranjakata or musical value was
duly felt because passages of musical tone may or may not have a
musical value. The ¢hild cries in musical tone, a man or woman
weaps in musical tones, nay, even a so called passage of music may
not have a jot of musical value. For example if Ising M N R D,
G, R, G, P, R, I am sure it will have no musical effect.

- Avraga is then a sweet passage of music. Its further details
give us the flats and sharps, their number, i. e. 5, 6, or 7, the strong
and weak ones among them, its typical identifying passage, the
nucleus, so to say, time of singing and so forth, But its basis is a
certain passage of music having a musical value or say which is sweet
to hear. This little passage of music is llke a little religious or
moral text to be developed into a muswal sermon 8o to say, by the

musncum according to his praotical capaclty and e\:penence
1n

1
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The raga is therefore not a set composition. Musical cowposi--

tions were set in the raga These musical compositions were known
as Prabandhas; Vastus and Roopakas. The prabandhas seem to
have beer in Sanskrit. Bharatha quotes musical compositions
known as Dhruva Geetas prevalent in the dramatic performances of
his time, which are most of them in Prakrit. But they are not like
the later elaborate prabandhas. Sarngadeva devotes a big chapter
to the topic of prabandha, wherein under Ela prabandha, he refers
to types of prabandha known as Deshaila which were musi-
cal compositions in the provincial vernaculars such as that of
Karnata, Lata, Gouda, Andhra and Dravida but he has not illust-
~ rated any of them. Perhaps the language being foreign to Sarnga.
deva, and due to the diffienlty of spelling the words of these
languages correctly in Sanskrit he has not quoted them. But this
much can be averred that along with the Sanskrit musical composi-
tions, there existed musical composnlons in provincial vernaculars
even before Sarngadeva.

. I do not know, whether music in South India in. the past ages
or even today has any relic in it of the ancient Dravidian system of
music, the music referred to in Silapadikaram, as distinct from the
music described in the ancient Sanskrit works on the subject. A
few technical terms and the things they refer ‘to might be pointed
out. But if I mistake not, today, any way, the Karnataka music
looks up to the Sauskrit works for its history and authority and as
such falls in a line with Hindusthani music. ' .

Although, as I have pointed out herebefore, neither of us South-
erners or Northerners can claim to be singing and playing the Sangita
of the Bharata Natya Sastra, Brirad Desi or Ratnakara. We can
- safely assure ourselves that even today our classical music is a

modernised and modified form of the same old traditions we have -

discussed just now. Music is a practical art and as such, ever pro-
gressive, according to the conditions obtaining from the age to age
and from place to place. The old system of grama, moorchanas and
jutis and the later one of ragas were modified and modernised by the
Southerners and Northerners in their own respective ways. The
moorchanas and jatis took the form of the janaka mela and janya
raga in the South and the grama-raga.uparaga gave rise to the
Raga-Ragini classification in the North which was prevalent till
almost the end of the last century. Today, however, the ragas of
.Hindusthani music are classified under the melas. Pt. Bhatkande, the
greatest authority on medern Hindusthani music has accepted the
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seventytwo melakartas of Venkatamakhi for the basis " of the ten
Thatas under which he has grouped the ragas. I shall enumerate
and demonstrate them now with the names they are known by, m
Kamataka music. These ten melas are :—

1. Bilaval .- the same as Dhira Sankarabarana
2. XKallian or Yeman the same as Mecha-Kalyani
3. Khamaj Hari Kambhoji
4. Bhairava Mayamalavagoula
5. Poorvi _ Kamavardhini
6. Marwa Gamanasrama
7. Kaphi Kharaharapriya
8. Asaveri Nata Bhairavi
" 9. Bhairavi Hanumat Todi
10. Todi Subha Pantuvarali

There are however a number of ragas in Hindusthani music in
which both the degrees, the Shudha and Vikrita, of a swara are used
and for such ragas this classification would seem to be not adequate,
But when such cases namely those of using both the degrees of a
swara occur, one of them is in most cases a weak note, almost
accidental and restricted to a particular little phrase, e.g. 1n Poorvi
which is probably akin to Suddha Ramakriya of the South. In
Poorvi a touch of Suddha Madhyama comes in although the mela
of the raga is Kamavardhini. I will demonstrate the pomt now.
(sing. ,DHMP, MG, RG, MG R 8.)

In Jaijaivanti again Komala gandhara (the sadharana gand-
hara. also occurs although the mela of the raga is Khamaj or Hari
Kambhoji The use of Suddha Nishad or the Kakali Ni in the
arohanam where the regular note is Komal Ni {Kaishik'Ni)is a
rule in Hindusthani music. Thus the raga ' Jaijaivanti ‘has two’
accidentals, Komal Ga and Suddhba Ni. : : L

I wonder if Karnataka music is quite innocent of such usages, at
least in its light type of songs, if not the blue-blooded classical ones.
I cannot say I have not. heard South Indian music containing such’
usages in the modern maunodharma. Of course ragas having both
the madhyamas form no part of the old orthodox Karnataka music.
But they are very common in Hindusthani musie. In the South it is’
perhaps looked upon as out of the way to use both the madhyamas
while in the North they can not only be used but used even in’
succession to one another. I shall venture to demonstrate thls
though I stand every risk of being clapped out. (Demonstrate P, M
MMMP,PDH MM P;SM,M,MP,DH, P.) ‘ '
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The. idea of calling one.and the same degree of the scale by two

different names has made it convenicnt in the Karnataka music to
use both the Rishabha, Komal and.Suddha, both the Gandhara, Kemal
and Suddha and so forth of Hindusthani musie, for example
Kanakangi and Sama. But in such cases, say for example in a raga in
which both rishabhas of Hindusthani music are used, one as rishabha
and the other as gandhara, the Hindusthani gandhara is totally
absent whether in .its suddba or vikrita state. In ‘a raga on the
other hand, in which both the Hindusthani gandharas are used, one
as rishabha and the other as gandhara the Hindusthani rishabha
is totally absent. Huw far this principle is strictly followed in
modern South Indian music will he known from the experts in that
music. As for the use of two madhyamas in Hindusthani music may
I draw the attention of the vidvans to the name Ati-Teevratara
‘Gandhara given to the suddha madhyama by old Granthakaras such
as Ahobala and Lochana, or Mridu Panchama, Laghu Pancbata to
the Prati madhyama or Teevra madhyama of Hindusthani music, by
authors such as Pundarika Vitthala and Somanatha 2 All these
granthakaras have included in their chapters on ragas, those having
both the madhyamas.

Pt. Bhatkande made great efforts to understand the tangible
basis for the Raga-Ragini system. The classification under this
System as given in the old granthas was hardly applicable to the
ragas of today. All the ragas had undergone additions and alte.
rations durjng the past centuries and there was very little connection
between their modern and old forms. The janaka mela, and janya
raga which refers directly to the flats and sharps of a raga was
noted, to get the most reasonable process of raga. classification and
he found authority for the classification not only in the South but
also in the North in granthas like Raga Tarangini, Raga Vibodha,
Hridaya Kouthuku and Hridaya Prakash. In spite of the fact that
there were a number of ragas having both the madhyamas in
Hindusthani music and that there was no melakartha in Karnataka
music to include these ragas be still took Venkatamakhi’s Mela
Prastara as a referendum for his Thata raga system. Becauso
on the one hand he  saw the necessity for the Northerner to
understand and study the Southern system and. on the other, he
h&?d 8 faint idea that the two distinet sections of 36 melakarthas one
With suddha madhayama and the other with prati madhyama
:n:ig‘ht be traced back to have some connection’ with the ancient
a Hégrama and madhyamagrama. The shadjagrama has the full
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Panchama while the Madhyamagrama has-three ‘quafters -.of%t. l::g
is called Kaishiki Pa. This very Kaishiki Pa, Trisruti Pa, OI]; S1 "
Pa, was considered by thelater granthakara, Ramamatya., -of Swa :
Mela Kalanidhi, the pioneer of the janaka mc.ala and ]anya.u r:;.g.tl
svstem an attribute or condition of madhyama. 1tse?lf.‘ Hehcavfakril ;
Chutapanchamamadhyama, probably because.m his time the Vi i,
Avasthas of shadja and panchama and, with the.m, the gra no
distinction went out of vogue and thesc-a penultlma.te srut'lls;ritis
which their vikritis rested came to be considered as hlghel;th s
of nishada and madhyama respectively and called _ther fore
chutashadjanishada and chutapanchamamadhyama mz;kmgsu:l om
thereby for some new ragas in which both the avasthas, ahe
and vikritis of shadja and panchama were usefl. The gral:nés o
moorchanas gave place to the Gamut of 12 semltfme? and tt; m rea{;
Ramamatya who is said to be a descendent ?f Ixallmatba eg "
commantator of Sangita Ratnakara is thus the father of the pretse‘ |
South Indian system of music. No doubt, the preser’xt Kall'{na ;1:2
system has grown far beyond the scope f)f I.lam.amatya 8 lW({I ,.no'm;l
gvreat trinity Syama Sastri, Muthuswam.l D.xkshltar and t.le m:)f e
Tyagaraja have practically revolutionised the musnct L
province from what it was in th?e past ages. But §he r.oo 8 oS o
o be traced to Swara Mela Kalanidhi and through it ti:) angllve
-Ratnakara and other aucient works. The Gamut of the twe

semitones referred to by me herebefo@'e is the same as tbf’t of Hln((;iur?-
thani music. I shall enumerate the notes and their correspon g

names in Hindusthani music.
1. Shadja of Karnataka music s called Shadja in Hindusthani music.

. 9. Suddha Rishabha Komal Rishabha

Rishabha
3. Suddha 5
Gandhara

" - Chatussruti
2 Suddha Rishabha

~

Sadharana

Shatsruti
% Rishabha % Komal Gandhara
Gandhara

Sﬁddhw Gandhara

o

; Antara Gandhara
12
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6. Suddha Madhysma Suddha Madhyama
7." Prati Madhyama ’ | : 'Il‘e.ex“rraA Mad.hyamz?.
8. Panchama S ' Paﬁchg.ma‘
9. éuddha Dhaivata rKoma.l Dhaivéta.
Cha.t(u.s sruti '
10. g ghal ‘(’,“htzg  Suddha Dhaivata
Nishada .
. »Shatsrl.xti.
1L % Rha et % Komal Nishada
Nishada ‘
12. Kakali Nishada B Suddha Nishada

1 shall sing the swaras now (demonstrate)
SA RE RE GA GA MA MA PA DHA DHA NI.NI SA

Let me now demonstrate the Suddha Saptaks, the Kanakangi
"of Karnataka music and Bilaval of the Hindusthani system in turn.
Karnataka : SA RE (RE) G (RE) MA PA DHA (DHA) NI (DHA) SA
Hindusthani: SRGMPDNS

Although as’ many as 72 modes havé been.mathematically
calculated by Venkatamakhi, all of them are not in vogue in
Karnataka music. The ragas today in vogue are classified among
19 or 20 out of the 72 melakarthas.

Ragas are produced out of the melas by special emphasis on
certain notes of the secale or by dropping one or two notes but never
more than two, out of the full scale. The omission of swaras,
by turns, gives rise to a large variety of shadava, hexatonic, and
onduva, pentatonic, melodies. Ragas are distinguished from one
another also by their vadi swaras i.e. by emphasis on different
notes of the scale and by specific swara sangatis ; all these principles
are common to both, the Southern and the Northern systems ; a lot
of ragas are common to both the systems, though under different
names e.g. Mohana of Karnataka music is the Bhopali of Hindus.
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thani music, Hindo] of the South is Malakouus of the North,
Madhyamadi of the South is Madhmad Sarang of the North.
Common melodies under different names as well as different melodies
under common names are met with in both the systems. Hindol of
the North is just the opposite form of Malakouns or the Hindol of
the South. Let me sing the scales of Hindol as it is in the South as
well as its form in the North (Demonstrate). Bhairavi in the North
is like Hanumat Todi of the South while in the Sonth the Bhairavi
is somewhat like Asavari of the North.

There is raga alapanam in both the systems and it employs
meaningless syllables such as Na Ta Re To No in the South as well
as in the North.

Let us now turn to the musical compositions of Karnataka and
Hindusthani music. A critical study of these prevalent in both the
systems will disclose their origin in the ancient prabandhas which I
have referred to herebefore. The four or five stanzas namely the
Udgraha, Dhruva, Melapaka, Abhoga, and the rare Antara of the
prabandha have their prototypes in the Pallavi, Anupallavi,
Muktayi, Edupu, Charanam and Chittaswaram in the South Indian
Varnam and Kirtanam and the Sthayi, Antara, Sanchari, Abhoga of
the Dhrupads, Trivat, Chatarang and some Sadhras of the North.

Kirtanams of the South and the Dhrupads of the North have
both their origin in the prabundhas of old dedicated 1o some God.
In both the systems these are treated with a sense of gravity. They
have a style of their own. They are the musical adaptations of the
Stotras or Stutipadas of the holy temples. They are to be.sung
according to aset programme. The raga.suddhi, the Sabdochcharana.-
suddhi, the Gayanakrama, ths programme of the contributions of
the accompanying instruments to the performance are all to be
strictly observed. The kitranas in the South and dhrupads and
horis in the North are the blue-blooded classical songs of modern
music

The Kritis and Khayals on the other hand, are comparatively
modern musical compositions in which a scope for expansion of the
raga in alapanam, of course to the accompaniment of the drum, and
the musicians’ manodharma in the raga interpretation, was created.

"The only difference between the performance of a kriti in the South

and that of a khayal in the North apart of course from some manner

-of -swarochchara and varnochchara ' is that the one is wound up

before the audience begins to feel its effect while the other exhausts
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the audi it T tee i s gs
audience with its persisting address. "One can hesr half a dozen -

kritis i i
khaysa luils :l};i ﬁS:;;:lhdx—n .an.-hour’s time - while in the North half a
ntemreta ed ‘within pne'hour; of course the duration of the
upon the capacity zf Stohr;gm(ilrsiacrilarllnsrf(::?enml pieclf e acpond
n : : . , orepeat the same
}Il;::}eo;:;rgn.i;ver" again, but to create ‘new things everga:zxg::notf
sans fonord J]ess or;le single raga played on a Sitar or a khayal in it.
boredom g e t,han two ‘hours and there was not a minute of
net be mrolons o <; ftcases ate very rare. Ordinarily a khayal should
] kriti ie y er the Blflg(?r has exhausted all his ideas nor
should espatched within five minutes. Effort should b
o expand and elaborate the ideas of the original composer b;

alapana COllSlStaﬂt Wlth the ori, lnal version, p v \Y
g 1 I h() © the ld ans

There is a third type of musical sitic
I, : compositions in South Indj
o (;)w:r :saJawah. I am. told, these ccmpositions are a nl(xi;l’;:
o e mourous mn purport. I do not know if they
: a background for abhinaya. If so, they a broto.
ypes of the Tumris of the North. Th i e songn i

-are full of little phrase
s of amorous purport
aro full of it hr port to be repeated ov
ore mg:;z d]}[: varxtlfas of Phatu. There is full scope'pfor self eir ?: :
) the"musician anIna I voice, expression on the face and actios f N
. In fact, the aim of tumri singiﬁg is to bring oz:

and impress u i
pon the audience the word
of voie X ; ord sense of the song b
bod 1o e,a ::presswn and action. Some dance gestures aregalzomeans
have v;:im m:ies, but these, last, by women singers.‘ I rememgesor-
on the bat:se t§1ere last year, a couple of hours’ programme of a::' o
Just one litlts]eo » song by a famous South Indian fema]ebdan;ng
1 over ooy sentence starting with the word Krishna was ref, e;
nd over again with end] _ referre
action ; ess varieties of :
body f:gll‘boveg for;,y five minutes and not for a m:izr:?ff; and
ored. was certainl i '¢ any
I how ’ y well impressed b .
Danceresw;r den’t know whether the song was a Pi);ct: 0:;7 I;Daya:.
develop the song with acting when there is not much vavyath,
ariety

in the music. Musici
. Sie. 1ctans on the oth
fivting variations of the Doty er hand develop the song with

e tumris are songs which

Taranas of the N

. orth and Ti
69D of s0ngs to duume and Tillanas of the South are’'a common

nstrate verbal dexterity and rthymic play

Let me now
. R ) come toa type .
time in Hindusthanij music Ype o songs introduced for the firsy

by the late Pt. Bhatkandeji: . These
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are known as lakshana gitas in which the whole description: of the
raga itself in which it is composed in setforth. The late Panditji
got the idea of the lakshana gita from the South. The Sangita
Sampradaya Pradarsini contains a lot of them. Pt. Bhatkandeji’'s
lakshana gitas are all in Hindi language and they became very
popular even among some sangita vidvans of the North.

Following the Panditji many others have written lakshana gitas
since. This type of song has become now a part of the musical
education of a student. Only the other day our friend Venka;tar_ama'
Tyer sang a lakshana gita of Kanads during the discussion’ held on

that raga. ‘

There ie another type of musical compositions known as “Swa-
ravarts” or “Suravat” as it is called in common parlance. This is
only a Talabaddha Sargam (Sarigama) of araga. I am sure it has -
its prototype in South Indian music too. : oo

'One of the most famous and popular songs of Hindusthani music
is what is known as Tappa. The Tappa was a creation or rather an
adaptation of the Punjabi folk tunes by a man called Shorimiyan.
In its style and general rendering this song is a class by itself. Tt
is full of gamaka-yukta-tanas. = '
padis are sung in the North, as well as in th
t, but the ragas in which these were composed
seem to have lost their original forms. I have yet to come across
e musician who could render the Ashtapadis according to their.
It is almost impossible now. Now-a.days our
tapadis in whatever ragas they can easily.

Jayadeva’s Asbta
South, if I mistake no

orjginal version.
musicians sing the Ash
render them.

So we have seen the common features between the two
nd Hindusthani, of music now prevalent.
We have seen that till the time of Sarngadeva or say, even till the
timo of Kallinatha, there was no such distinction as Karnatic
music and Hindusthani music. The provincial distinctions or
Bhashabheda might have been there. But these provincial dis-
tinctions .must have existed all .over the. country. . The classes
of ragas such as Bhasha, Vibhasha, Antara Bhasha and Bhashanga, -
show that there were provincial or regional diferences. But the
general outline of the music was common all over the. country.
The separation started when the Muslims took a hand in the
progress of our music. The muslim rqle_rs' were great patrons of

gystems, Karnataka a
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music and brought. with them musicians of Persia and Arabia.
Hazrat Amir Khusru, a 1zarned scholar and artist of high standing
at the court of Allah.ud-Din Khilji did much to popularise the art
of music of India. Personally interested in the indigenous art and
culture of Hindusthani the Amir seems to have made a critical study
of the music, that was then in vogue, particularly in its practical

aspect He invented, evolved new styles of singing, new instru-

ments and new talas out of the material that was available then.
The Qouwali is said to be a style of muslim Bhajan invented by
the Amir. The Sitar-and Tabla, some ragas like Sarpaida. Bakharej,
Zeehef, Jangocla are supposed to be the Amir’s inventions. These
were not new inventions as such. They were just muslim adapta-
tions of the things in vogue at his times. Sitar is an easier and more
handy form of the ancient veena. So is the Tabla Bauhja an easiex
form of Pakhawaj cut into two parts. It is not impossible that
some of the melodies credited to Amir Khusru might have been
already in vogue in India under Indian names. But it must be
admitted that the muslim rulers and potentates of old belped
music and musicians with both hands, so to say. They patro-
nised musicians and kept them always above want so that the
musicians could concentrate upon their practice of music and
attain the highest level of artistic expression. Though sastraic
traditions were beyond their understanding they were not totally
neglected. In fact, they took pride in singing the priaises of
swaras, gramas, moorchanas, koota tanas, the gamakas such as
Sphutita, Tiripa etc. Then again sages of Sangita such as Baiju
Bauvre, Gopal Nayak, Haridas Swami, Bajiu Nayaka, seem to have
kept up the old traditions and developed the dhrupad style, the
most chaste style of Hindusthani music today.

It is not possible in this small paper to go the length of argue-
ments and illustrations to prove the granthic pedigree of Hindus-
thani musje. The basic principles not only in theory but even in
the practical expression of music in India are as intact in the North
as in the South.

. All the difference that there is, between these two systems is in
certain ragas on the one hand, and, on the other, in the gamakas or
enunciation. I for one will consider Hindusthani music enriched by
introduction in it of certain South Indian ragas and songs. Pt.
Bhatkandeji has taken a number of the South Indian ragas to the
North. Hamsadhvani, Hamsa.Kinkini, Suddha-Saveri under the
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name of Durga, Sriranjini, Abhogi, Abhiri, Vasantha, Mukhari, Deva
Ranjani are some of the ragas he has introduced into Hindusthani
music, The South Indian Bilahari' is the raga of the very first
mangalacharan “Jayajagadisa Hare” adopted by the late Vishnu
Digambarji. The famous Abdul Karim was open minded and
progressive enough to at least make an attempt at giving a South
Indian expression to some of his songs and sing the sargams in the
South Indian way. Today we are introducing in our carriculum the
South Indian varnams, finding that they are a very useful class of
compositions to give a practice to the throat, ears and sense of
rhythm, ‘

With due deference to the conservative point of view I do ’
firmly believe that the time is not far when both the systems will
not only enrich themselves by a musnal give and take but build up
together the National Bharati. Not for a moment do I urge that
the correct forms of the ragas, as they are, in either of the systems
should be interfered with. But there is no sin in a North Indian’s
singing a varnam or kriti in Reetigoula or in South Indian’s singing
a dhrupad or khayal in Bageshri.
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Margadesi, Ramakali, Gauri and Mahuri—less well known, If we
add Tyagaraja’s and Dikshitar’s additions which are to be specially
-standied we get a total above forty.
' Illustrations

1. Kedaragaula and Desh: Sarngadeva mentions a Raga
Desavalagaula, which according to Kallinatha signified Kedaragaula ;
in the north it is known as Desh; the oscillating Ni of the south
is split into a sharp and a flat note in the northern system, as such
an oscillation is foreign to that system.

2. In Tilang corresponding to Nata, the oscillating Ni is made
into a flat and a sharp note, the oscillating Ga into antara Ga and a
flat Ga in the Tara register, and in Bade Ghulam Ali’s tradition, in
the middle register.

The oscillating Ma of the south is generally made into a Suddha
and Prati Ma in the northern system. Reversing the process, the
Prati Ma which is ornamental in Hemkalyan which corresponds to
our Begada, becomes in the Carnatic system an oscillating Ma in
addition to the Suddha Ma and the Kakali Ni hecomes an oscilla-
ting Ni:
Hemkalyan : Pa Dha, Pa Sa. Ri Sa, Ma, Ga, Ga, Pa, Dha, Pa,
Ga Ma, Ri, Sa, Pa, Dha, Pa, Ri, 8a; Sa. Ma Ga Pa- Dha, Pa, Ga,
‘Ma Ri, Sa; Ma 2 Pa Dha Pa Ni 2 Sa- Ga, Ma, Ga Pa, Ma2 Dha
Pa Ri Sa.
Begada illustrated with ref to Ma and Ni.

- Mandra Sanchara and slow tempo are ‘characteristic of this
Raga as exemplified by Tyagaraja’s Nadopasana and Dikshitar’s
Tyagarajaya and Patnam Subrahmanya Iyer’s Abhimanamennadu.

You all know Saranga (corresponding to the northern Suddha
Sarang) and Hamir (corresponding to Kedar) which employ both the
Suddha and Prati Ma. As these are said to be Desi Ragas, you per.
haps feel that no violence is done to the basic concept of onr present
day theory which divides Ragas into two rigid groups according as
they employ the ene or the other Ma ; and like the great castes flow
apart and refuse to mix. Now the occurrence of two Ma-s in the
same Raga is something I wou!d like you to realise, by listening to
certain northern songs on records and familiarise yourself thoroughly
with them, though it may nct be easy at the first listening. Onece
you understand the usage, learn the songs if possible and go over the
sancharas again and again; it is worth while. . We shall see if the
practice occurs in Carnatic Ragas and songs and if so where and with
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what meaning. Such Ragas are of two kinds; one whe:e the Prati
Ma is important and the Suddha Ma an ornament to it : Purvi and
Vasant of the north and our Gaulipantu and Yamunakalyani are of
this type : in the second type Suddha Ma is important and Prati Ma
an ornament to it: Ramkali, Lalit and Prabhat Bhairav of the
north and our Vasanta and Mangalakaisika represent this type.

Illustrations : Records of Poorvi, Vasant, Ramkali, Lalit and
Prabhat Bhairav—the last an Abhanga of Tukaram.

There are nearly 30 Ragas that employ both the Ma-s in the nor-
thern system and quite a number in the Carnatic cystem. The mere
occurrence of the Prati Ma does not contradict the melodic character
of the Raga whose chief feature is Suddha Ma ; no: vice versa. Take
Gaulipantu which is »not a Desi Raga, but an ancient Raga that
might prove to be a Raganga Rag in the sense that it reflected a
Grama Raga ; indced Tuljaji describes it .as having the chaya of a
Grama Raga. Now there are two evening Ragas of the Gambhira
tvpe called Sri and Gauri in the north resembling our Gaulipantu.
Tn Sri Ri is Vadi, Pa Samvadi, no Ga in ascending and Dha Vakra
thus: Ri Sa Ma 2 Pa—(Dha) Pa Ni 2 Sa—Sa Ni 2 Dha Pa Ma 2, Ga
Ri Ga Ri Ri Sa; Meend between Ri and Pa and Pa and Ri, also in
Ga Ri, Ga Ri Sa. Gauri is almost identical, but with a beautiful
Mandra Ni and an occasional Suddha Ma thus: Sa Ni Dha Ni Ri-Ga
Ri Sa—Ri Ma 2 Ga Ri Ri Sa; Ni Dha Ni Ga Ri Ri Sa—Ri Ma 1 Ga
Ri, Ri Sa.

During the Academy discussions of Gaulipantu one view favoured
Suddha Ma and the Raga resembled Saveri; the other view favoured
Prati Ma and the Raga resembled Pantuvarali. Following the rigid
division of melas into two groups, current practice employs either
Ma 1 or Ma 2, Veena Dhanammal and Mr. Tirumalachari used to
sing this with both the Ma-s and an oscillating Ma, with which
‘Subbarama Dikshitar’s definition agrees. (INustration:the pada of
Kshetragna by Srimatis Brinda and Mukta.)

Yamunakalyani and Suddha Kalyan: I agree with the con-
clusion of the Academy that Yamuna employs both the Ma-s. But
this Raga is not the equivalent of Yaman as stated by Mr. Hulugur
Krishnachar. Suddha Kalyan is its northern prototype, which
omits Ma and Ni in ascent and empleys Ma 1 oceasionally; Ga Vadi,
Dha Samvadi; Meend between PaGa, PaRi, SaNiDha, PaMaGa ;
Mandra sanchara is characterestic : Sa Ri Ga Pa Dha Sa- Ni Dha Pa
‘Ma Ga Ri 8a ; Ri Ga Dha Pa Ma Ga Ri- Pa Ma 2 Ga—Ri Ga Ga Ma 1
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Ga Ri Sa Ni Dha- Ri:Ga Pa Dha Sa Ni Dha Pa- Pa Sa Dha sz, Ma
9 Ga. The Kalyani of Venkatamakhi, . Ahobala, Pundarika Vlttalg
-and L;)cha,n is just this—a blend of Kalyani and Mohanam. The
Marriage song when bride and bridegroom play the ball, the Kolattam
song ‘Lokasakhi’ and the mettu known as Indra Sabha’ and the
Tamil padam ¢ Maruva Oru’ are all in this Raga. Mr.K.V.8. Iyengar
remarks that Syama Sastry’s ¢ Birana Brova Iti’ thoufgh now sung
in Kalyani was sung in a different way by others ; the Qiﬁerent way
is Yamuna Kalyani. ’

(Illustration by Srimatis Brinda and Mukta of the Javali
< Adineepai’ by Dharmapuri Subbaroyar.) ‘

Vasanta and Lalit : In the Academy discussions, the dispute was
about Dha; one view favouring the higher and the other the lower;
one suggested Pa and another denied it; Mr. P. 8. Sundaram Iyer
said he had heard Dikshitar’s ‘Ramachandram’ sung with a Prati Ma,
but the point was missed. Now let us seck light from Hindusthani
music. Lalit is said to have Suddha Ma as Vadi and Sa as Samvadi-
Ni Ri Ga Ma 1 Ma 2 Ga or Ma2 Ma 1 Ga- Dha Ma2 Dha Ma 2 Mal-
(occurring often) Ni Ri Ga Ma 1 Ma 2 Mal Ga- Ma Dha Sa- Ri Ni Dha
Dha Ma 2 Ma 1 Ga Ri Sa-Ni Ri Ga Ma 1 Dha Ma 2 Dha Ma 2 Ma 1
QGa ete. This is considered auspicious for concluding a performance
according to the old proverb ¢ Lalitantani Gitani’. According to me
this is the most beautiful of the Hindusthani Ragas (barring of course
Lalit-Pancham on woman's voice) with an exquisite feminine grace
on account of the delicious interplay of Ma 1 and Ma 2 and the unit
Ma 1 Ma 2 Ga, Ma 1 Ma 2 Ma 1 Ma 2 Ga or Dha }a 2 Ma 1 ; the two
Ma. s occurring consecutively is a motive of Beauty and grace-—the
Lalithanga—from which the Raga derives its name; and occurs
predoninantly in Lalit. See how expressive it is in Prabhat Bhairav,
a raga sung early in the morning in the temples of Maharashtra in
devotional worship. Watch the teuder grace of the same motive—the
Lalithanga—when Tyagaraja and Dikshitar describe Sita- musically
in Mr. Tirumalachari’s text of Sitamma and Ramachandram, as it
occurs again and again. Listen to the lalitanga when Tyagaraja
describes the beauty of the Rama image in ‘ Entamuddu’ when he
recovered it, The coincidence of the two Ma-s is to be seen in the
song ¢ Mangala Devate ’ in the Raga Margadesi by Dikshitar.

Mangalakaisikam is not a Desi Raga but a Raganga Raga in the
senge that it reflects a Grama Raga ; and it employs the Lalithanga in
several contexts of the song ‘ Sree Bhargavi’ especially in the Raga
mudra; in describing the loveliness of Radha’s anatomy in the
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Ashtapadi “ Kuru ‘Yadunandana’; in the beautiful ‘nuptial songs
embodying femirine banter, etc. - C ‘ )

Desya Todi was discussed by the Academy; one view favoureél
Suddha Ma and the other Prati.Ma and a third both ‘the Ma-s; but
1o conelusion was reached. In Dhanammal’s.and Tirumalachari’s
text both the Ma-s are employed. (Illustration by Srimatis Brinda
and Mukta .of .the song ‘ Kamalamba, Sri’ by Subbaroya Sastry.)
Desya Todi as its name indicates is a reflex of one of the northern
Todis ; it therefore employs not only both the Ma-s but also Kakali Ni.

Now why do these beautiful Ragas lose their ‘most charming
feature in present day music ? It is because of the misunderstanding
of a theory that divides Ragas into two groups; and -everyone
imagines that Ma 1 is untouchable for one group and Ma 2 for
another. Consequently disaster has overtaken all ancient Ragas,
‘employing both the Ma-s; a few of which I have outlined above. You
have now before you two alternatives as to what you should do‘;
either make your conception of the Suddha and Prati Ma groups,
sufficiently elastic to be able to accomodate such Ragas ; or recognise
the presence and coincidence of the two Ma-s in these and similar
Ragas as Pundit Subbarama Dikshitar does. This'is a tacit
admission that these Ragas are much older than the melakarta

scheme. After this lengthy but necessary preface, we shall discuss
Sankarabharana now. '

Sankarabharana -

Sarngadeva calls this a ¢ Prakprasiddha Deéi Raga .’; by ¢ Desi’

‘he explains that certain Grama Ragas had the apellation ‘Desi’.

Sankarabharana was therefore a Grama Raga. By calling it well
known in the past, all that Sarngadeva meant was that in Kashmir
where he was born and in Devagiri area where he lived in early 13th
Century Sankarabharana was not well known though in other parts
of the country and at other times, it was well known, '

T QAIHR T3 R |
BOIFGRT ek ¢ 6 ARTATTEST ||

= TFYIT:

By this verse Sarngadeva means that the slapa started with
Ma~thus-Ma Ga Ma Pa Dha- Ni Pa Dha Ni Sa; and that the mandra

sanchara with muted and half muted nuances of sound as the voice
15
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;swelled and ebbed. in slow and fast tempo, with mouth closed or half
closed (Mandraswaramudritah) was characteristic; the term Chaya
or * Kaku ’ meant an inflection, modulation or stress and was of six
different kinds : (1) relating to swara it meant an illusive extension
of a note to its higher or lower neighbour, pushing it to its very
limits short of touching the other note, 50 that Ni resembled Sa and
Sa resembled Ni. (2) relating to Raga, it meant ‘faithfnlness to the
Grama raga from which Sankarabharana was derived. (3) relating to
other Ragas it meant fugitive recollections or suggestions of other
Ragas thus: a touch of Bilahari in Ga Pa Dha Sa Ni Sa Dha Pa Ma
Ga Ri in Sankarabharana ; or a touch of Yadukulakambhoji in Ri
Pa Dha Pa Ma Ga Ga Ma Ga Ri Sa Ni—or a touch of Kedara in Sa
RiGa Sa; or a touch of Saranga in Sa Dda Pa; all which meant
that the prayogas were common. The real significance is that like
Sandal which enriched its bonquet by fragrance culled from almost
every flower, Sankarabharana whose beauty was of an intricate kind,
retained its individuality though other Ragas hovered around asa
vague and intangible presence. (4) relating to voices, it meant the
Raga developed subtle new forms on the diverse timbres of male and
’female voices. (5) relating to instruments, it meant subtle new effects
.and forms the Raga assumed- on different instruments on acrount of
their diverse timbre and idiom : thus with an excess of Sphuritas on
the flute, with Gamakas and Sphuritas well balanced on the
Nagaswara and with an excess of Gamakas on the Vina. (6 relating
to provinces, it meant differences in style and intonation, such as
Kannada, Andhra and Kearala; it perhaps also meant the great
.Desi equivalent of Sankarabharana—the Raga Gauda Sarang. There
~was also the freer Desi manner of singing the old ragas—(it used to
“be said tbat Konerirajapuram Vaidyanatha Iyer’s Todi was Desi.)
Of these Yarious Chayas, some may be common to all the Ragas, but
thq Swarg, Raga and Anyargga Chayas, might have specially applied
to Sankarabharana, Bhavabhatta prescribes the Mudrita Gamaka
not only to the Mandra but to all the registers; Ahobala prescribes
the Gamakas Kampita and Dalu, to which I shall refer later.

He.re. are two sutras as I would call them from two ancient
compositions, epitomising the Raga: =~

1. Ma Ga Ma Pa Dha Ni Sa. 2. Ma Ga Ri Sa Ni i
Sa‘Ri,.Ma o e > a Ga Ri Sa Ni Sa Pa Dha Ni

¢ Ahobala : 8a Ni Ma Pa Ma Ga Ri Sa. Tulaja from the prelude
of an old alapa:Sa Sa Ni Sa'Dha Pa Ma Ga Ri Ga Ma Pa, Dha Ni
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Sa Ni Dha, Ga Ga Ri Sa Sa Ri Sa Ni Dha Ni Sa. From Eduppu : Ni
Ni Dha Ni Sa Ni Pa, Dha Pa Ga Pa Dha Sa Ni Sa Dha-Dha Ma Ga
Ri Sa. From Sanchari: Sa Ni Pa Ma Ri Ga Ma Ri Sa-Sa Sa Dha Pa
Ma Ga Ri Sa.

Hero are a few ornamental phrases selected from the songs of
Tyagaraja, Dikshitar and others, which recur so often that they
may be said to embody the vocabulary and idiom of the Raga:

Ga Sa-Sa Dha Pa- Sa Dha Pa-Ga Dha Pa-Ri Dha Pa-Ma Dha Pa-
Ri Ni- Sa Dha- Ni Pa- Dha Ma Pa Ga Ma Ri Ga Sa-Pa Sa and Sa Pa
(in Aksharanurakte Avidya of the song Dakshinamurte)-Pa Ri-Ni Ri-
Dha Ga Ri-Dha Ma Dha Ni Ri Ni Pa- Ri Ga Ma Dha Pa Ga Ri Sa-
Ma Ni Dha Pa- Ma Sa-Ni Sa Dha (Vrishavaba of Akshayalinga)-Ma
Pa Dha Ni Sa (fast in Jaganmohana of Akshayalinga and Neepadam-
bujamule of Sarojadalanetri)-Ga Ma Ri-Sa Ma Ga Ma-Ga Pa Ga Ma
Ri Ga-Ga Ri Ma Ga Sa-Ma Ri Sa Ni-Pa Ga Ri Sa Ni-Ri Pa Ma Ga
Ri Ga-Ga Ma Ri Pa Ga Ri Sa-Ri Pa-Pa Ri-Ga Sa Ri Ga'Ma Pa- Pa

‘Ga Ma Pa Dha Ni- Ni Pa Dha Ni S2-Ga Ri Ma Ri Ga Ri Ma Pa Ga-

Ma Ri Ga Pa Ma Pa Dha Ni Sa-Sa Pa Dha Ma Ga-Sa Dha Ni Pa
Dha Ma Pa-Ma Ri Ga Ri Sa-Ri Ni Dha Ni Dha Pa-Pa Ga Ri Ga Ri
Sa.Ma Pa Dha Ni Pa Ma Ga-Pa Dha Ni Dha Pa-Pa Ma Pa Ga Ma
Ri Sa Ni-Ma Dha Dha Sa Ni Pa-Dha Pa Ga Ri Ni Sa Ga Ri Sa-Sa

Sa-Pa Ma Ga Ri Sa etc.

With these we shall make up a few phrases ending on specific
notes (e.g.) Ri, Dha Ni Sa Ri-Sa Ri Ga Ri-Ri Ga Ri Ga Ri-Sa Ri Sa
Ga Ri-Ma Ga Ri Ga Sa Ri-Ri Ga Ma Ma Ga Ri-Sa Ma Ga Ri.Sa Dha
Pa Ma Ga Ri-Sa Sa Ga Ri-Sa Ri Ri ete.

Ga: Sa Dha Pa Ma Ga-Dha Pa Dha Pa Ma Ga- Dha Pa Pa Ma
Ma Ga-Ga Ri Ma Ga Ga-Ma Pa Ga Ma Ri Ga-Ma Ga Ma Pa Ga Ma Ri
Ga- Pa Ga Ma Ri Ga-Pa Ma Pa Ga Ma Ri Ga- Sa Ga Ri Ma Ga Pa
Ma Dha Pa Ma Ga- Ma Dha Pa- Ma Ga- Ga Dha Pa Ma Ga- Ga Ri
Pa Ma Ga- Ma Ga Ri Sa Ma Ga- Pa Ma Pa Ma Ma Ga Ga etc.

In- the same way we could improvise combinations ending on
Ma, Pa, Dha, Ni and Sa all of which would constitute the Raga
angas—the basic vocabulary and idiom. With these we shall attempt
something like sentences, with a beginning, middle and an end thus:
Ma Ga Ma Pa Dha which initiates, but is inconclusive—Sa Dha Ni

"Pa Ms Ga Ma which brings in a new qualifying clause and Ma Pa

Dha Ni Sa which concludes ; then more involved combinations like
Sa Ma Ma Ga, Ma Pa Ga Ma Ri Ga—Ma Pa; and longer sentences
etc. A whole Varna is made up of just two sentences thus:
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Pa Ma Ga Ri Ga, Ma Dha Pa Ma Ga Ri Sa Ni

Sa Pa Ma (Ga Ri Sa Ni, Sa Ma Ga Ma Pa Pa (Pa Ma Ga)
Ma Pa Dha Ni Sa Sa, Ni Sa Ga Ri Sa Ni Dha Ni Sa

Sa Sa Ni Dha Pa Dha Ni, Sa Dha Pa Ma Ga Ri Sa (Ni)

All this is helpful in understanding the Raga and later in forms like
‘Alapa. Tt may be noted in passing that Kaisiki Nishada finds
- oecasional but emphatic employment in dance varnas in the Raga.

Sthavavaghas are stylised swara passages in a gamaka setting. Of
these Dalun mentioned by Ahobala is the interplay of light and shade
in which the gamaka glistens for a brief instant followed by the note
as a faint shadow and known as Dal tan in the north. The classic
examples for this are those occurring in * Ananda’ of ‘ Aparokshani-
tyabodhananda’ of Sri Dakshinamurte, also in *‘Sachitananda’ ocurring
earlier and in such passages like Sa Ni (Sa) Dha (Ni) Pa Ma (Pa) Ga
(Ma) Ri (Ga) Sa. Dikshitar uses this as a motive of rapture or
ecstacy. This Dalu is an essential component of the Raga Sankara-
bharana. A series of similar prayogas sung with delicacy thus:
Ga (ma) Ma (pa) Pa (ma) Ma (ga) or Ga (Ma) Ma (Pa) Pa (Dha) Dha
(Ni}—Ri (Ga) Ga (ma) Ma (Pa) Pa(Dha)—Ga (Ma) Ma (pa) Ma (Ga)
Ma (Pa)—is a motive of grace called Lavani and would be very
appropriate in dainty graceful descriptions. These very units in
patterns of three—Ni (ri) Ni—Ri (Ga) Ri—Ga (Ma) Ga—Ma (Dha)
Pa—Ga Ri Sa following the billow like Sa Sa Ga, Ri Ma, Ga Pa, Ma
Ga of Swraragasudha, would be the Tarangita. Bhairavi provides
classic examples of the movement of water in a pot: Pa (Dha) Ma
(Pa) Ga (ma) Ri (ca) -Pa Pa (Dha) Ma M {pa) Ga Ga (ma) Ri Ri
(Ga)—Pa (Dha) Pa (Dha) Ma (Pa) Ma (pa) Ga (Ma) Ga (ma) Ri (ga)
Ri (ga) and'in threes Pa (Dha) Pa (dha) Pa (dha), Ma {pa) Ma (pa)
Ma (p), Ga (ma) Ga (m) Ga (ma); Ri (ga) Ri (ga) Ri (za)and in archa
‘Ma (pa) Ma (pa) Pa (dba) Pa (dha) etc. -

" Bancharas employing Ma and Pa, are a special feature of
Sankarabbarana and provide a motive of appeal in ¢ Karunakari
:Ka.mbukanthi’ ‘Dhinabandhu’ ‘Badari’ ete., and one of tearful ecstacy
in the Tamil song describing Sita when she saw the anguliya.
Sankarabharana. is the proper medium for expressing such great
joy and sorrow. .

The usage Pa Ri or Dha Ri or Dha Ga Ri . would be a motive of
command as in ‘Dasaratha’ while the swara structure of ‘Pala’ would
be one of endearment. The continuous downward scaling of ‘Sa Ri
Ni Sa Dha Ni SaPa Dha-Ni Sa Dha Pa Ma Pa Dha Ma Pa Ga Ma
Pa Ri Ga Ma Sa Ri Ga Ma Pa Dha Ni Sa’ would be Namanam and the
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.upward scaling of ‘Dakshasikshana’ would illustrate ullasitam as
well as aksharadambara. Silence and weight are denoted by a gravita.
tion to Mandra Pa as in ‘Entabhara’ and ‘Sadamauna’; graceful move-
ment in the pattern of ‘samaja’; the Ga-ma Ga-ma of Enduku would
resemble the throb of the Damaru. And so on. I would just stress
this point here, that there is little straight movement and that the
Raga is all twists and bends and gaps and full of stylised decorations;
and to call this the diatonic major scale, is to miss its rich epic
content. B -
Alapa

This wasreally a kind of tonal architecture made up of the above
materials in a design of heavenly length ; it was not unlike the epic
flight’ of a“great bird in three or four directions and courses. It may
be likened to the sonata in that it had atleast four distinct and con-
trasted movements, each with its own prelude and-conclusion ; if one
‘movement was forceful and.manly, another was dainty and feminine;
if one was slow, another was fast; in the middle it digressed .to work
in the .chief notes of the Raga, -as' though they were gems,
“in a series of regulated passages called Sthayis—as the central theme
"in one kind and end theme in another. After thisepisodic digression,

- arrived the final movement and conclusion ' with sometimes a .brief
-Tana passage thrown in. . See the skeleton strucure indicated,below :

“1st. Ayattam: From middle Ma to middle Ri, rise up toTara
Ma singing variegated sentences, pause on Tara Sa—this was the
prelude. ' C -
1st Ragavardhani or Eduppu: From Tara ‘Ri to Tara Dha
- down to middle Sa, then up to Tara Sa.
Eduppumuktayi or Vidari: From Tara Ni to Madhya Ri, then
to Tara Ma pausing on Tara Sa. . '
‘ ' ‘ 2nd.Ragavardhani : From Tara Pa to Tdra Dha, then to middle
 Sa. - . , '
. 9nd Vidari: ¥From Tara Sa to middle Ri, then up to Tara Ma,
ending on Tara Sa. .
« .. Tara Sa Sthayi: From Tara Sa to Tara Dha up and down singing
:12.-separate . sancharas - with the six swaras as central theme one
.. after the other with a beautiful evasion ,of the higher note in
aroha and the lower note in avaroha.

¢ . Then Pa, Ri and Ga Sthayis, with:swaras as end theme.. Then

.

- final\ muktayi.. . - ..
16
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‘Kataka was alapa in tana style; the Thaya was briéf sculptu-
rusque fragment like an ornamental pillar or lotus. : '

Gauda Sarang

The' northern analogne of Sankarabharana was the Gauda
variety of Suddha Sarang. Sarngadeva’s definition of the Gauda
type is this: . - - o
T AT Gt ¢ @ |
srafrsaftafy: vy WA [AT qA |

A oS EXEE
o EAERYadRETEaae: S |
: FEUTWENA T Fgs waq || N

Knlliua‘tba explaing' that in this type of Ragas, the swaras were
’ densely ranged and were rich with appropriate gamakas in the three
registers and had a continuous movement:.in all ‘registers. without
being segmented and was specially beautiful on account: of a grace
called obati*. “This was vowelising with the syliables Ha and Ou
-in Mandra register by planting chin .on. chest and with effort
generating a soft and attenuated sound, with Kampita Gamaka and
fast. The Mudrita gamaka of which ‘We -spoke conveys.a similar
_eense. You may take it that all ragas with Gaula as part of their
nemes have -this mandra sanchara-Gaula, Kedaragaula Narayan
ga.u]a; Ritigaula ete. (Illustrations of Gauda Sarang.) , e
Bancharas: Sa Ri8a Ga RiMa Ga Sa Ri §, Ga Ri Mo |
| Ma2 Dhe Bo s ! a RiMa Ga Pa
a2 Dha Riz; Dhba Sa-Sa Dha Ni Pa Dha Ma Pa Ga Ma Rj Ga, Ri
Sa Ri Ma Ga-Pa Ma
 Dha Dha Ma2 Pa, Ni Dj Dha Pa Ma @
Gs, Pa Ri Sa also; Pa P:S?:ﬁapil"in;a T la G
Ma Pa Ni Sa Ri Sa.Ma Dha Pa Ri Sa
Ga-Ma Pa Dha Ni Sa (fast) Dha Pa
Pa Ma Ga-Pa Ni Dha 8a-Ni Dha Ni
Dha Pa Ma Ga etc.

" Mandra Sanch

2PaDha PaMa GaRi Ga Ri Ma da, Pa

a Ri Ga Ri Ma
ha Ni Sa-Ma Ga Pa Sa-
-Dha Pa Ma Ga.Sa Dha Pa Ma
Ma Ga-8a Py Ma Ga-Ma Pa Sa
Pa Ma Ga.Ga Ma Ga Pa-Ni Ma

ara is characteristic 3 the

tis Brinda and. -Mukta.) The
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meaning of the song is: ‘“ Won’t he listen to my secret desire ;
entangled as I am in the jungle of Karmakanda and Samsara,
won’t he, the ideal man, save me even as he saved the rishis?”
The Raga has been given two names—Nalinakanti and Sambhu-
kriya. Not only was Tyagaraja’s message secret, but also his
Raga which was Gaudasarang which ‘the saint had possibly heard
from the Maratha Sadhus of Tanjore. I had talked about ghost’
ragas originating from the errors of scribes and- printers. -Nalinakanti
and Sambhukriya would be first ghosts to be exorcised.

All along about the anatomy of Sankarabharana. Did it have a
transcendental significance ? According to Somanatha, the Raga was
Siva himself donning red silk, ashes on forehead and lotus garlands
round the neck. He who chose the sacred peepul among trees and
the Sama among Vedas was said to have chosen Sankarabharana
among Ragas, to reveal himself,

India has forgotten more music than other countries have
created. The melodies of human composers like Jayadeva and
Purandara have passed out of racial memory and are entombed in’
the silence of "oblivion. - But Sankarabharana, famous before
Sarngadeva’s age (13th century), stands athwart the centuries, time-
less and eternal like the Himalaya or the Sanskrit language. I am
sure you will all agree with Pundit Subbarama Dikshitar that
according to the elders, Sankarabharana was the greatest among
Ragas.

CARNATIC RAGAS AND THE TEXTUAL TRADITION*
BY
Sri K. V. RAMACHANDRAN |

- The Jatis of Bharata were what we might consider the ancient
archtypes of Ragas. The general impression that they were primitive
and crude and bound by too many rules is-incorrect; they repre-
sented the last word in sophisticated artistry and gave shape to
unearthly types of beauty in sound ; the vitality and magic of some
of our great Ragas and we ‘may- presume that of the ancient Grama
and Bhasha Ragas, were in no small measure due to thess. .From
them arose in the first cycle the Grama.Ragas classified-as Suddha,
Bhinna, and Gauda, etc., out of which a few named Kaisikas were

* Lecture delivered at the Madras Music Academy, on'16-9:50.¢ =
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set -apart for intoning the:Ramayans. From the Grama Ragas
drose the Bhasha, Vibhasha and Antarabhasha named according to
‘the degree of their resemblance to:and ‘chronological -distance from
the Grama’ Ragas.- It was from theGrama'and Bhasha ragas that
Sambandhamurti and Sundaramurti chose musical settings for their
hymns; ‘Still later the Ragas came to be grouped as Raganga, Bha-
shanga, Upanga and Kriyanga, all of which reflected the ancient
‘Grama Ragas and Bhashas in greater or smaller measury; the
Kriyanga was 'said to be'emotionally expressive in a special way.
Out of the Ragas listed by Sarngadeva (1210-1247 A.D.) some are yet
to be found in the northern systems and others.in the southern. An
1nterpretatlon of Sarngadeva involves the collation of materials
from all parts of India, and greater India and a lot of thinking and
comparm ;- but he could be interpreted and made to yield valuable
data. I had referred yesterday to Ramamatya (1550) who lived in
Vljava.naoar a few years before the battle of Talikota, Kallinatha
“who lived™ in “the same area a 'little later, Pundarika Vitthala
“of *the '16th Century who lived in north ‘Karnatak and southern
‘Maharashtra, Somanatha who lived in the Godavary area earlier in the
‘same century and Ahobala of Hyderabad who lived in the early 17th
-century. Living as they did in the ‘northernfringe of southern India
‘and a bilingual and bimusical areas, these southern writers-have des-
“cribed some northern Ragas also.  Govinda Dikshita, Venkatamakhi,
*Sahaji and Tulajaji lived in Tanjore in the.17th and 18th Centuries
and theirs is a record of Ragas in vogue in the Tamil area. What
makes the testimony of these writers more valuable is that they were
actual ‘persons who lived in different areas and periods and their
accounts are authentic contemporary descriptions of Ragas. Very
often they disagree, but such divergences follow™ from the fact
that they belonged to different places and times. Herewith a few
examples to illustrate the utility of their accounts.

. 1. Sarngadeva mentions a few Ragas under the name Rama- |

«kriya; of these Natyaramkriya is represented by our Nadarafnakriya
-and Ramkali of the north ; Bahuliramkriya by a Vibhas in the north
cand a Ramakali in the south in which Subbarama Dikshitar has a
. song ; Chmdaramakrlya ;by Sindhuramakriya described by Sahaji,

« Tulajaji and Subbarama Dikshitar ;- there is also a Suddhar&maknya
+ described by most writers.

2. When Lochanakavi of the 14th Century referu to' the Raga
"Desakshi of the “Aslitapadi beginning * Stanavinihitamapi’ which-was
_absent in his age and place we get additional light that though to-day

-not the northern Devsakh.

B LV
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3. When Ramambya says that Kann la*t wagbeloved of

‘the Utkalas and -Pundarika Vltthala. asgerts thal; Bhairavi was

beloved of the Dravidas, we have a glimpse into these eternal Ragas

'shmmg like the Sun and Moon through the centuries.

‘4. When Ramamtya states that Sanakarabharana resembled

'Samanta and Venkatamakhi states that Samanta resembled Sankara-
‘bharana, we have a clue to find out what Samanta was. Tyagaraja
‘has a song ¢ Prananatha’ which resembles Sankarabharana and

‘might on examination turn out to be Samanta.

' 5. When Venkatamakhi states that Kalyani (i.e. Yamunakal-
yani as I said yesterday) and Pantuvarali were beloved of Turushkag
and not fit for learned composition we are in a position.to date the
arrival of these Ragas and their adoption in the southem system

‘6. Srinivasa has hit off Gaula when he said that in Gaula Ga
occurred in Tanas ending with Ma (ie) Ri Ga Ma—Ri Sa. Ahobala
hit off Nilambari when he singled out Ma & Pa as the most impor-
tant and mentioned a Sangati between Sa & Pa and Pa & Sa; and
Surati when he described a Sangati between Ri & Ma, Ma & Rl and
Pa & Ri and Ri & Pa and Ma & Sa and Pa & Sa.

7.. When Somanatha repeats the pbrase Ga- Sa five txmes and
ihe Ga with Dolana Gamaka twice and remarks that where there is
guch repetition there is Rasa, he is enunciating not the architectural
principle ‘of repetition but an aesthetic doctrine. "

All which is positive and helps to widen our knowledge of the
Ragas. This textual tradition, as I bave-called it, is helpful in a
negative way also. Thus the Ragas Chayagaula, Chayanata and
Chayatarangini are recognised by the textual tradition, but for the
nine others in current lists of Janya Ragas followed by our musicians
beginning with Chaya like Chaya Malavi, Chaya Narayani etc. there
is no warrant; you can’t.find them at one glance as they are distri-
buted over several melas, till my late friend Mr. Chitti Babu Naidu
brought them together under one index ; Anandabhairavi is' gentine
but not Anandanatani nor Ananda Abhogi; Devakriya, Devamano-
hari-and. Devagandhan have textual authority, but not the nine
or,hers like Devakusumavali,  Devamalavi, Devamrutavarshini. ete:
mana Shadja and Bhinna Panchama are genuine but not Bhinna
Ga.ndha,rx, Bhinna Nishadam etc.; Purna Chandrika and ‘Purna<

17
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panchama, are recognised but'not Purna Gandhari, Purna Nishadam,
Pootna Lalita etc. ; ; Suddha Dhanyasi, Suddha Desi, Suddha Saveri
and Suddha Vasanta are real Ragas described by the textual autho-
rities but not the forty and odd names beginning with Suddha-Suddha
Jingla, Suddha Navaneetam, Suddha Neelambari, Suddha Seemantini
Suddha Madhyamam, etc. ; out of the names beginning with Vasanta
only one is genuine-Vasantabhairavi. The most furny names occur
as Ragas-Nayanabhashi, Nakhaprakasini, Syamalvarni, Stotrapriya,
Stutipriya, Kirtipriya, Sikari, Barbara, Vichitrambari, Alankara-
priya, Katakapriya, Ganitavinodhini, Hitabhashini, Jyotsnapriya,
Nasikabhushani, Dehali, Abhiru, Kalgada and Kaltada etc. This
is the process by which Karnatic music is able to count more than
thousand ragas. Unfortunately this is exactly the list of Mela and
-Janya ragas that is being followed at schools, COIleges, universities
and is the refuge of professional musicians and composers. ,

-But all this must have begun somewhere. I traced it to- Mr.
Singalachari the first editor of Tyagaraja’s songs about 1880), forty
years after the passing of the composer, who at a loss for the names
of the Apurva Ragas gave his own in his first- publication thus:
Entanerchina- Saraswati Manohari; Kalinarula-Harikambodi; Danda-
mupettenura-Purnachandrika ; Nagumomu.Nagavarali ; Niravadhi-
Dhirasankarabharanam; Nenarunchi-Hari Kambodi ; Parakujesina-
Kamas ; Panipatisayi. Purvakalyam ; Marubalka-Abheri; Raghunan-
dana-. Jaga.nmohlm etc. I traced it next to the work Sangraha Chuda-
mani from which apparently Mr. Singalachari drew the names of
Apur a Ragas in his subsequent publications. This work resembles
the Nadi Granthas of astrology and contains’ the Mela and aroha
and avaroha of over three hundred Ragas, from which editors were
expected to choose what they thought appropriate for the songs.

Nothing is known about the author, where he lived and when, unlike

Ramamtya and other textual authorities I had referred to
earlier; . the original manuscript was so full of blunders, that
Mr. Subrahmanya Sastry practically rewrote it. He was able to
correct the grammatical blunders, but who could correct the musical
ones ¥ From this nucleus grew the immense Melakarta system of
to-day with'its enormous census of Ragas. Those who have written
about this work, were not able to determine its age and so have
tentatively assumed that it belogned to the first half of the 19th
century, though without any basis for such a supposition. * It is
- worth noting that even these enthusiasts did-not have the cour 1ge to
assign.the work to a period eailier than the 19th century. - May T
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suggest the following clue to locate its time ? The Raga Behag came
to be adopted in the Carnatic system in the last quarter of the i9th
century — the first songs being the Javali of Dharmapuri Subbaroyar
beginning ‘Indumukhi’ and one or two by Gopalakrishna Bharati—all
within living memory. You. will search in vain for a song in it
before that period either by Tyagaraja or Dikshitar or other composer.
Now Sangrahachudamani has described Byagu as it was spelt in
Tamil and has a gita for it. This would make the work contemporary
with Mr. Singalachari himself. We shall examine some of the
Ragas of this work now using the textual tradition, in parblcular
Sahaji and Tulajaji as our guides.

According to them Suddha Saveri has Ri and Dha Suddha and
omits Ga and Ni. Purandara’s gita ‘Ri Ma Ri’ was sung thus origin-
ally. It has its northern analogue named Gunakri which is a
majestic Raga (possibly a Grama Raga) and very appropriate for
portraying the distress of Viraha ; it has survived in Bengal, North
India, Bali and the Nohplays of Japan ; it resembles Saveri in part.
The Raga wich employs Ri and Dha tivra and omits Ga and Ni is
according to our authorities Devakriya, which is also a fine Raga
and known as Durga in the north. (Illustrations: The Gita ‘Ri Ma
Ri’ for Suddha Saveri and Dikshi tar’s Sri Guruguha taraya by
Brinda with raga mudra as Devakriya.) Tyagayyassongs ‘Darini’
and ‘Kalabarana’, are inthis raga. But the two ragas are entarely
different and how could Suddha Saveri become Devakriya or vice
versa ? And how could anyone name Devakriya as Suddha Saveri
unless he was misguided by a book like Sangrahachudamani?
Having named Devakriya as Suddha Saveri,-an incomplete scale
from mela 20 from the nadi catalogue was chosen and called Deva-
kriya and the song Chinnanatimata was assigned to it; and when
that did not tally, another aroha and avaroha formula had to. be
substituted, but the name Devakriya was retained as obviously it did
not matter to the people what the name was. But in one version
this very song is labelled Saindhavi. It is up to you to find out what.
the raga of this beautiful song is. Unexpected confirmation came
from Mrs, Ranganayakl Parthasarathl who learnt a song in the
genuine Suddha Saveri. from an ancient av Mysore, who said that was
the name of the Raga.

- Saraswati -Manohari is descnbed by the textual tradition..
(Ilustration .by Srimati Brinda of Dikshitar’s song ¢Saraswati
Manohari’). It is a great Raga and as important-as Sankarabharana
and we have plenty of illustrative material- for this-in -the -shape of
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.Alapa, Thaya etc.; and I dare say it has -a northern analogue.
.Entavedukondu of Tyagayys is a raga resembling Sama or Yadu-
-kiulakambhoji. It has no resemblance to the classical Saraswati
‘Manohari. On what authority could this be called Saraswati Mano-
hari? Obviously the person or book responsible for the label did . not
.know the real Saraswati Manohari.

Sindhuramakriya is a raga employing Prati Ma a.ccordmg to the
‘textual authorities, two Dhas and Komala Ni. Tyagayya’s song
** Sudhamadhuryabhashana ’ is in a raga resembling Kamalamanobari.
‘How could this be Sindhuramakriya ?

Makelara is a northern Raga called Rageswari which Tyagaraja
perhaps heard from the Maratha Sadhus and utilised even as
he utilised Gauda. Sarang. The name Ravichandrika is therefore
another name- like Nalinakaati and Sambukriya.

. Samavarali is an ancient Raga mentioned by almost every autho-
t;ty ‘Why call it Ganamurti ? Velavaliis an ancient name; Manohari
and Gauri Manohari are the new names for which there is no warrant.
For the confusion between Vasantabhairavi and Lalitapanchama it is
this editor and printer of Tyagaraja relying on unreliable sources like
Sangarahachudamani, who is responsible. In fact the vast majority
of names of uncommon Ragas introduced by this work are arbitrary
and have no support in the textual tradition. The Ragas employing
two Mas find no place in this sygtem ; So Gaulipantu must masquerade
as Saveri or Pantuvarali and not as it is; Vasanta and Mangala-
kaisikam have to lose their most beautiful member—the lalita anga..
Desya Todi could survive either as Todi or Varali, not otherwise. In
fact this was a sort of & Procrustean bed for the mutilation of Ragas.

- - T had referred to the vocabulary and idiom of which each Raga
had: and which could not be defined by the mere aroha and* avaroha:
That was why Vidvan Rajamanickam Pillai said that sucha definition’
was as absurd as defining a man by his height and girth. The Ragas
constituted the substance of our music; and the theorists who
during the past five centuries have written about them have antempted
to classify them under hypobhetlcal labels' called Melas, because
there was a need at the time to stress the Swaras more than the
character of the melody as prevxously The mela was just a label
and at no time did it have anything other than a classifying sense,
like:the terms vowel and-consonant. ~All:that it did indicate was the
more prominent notes employed by the Ragas; grouped under it.
. Thus the Mela Malavagaula :was called variously as.Saveri, Bauli,
Qprjz}ri; Nadaramakriya ete. by, various writers and they knew quite
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well what they meant. It did not imply any taboo that Swaras not
ecomprehended under the Mela should not be employed. When the
theorists geueralised from a dozen Ragas that employed Suddha Ri,
Ma and Dha, Antara Ga and Kakali Ni and called the mela Malava-
Gaula, it was this mela which was derived from the Ragas which it
sought to group. .But how could Ragas in existence long before the
need for Melas arose be said to be born from them ?—a late label
that -came in the -succession of labels beginning with the Gramas.
The very idea of Janya and Janaka is basically wrong. :
‘Then the tabooes and untouchabilities that the so called Janyas
born long before the so-called parents, should not touch any swara
not found in -the.parent; that the Sampurna Ragas should pass:
vhrough all the seven notes of the gamut np and down regularly as
though it was a ladder or staircase! As I showed you in Sankarabh-
arana, irregularity is the very essence of the Raga; the Raga could
flex itself according to its own genius, omit what notes it chose,
make whut combination it pleased. After the advent of the new
idea of the mela, all such irregularities had to be drastically ironed
out and the Ragas made straight. That is why in Sankarabharana
people argue, Sa Ni Dha Pa is proper and not Sa Dha Pa. Then there
were Ragas like Bhairavi, Anandabhairavi, Neelambari, Sauraghtram,
Suveri, Mukhari, Bilahari etc. that found use for a variety of notes
not found in the supposed parent mela, So there was a need to
change the meaning of the terms Raganga, Blhashanga ete. to suit the
theory of the supremacy of the Melakarta. So Raganga became not
that which reflected the Grama Raga but the Melakarta with the
straight ascent and decent and with its prefix to indicate its number
like a convict. Bhashanga was not that which resembled the ancient
Bhashus, but that which employed foreign notes (What was foreign
and why were the divine notes that came out of Siva’s five mouths
foreign ?)—(i.e.) foreign to the melakarta. Thus the most beautiful
Ragas like Bhairavi were thought of as mixed, impure, hybrid and
not pure like the Mela. This sham orthodoxy was again responsible
for the false history that Bhairavi and Anandabnairavi were
once Upanga or Raganga, but tumbled headlong from that Eden as
people employed foreign notes and so now became Bhashanga.
Subbarama Dikshitar is a partial victim to this conception because
he compromises between the Grama Raga and the Melakarta in the
same definition; and is puzzled as to why Venkatamakhi calls
Devamanohari Bhashanga and Gopika Vasanta Raganga. But to his
great credit it should be admitted that he doesn’t let the Mela theory
to choke his Ragas, But in the case of Mr. Singalachari the theory
8



106 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XXI

is stretched to its utmost, with disastrous consequences on the Ragas.
Perhaps the circumstance that Tyagaraja and Dikshitar bave com-
posed in Melas might be responsible for the exaltation of the Melas ;
but even Dikshitar’s and Tyagayyar’s compositions in Melas should
be judged on their own artistic merits. In fact Patnam Subramanya
Iyer was a masterful negotiator of the Mela. Ragas. But this should
not blind us as to what Melas are and what Ragas are nor cause to
lose the Rdga treasures of the past. According to Venkatamakhi,
Nata and Velavali -were Bhasharga. Sankarabharana, Dhanyasi,
Gurjari, Madhyamadi etc. were Raganga in the genuine and only
sense. Tulaja classifies his Ragas likewise. Why should something
external to'the Raga be set up as its standard ? If we would under
stand Ragas at all, we should give up all such assumptions for which
I hdve searched in ‘vain for a basis. :

APURVA RACAS OF TYAGARAJA’_S SONGS* :
A BY '
Srr K. V. RAMACHANDRAN .

Writing in 1932 in the Journal of the Music . Academy, Mr, V, V.
Narasimhacharlu stated that Tyagaraja did not name his Ragas
and the names were later and he questioned the correctness of the
nomenclature. (Vols. 3 and 4, page 167) Mr. T. R. Visvanatha Sastry
writing in 1931 suspected foul play with reference to the names of
the Melas Chakkaravakam, Divivamani, Visuvambari etc in respect
of the Katapayadi formula. So did the late Chidambaram .Bhaga-
vatar burst out that our Ragas were much older than the Mela-
kartas. Iam neither the first nor the only person critical of the
naming of the Ragas. My friend Mr. T. L. Venkatarama Iyer
equated the Raga of the song ‘Nagumomu’ with Devagandhara of
Tulaja which I fully endorse ; he also suggested that ¢ Nada Tanum
Anisam’ might be Saindbavi. That at any rate is the line of enquiry
to be pursued, in recovering the true forms of these misunderstood

Ragas.

I said that the Swara was one of the materials out of which the
Ragas were fashioned, even as out of bricks, the architect makes
the dome.. The end product dome is entirely different from the
bricks of which it is made. And each Raga has its own vocabulary
and idiom ; bands and twists and omissions are the rule and very
rarely do Ragas progress regularly. By the mere omission or
addition of u note, the Raga feature cannot be altered. Take the
song Varanarada said to be in Vijayasri and assigned to Mela 41
having a Dha 2 which the Raga is supposed to omit both ways;
though actually the song employs Suddha Dha in descent and is
nothing other than Varali in which Pa Ni Sa prayoga is quite legi- -
timate. Sriranjani omits Ni in certain prayogas; but by merely
omitting Ni you cannot get a new Raga called Jayamanobari or
Abhogi ; such a practice only means that the composer has stuck to
Shadava or Qudava Tanas throughout the piece, both of which are
legitimate to the Raga. In fact Nannubrovani as sung by
Mr. Tirumalachari had a Ni and Bhuvanidasudani had a Dha Sa
prayoga. The tendency after the new theory has been for singers -

* Lecture delivered at the Madras Music Academy on 16-2-50,
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to adapt the song to the theory. In fact the various Ragas now
catalogued are each based on a single Vakra Sanchara of the same
Raga; the Raga may have several such and if just a Vakra Tana
constitutes a Raga, the word Raga loses all meaning, because each
represents just one segment of the Raga taken out of its context.
So in comparing Ragas you will not be able to see the dome if you
look ouly at the bricks. - You should therefore listen to the Raga
and compare resemblances. So the term Chaya with reference 1o
the melodic contours of the Ragas are far more important than the
omission or addition of a Swara. The tone poem should be seen
.whole and not alone the members of which it is made.

“And it is not as if the present theory suits the songs pérfeét]y.
Take the songs ‘ Sogasn suda’ and ‘ Orajupuchu’said to be-in
Kannada Gaula. (Tllustration of the two songs by Srimati B,rinda:.)
The swaras employed are. quite different and so are the Ragas ; how
could both be Kannada Gaula? So the teachers begin to file 'oﬂ'\t.he'
Ga and Ni of the first song to coincide with those of the second. How
could the same song have two or more names as in Karnataka Bihag
and Harikamboji, Mayuradhwani and Andolika, Nalinakanti and
Sambhukriya ? Tt is an instance again of two persons choosing from
the same catalogue two different names without reference to the Raga
and purely by the Aroaha and Avaroha and the mela. 1n Nannu-
kaunatalli, according to theory, Dha 1 should occur, whilé actually
Dha 2 occurs and the song resembles Entavedukondu. while in
Kiranavali the whole Sanchara has to be altered; Jujahul'i employs
Dha 2 and Ni I'instead of two Dhas and the song resemblés ¢ Sripate *.

And.remember Tvagaraja composed just one song in these unheard.

of Ragas, never more than one: The crude disguises under which
these names are given in the manuscripts are tell-tale of the gﬁi]tv
conscience of the scribes in'their cowardly job. R

There is a tendency nowadays to talk of the Tyagaraja and

Dikshitar schools. T am a student of both and rever heard of ¥uch

a-distinction. Dikshitar’s Sankarabharana is the same as Tyagaraja's;
their Kambhojis :are identical; so are Todi, Bhairavi Kalyani,
Natakuranji, Kedara, Yadhukula'Kambhoji, etc. , ,

Apurvg. Ragas, for their followers to wrangle over?
intoxicated with his spiritual visions and ardours and
otherworldly _even to name his Ragas to his disciples, is not likely

Tyagaraja

et ) ; their Ghana Ragas "
are identical ; the Rakti Ragas are identical ; and the Desi Ragas sre\

identical ;, How could they differ in uncommon Ragas? Is it
suggested that Dikshitar and Tyagaraja founded new schools of

who was too .
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to have done any such thing ; Dikshitar, to whom the ancient Ragas
were far too precious, wouldn‘t be guilty of such a liberty. Indeed
the two composers have.composed several songs with the same
Dhatu as though in friendly rivalry :—Sri Venugopala and Sri Rama;
Kamakshi Pahi Mam and Sri Rama Padama; Syamale Meenakshi
and Pabi Ramachandra; Gananayakam and Sri Manini—(Rudrapriya)
Gatamoha and Gurumurte; Anantabalakrishnam (Isamanohari)
and Dinamanivamsa; and Eramunammiti  of Tyagaraja which
resembles Dikshitar’s song in Vasaatabhairavi, If a diligent search
is made we could find many other songs with the same musical idea.
As a matter of fact the late Ramaswamy Bhagavatar of Walajapet
admitted to me that the Ragas whose names I had disputed were
adopted by them from doubtful sources, without any scrutiny. It
was certainly not Tyagaraja who was gulity of such misnaming ;but -
certain editors. Then it was transferred to Narada who was supposed
to have given Tyagarja a hook_called Swararnava; there is no need
to seek this supernatural intervention when the textual tradition is
able to give us all the materials on the thedretical side and the
Hindusthani, Maharashtrian and other traditions in the practical. If
it is seriously said that Narada was responsible for these truncated
Gaulipantu; Vasanta, Yamuna and Desya Todi, it certainly doesn’t
reflect musical wisdom on this Narada’s part ; even a Narada cannot
transcend traditions. And here it is an example of gross distortion
of Ragai dué to ignorance. Here are three Tecords of songs resembl
ing Patnam’ Subramanya Aiyar’s " ‘ Sankalpame’, ‘Garbhapuri’s
¢ Brovasamaya ’ and Tyagaraja’s * Prananatha’, at least in part from
the Maharashtrian area,- An examination of the music of that area
might reveal other affinities; in his background, we should not forget
the Maratha element so prominent at the-time. :
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KSHETRAJNA*
BY

- Pror. Vissa Arpa Rao

The padams of Kshetrajna have occupied aunique place in the
evolution of Carnatic music. No Vaggeyakara, either before or after,
excelled Kshetrajna in pada composition. He was a scholar well
versed in Sastras and in Sanskrit and Telugu literature. He was
also a rasajna, an atmatattva—vetta, a great musician and a composer
of a very high order. He was the first to show how to develop a raga
in its proper sequence and to draw complete and beautiful pictures of
all the rakti-ragas of his days. .Thus he started a new chapter in the
development and progress of Carnatic music.

Though Kshetra]na occupies such an outstanding posxtmn among
Carnatic musicians, we have not been able so far to know much about
his life history, Subbarama Dikshitar, the author of Sangita Sampra-
days Pradarsani stated that Kshetrajna was a Telugu brahmin and
lived in Muvvapuri. No details of this place were given. The late
Kirtanacharya C. R. Srinivasa Ayyangar stated that Muvvapuri was
in North Arcot.. Later, Prof. P. Sambamurthi stated in his books
that Muvvapuri was in Candragiri Taluq, Chittoor Distriet. Srinivasa
Ayyangar mentioned the name of the God, to whom the padams
were dedicated, in three different ways-Moova Gopala, Muvva Gopala
and Movva Gopala.” Nearly twenty seven years back the late Veturi
Prabhakara Sastry stated i an article in Bharati that Kshetrajna
lived in Muvva, a village in the Divi Talug, Krishna District but this
was not taken notice of by text book writers on music. I wanted to

"investigate into the matter and I give below the results of my en-
quiry, briefly.

(1) The Revenue authorities of Candragiri were approached and
they stated that there was no place called Muvvapuri or anything
like that in the talug -and that there was no tradition or story
prevalent anywhere there about Muvva Gopala padams.

(2) Having come to know that the descendents of Kshetrajna
were living in the village of Movva in Divi Talug, I went there and
met them, They told me that Kshetrajna was their ancestor and

* Paper Read at the Academy on 30th Sep. 50,
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gave me an account of what had been coming down as tradition in
their family about Kshetrajna.

(3) A mile and a half from Movva is Kucipudi, the famous
centre of Bharata Natya in the Andhra. The exponents of Bharata
Natya in-’Kucipudi also state that Kshetrajna lived in Movva and

that his padams are sung and rendered in abhinaya by them even
to-day.

(4) In the padam beginning with

 Valapu nilupa nadu vasamu ga demisetu.vanitaro ivela”
the name Muvva Gopala is mentioned in the anupallavi but in the
third Carana in the ‘Yati’ Sthana we find the name as Mavva
Gopala. ‘

“ Marukelilo nannu-Mavva Gopaludu ”, From- this it is clear
that Muvva and Mavva are the two forms of the name of - the village.

(8) In the village which is now called Movva there is a temple
of Gopalaswamy. I found in that temple, engraved on the back of
a number of ‘Utsava Vigrahams’ the letters Mavva. This shows
that in the days when these idols were moulded, the current name of
the village was Mavva. It is therefore clear that what was once
Mavva has been called Movva. And from the padam quoted above
Muvva and Mavva are one and the same and hence the name of the
village must have been gradually changed from Muvva to Mavva
a.nd now into Movva. L , : "

(6) Again we have in a padam * Movanadu galigina Muvva.
Gopala deva” and Movanadu is in ¢ Yati’ sthana. The country
round Muvva was evidently known as Mova-nadu, Mova tract or
Mova country. So Mova, Movva, Muvva and Mavva are all dlﬁ'erent
forms of the name of the village. Hence I definitely conclude that,
Kshetrajna lived in the village of Movva. -

Life History of Kshetrajna
The life history of Kshetrajna is known only through somp

'stones and anecdotes and I give them briefly below.

"(1) Subbarama Dikshitar in Sangita Sampradaya Pradarsam

-gtates that Kshetrajna while young had the upadesa of Gopala Mula
:Mantra from a great yogi and made ‘Japam’ of the mantra. Sometime
Jlater Gopala Deva blessed him and Kshetrajna began to sing padams

in praise .of Muvva Gopala, the first’ padam being :--¢‘ Sripati sutu
‘bariki ne nopaleka ninu vedite Kopala Muvva Gopala.”
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i In'course of time Kshetrajna composed thousands of padams on
Muvva Gopala at the durbars of kings and nawabs, visited a number
of Kshetras and was called Kshetrajna. -

(2) Sri Rallapa,lh Anantaknsna Sarma gives a dlﬁ'erent versxonf
Kshetra]na was’ a-¢Vita.raya’ and composed padams on kings and

nawabs at Tanjore and other places. Later, he returned to Muvva,
his own village. He went to the Gopalaswami temple and was
attracted by a young devadasi of the place. He made overtures to
her.but the young woman threw out a challange and said *“ My Lord
is Gopaladeva You had so far sung in praise of kings only but
never in praise ¢ of God. If you can sing in praise of Muvva Gopala
my Lord and turn your thoughts towards Him, then we can be of one
mind.” Kshetrajna struggled hard for a few days, stayed away in
the temple in meditation without food or sleep and at last Gopaladeva
blessed him with - His Darsana’ and Kshetrajna began to compose
padams on God Gopala. This unique and divine experience changed
the attitude of Kshetrajna from the physical to the spiritual plane.
He and the young deva-dasi went about the streets of Muvva singing
padams and spent most of their time in singing in praise of the God
. in the temple with ‘tambura’ in hand. Kshetrajna left Muvva.
soon after and visited severa.l Kshetras and nothing more was
known of him,

(3) As already stated I was at Muvva recent]y and the decen:
dents of Kshetrajna gave me the following account which had been
handed to them by tradition. *“The temple of Gopalaswami had
‘been very old. It was renovated and rebuilt in the form in which
we see it now. . Between Movva and Kucipudi there was a subarb
“ Sanemp adu *’ alias ‘ Sanipeta ’, where a number of deva-deels lived.
This dlsappeared nearly one hundred years back. However traces of
it are found underground even to-day. :

The original name of Kshetra]na was Muvva Varadayya. He
was illiterate and was tending cattle. He was a mpodha. bhakta of
the ‘God Gopala of the village and was frequenting the temple
He loved a young deva-dasl girl-some say a milk maid-who was also
‘a devotee of the God. She refused him, ‘stating that he was illete-
rate. He then prayed to Gopaladeva  persistently and intensely
for a number of days and all on a sudden the Divine grace blessed
him ‘and ‘he broke out into song in'padams in praise of Muvva
“Gopala. He became' a great bhakta and was entirely a - different
man, His attitudes towards: the young woman changed. " Both
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became bhaktas and began to' sing-together- padams composed by
him. The village slowly began to recognise Varadayya s greatness.
Seme time after Varadayya left for Tanjore and was known to have
visited several Kshetras and sung in praise'of the various Gods. He
was called Kshetrajna. He did not return to Muvva Nothmg more
was_ known of him”.. . | e : '

- . From these different versions emerge the following salient points-

(1) His orlgmal name was Muvva Varadayya. This is a very
important pomt not known till now to the musical and hterary world.

(2) He left for Tanjore after composing padams on Muvva.
Gopala and never returned home He spent his early da)s in
Muvva only. : -

(3) ‘He was mumate with a young girl, a deva daSl Both were
bhaktas of Gopah "This early intimacy and attltude towards her -
continued only for a short time and then there was a remarkab]e
change in his life and he left Muvva

' Inregard to Varadayya bemg illiterate and being blessed hke
Kalidasa ‘and being transformed into a great composer, musician
and bhakta, I think, we have to take it with a pinch of salt. Such
stories aré said of some great men and I think this is one. ‘

Varadayya must have been born great. Helived in a tract of
country which was the seat of ancient learring and culture on the-
banks of the Krishna. Srikakulam, the abode of the diety, Andhra
Visnu and the village Ghantasala, both famous in history for nearly
two thousand years, are only few miles from Movva. And Kueci.
pudi village which was famous, even before -the fifteenth for its
music, alankara sastra, abhinaya, natya and nataka partlcularly the
Parijata nataka-is, as I have already stated, very near Movva. So
Varadayya must have studied in some of these places in the old
style, Sanskrit and Telugu hterature and language and must have
learnt music, dancing, abhinaya, and alankara sastra. His padams
afford clear evidence of his versatility and grasp of ancient culture .
in ‘all its aspects. He must have towered .very high among his
fellow studénts. : »

During this period of Varadayyas studles some deva dasxs of
the villages around and particularly of Muvva, must have been
learning music and dancing in the same place. Some gifted girls
among them must have been learning Telugu and Sanskrit literature
and alankara sastra also.

It is therefure hlghly probable that Varadayya wnu]d have been
acquamted with them. His acquaintance must have grown with
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"The meaning "of theé padam may be rendered briefly thus :—
»* Oh! my friend ! Varadayya had been intensely in love with you. I
was unable to bear the sight of his sorrow and returned. He wondered
whether all that he had imagined would ever come to pass. He said
that he was unable to forget the intimacies he had with you, and
that it was not worth living if he did not join you. He was exclaiming
ev.ery now and then ¢ what sin did I commit to deserve all this ¢’ He
said he was unable to bear your separation even for a moment and
that he was unable to express. When I asked him what the trouble
really was, he replied that I was utterly helpless to disentangle him
from his troubles and help him in any way and that there was nothing
therefore for him to tell me about. Muvva Gopala, who was also
Vargda murmured * would the wonderful things of those days ever
happen ¢ He was ‘restless when he thought of that and said that
G?d had ordained it thus. In conclusion he exclaimed * I do not
wish even my enemy ever to fall in love,” . '
obrst;‘[‘:;l]‘ :m' this if; would be clear that Varadayya encountered serious
thi‘eats :,l(r; vtrym‘g to.make his beloved his wife. It may be the
his COmmn anger of his father and other elders in the family and of

g Munity and society in general, )

¢ At lohg laat Y7 '
tlong Jagt Varadayya determined -to have his beloved as his

partner in lif i, .
desoribeq .tlhzg ;::spectlve of all consequences. The following padam

wo.rd: »that he would join her that day.

Pily )
. 14740 . . .
“venampe nannivela premamiraga nipudu

g‘;l‘g’;o rll‘_luv'va Gopa]u.dn .cittamu ranjilla nedu - ¢ Pjluva”
aruvan:r(?. ramfngm :VJ.rula jadanu jutti
: aruvdlcam("' natiki paidi yide nanucu .
.Cerukuvi;:ml ?nala.mla?akiddar‘iki pula .
Emmelg ude sakss cel? yaning nasamsi “ Piluva ™
. Sammn u Menu menasi cinnanade - ‘ A
Pamrninza noka cota jaduvucundaga
Kammavmved.ukat‘o bhama nivu praudhaite
elaman, t:tn; Ice{z kalasemannadi nijamai o “ Piluva ”
. Yelam; a alo n}mponda nokanadu h
Ala Mdvvaum pwa salupucundaga
Gopaludagu Venkatesudu

Kaluval .
@ seyyapai galasemannadi nijamai - “Piluva”

The deva.qy; . ; '
sent fo a ((118-81 8irl expresses her joy to her maid thus :— “He

T me tq. -
4y. I am very bappy. He sent some flowers and

acy of the deva.dasi girl when Varadayya sent ..
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gold-a§ Kannerikapu Katnam appraising me of the promise my
lord had made i the presence of the god of love. =~~~ '
"Both of us were studying together and moving intimately with
each ovﬁhér while we wére very young. One day, in a great joyous
‘mood he addressed me thus “ Oh! girl! We will be man and wife _
as'soon as you come of age” and that had come true and_ he sent
for me to-day. ) o S 7

When I was performing pooja. to Goddess Gauri in the tender
mango tope, §6me time back, he came and told me that it was
certain that we would one.day greet each other on a bed of flowers.
That promise has come true and he has sent for me today.”

This padam reveals the fact that both .of them were fellow stu-
dents while very young, that they were friends, that they were
intimate and that they had come to a definite understanding, before
the god of love that they should be partners in life. : R

The cermony of propitiating the goddess Gouri was traditional
and customary for young maidens who desired a suitable and
loveable husband. This forms a part of the marriage ceremony
even to-day among orthodox Hindus. S '

The young deva-dasi girl may have been praying in her heart
of hearts to have Varadayya as her husband. Such a sentiment is
suggested in the following padam—(note the two lines underlined)—
which details the attitudes of the loving couple towards each other.

Inta mohamemira? Yindarikante ninti cakkanidemira ?

Suntasepu dani judakundaleva ' _

Antarangamu delupavadiyela Muvva Gopala? | *Inta”

Ni keduruga vaccuna ? nenaruraga nindu kaugita cercuna ?

Aku madupu liccuna ? tana celimikainavadani meccuna 2

tami heccuna ?

Eka cittamuna miriddaru nimpu sompuga nunna muccata '

Naku vinavina vedukayyira ! yipudanatira ¢ Inta”’

Movi panaka miccuna ? kesari kesari mudduladaniccuna ?.

Tavi puvvula deccuna ? tana sogasuku .-

tagina vadani meccuna ? manasiccuna. ?
Devare mogadu gavalenani bhavajuni poojalonarcina
Ya vanita peremi selavira, siggelara t “Inta”
Santosamuga naduna ? tambura mita sancu pata paduna ? '
Vinta ratula guduna ? a samayamuna

vidavakumani veduna ? koniyaduna ?
Santatamu nannelukoni ya kantapai valacinapude yika
Konta yunnado Muvva Gopala ? gorada mela ? - ¢« Inta”
21
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In this padam were described the qualities on account of which
the deva-dasi girl excelled others. Intense love, ardent bebaviour,
whole-hearted -devotion, anticipation of needs and wants, loveliness
and bliss resulting from the identity of minds and actions, intensi-
fied their attachment externally and internally and brightened their
life. The attraction was not so much the external beauty but the
internal harmony. An exact match to Varadayya in every way.
She surrendered wholeheartedly unto him, her mind and body. She
had prayed to God to have him alone as her husband.

She was an accomplished dancer, she could sing to the accompani-
ment of tambura and she was an adept in the arts of love. ~

Further their ideals in life were pitched high and the qualities of
'the gir] that could be a fitting partner in life to Varadayya could be
very well inferred from the following padam.

- Samanyamu gade vani pondu samanyamu gade !

Emani nerani bhamalu vani kasinciremandu

! Vijayaraghavade sami summi
*. > Bhumiyandu vani gunamulenna jarulaku
vinulavindu O eceliyaro] “Sa”

Payapu hontakari kavale, vani pada padya racana

Seya nutlaramiyavale, vani muddu kavita ta

Vraya caduva neravale a vagalayandy
- Qayakuralu kavale, O celiyaro !

« 2
. A Sa
‘Ataku meti gavale, tambura
Gota mita ragamanavale, vanipai sogasu
Patalu vinipinsavale -
. Vani manasudelasi matalada neravale, O celiyaro!  “Sa”

Kappura bagaliyavale vateraku tene
Cippilla sagamakiyavale tami heccevela
Tappaka movi nokkavale, Vijayaraghavuni

Appude paikoni kudavale, O celiyaro ! ¢ Sa ™

... Tt would not be easy to be a fit i
Tt would not be. partner for him. What a pity,
ordindry -girls- having no particular merit hanker after him. pH)i’S

qualities were many and it
o y was a pleasure to hear people ennumerate

€t

- Sth;, shq:}d bea.'be'witc.hing beauty in her teens. She should
b © the giit to command him to compose padams and padyass.
e should have the intelligence to- write down and read out his

lovel compositions and sh
y e shoul to si i
reoriato tanes. ‘ A qd be aple to sing them in the

She :should be an ade

T e pb in- d i ! i H 1
Q"the accomp_animent of ancing and in singing ragas

tambura. She should be able to
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entertain him with sweet songs and know his mind and engage him
in lively conversation. She should be well versed in all the arts
‘of love. :

In another padam it is said that women should be modest and
accomplished and that riches, youth and beauty alone would not
‘make them great. :

Such was Varadayya's conception of an ideal woman. Having
found these ideals realised in the person of the particular deva-dasi
girl with whom he was moving very intimately for some years, a girl
who was young, beautiful, cultured and accomplished, Varadayya
broke through all obstacles of caste, creed and custom and soared

high to reailse the unique bliss born of an ideal part_,nership in life.

The young couple must have enjoyed life to their heart’s content .
for sometime. Tley must have frequented the temple of Gopalaswami
at Muvva and worshipped the god. , It may. have occured to them
that it would be worth while to compose padams dedicated to Muvva
Gopala. As described in the last quoted padam Varadayya’s mistress
must have persuaded him to compose padams. . Varadayya must

‘have undertaken the task and after some days struggle and effort,

meditating all the time in the temple without caring for food or sleep,
must have burst out into song in praise of Muvva Gopala. Tradition
has handed down stories to this effect, 'And the following is said to
be the first padam he composed. ' ’

Sripatisutubariki nenopaleka ninu vedite
Kopala Muvva Gopala ?, etc.

in Anandabhairavi raga in Adi tala. That the first song should
begin with the letter ¢ Sri’ was appropriate and quite in accordance
with poetic convention. Moreover, this padam is unlike all other
padams, which as a rule contain three caranams each containing four
lines, besides pallavi and anupallavi. This padam contains a single
line for all the five caranams and probably it indicates that it is his
maiden attempt. -

Varadayya and his beloved must have been rapturously engrossed
in this new experience, must have been composing new padams and
singing them together. She must have been dancing and rendering
the meaning of the padams in abhinaya just. like Padmavati the
wife of Jayadeva the author of the immortal Gita Govinda-
¢ Padmavati cerana carana cakravarti.’ : '

Such experience would naturally producea great change in the

_ attitude towards life and must have therefore changed them gradually



120 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XXI

into great bhaktas of Muvva Gopala. Varadayya must have had
enough of this kind of life at Muvva. He must have had the desire
to travel far and wide, worship the gods enshrined in the famous
temples of the land and probably distinguish himself in the durbars
of Tanjore, Madura ete,

There is evidence to show that Muvva Varadayya entered the
durbar of Tanjore presided over by Ragunatha Nayak. In an un.
published manuscript* called ‘Andbra Kamudi® written by Manda
Narasimha Kavi it was mentioned that Kshetrajna (the name which
Varadayya acquired after going south and .visiting a number of
Kshetras) the bhakta of Muvva Gopala said thus:-—

‘ Muvva Gopala bhaktena Ksetrajnakavina uktattwacca’

Tamu dame vatturardhulu kramamerigina/datakoraku ram-
mannaral/Kamalambu lunna cotiki/bhramarambula Yaccutendra
Raghunatha nripa ||

. Raghunatha Nayak must have asked Varadayya what brought
him there and this must have been the reply in extempore verse
Wwhich means “ Those that are in need go uninvited to large-hearted
benefactors. Oh ! Achutendra Raghunatha ! Do the bees go to lotu-
Ses on invitation ?”’

Though Varadayya entered Raghunatha’s durbar, nothing more
%as heard of him during his reign. We find from the following
P&fiam that a few years after, Kshetrayya (heseemed to have acquired
this name already) composed more than four thousand padams in
the durbars of Tanjore, Madura and Golkonda. -

Vedukato nadacukonna vitarayude

Edumudu taralanundi yendunagani yevate

Kudukoni Muvva Gopaludu krupagalgi navibhudu  “Veduka’’
Madhura Tirumalendrudu manci bahumana mosagi

Yeduta gurcundamani yennika yimmanene

Yidugo renduvela padamulipudencukommanina

Caduru midane nunna samiki santosa mintinta gade *Veduka'
Alimira Tanjapuri nelakonna Vijsya Raghavuni

Velaya manujula vembadi v¢game podaganci

Caluvg capparamuna nundaga cakkaga veyipadamulu
Palukarincukogane bahumana micce navela “Yeduka'’
Balanatudai Golakonda Padusha bahumana micci

Tulasimurtito vadu dalace navela

elayu Muvva Gopaludu veyyinnenuru padamulu

*! . - .

. »refere'xl;ho late Veturi Prabhakara Sestry kindly drew my attention to this
'®® which was found in the Oriental Mss. Library, Madras, o
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Naluvadi dinamula lona nannugalisi vinipincene ¢ Veduka

" From this it is clear that Kshetrayya composed at the request of
the three durbars the following number of padams.

Durbar of , period number of padams
‘ ‘ A. D,
Madura Tirumala Nayak 1623-59 2,000
Tanjore Vijayaraghava 1633-73 1,000
Golkonda Padhusha Abdulla ,
Kutubsha 1622.72 1,500 in 40 days

Total 4,500

In this padam a reference is made to a contest in pada composi-
tion with *Tulasimurti at Golkonda-Durbar. Kshetrayya seemed to
have won the contest by composing 1,500 padams in 40 days
through the grace of Muvva Gopala! Composing 1,500 padams in
40 days was an extrordinary feat and only indicates that Kshetrayya
was a bhighly gifted composer. The padams seemed to be all in
praise of Muvva Gopala and not in praise of any of the three reigning
princes. . .

It may however be stated in this connection that Kshetra'yya:
composed a few songs on Vijayaraghava and fewer still on one
Tupakula Krisna, perhaps a sirdar under the Golkonda Nawab, - -

From the dates given above Kshetrayya seemed to have first
entered Tanjore Darbar somewhere about 1630 A.D., in the last days
of the reign of Raghunadha Nayak. He must have been therefore
born about the beginning of the seventeenth century. '

Padams in praise of different gods :— Co

From the padams collected and printed so far—330— it could be
said that Kshetrayya visited eighteen sacred shrines. He composed
padams on each of the gods, the number of padams generally varying
from one to four. Though the name of the particular god is men-
tioned in a padam Kshetrayya identified the god with Muvva Gopala
and thus retained the Muvva Gopala mudra invariably.

Among the sacred places visited by Kshetrayya were Varahur,
Cidambaram, Kadapa, Kanci, Hemadri, Yadugiri, Palagiri, Tirumala,
Tiruvallur, Srirangam, Madhura, Satyapuri, Inapuri, Srisaila and a
few other unidentified places. ‘

* Dr, V. Raghavan gsuspects ‘that Tulasimurti ﬁlay be Chilakamarti, as
there was a pada composer at the Nawab’s court by name Chilakamarti

Gurijala Rangasayin.
22
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A serutiny of the number of padams composed on each of the
gods of these sacred places brings out a very significant fact viz. that
whereas the number of compositions on any god did not exceed four
those composed on Varadarajaswami of Kanci were more than fifteen
in number, This was noticed by a few critics like the late C. R.
Srinivasa Ayyangar but they left the fact there and merely remarked
that Kshetrayya was partial to Kanci Varada. That Kshetrayya was
frequenting Kanci and was very much attached to the god and that
he was sometimes spending all the night in contemplanation inside
the temple is no doubt indicated by tradition. For instance there is
the following story. -

One night, the Pujaris of Varadaraja finished the usual worship,
brought the Goddess from her chamber below, into the chamber of the
God Varadaraja, sang the traditional songs, put them in bed, locked
the ckamber and left the temple, They did not notice that Kshetrayya
was inside the temple in contemplation and that he was locked in.
Kshetrayya was in a great reverie over the mystical significance of the
meeting of the Father and the Mother of the Universe and all that
it suggested. He woke up from that rare experience early in the
morning, when he beheld to his astonishment and unbounded joy, the
Divine Mother in human form coming out of the bed chamber of the
Lord and Kshetrayya immediately:burst forth into song describing his
extraordinary vision, The first two lines of the padam are :—

Maguva tana kelika mandiramu vedalen

. Vagakada ma Kanci Varada tellavarenanucu

Whether this *story is true or not the fact remained that
Kshetrayya dedicated rather a large number of padams to Kanci
Varadaraja and that he did not do so in'the case of any other god.

.. As 1 was thinking within my mind the probable reason for this
fact it struck me that his name was Varadayya, the same as that of
Kanci Varadarajaswamy, and that I might scrutinise the padams
which were dedicated to that diety and find out if anything of
interest would emerge. I wrote down all such padams separately,
read. them out and arranged them in their order of sequence and
found that they gave a continuous story of the life of Kshetrayya
narrating the events just before and after his leaving Muvva. This

... *There is another version of this story connecting this padam with
Vijiaraghava Nayaka’s queen, whom Kshetrayya happened to see’ while she
was coming out of he: bed chamber. = .-
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formed a continuation of the story of his life at Muvva which I have
already narrated.

It must be borne in mind that these padams were meant to be
lakshyas or examples of the various types of Nayakis mentioned in
alankara sastras. The avowed object of Kshetrayya was to illustrate
in padams the various lakshanas of nayakis, dutis, sakhis and
nayakas given by Bhanudatta in his Rasamanjari. So the life story
of Kshetrayya would have to be drawn.out of the padams in an
indirect way, only as a suggestion sometimes clear and sometimes
hidden. '

I now give below nine such padams.
{I) Emira Varada ni momu cinnaboyinadi -
Namanasu nimanasu prema nindiyundaga ¢ Emira "’

........................... valapulenidanana ?

......................................................

talapu lenidanana ?
Hitavu lenidanana ?
nenaru lenidanana ?
priyamu lenidanana ?

¢« Oh Varada! Why are you dejected while both of us are full of
mutual love ? Do you think I have no love for you, no fondliness,
no desire, no liking, no consideration and no affection ? ”’.

These passionate words of Kshetrayya’s mistress fit into the
following circumstances which I imagine are quite natural.
Varadayya was probably contemplating to leave Muvva and this
was not yet revealed to his beloved. His mind was perturbed with
the prospect of separation. And his mistress, not finding the usual
response from Varadayya in his manner, gesture, expression and
behaviour towards her, may have naturally remarked as stated
above. :

The next padam reads thus:

(2) Enta ledani yencakura ,

Kantuniganna cakkani Karigiri Varada! na sami  Enta”
Ninu basi tala lenu ni sommu cesiti namenu

Nannu vidanadenanu vaga many

Yunciti mohamu na madilonu

Tanaraga nivu na daivamu ganu ;

Manasuna neneiti makkuva tonu ‘ : “ Enta,
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teetttesaresreneesssettensanesaestesnettrnaninse
Celimimani Yecedavu cala

. Valacitiraninu Varada na pala »
Galavani nammiti garuna lola “ Enta

~

Varadayya must have made his beloved understand that he was
just thinking of leaving Muvva and she must have entreated him not
to do so thus;—-

“ Oh Varada ! my lord! Kindly show some consideration to my
feelings. I can not bear your separation. I surrundered ‘myself to
you. Please do not play with my feelings by saying that you are
going to leave me. My love for you is cherished in my heart. I
consider youas my lord and god. Vou torment me very much
and do not show your usual kindness. Oh Varada! I loved you
devoutly and put faith in your kindness and believed that you would
always be my support. ”’

The next padam is this

(3) Cala Yinduke namanasu Jalmondera
Talagalava Kanci Varada! neninnu nedabaya “Cala”
Intinta na movi tene licci noru tadapaga
Nintalo sommasillevinka yelago ?
Kantujanaka neniccina kaugili vadilinani
Yintaga kanniru nincevinka Yelago ? “Cala”
Modata madupu nokki movice riandiyanani .
Idigo videmollakunnavinka yelago ?
Sadayuda padakintilo javvaji deccu nantalo
Eduredure jucevinkanelago ? “Cala”
Ceri marukeli ninnenta sepu gudinagani '
Era! tanivi diradanduvinka nelago ¢
Oura! Muvva Gopaludaina Kanci Varadaraja

" Iratire painamaite yu)ka nelago ? *“Cala”.

Varadayya had probably to leave Muvva that nlght and was

very much affected in his mind as the time of separation was rapidly..

approching. That was the last night he was spending in the company
of his beloved and she was very much concerned with the depressed
state of mmd of her lover and said. ‘ ~

« This is why I pity your condition very mucl, Oh Kanci
Varadaraja ! Can you bear my separation ¢ .1 am trying my best to
satisfy you and please you and hearten you but you drop down in
weakness, tears drop down from.your eyes, you do not accept
pansupar_i, you do not allow me to move out even for a moment, and
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you desire seems to be never satisfied. Oh Kanei Varada.!}hgw can
you start to-night ¥ : .

(4) Varadayya left Muvva and in the fo]lowmg padam his be]oved
narrates to her maid the parting scene. -- . - N

- Enni talacu kondunamma etla marapn vaccu nammal *
. Xannero! cakkani na: devudaina Kanei Varaduni gunamulu

““Enni”
.. Mannana cesi yeppatiki daya macuva vaddani padamulantuen
Tmnaga nuriki bovucu nanne tz'rigi tirigi cucing vaga “ Enni”

Veunna valene karigi kangl vidanadani manasu toda

Nannu tappaka cuci cuci cinnabovucu : '

Vanne bangarn bantu)avantx na cinni cannulu rendu dana '
Kannula nottukuni momu grakkuna netta lekunna vaga “ Enm
Pallavadbariro mikkili leta payapu ‘danavu talalevani
Vallabhudu Muvva Gopaludagu Kancn Varadudu cesing macmka
“Fnni)’

I A o L

# How can I forget the many acts of love, justures and kindnesses
shown by my loitd Kanci Varada ?" While he was just starting out
on his journey, he touched my feet, asked me never to forget our
love, and was looking at me till I was out of sight.

Softhearted as he was he had no mind to ‘leave me. He over-
whelmed me with-his lovifig glances ; he pressed his eyes on’ my heart
and could hardly lift up his face. My lotd Kanci Varada gently
.touched me and finally addressed me thus -« Oh my dear girl! you
are still young and you may not be able to bear this separatson take
heart.” -

{5) The following padam descnbes the feelings of his mlstress aftex
Varadayya left Muvva. ‘ :

Fecota nunnado celiya Vadéma'xmcunnado ?
Vieccala vidiganu verapintaina leka
Muccata laducu Muvva Gopaludu - . .*“Eeccota"’

L L Y R T L PR T P PR R RPN

veesaw  sevepsavserrvserrvicaavis trvneany save

Balaro’ Muvva Gopaludaina Vamdudu B Eccota

Vamdayya 8 beloved was love-striken and narrates to her maid
the v arious little acts of love and affection that formed the routine of

their life whes they were tagether, .

23 e B
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* ¢ Oh my maid ! I do not know where my Varadudu is and what
he is thinking of!’ Then follow the various details of acts of love
and affection. :

'(6) Some time after Varadayya had. left Muvva information
about him was probably obtained by his mistress. She may have
sent a confident to him and the messenger may have returned with
‘some in‘formation

In the following padam the mlstress seems to greet eagerly the
messenger.

_ Kanci Varadunito pondu Kaddo ledo ?

Vancana Muvva Gopalu Varadudaina cakkani - “Kanci”
¢+ Nivu dacaka telpave nilaveni allavani
Bhavamu jucepatla pati yainatlu mati docine 2 -~ “ Kanci”

*Oh maid ! please let me know without holding any facts, whether I
can or hot have the pleasure of meeting the deceitful Varada my
‘beautiful lord. You must have gauged his manner well, please let
me know whether 1t, struck you that he would continue to be my

?
(7) The following-padam gives the reply of the maid.
Vacce manaso Rani manaso vapita nive telusukove
Atcata Kanci Varadudadina matalidigo ete.,.
The gist of the padam is this:-

e Irepeat to you ‘the words which Kanci Varada spoke to me
‘thers. You better inform them yourself, whetheér he was of a- mind
‘to go to you or not.

.+ I showed him the tokens you gave me, the wedding ring ‘and the
love-letter he wrote to you. He saw them, his eyes were wet and he
was very much disturbed. Finally he asked me ‘to entreat you

never to forget him”.

(8) ‘The following padam tells us what happened néxt,.
QOoriki poka nenindundedi mera

Varijaksulara ! Kanci Varadudu na keduru cudagane etc.

. “The mistress says to her maids, ““ Oh my maids "I should not
: tarry here any longer while Kanci Varada is expecting me there,

I saw Varada in my dream. I must go to Kanci and see Varada
Forebodmgs are not encouraging, Anyhow I have no pleasure in
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staying here, away from my lord. T enjoyed hls love for many
years. I must go.’

It shonld be observed that according to this padam Varadayya.
was in Kanci at this time, Perhaps Varadayya left Muvva and
went to Kanci and stayed there for some time. The following padam
narrates what happened when the lovers met again. -

Cakkani daya galada yidi nijaga Cevandi Linga !

Yikkadiki vaccinademo heccu Kanci Varada ! “Cakka”
Celikada ninucuda vaceiti Cevandi Linga !

Andukemi yevarillidi yavura! Kanci Varada ! “ Cakka
Kani venuka tarkenincegani Cevandi Linga! ' :
Yunikato manamekamai yundamu Kanci Varada! “Cakka”
Evvado i padakatintilo navvedi Cevandi Linga! -

Muvva Gopaludu gaka marevvaru Kanci Varada ! “Cakka

The lady said : *“ Oh Varada ! is this where'ydu are? It was a task
for me to go over here. I came to see you, my friend. I under.
stand why you have not come to me. I came hear learning that you
were living here. Whose house is this! It doés not matter whose.

‘We will discuss about it afterwards. We will certairly live here . to.

gether. Who will laugh in that bed-room except ou, Oh Muvva
Gopala, Varada!” :

In this padam the address is alternately to -Cevandi nga and
Kaneci Varada and from this it appears that the two gods are one,
with two different names, the gods of Sivakkanci. and Visnu
Kanci between whom Kshetrayya does not differentiate.

.+ I'havesa far quoted eighteen padams and these afford us the
-internal evidence for the life story of Kshetrayya. The lastincident

of the life which these padams indicated was the meeting of Vara-
dayya and his love at Kanci. What happened after that ¢ Did

‘Kshetrayya yield to the entreaties of his mistress, to live together at
Kanci ? The answer seems to be in the negative. There is no padam
which gives any further indication of their continued life. Kshetrayya

must have advised her to lead a life devoted to God and not a life
which yearns after worldly desires. She must have thankfully appre-
ciated the wisdom of his affectionate advice, must have returned to

‘Muvva and must have lived a lee devoted to the diety, Muvva

Gopala.
What about Kshetrayya and what happened tohim ? Tradition

“has handed 'down t) us an important story, which related to -the

fact that Kshetrayya was very much in evidence in Vijayaraghava’'s

“durbar at Tanjore and that Vijayaraghava was his great patron.



128 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XXI

Vijayaraghava was a great patron of sangita and sahitya, natya
and abhinaya. He was a great rasika. He had for his _campanion
both in and out of court a very accomplished poetess called Runga-
jamma. . There -were also two other poetesses- -Chandrarekha and
Krisnajamma. Also, there were poets of great ablllty-KaIayya,
Venkatapati and others.who dedicated a number of poetical Works
to Vijayaraghava. Vijayaraghava patronised .in partlcular, compo-
sers of amorous padams and Yakshaganas

In such an atmosphere of literary actxvxty and srmvara, ‘Kehet-
rayya composed his marvellpus :padams which excelled all such
compositions in style, content, and music and Vijayaraghava’s
estimate of Kshetrayya’'s greatness knqw no bounds :

Such being the case the other poets felt extremely-jealous of
Kshetrayya and envied-his position. One day, they seemed to have
made bold to ask Vijayaraghava thus ¢ Oh Maharaja! Why are you
so .fond. of Kshetrayya whose compositions. are full of colloguial
expressions ‘Era, Rara, Pora, etc., . which are .condemned by
traditional poets and are against the rules of .grammar? Why do
you honour him s0 much ?” - '

T Vn]ayaraghava informed Kshetrayya of this in‘conﬁdence. Then,
Ks’hetrayyat composed the song “ Vadaraka pove vadela vaceini?’ in
-Kambhoji raga-pallavi, anupallavi, two caranams and balf of the

-third carana and left out two lines in the last carana and threw out a .

challenge ‘to the poets of the durbar to complete the padam by
adding the last two lines and went on a pilgrimage to Setu. Vijaya-
raghava informed the poets in the durbar of what happened and
asked them to complete the padam. s oo

It toox sometime for Kshetrayya to return to Tanjore. But the
poets were unable 10 complete the padams.” As soon as they heard
that Kshetrayya. returned to Tanjore, they met him, begged him to
complete the padam which he did extempore in their presence. The
poets, thereupon, praised Kshetrayya highly and went to the durbar

and” _apologised to Vl]ayaraghava for their prevxous attlbude and
conduct, ,

Long before this time, Varadayya| had been known as Kshetrayya,
his original name being forgotten. So, in all records we find him
called Kshetrayya or Kshetrajna. In the Andhra country he was
known as Kshetrayya and in the south of the Madras state, in the
Tamxl land in’ particular, he was krown as Kshetrajna Subbarama
leshxtar referred to him as Kshetra]na As deﬁned in the thxrbeenth
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chapter of Bhagavat Gita, Kshetrajna connotes a great person of
adhyatmic eminence. Most probably Kshetrayya attained such an
eminence.

One thing perhaps needs an explanation. Though a great many
of the compositions of Kshetrayya were dedicated to the diety Muvva
Gopala, he composed a few padams with Vijayaraghava Mudra. How
can an eminent person.— a Kshetrayya, associate with Vijayaraghava
—a Vitaraya-—and compose padams on him ? Historians depict a sad
picture of the moral side of Vijayaraghava that he had many wives
and mote concubines and that he was deserted by the bulk of his
generalsand troops because Vijayaraghava had ravished the wives and
daughters of his officers. That Kshetrayya was frequenting the durbar
of such a king and being patronised by him does not reflect well on
him (Kshetrayya) no doubt. But from the fact that almost all the
padams were dedicated to the god Muvva Gopala and that Kshetrayya
was spending most of his time in pilgrimage to sacred places, we may
infer that he gradually got out of this habit of frequenting Tanjore
durbar and spent many years of his later life entirely in some sacred
shrine or other in complete oblivion. He must have become a great
Bhakta and left his mortal remains somewhere, sometime, no one
knowing anything about it—a fitting and appropriate end for a great
soul like him.
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- JATISVARA SAHITYAS OF SRI MUTHUSWAMI
o DIKSHITAR .

By

ProF.- P, SAMBAMURTI

. ' Tb_ere' is an interesting Telugu manusecript D. No. 2536 in the
“Madras Government Oriental Manuseripts Library which gives at the
‘end Sanskrit sahityas composed by the great composer, Muthuswami
_Dikshitar, to some popular Europeau melodies. These sahityas bear
his signature ‘‘ Guruguha.” The names of the English songs or
French songs for which the Sanskrit words are supplied are also
fl;rnished at the top. " As some of these songs are available in both
Indian notation and staff notation, it is easy to sing these Sanskrit
sahityas. A’ few Telugu sahityas composed to similar tunes are also
given after the Sanskrit sahityas. At the end of the Manuscript we
find the statement : : ‘

“In the year 1833, in the month of Chitra (April—May) of the
Nandana Samvatsara, these * Jatisvara sahityamulu ” were written
and given to.Mr. Brown (Brown doravariki) by Kuppayya Seshayya
of Chittoor.”

From this statement, it is clear that these songs were composed
by Muthuswami Dikshitar long before 1833.

This Paper Manuscript which is now 118 years old is in perfect
condition. The handwriting 1s neat and is like print. This writing
reminds one of the writing in some of the note-books of the Walajapet
collection. This Kuppayya Seshayya, as the family name indicates,
_ evidently belonged to the family of Walajapet Venkataramana

Bhagavatar, one of the illustrious disciples of Tyagaraja.

The word Jatisvara simply means that the tune is of exotic
origin, It is customary to refer to Englishmen as Jativallu. Besides
these jatisvara sahityas, the Manuscript contains the following poetical
works :

Januki Raghavamu

Adi Lakshmi Vilasamu

Ananda Sundari Chaturya lila vilasamu

Sadananda Yogi Satakamu

Kalahasti Satakamu

Sivamukunda Satakamu

P

PARTS I-1V] SAHITYAS OF MUTHUSWAMI DIKSHITAR 131

Mr. Brown referred to in the statement above is the illustrious
author of the Telugu Dictionary. He was the Collector of Krishna
District during the year 1828 and was possibly the Collector of
Chittoor District during the year 1833.

Muthuswamy Dikshitar had opportunities of listening to European
music from his younger brother Baluswamy Dikshitar. Baluswamy
Dikshitar learnt European violin playing from the band master of
Fort St. George, Madras, He later adapted the instrument for playing
South Indian music. It was his proficiency in Violin play that later
on, at a critical moment of his life, got for him the appointment as
Samsthana Vidvan in Ettiyapuram in 1825. Baluswamy Dikshitar
is the pioneer and the first Vidvan in South India to play classical

"‘South Indian music on the Violin. It was he who first showed the

tremendous possibilities and potentialities of this foreign instrument.
The lighter compositions of Dikshitar figuring in the Manuscript
were well known at that time. These songs were taught to beginners.

The Sanskrit and Telugu sahityas and the names of the corres-
ponding songs in Furopean music as mentioned in the Manuscript

are as follows :—

1. Ramgchandram Rajivaksham ... Here is a health to all
good lasses etc. ‘‘Let us
lead a life of pleasure.”

2. Pitavarnam bhaje Bhairavam ... Taza-ba-Taza

Sakala suravinuta
Sambho Swamin ... Quick Match

4. Kanchisamekamram ... Country dance

Subrahmanyatﬁ Surasevyam ... British Grenadiers

.Cl

Sakti sahita Ganapatim ... Voulez vous daufer
Very good song
7. Vara Siva balam Castilian Maid (Moore)
8. Kamalasanavandita padabje ... not given o
9. Sautana saubhagya lakshmi
kalatram ... hot given
10. Chintaya Chinta Sri ... not given

... 0 whistlé’ and
I will come to
you my lad,

11. Sauri vidhinute
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© 12, Jagadisa Guruguha Hari Vidhi vinutam ... Lord Macdo-

SRR . . . nald’s. Reel.
13. Varamangala tanu (Telugu) ... Marlbrook
14, Sriranga Hari Krupamaya ... Moll Rowe
15. Raja Sri Venkataraya bhupaluni (Telugu) .,. March.
16. Yenuganu pattukochchi (Telugu) ... Dot given
17. Yeddunu pattigotti (Telugu) ... nhot given
18, A»Vasla,\{a sannuta varidagatra ] ... Dot given
19. Chakkqni gurra (Telugu) ... not given
A_20' Rara Sami (Telugn) = : ... not given

- In the Sangita Sampradava Pradarsini (Primer on pp. 45-58) we
»ﬁnd Subbarama Dikshitar giving as many as 33 songs of this type,
He calls' them ¢ Notusvaramulu and points out that they are
-nice to hear and will be useful to both ‘Vocal ‘and Vina students.
He does;not mention the equivalent songs ‘of European musw

Saktl sahita Ganapatim
‘Guruguha pada pankajamati
Guruguhasarasija
Varasivabalam
Muchukunda varada
Somaskandam
Parvatipate sada
Chintayeham sada
Pitavarnam bhaje '

10. Sakalasuravinuta

11. Kanchisamekamram

12. Sri Sankaravara

13. Santatam pahimam (This sahitya is set to the tune of the
o English National Anthem ‘* God Save the ng”)

14. Syamale Minakshi

15+ Kamalasanavandita Padabje

16° Samagana priye

17. He Maye mam badhitum ka h1

18. Vande Minakshi tvam sarasija. This tune is even
now played by bands-
men in South India.

P@ﬂﬁ@?@ﬁf

19. Saradevate
20. Sadasiva jaye Vijaye .
21. Pahi Durge bhaktam te
21. Maye Chitkale

" 23. Vagdevi mamava
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24. Ramachandram rajlvaksham

25. Ramajanardana

26. Dasarathe dmadayamdhe

27. Pahi mam Janaki

28. Dinabandho dayasindho

29. Pankajamukha Sankarahita

30. Varadaraja pahi Vibho

3l. Santana saubhagya

32, Jagadisa Guruguha

33. Anjaneyam sada bhavayami.

The songs, Subrahmanyam Surasevyam, Sauri Vidhinute and
Chintaya Chinta Sri, all having the Guruguha mudra were not evi-
dently known to Subbarama Dikshitar. Mr. A. M. Chinnaswamy
Mudaliar in his monumental work: ¢Oriental Music in European
notation” gives thy following songs under the caption: “Miscella-
neous songs: Sanskrit words for European or quasi-European airs *’
by Muthuswami Dikshitar. Since all these are in Sankarabharana
raga, the talas alone are mentioned below :—

1. Guruguha pada pankaja Rupaka
2. Pahi Durge Bhaktam te e Adi tala
3. Sakti sahita Ganapatim Rupaka tala

4, Kamalasana vandita Adi tala
5. Syamale Minakshi Adi tala
6. Gurumurte bahukirte Rupaka tala.

Mr. Chinnaswamy Mudaliyar must have got these songs from
Subbarama Dikshitar. Mr. Mudaliyar has added a second voice to
these parts and it will be an aesthetic experience to listen to these
pieces.

Mr. T. P. Kodandaramayyar in his anthology of devotional
songs entitled Bhagavat Bhajana Paddhati gives on pp. 488. 490 the
following songs with notation under the heading ¢*Note *—a popular
term meaning Western or Quasi-Western airs.

1. Ramajanardana ...  Adi tala.Tisragati
2. Varasiva balam ‘ ... Aditala
3. Sakti sahita ... Rupaka
4. Dinabandho daya sindho ... Rupaka
5. Ramachandram Rajivaksham ... Adi tala
6. Kamalasana vandita . Adi tala

As a branch of light music, these songs are of interest to one and
all. When a composer like Muthuswamy Dikshitar, noted for his
25
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heavy classical type of music, writes such light pieces, they cannot be
lightly brushed aside. Light music has its own place in the cultural
heritage of a country. It occupies a position intermediate between
classical music and folk music. It appeals to the classes and masses,
the initiated and the uninitiated. The last ettugada svaras of the
Bilahari raga—Adi tala varna of Vina Kuppayyar and the Sankara-
bharana raga— Ata tala varna of Swati Tirunal also may be usefully

studied and analysed in this connection.

The Sanskrit sahityas of Muthuswamy Dikshitar given in the
Manuseript are reproduced below :—

1 uwazq UfiaEg Tesgd araaEids
FIAOREAR, FIRSU - AAFEA-FAST G
arsfage Samaq AtaE Aarag

% BN TRIEAT] TIRGTE ST
FAeTeEAqE R FMIE HaREg
: A .
FIETHIT FEEA ||

*For the portion in the Manuscript from Kaumaravaram, the
following alternate sahitya after comparing T. P. K. Ayyar's
anthology and Pradarsini (Primer) is given.

FIREW TETEAA BRI AT
FHEATY JafdEqd FHSTZIIEY Higy
FIRTEH AU SR FAEH

2 i A% WA EAAEaEEraa
fgFerq ga0qra (9) AiFTT TEREAEY ||

8 aFeEihEd o™l wIfr RFTeTe feTPTRe
TGS TR QHAFIEGY FEaEed
CEAVTE CHAZTC BT | |

4 wdriFEAEE Fawg 99 |
| FIRIEAIARG G &
T GG HRATERE
| GEARANGRERT FEAAT IRTEH |
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5

10

11

GAROTY GUETETE §atmed SEARNEgacarm
AR JAFAT GARRFA A TFGTIAEEH

ARTETRY SWSHMEgaeey g4y Fmaq geaas

RO UEITTY gIqa4g ||
aiTafganoafog (Printed and well-known)

RETASG IS &% T
ERERIRY EAITEY EETE
TEEETH IHIFERY TR a9
TRAfAaY geeuTd SRR )

FRSFTACAIRTES FANTFACATEE]
FRASTR ESTER FRSTIAYATRIIN
FHS (Ine IR FRSafdIdEsy ar
Eiﬂmi!ﬁﬂﬁm T FRTFFIATEEA N —
TRISAEITME FAS qIiE FHET ||
FIRN@EA FqT0r ‘

ERAETHI e T £ anTierian afrr
FAgamy FAEHEY G FH(S)FIRATFG
9%% TAEERIIEYE ||

feaqn faeq () ANaeafar GEaqafm we—
Araaglan Fraft sgaedilon ahfan
FATA=FAIFTRAIAFUL) FEAEN(?) )

ARG arafy sty arasdy TR
ToeEaFEgy Fwily W oo
AEFITTOTAS FRATATGHERAMH
FEOTFITAEN: FARGEUAEERS ||

T TeIRE R A AR ReHeaTarT g,

e I, 959, A, aors. fabreg faemr '

as ey« o (Rl FrRE

Faearm aRmEEm asERR g (AEwdiid) 9597 99 gaq
8%a T ||

* The Text in the Pradarsini (Primer) reads AGHTATT 3IF end stops
here, though Swaras for the further portion are given. ' -



VIETNAMESE MUSIC*
. A Festlvai of Recreated Vietnamese Muéic'.
Jeax Varvoux-
Director of Radio” France-Asia =~

On the 16th of July, Radio France-Asia had organised a festival
‘of recreated Vietnamese music, in the theatre Nguyen-van-Hao,
similar to that which, the previous year, had achieved a success
that the unanimity of the Press had much wished to accord.

Quite independent of the diverse interpretations given by Messrs.
Minh Trang, Minh Dien and Minh Ngoe, this festival afforded a
retrospective view of the Vietnamese music, in the- course of which
it was given to the spectators and the audience, since this spectacle
was retransmitted by Radio France-Asia, to mark the evolution of
Vietnamese musical art since the authentic folklore (before the XIIth
century) up to the modern recreated music, while passing through
the Chinese epoch, the Western epoch, in the course of which
Vietnamese words were put in the French songs; the period of the
War, 1940-45, which marks the evolution given to the music by the
rythm of the marching songs, then liked, in order to result in the

actual modernised music, which brings indisputably a novelty in
musical art.

Besides, it was in the course of this Gala that it was gi‘ven, for
the first time, a Vietnamese song orchestrated by Mon Robert
Barras, Art Director of the Radio, who, by means of various

Sonorities of the orchestra, had tried to giv i
, © promin
freshness of the melody. SiTe promence to the

Moreover, this orchestration of the

one of the objectives that the Radio
" undertake, o ‘

It is in this sp
which will have in th
Studio to work th
results.

new Vietnamese musig is
France-Asia has wished to

irit that thi.s Post hag constituted sn orchestra
e ffxture at its disposal a perfectly laid out
ese different compositions and achieve satisfying

And this allows us to note th

. e important part that .
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— nd the evolution of public taste
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du Gosvami and his son Mr. Ardben,duySekhsr Cf(::gvl::ﬁ Version : M. Ama-
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- It is a commonplace to say that the Vietnamese public-love

M ”

music. They seem, however, to love it not as an * accomplishment ™,
like dancing, painting and fencing—as the programme-officials call

it—but as a spiritual necessity.. - - -

It is well to specify that this sentiment has much developed in
the young generation, which was fed in great part by Western
music called “light ”. - T '

Also one must not be surprised if the new Vietnamese music,
save a few exceptions, has been above all preoceupied up to now
with this character: most of the works are songs and, principally,
music meant for dance, S

So return to our initial discourse, what can be the part of the
Radio in this direction ? ’ ‘ - -

Two possibilities are offered : either the one, whose influence
nobody can deny, follows the general current, or rather, to the.
contrary, ceaselessly seeking an improvement, it may be a vanguard
in order to ameliorate all the resources of Vietnamese music,
putting at its' disposal the orchestral exécutions and the completest
harmonisations. - . ’ :

Rightly understood, it is not a matter of brutal choice. And the
role of thé' Radio cannot be reduced to one or the other alternative.
For'if unfortunately it would like to carry only the second one, the
contact with the large public which listens to it would rapidly cease,
and the evolution that it would have fixed as its objective, would be

.rendered impossible.

The new music, when it knows how to preserve its originality
and reject the lightness of Western themes, can produce very
beautiful works. It has proved so. This leads us to say that it is
on the right way.

1t is probable that, among the numerous composers who have
already been charged, several will come out with new musical phrases;
they will know how to evoks the wind in the rice field, the cackle of
the tops of interlocked coco-trees, the slow plash of the buffalows
labouring in the flooded rice-fields and the movement of the clock of
the Sampan, singing to the rythm of its hand,

The Vietnamese Folklore has already rendered all that with such
magnificence and wealth! Why can the new Vietnamese music
depending on it and bringing about the concurrence of modern

orchestration, not create a new musical art in its turn?
26
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Already there are numerous musicians in France, others are

joining them everyday in order to perfect themselves in execution
and composition, )

The Radio could assemble them; thus, their efforts and their

studies could only benefit their compatriots, with the maximum of
listeners.

One is sometimes stupefied by certain letters from listeners,
which give definite judgements on certain artistes.

As a get-off, we are happy to ascertain that it is just the artistes
who know music receive the greater number of votes. ‘The’ votes
are not cast simply for the quality of their voice, but to' the fact
that the listeners love in their interpretation the rythm, the measure,
the shades of the song, given with the maximum of fidelity ; that,
ohly a musical culture can aﬂ'ord

~ This expenence should be a 1eal encouragement for the com-
posers, for they may in this way be able to render an account of the
efficacy of their efforts.

Radio France-Asia has, on lts part, been able to undertake thls
process, for a regular orchestra has been formed which, using the
same artistes to play together and making them rehearse at first, and
has thus created an ensemble whose quality will but improve.

The Radio, by its power of diffusion, penetrating wherever there
is a receiving station, can help the composers to understand their
works, to prevent their sterility, to fashion in a certain ‘manner ‘the
soul of the Nation, music having been very often the expression of
the purest national sentiment. The works of Chopin, are they not
the most living : and best known example !

"THE MUSIC OF THE PEMSIANS*
C ' BY
~ Dam Bo
Introduction to the Pemsi

The word Pemsi and’ Pemsians is a contraction of the French
Populatzons Montagnardes du Sud-Indochines ie. Mountain Popula-
tions of Southern Indochina. It is not a political designation, but a
geographical and ethnical one. They are called by various names by
various. tribes, such as: , Mois (savages), Phnong, Kha etc. They
have no name of their own for, they are not one people, but popu-
lations of which each.group carries a distinct name. Their territory
has no strict Frontiers. They don’t have one government or one
Ianguage to fix their originatility, of which they are hardly conscious;
moreover, nobody has ever written. anything about them all in
general.. The European for a long time called them Mnis, later on
mountaineers ; the former epithet is offensive and the latter defines
nothing at all. So, under the circumstances, the name P.M.S.I.
i.e. Pemsi, seems to be more agreable and convenient.

We hope this will help them to be conscious of themselves as an
unity, real as we shall see, and consequently to save & past, to see
the hope for a tomorrow.

" Music of the Pemsiane

The phenomena which belong to the purest form of aesthetics
and which, at ‘the same time, are the most richly expressive, are the
musical phenomena .Art.is purer thare because more gratuitous and,
by its infinite - varlety of shades, more expressive. The Pemsian is
very sensible to the rythm, the harmony and the ensemble ; the melody,
always poor, . mat,ters less. But these elements suffice to make of
him a musician. He has the taste for music—he can listen to it for
hoyrs—waits for. it and has the sense of it. He notices and loves the
song of .the birds, more than the beauty of a landscape. Every
rythmic tune makes him quiver,

The prmclple of Pemsian music consists in the repetxtlon of a
musical phrase corresponding to the repetition of a movement;a
natural and famlhar gesture, engenders a tune to which he gives its
proper x'ythm. . The women pound the rice, the wood of the mortar
resounds ; a simple musical phrase is created, with two beats, one
strong conequndmg to the pestle which descends and a feable one
which the pestlé rises, springs for a new strong beat. Sawing is also

*From Dam Bo’s Les Populations Montagnardes du Sud-Indochinois,
presented by Rene de Berval in his FRANCE ASIE, Special Number, 49-60,
English version: Mr, Amalendu Gosvami and his son Mr. Arudhendu Sekhar
Gosvami..
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the origin of a traditional tune. The rythms consecrated are those
of the body at work, making always the same movement. This is
the reason why the melody is at a discount and the measure is of
more primary concern. The synthesis of these rythms of the body
with the musical phrase is accomplished, perfected, in the dance,
a movement of pure aesthetics, A‘sensation, as that of hunger, a
sentiment as that of'joy, are in' the same way the source of simple
tunes; ‘a reoccurring phrase, according to a marked rythm, repeated
like a lancinating pain or a recurring pleasure. o
_ It is the same with language. The dialects of the Pemsians are
not musical like the Vietnamese, but sonorous and rythmic: he who
speaks well equilibrates his phrase with a parallelism of expressions,
a repetition of synonyms by assonances. ) ,
The instruments are varied, but they do not afford an extended
scale. It is the principle of the Sonorous pipe which is very
frequently used; there is the Kowao (1) pipe with four notes, the Bare,
flute with four holes and a lateral opening, the Komboat, an ensemble
of six pipes piéqfed in a calabash forining a sound box, the Rokel, a
smaller Kombdat. These two latter instruments, perfected further,
helps in playiog a melody and its accompaniment. The Thais have
a simildr instrument, the Ken (2), formed of five bamboo pipes
mounted on’a sixth; it is ever the source of the flute of Pan, which
i found everywhere 4alrQun'd the Pacific, the clue to a common
civilization. Let us’ for instance take the Dingglor, formed of six
tubes of ‘bamboo, which are struck in cadence at the time of
funeral. Sodang and Bahnar also use bamboos, artistically, of
which they make Pianos and Clarions (bamboos terminated by a
gourd in the form of a bell.) The master piece of this species is the
xylophone: the Klingklong, formed of eleven tubes which are struck
with' two matters, the Dingbul, made of horizontal tubes which
resound " at the clapping of hands of ten musicians. They also
organise a water orchestra : by force of a currént of water involving
a game of see-saw, these are about eizhty bamboos which fall again
and again rythmically resounding on the.cross pieces.
"’ The instruments with vibrating cords are less prevalent. The
Maa know the roding, made of a hollow bamboo of whfich'ﬁve fibers

are raised on spreaders ; ‘the'Bil_hn'ar make, with a calabash, a kind -

:of" guitar which they call brok. The Sodang have a sort of violin
with a string stretched on a calabash or gourd, which they hold over
their bare belly (3). '

1. Thename of these instruments is given here in the Sre dialect.

.. 2, Khen in Sodang dialect. . . R o
3. This instrument is comparable to the imzad of the Tuaregs....

ViETSAMESE MUsSIO INSTRUMENTS'
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The vibrating blades are used in several instruments: the-
Kolwok, a trumpet made of buffalow’s horn, with lateral opening ; the -
Toung, a vibrating copper blade placed between two fixed stems in
the form of a tuning fork ; they put it between the teeth, the mouth
acting the sound box.

The bronze gongs are valuable: is worth eight or ten she
buffalows. Struck by the fist by two, three, four or six performers,
in cadence. they render very beautiful effects, similar to those of the
chime of clocks at fixed heights. It is the cing, for most of the
Pemsians. As far as it is possible to compare a Pemsian melody to’
the chromatic scale one can nearly make out this arrangement ::

Play of two gongs: sol 3, la 3

—play of three gongs : sol, la, si.

Play of four: fa, sol, la, si

—play of six: si 2, re, fa, sol, la, si (4) .

The Sodang utilize three, seven, nine and even twelve gongs,
made of bronze and copper, which ar¢ struck with a hammer.

Let us now mark the instruments made of stretched skin of
deer and buffalow: the Songgor, a double faced drum, one bigger
than the other, and the Konang, the drum of the Roglai.

. As for everything else, legends explain the origin of these instru--
ments of music. Thus it is the moon who has taught to men the
use of the Kamboat (in Pemsi the moon represents the -figure of a
man blowing in a Komboat ). Itis Den, grandson of the Sun, who
first played the Kowao; it is for the death of Du Kon Bo that they:
made the first drums, which lamented day and night the hero gone
down to Hell. -Formerly, at the falls of Pongur, the water used to
fall on a- big flat stone which vibrated with musical sounds; she-
taught the men to sing and play the Toung. The origin of the gongs:
is'not less strange. “Bung and the First men hunted a wild boar;
they shot at it with the crossbow but missed. The boar, while escaping,
raised big blocks of earth with his powerful paws: this earth served to.
create the gongs.”’......Whatever the traditional explanations might.
be, it seems that the mere presence of big varieties of bamboos,
where the wind plays,- sufficient to explain the invention of whistles,
flutes and all sonorous pipes which constitute the material for
musical instruments of the Pemsi.

The programme of traditional tunes—and there are no other;
one no more invents them in Pemsi—is quite limited and they are

4., The gravest of the notes is called me tof; the re=me ; the fa =tu ; sol
lase = Kon (pl) otherwise = (i.e., the meanings of these note-names are) the
grandmother (me o), the mother (me), the orphan (tu) and the children (kon).
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into great bhaktas of Muvva Gopala. Varadayya must have had
enough of this kind of life at Muvva. He must have had the desire
to travel far and wide, worship the gods enshrined in the famous
temples of the land and probably distinguish himself in the durbars
of Tanjore, Madura ete,

There is evidence to show that Muvva Varadayya entered the
durbar of Tanjore presided over by Ragunatha Nayak. Inan un-
published manuscript* called ‘Andbra Kamudi® written by Manda
Na\rasimha Kavi it was mentioned that Kshetrajna (the name which
Varadayya. acquired after going south and .visiting a number of
Kshetras) the bhakta of Muvva Gopala said thus :—

‘ Muvva Gopala bhaktena Ksetrajnakavina uktattwacca’

- Tamu dame yatturardhulu kramamerigina/datakoraku ram-
mgnnaral,’Kamalambu lunna  cotiki/bhramarambula Yaccutendra
Raghunatha nripa ||

. Raghunatha Nayak must have asked Varadayya what brought
_hlu.l there and this must have been the reply in extempore verse
Which means “ Those that are in need go uninvited to iarge-hearted
benefactors. Oh ! Achutendra Raghunatha ! Do the bees gd to lotu-
ses on invitation ?”’ ‘

Though Varadayya entered Raghunatha’s durbar, nothing more
was heard of him during his reign. We find from the following
fﬁ;iam that a few years after, Kshetrayya (heseemed to have acquired
Iy 8 name a]ready).composed more than four thousand padams in

e durbars of Tanjore, Madura and Golkonda.

Vedukato nadacukonna vitarayude

Edumudu taralanundi yendunagani yevate

Kudukoni Muvva Gopaludu krupagalgi navibhudu  “Veduka’’

Madhura Tirumalendrudu manci bahumana mosagi

Y?duta gurcundamani yennika yimmanene

Yidugo renduvela padamulipudencukommanina

Cafiuru mridane nunna samiki santosa mintinta gade ‘Veduka”

Alimira Tanjapuri nelakonna Vijsya Raghavuni

Velaya manujula vembadi v¢game podaganci

gallllva capparamuna nundaga cakkaga veyipadamulu

Ba ukarincukogane bahumana micce navela “Yeduka'’
alanatudai Golakonda Padusha bahumana micci

Tulasimurtito vadu dalace navela

elayu Muvva Gopaludu veyyinnenuru padamulu
*The 1) L o - .
* .refere ate Veturi Prabhakara Sastry kindly drew my attenti i
¢e which was found in the Oriental Mas: Library, }I,\dza::s.mn ke t'hl_s

~ THE MUSIC OF ASSAM
' : BY '
. K. N. Das - .

" It is not possible to speak about the music of the Sankari age
of Assam without a proper reference to the greatest reformer-priest.
of the province, Mahapurush& Sri Sankaradev and his worthy discip}e
Sri Madhavadev. R o

" It will be better for us to have first some knowledge about the

time, its influences and the various factors that led the genius of
these reformer-priests of the province to evolve this art of music
in tbe Sankari age of this province.
. Mahapurusha Sri Sankaradev, greatest Vaisnavite reformer-
priest of Assam, was born in the year of 1449 A.D. and died in the’
year 1568, with a span of life which exceeded the century by 19 years.
From history we ¢ome to know that constant warfares among the
ruling princes with petty chiefs were going on ‘at'the time of his’
birth. On the. moral and spiribuai side too the country and the
people at large were made to suffer much. In the name of religion
people were being exploited. Every sort of crime and corruption
had erept into the society because of the ignorance and superstitious'
belief of the people in religion and the way of life moulded by it.

It was at this time, in the family of a * Siromoni Bhuyan,”
i.e. the head of the petty ruling clans known as the « Bara
Bhuyans”. of -Assam, Mahapurusha Sri Sankaradev was born.
Born as an aristocrat, he gave up the path of ease and luxury and
toc?k upon himself the task of eradicating the evils of the country
and champion the cause of the poor, the neglected and the oppressed.-

‘ By bis clear foresight and instinctive knowledee, he found out-
the t.:r’ue causes of the malady that had begun to eat into the vitals:
?f his -country. So he began to formulate various means of educat-:
ing the general people and tried to instruct them as to how best’
they could practice and realise the true aim and object of life.-
Himeelf an erudite scholar in Sanskrit, he had also the BxperienC(;
of '@ wide travel througbout:the whole of the Nerth and South of
India for a period of more than fourteen years: His foremost; ¢ Okv
was, therefore, to - translate into the language of the province ::
main’ principles ‘and teachings of the famous Hindu Sastras, so th "
even a lay man could understand his truth-and‘spirit of tiie , atcz
and thus have them utilised :in his life. He emphasisedeﬁ&me
doctrine of universal love ; his.teaching may be illustrated by thhi:
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sayings such as F& KWL ARAT Y, TEE AGAT 7 FAAT F40H
meaning : * In the soul of the dogs and donkeys there lies the God
Ram, so you should all show respect to them.”

The broad-based doctrine of his faith and the humanitarian
stand-point of his religious and life, together with the multifarious
problems of huilding a sound and peaceful society in a province
inhabited by so many different clans and tribes each with its varied’
interest and outlook in life, made him realise sooner the necessity of
creating a bond of friendship and love through equal partnership
and co-operation in the domain of religion. .

_ Thus we find that among his chief disciples known as the
“ Atas ” (31d1) people from various castes, sects and religions such as
Brahmins, Sudras, Mahomedans, tribals and hill tribes were included,
and all of them had been entrusted with the mission of propagating
the principles of faith and love for God and fellow beings. ‘

Through his great ability, foresight and forbearance he . came
out shining over his antagonists in all the debates and difficulties
of his life. In the long rung he was even able to win admiration
and high. praise from them and their co-operation in his work.

- It. was through his efforts that Assamese liferature, music,
painting, sculpture, social reformation, village. organisation and the
like attained a height of glory and efficiency that has been kept up
all these five hundred.years, To sum up briefly, it may rightly be
said that Assam is Sri Sankaradev and Sri Sankaradev is Assam.

For some time past a great deal. of controversy had been raging
in the local papers, periodicals, magazines and books, about the signi-
ficance of the term * Borgit ** (3%{(d) (a species of song of the Sankari.
age) and the actual form and the style of singing these songs. Hence-
forth my present discussion will be in the -light of the above
mentioned controversy so as to find out and throw light on the true
spirit and nature of this art. I shall also try togive information.
about  the other related branches of. the art namely, the dance,
Apkia.Nat (drama) aud instrumental music of Assam,

One section of the people maintains that these Borgits are a
form of the present day- Hindusthani music of Northern India; and
do correspond with that of the * Dhrupad’’ and ‘* Baragana " sung
by the Northern Indian “Ostads? (musicians). So they have tried
to.render these gits into notations using the present-day form of the
Hindusthani Ragas and Talas in them. , - '

The other section maintains that these gits represent a different
type of music:and so should be kept in tact and in those very forms

-
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in which they are to be found executed in the Nam Ghars,
(prayerballs), observing faitbfully all the details of those ragas,
talas, and styles that has been found there and are banded down for
five hundred years, they even argue that we have no right to- bring
over a change into the system of a music g0 old, though there may
happen to be, in sone aspects, decay and detereoration in them. QOn
the other hand this music happens to be of the nature of sacred
music forming the very backbona of the provinee’s particular culture
and spiritual life. ’ :

I shall now therefore discuss the questions of these gits first.
These giis form s most vital part of the music of the Sankari Age
of Assam. They are important and an unavoidable adjunct of the
daily and periodical prayer and worship which go on in the prayer
houses known as Kirtan or Nam Ghar.

These songs are of two types the Borgits and the Ankia-gits.
The former when literally translated means the ** Great.songs ¥ (Vara,-
Sreshtha) and the latter, the ‘‘ songs of the Dramas ™. (Apka=act, -
drama). As to how the term Borgit came to be applied to these
songs, many interpretations and explanations have been given by
various writers on the subject. Some try to define Borgit as the
Baragana of the Hindusthani music. But what a Baragana actually
means I fail to understand exactly. Of course we have the
“ Barakhyals ” composed on the line of the Dhrupads which are
called Baragana by the Hindusthani Ostads and if our Baragit means
the same as that of the Barakhyals of the North Indian music, I
should regard this view as quite absurd. For the Barakhyals are

- recent additions to the stock of Hindusthani music. The point for

discussion is why the title * Bor” (Great) has been applied to these
gits. One explanation is that as the gits happen to be eomposed
under a system, scientific and of a high crder, they are naturally
called “great”. The richness and the value of the music of these gits,
and not the high wealth of thought that is contained within these
songs, make for the ‘greatness’ these gits, according to these writers.

Others contend that as in. the case of the prayers from
¢ Namghosha ’, ¢ Kirtanghosha’ and .other sacred texts sung in

"the temples and places of worship, these gits are also sung aloud,

the term ‘bor’ (great) might have been added to them even' if
the word *bor' (great) meant the *high wealth of thought’ whlc.h
is contained in these songs, it is quite understandable; for Borgit

and Kirtanghosha sing ‘aloud the prayeis bearing the glorious names

and actions of God.
28
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The word * Ghosba’ means * singing aloud”. The view that
these gits were called Borgits simply because they happen to contain
.some high musical value within them seems to be only a part of the
truth. For though we cannot deny the git’s bigh musical value, yet
a closer view of these gits will show us that the Ankia-gits, specially
of the *“ Ras.Anka ", carry with them a greater dignity of form and
rarer execution of melodic style and beauty than any of those
Borgits. Naturally the question would arise, why then for the same
reason, these Ankia-gits were not termed Borgits ? As against this,
it may be said in reply that the special mention of Ragas and
Talas in the case of each Borgit indicates their special musical
value. Equally true is the fact that these Borgits are * great” as
prayer songs, carrying with them the great doctrine of the self-
realisation through which a devotee may merge himself in the
Supreme Self.

Thus naturally we shall have to come to the conclusion that
both for the wealth of thought that these gits contain within them,
as also for the richness of music that they possess, the title Bor
(great) is appropriate to them. :

The Borgits, as 1 Eave already said, are the prayer songs to be
sung by the devotees collectively or individually within a ‘ Nam
Ghar”’, a prayer house. So it is a kind of temple music of old.

The Ankia-gits are the songs of those dramas that are performed
before the public to teach some religious doctrines.

This whole series of . the gits are also used as means of
teaching and propagating the cult of Vaishnavism in Assam known
as the “Nahapurisia-sect”’. Therefore we find & special value attached
to them in daily worship, as also on periodical oceasions in the
Nam Ghar or in other religious congregations. Therefore to have a
clear and closer understanding about the uses of these gits, I shall

give here a sketch of the method which is adopted for conducting

the different forms of prayer.

Generally we hear that the fourteen Prasangas (qim) or the
congragational jrayers are to be performedidaily in & Nam Ghar,
For the convenient and smooth conduct of these prayers a whole
day is divided into three main parts (1) The morning session (2) the
noon-time session and (3) the night time session.

The morning time session consists of the following ﬁve items or
Prasangas beginning from early dawn.
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(1) First the Borgits of the morning time Prasanga are sung.
They are again of three kinds :—

(a) The “Jaganar Borgit” i.e. the Borgit ‘to awaken'. An
example of the same is given below :* :
g s —aART || drE-——ar |
T3 TB A ARE F4A
T4W Wy \:ﬁ" g9 a7 |} 4
' qg
g @g 9% WOl a1 |
FAFS §F galag A i
1 qraw fafae Aii
i aret a7 fafqs iy
T 3 T P15 qid |
qi faait 39 37 @14 !
i AFEqE g /T F)
T2 ME q% gl Ay
REEEIEIC R e RGN
A%F g4 MY qu3g@|) -
KT AT T 9T |
gR [ Mg ans a1
After the Jaganar Borgit comes the ““Chalanar Borgit™ i.e. the
Borgit ¢ to make one move .

The example of this type too is given here helow :

A T — gt || e o]

qeary it 93 gui
W qZAT A ) o
9z
v o 78 g3 |
FEH FOET TGS ||
FNF ZET T qIT|
T AN FTATA WS W
ST g 7 T
L@ 9FH AT T

* In the South Indian Bha;ann-paddhatn also, there dro special songs with
which the God is awakened in the morning. ~V.R,
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/I o3 Mares |
- & g gor gft gy
frame. Towrar faierart |
& Tafer T )
. FE geE A T |
A e Sy i}

After the Chalanar Borgit, the * Lilar Borgits " are sung i.e.

‘th i P
e Borgits for playing’. An example of this type is given below :—

T W1 — & || qrw-ar g
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gits, the “Bhatima’ of . .,
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The third item of the morning prayer is the * Namkirtan”. In
this item a devotee sings the name of God which is called
‘““Namdaka’, meaning ‘to call in the name of God’. After that some
portions from “Nam and Sharan Chanda” together called “Jugal-
patal” (FEAZ(F)B) are to be sung collectively by the devotees, The
word “Jugalpatal > means couplet of Patals. Dr. V. Raghavan suggests
that the word patal may be derived from the word * Pattala”—
qd%; the word, he points out, means in Maithili literature a
¢ QIAETAISGT * ie. works of a religious character; there are some
works in Sanskrit dealing with the importance and sanctity of
particular sacred places having the name  Pattala”; the name
*Pattala ”” signifies here a work of religious glorification. e.g.
*“ Dwaraka Pattala ”’ by Bina Bai; and “Ganga Pattala,”; *“ Gaya
Pattala” etc. are names found particularly in Bihar Mss. correspon.
ding to the word ‘Mahatmya’ current in South India and other parts

1

The word I7& (double) is particularly used along with the word
9Z& because the ¢ Nam Chanda ” and the ‘“‘Sharan Chanda’ combine
together to make a double Patal. The word ¢ Nam and Sharan’.
Chanda may therefore mean the metrical composition in which the
glorification of the name—Nama (AT%) of God and a supplication—
Sarana (W) to it are found; these would thus be songs on Nama
and Sharana Mahatmaya. ]

After this some portions from ‘“ Kirtanghosha *’ are sung, Then
a finishing touch is given to this with the ‘“ Namkirtan’ Sambaran
Pranali by what is called ¢ Jayapath -3q915. According to
Dr. Raghavan this Jayapatha corresponds to the calling forth of
what is called ¢ Pundareeka” in South Indian Bhajana-tradition—
“Namah Parvatee-pataye-Hara Hara Mahadeva ”, ¢ Janaki-Jeevana
smaranam—dJe Je Ram”’ and so-on. .

29 :
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In the fourth item :—After the five slokas of *“ Nandi” from
the Bhagavatam, four slokas from the same book are daily to be
continued in turn. But during some occasions and festivals, six
slokas of Nandi from Gita and four more slokas from it, are to be
continued in turn, every day.

In the fifth Prasanga-item of morning prayer, some religious
books written by the Vaishnava Saints are read. The morning
session of the prayer ends at about 9 A.m.

The sixth Prasanga begins at about 4 .M. and with it the after-
noon session begins, This after-noon session consists of the three

Prasangas. (6) The Path (91%). (7) The Namkirtan and (8) the
Upadesh etc. In the sixth Prasanga which is called ** Path”’, a
‘Borgit or an Ankia git is sung in its original Raga and Tala.

An example of the same is givenhere.

A — AT | arF—ai ||
W MATH FEY Tl |
g gE agst g AR | g

9%

- P difE Wha B &M |
A JAr IOAEH [ qET ]
S99 S FEd TR 3 |
g AlGr 7T A @ R
This session finishes at about 5 .M. after the performance of
the 7th and 8th Prasanga which consists of tho Namkirtan and some
renderings from Bhagavatam,

-

The Night time session begins at about 7 p.m. This session

consists of the six Prasangas namely the 9th, 10th, 11th, 12th, 13th,
and 14th Prasangas.

- In the ninth Prasanga which begins the night time session of the
prayer, the recitations from “Gunmala” are done. In the tenth
Prasanga “Lila malas” are sung. In the eleventh Prasanga a “Bha-
tima” of the night time is sung. In the twelfth Prasanga which is
known as “Sevar- kirtan”, the “Gayans and the Bayans” i.e. the
singers and the players sing before the “Guru-Asana’’,” i.e. the main
altar, two Borgits in the ragas Kow, Kalyan, Suhai and Kedar with

- the accompaninment of Khols and Talas (cymbals),
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) In the thirteenth Prasanga, after doing all the preleminaries as
in the 3rd Prasanga of the morning time' up to the Jayapath, the
“Byah-Kirtan” is performed. -

In the fourteenth Prasanga i.e. the last of all, some books like
Kirtan, Dasam, Bhagavatam or any other written by Sri Sankaradeva
and Madhavadeva are read and explained to the devotees. Thus the
whole series of prayers come to an end at about 9 .,

Having found out the utility and uses of these gits, we will now
turn towards the method or the system that is followed in performing
these gits. These gits as we now find are sung under the following
form or style :

First of all a raga is sung which is popu!arly called “Rag-Ta.na
In singing a raga the form of the “ Dhura”* is shown first of all.
The * Dhura ” gives out the main outline of a raga. Inthe songs i.e.
the gits, it may be called the refrain of the songs. It is written as
‘“ Dhurung ”’t of a raga or that of the gits. And is popularly called
* Dhura (J30).” »

Next the portion of the ** Charan” of the ragais sung. It
resombles more the Antara of the raga, but the “Ojahs” in
 Ojapali dance” explain it to be a kind of invocation towards the
raga. They explain that whenever this Charan portion of a raga
happens to be sung, the raga is to appear automatically like a servant
after it. - . .

Next to them, the ¢ Ghata” i.e. a musical prelude with the
accompaniment of the Khols and Tals is given out in the tala
(timing) in which the particular git happens to be composed.

Next the meaning and the religious purport of the git is explained
before the devotees and the public. Then only the performance of
the git begins,

In singing a raga syllables such as @ara BRI T & aat
are used. The experts try to assign to these syllables high
esoteric meaning; the rootsyllables used in the singing of a raga are
HI-FA-AT ; AT means * Atman ” (Soul), “Na’ meaning  not
perishable ” ; in order to know the imperishable soul, one should
sing again and again the name of God through these ragas.

Generally we come across the following three forms or styles in
singing these gits, The main or the orthodox form is known as the
#Mul ”’ or “ Pathar Sur.”

* Dhura=Dhruva (1) (V. R.) t+ Dhruva-anga (?) (V. R.}
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the ’é‘:zs‘:?:niozze i]s3 known as.“Bhangani Sur” (probably from
( -‘Banj- to break’ and refers to the b
' . reak
icshir;‘g)ew :ln tl:fa style of: rendering in these Padas) and the thi:;
o la’s’ OPI‘{‘hI;)lf]l:allsSur." The  gits sung under the . form of
ul ”* or athar Sur” are performed in the si
that begins in the after.noon session at about 4 p Me eixth Frasinge
e ir;t:hls form the Dhura and the Charan of the raga -are sung
one tala‘r. a.not:,her. Next the git is sung in that original raga
and u:i which .they had been composed 500 years back. The
fouozznanth the (.hﬁ'erent padas of the git are always to be sung
Foll t;alg % strict I:UIGS and regulations of the particular ragas;
and te :,;.é 4 ar;d:xl'1 this form, though playing on Khols and talas are
104 , accompaniment with the gits, yet the si i
sb;xcjoll)ir to follow the inherent melody and rhythm zs accurzltrt]jer ,
possible.  Moreover only one man is allowed to sing in this sfyley "

I think the main pur i
pose of adopting such a style

! : .was t
tlixtf; devot;aes listen and realise calmly the tune and ymeaningoo;niﬁe
git 'vas also to keep up the purity of the ragas and talas i i
original form. ' - o Has in their
. Bh:‘lll]eaze.:c(énd form or -sty]e of singing these gits is known as the

Bh ]g 1 Sur.” 1In this form the Dhura is to be sune in th
grxfmaftraga;is anhd talas in which these gits happen to be corgnpos de
ut after finishing the portion of th e
: er Dhrun f i

*“ Ghata” is played and af ) E Pada

. : ) ter that the different ¢ Padg®’

: ads

:ci:;; :rgfa]:)owed to be broken up in different ragas and talas oIt;l ’f}h;e
8t of the changes occasioned by the Ghatas, the des;:riptic;ne
] S

of the ragas known as “ Ra i
: gamalitas
that of the preceptors are sung, " Bloty of some foly places or

I think this form or style of inter i '
: rpretation w i
;)irgeri l1]-,0 tr;:e\;e; tlhe monotony of the tunes of these gita:. a(;:)éx:-t(et(li]e;:
e e Ol:,h orh Pathar S'ur are more or less of & chantin
réspite On the ther hzmd the singer happens to have some sort 0%'
pbite betmeen & e changes of the ragas and those of the Ghat
style 1s adopted on those periodical occassions and festivals liise;

“Kirtans ”’, *“ Doul-festival *’
’ -festival ”’, and in th . .
known as the twelfth Prasanga, e regular night time Prasanga

The thi ’ i |
i :‘ K}:;;lg lfl'zxt-)xixnno:}s:g le of Allnterpretation for these gits is known
‘ ail-- system, In this style gj
w yle simple tunes .f;
adgl:(;ls ]ragas fand also the tunes of prayers from other :ourrom e
) , along with those ornamental portions from the origina.lc 9: la o
_ alas.
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1 think this style was adopted to please the general public with
those simple tunes and talas on such gay occassions and merry
festivals like the ¢ Bahag-Bihu ”, ¢ Magh-Bihu ” or in some religious
congregation of socio-religious character. But now a days the

own who have not got the least idea about the

people of the t
ying to dress

character of these gits and how they are sung, are busy tr
them gorgeously with these cheaper and sentimental tunes available

from the cinema, gramaphone ete..

These musical forms which those giants of philosephical thought
built for us, that aesthetic spirit of music which was derived
from a realisation of beauty they got from within, and made an
instrument to purify our heart and mind has all been now rendered
mechanical and mercenary and cheap. The humiliation and
degradation to which ‘man and art have gone down during this
20th Century are reflected in the present day character of these gits.
In order to please and satisfy the cheap sentiments of the people
at large, we have broken up that spirit of high devotion andvpurity
of thought that these gits had been able to give us once.

However inspite of all these changes and variations that these
gits have undergone and suffered, we may find the relics of the old
forms and styles of these gits in the Satras (Holy places) and its

surrounding villages.

Fortunately most of the Satra organisations and the Nam Ghars
happen to be in the rural areas and remote villages which are the
less disturbed part of our society. The farsighted policy of
the Vaishnavite reformers of old of entrusting the whole art of
the music of various types to the different sections of the people
with a frame work of socio-religious dicta binding upon them, made
it possible for them to keep intact the original forms and style of

this art.

. I shall enumerate here briefly a rough sketch of this art of the
music of the Sankari Age. 'The whole art of this Age may be sub-
divided into four groups the (1) Vocal Music (2) Instrumental Music
(3) Dances and (4) the Dramas, known as the Ankia-Nats.

Of the Vocal music we get the following (1) The Borgits (2) The
Ankia Gits (4) Jugal-Patal (5) The Ghosa-Kirtan (6) The Totai-
Abrittis and (7) lastly the singing of Namghosha and Kirtanghosha.
Besides these we get some of the Raga-malitas i.e. raga descriptions
which are sung after a raga is shown in its melodic form. Generally

30
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we have. the following ragus sung along with the gits and found
mentioned in the books* (1) Mahur (2) Kow (3) Kowri (4) Madhyali
(5) Payar (6) Sreepayar (7) Tur (8) Chalengi (9) Dhupali (10) Belowar
(11) Ahijr (12) Bayu-Mandali (13) Shyam (14) Shyam Gara (15) Tur-
Bhatili (16) Barari (17) Lalit (18) Bhatiali (19) Gouri (20) Basant (21)
Kedar (22) Tur-Basant (23) Sree (24) Dhansri (25) Suhai (26) Sindhura
(27) Kanada (28) Mahlar (29) Natmahlar (30) Bhupali (31) Kamod
(32) Purvi (33) Malachi (34) Patmanjari (35) Ramgiri (36) Gundagiri
(87) Gunjari (38) Pabaria (39) Kalyan (40) Manjuri (41) Chalani (42)
‘Sarang (43) Meghamandali (44) Devamohan (45) Sree.Gandhakali
(48) Marowar (47) Devajini (48) Akasmandali etc. Though the names
‘of some of the ragas are to be found in the Hindusthani music of
‘Northern India, yet some of the raga names are quite unknown and
unaccounted for e.g. the following ragas will necessitate some sort
-of enquiry about them.

1. Mahur 2. Kow 3. Madhyali 4. Kowri 5. Payar 6. Sree
Payar 7. Tur 8. Chalengi 9. Dhupali 10. Belowar 11, Ahir 12.
Shyamgada 13. Tur-Basant 14. Tur-Bhaliali 15. Malachi 15
Gundagiri 17. Ramgiri 18. Manjuri 19. Chalani 20. Devamoban
21. Sree-Gandhakali 22. Devagiri 23. Marowar 24. Meghamandali
25. Akasmandali and 26, Bavumandali.

We find that these gits, Bhatimas, Ghosha-Kirtans, dance, drama
.and playing on Khols etc., were divided and entrusted to the different
families and gronps of the people known as the Gayans, Bayans,
Pathaks, Ojahs, Sutradhars, the Shaymuha and (Udhasin bhakatas
or Kewalia bhakatas). It was their duty and obligaticn to perform
at the appointed days and hours and also on those periodical
occassions those selected portions that they had been entrusted with
by those Vaishnavite saints.

Instruments

The main instruments that are played along with the music of
the Sankari Age are the ‘Khols”, ‘Mridanga’, ‘ Bhortals”
« Manjari Tal”, “ Nagara” etc. These instrnments are mainly
used to keep up the time and so they are more or less ofa
rhythmic character. - .

The main talas i.e. time measure that uptil now have been
found out and collected are the following :—

* Original writings can be found only in the temple and are never brought
out. They are written in harks (Sachipat).
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Ektal-GF1®, Padi-9%, Math-#(3, Dharamjoti-atH7(d, Barjoti-
70Ifd, Unjoti-zemfy, Khanjoti-gazgfy, Barpeha;otx—a{q‘mrqm Bar.bi-
sam-TLITH, Saru.bisam-TEHTH, Pur-bisam AT, Ar-bisam-SRES,
Oolota-bisam-={&IdIAYH, Kharman-&TAT, Rakta Tal-T&a1® -Rupak-
¥9¥, Rupganjal-¥T&, Barganjal ..., Olotaganjal-S@2l....,
Thak-Tal - ZIFd(&, Brahmatal, Domani - 1H({7, Tinimani - [&f@a1iA,
Charimani-¥I{TANA, Gologarja-W@M...., Pach-pravesh-q19 I3, Ash-
tola @I, Birup—@€T, Dowaj~&al®, Charikhaniya Tal, Dashbari,
Chutkala Man.chowk-AiA¥(%, Durpad Thela, Thukam and Jhamal,

These,talas have gut three parts (divisions) for each one of them,

The (1) ** Mul Tal or Ga-man”. It is like the ¢ Theka” of
the present day talas. (Theka means —-—The matras of a tala, in one
round that comes again and agam)

(2) * Ghats’. These Gha.ts are used to finish every pada of a
git; so that a new pada may be commenced by the Gayan (Singer)
with the Mul (original) talas.

(3) Chowk. This portion is played when the whole git is made
to finish. There is alsoa portion called * Thela ”’, attached to the
Tal.

Again all these talas have got their separate ‘Bhangis”.
These Bhangis are played on Khols accompanied by a dance
movement with the tunes of some Borgits or Raga Malitas. |

Within these Bhangis again there are such portions called
** Mela , meaning spread out or open.

As regards the original or Mul tala, each tala is made up of two
or four rounds called a ** Jhor or Jhap ”

“An example of the tala Rupak when placed in the forms of
matras and bars is given below.

(1) Ga-Man Mul Tal:
|| 9% TR ) fag T ) arg fafg naﬁmll ﬁ'T‘{FHI aiF [l )l
g IR ||
M F | g R || 9 gt feg A
amEr fEar | fafg aE | A ssliss ss
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Here we have got two pairs i.e. four rounds of six matras.ez}ch.
Another form of the same tala current in a different Satra (religious

monastary) is like this :—

Mul Tal: .
- BT areR | 9% e || are fegr | TR Rl Il @l ss || [T s
Here we have got one pair ie. two rounds of six matras each.
The following is the Ghat of Tala Rupak:

Ghat: L .
Ug 9 || arty At | EE Al ) arer fEen | By feer || e Ee

aret faer || i s | O gl (LA @ i welr f&fE | & ss |

Given below is the Chowk of the Rupak Tala :—
Chowk :— . ) .

ferzr faet || GfT @l @l qre | arer f@zr | gl | Qe
TSR | I T | fEr @i | A e | Ag ss fj 9T g || e i i
I ar || 95 ss |l sS sS

Of these main talas we get some ornamental portions called
“ Rang.” Generally the word means colour but here it will be
different variations of beautiful type.

Apart from these main tala we also come across some of the big
rhythmical compositions known as the * Dhemalis 9@, We get
as many as twelve kinds of these Dhemalis. They are:— ‘

Rag‘ Dhemali—ﬂﬂ iimf”as, Khat Prabesh-&Z 534, Bat}g‘ Dllemali
-4 GWRs, Chor Dhemali-lT 341i&, Barpatia Dhemali-a%iar dutia,
Na Dhemali-7 99i{&, Ram Dhemali-U¥ A&, Bar Dhemali-T
. AN, Ghosha Dhemali-HA1 HAATNF, Guru Dhemali-T% 9a1f5, and Deo
Dhemali-Z3il 341 |1 '

There is also a Dhemali called ‘* Rag-Repani-Dhemali-Tid ?‘ﬁi
JATR5.” This is used in a particular dance called *Chali-Nas-5fe are.
Some of the Dhemalis specially ¢ Bar Dhemali’—3 1%, < Ram
Dhemali ’-yw 9mif@, ¢ Ghosha Dhemali’ -y gaifs, are regarded as
very sacred. They are played only on important occasions of high
religious festival that are marked out for their use. Because of its
high spiritual value and- religious importance, a single- Dhemali can
do away with four Prasangas i.e. items of prayers. It is told that
the composition, words and the styles have got such hidden meanings
“within them that only an adept in.the line can make them out.

PARTS I.Iv] - THE MUSIC OF ASSAM 157

There are some principles and a process of worship for the
remembrance and a realisation of the Self. Uptill now there is a
strong belief that the last mentioned Dhemali, named Deo Dhemali
when sung with the Meghmandali raga brings dangers to the
performer and to those who happen to listen to them. Dhemalis i.e.
the big rhythmical compositions are played with Khols and Tals
(i.e. big cymbals weighing some 7 or 8 lbs.).

About these Dhemalis, it is suggested to me by Dr. Raghavan
that there might exist some sort of affinity of form and purpose
between them and the * Nirgit or Sushka Vadya ”’ described by Sage
Bharata in his Natya Sastra’; they may also in some way or other
resemble the !‘Pancha Vadya” to be found in the temples of the
Malabur coast.

These Dhemalis have got their own * Ga-mans® and different
sancharas. ‘

Regarding the Dhemalis there is a regular form as to how and
when to play them.

Just before the beginning of a Dhemali, the Gayan i.e. the
singer stands before the party of the Bayans i.e. players on Khols.
The Bayans seated behind him (gayan) commences a portion of the
play called ¢ Baha-Chahini” je. a Chahini (a term applied to
the portion of the play) played while sitting. After that, all the
“Bayans stand” up together acclaiming the name of God called
“Hariddhwani-gge3fq.” They sing some passages from * Ghosha
i.e. prayer with the accompaniment of the * Thiya~Chahini” i.e.
Chahini to be played up standing.

After this the portion of the Dhemali begins. Tt is played by
the Bayans and Gayans with the help of the Khols and the cymbals
(big). Thus every Dhemali has got their different Chahinis.

Besides these there is a very important passage of rhythmic
composition called ¢ Guru Ghat’’ (a rhythmical composition played
upon Khols). It is played before commencement of any auspicious
function or form of worship.

All sorts of prayers and works ar'ey to be stopped while this
portion remains at play. The devotees know and regard this as a
sign of call-to their prayers.

The rendering of the play has got its four stages of development.
The first portion is called the preamble of the composition, finishing

with a ¢ Layani Ghat.”” The second portion that conforms to the
31
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Dhura and Charan of a raga. The third and the fourth; parts are
_called the dlﬁ‘erent portions of the sancharas. : .

As soon as the Layani- Ghat of the preamble. portlon ﬁmshes
‘the, Ga.ya.n (smger) gives out'the Dhura of a raga with the words
Hari Rama-Ram, and goes on continuing the same .along with the
_second part of the rhythmic composition (of the Guru Ghat)
repeating it again and again, : :

In the Charan- zxq portion of the raga too, the same portion
is continued and repeated, . Only when the raga is brought to an
end that the 2nd part of this rhythmic composition finishes along
‘with it. - Next.the third and the fourth part of the composition
known as the sancharas are plaved one after another and the
whole process comes to an end with a last Ghat. The whole thing
s accomplished by means of the Khols and the cymbals as is the
case with other rhythmic compositions and talas i.e. time measure
to be played upon.

Then we have got also the various rhythmical compositions for
the ‘Gayan-Bayan Nritya * ete.

E.g. In the Sri Krishna dance, Chali nritya, Sutradhari nritva,
Khala nritya etc. different varieties of composition are found to be
adopted with those different kinds of dances.

Ankia Nats

The term Ankia Nat (SFVI(1Z) denotes those plays that are
composed by Sri Sankaradeva Sri Madhavdeva and the Valshna\a.
priests of the province of Assam.

The term “ Ankia” (3%171) may be related either to the Sans.
krit word (31%) meaning an “act’ or the Sanskrit word Angiya
() pertaining to the Angasi.e. limbs. signifying the employ-
ment of Anglkabhmmya the former is more likely, as these Nats are
all plays in only one Act.

The Ankiya Nat.is known also by the well known name Yatra,
as also by the name Bhawana (3[97) meaning depicting Bbavas or
sentiments. As Dr. Raghavan has pointed out in his article on
Yaksha Gana, we get a. similar type of Nat composed by Poet
Umapati of Mithila, thev“ Pan]ataharunam * in Banskrit, which is
also in one act only, and whose songs are in the Maithili dialect. The
most important feature of these Ankia Nats of Assam is to be seen
im the play ¢ Clhnayatra »” vvhere, for the first time, we meet with a
pamted scenic background m a play. These were painted by Sir
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. Sankaradeva himself who took a main part in that enactment of the

play itself.

In these Nats we get vocal'and orchestral music and dance, and
acting and dialogue, all combined together into a harmonious unit.

In an Ankia Nat, the players have their own speeches to speak
in a dialogue form, in addition to a particular set of dance with which
they enter and act. For e.g. in the Rukmini Haran Nat we find the
Sutradhara describing the appearence of Rukmini thus on the stage -

Sutradhara :—*¢ ana SIS T Tl G FFEN qET 53T TIFEN
T[T T TFQIA B &F

These Nats like the other branches of the art are purely of a
religious type. They are meant for propagating religious culture
and educating the people of the province with the sacred tenets and
stories of the Vaishnava cult. '

The language of the Nats is a mixed one. It'is Assameée and
Brajabuli mixed together. The later is a type of the Maithili dialect
spoken and adopted by all the Vaishnava priests of the country. It
was a sort of religious lingua franca at that time. It was also
popularly called Brajabuli, since the cult of Lord Sri Krishna had
much to do with ¢ Braja’ or *Brindaban’. ¢ Buli” or “Bol”
means the word or a ldnguage It was adopted to attach a religious
aspect to the art.

In these Ankia Nats we get three types of compositions. First
the slokas vomposed in Sanskrit, then the Kavyas or the lyrical
compositions in the shape of Bhatima, Pada, Payar and Gits (known
as the Ankia Gits), and last the Kathan (F47) or the prose portion
in the form of a dialogue. -

Before che beginning of a play a group of musicians who are
called “ Gayan and Bayan” play a rhythmic orchestral composition
known as the * Bar Dhemali ” (described elsewhere). It is played
with the accompaniment of the Khols and cymbals, like the * Keli
Kottu” of the Kathakali played upon the ‘Suddhamadal and
Chendai.’ . It corrésponds with the ‘ Nir-gita or Asura Vadya”
forming. the external instrumental music of a Purva Ranga of the
Sanskrit darams described by Bharata in his Natya Sastra.?

After this a prayer in Sanskrit sloka which is called Nandi is
recited by the Sutradhara along with an introductory verse on the

1. 2. See Dr. V. Raghavan, Kathakali and other forms of Bharata Natya,
the Triveni,Vol. V1. ii. pp, 147—117Q. : : -
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theme of the play. The prayer or Nandi given in the Kaliya
Daman Nat composed by Sri Sankaradeva is given below along with
the introductory verse of the same :-

' AR AN IREIATg RS TS,

FRAAESeEag | fiaral g7 |
D S AL AT C LR A CC A AR
F7 A (90 THEATH EqATEAE A ||

The introductory verse :~
T REilgeuesahiel g 9@
TS yeEHaEEs ) gwet.... )
FARIR TETRETETTAE 98 STl
qEq ANFEIRAY [gq FT-007 (7T A4, ||

Next the Sutradhara anrounces the theme of the play and
requests for attention both in Sanskrit and Assamese ;-

WAl I T 990 YT a9 T FGERPIATAT [Haiad |)

Then a Bhatima giving a full description of the other activities
of the hero is sung, and again the Sutradhara.announces the theme
of the play requesting the attention of the audience.

The Sutradhara is then seen to discuss with his associates, on
their hearing some instrumental sound from above. The assaciates
reply that it may be the sound of a Mridanga and a Flute. Some-

times they reply it is the sound of a Devadundubhi* ( ¥3gzw) -

Eg. (s 07 a0 g7 419) Ay 541, 7 arq gy 2
g1 —T/, gEE AN gE | W [Wen mwe )

Then the play begins with the usual theme as the associates

exeunt. The Sutradhara is the only person who always remains on
the stage throughout the whole play weaving and connecting the
different portions through some Sanskrit slokas and explanatory
prose version of the same in Assamese. He announces the appear-
ences and.the roles of the players, and explains the various incidents
clearly to the public.. That is to-say, the whole play depends upon
the expertness of the Sutradhara and his alertness.

At the end of the play slokas are uttered, begging excuse for
flaws of omission and commission seen in the play.

*All this-closely follows the Amukha of & Sanskrit drama.—V.R.
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E.g.
: 3o FNFTRAATH AT F FOLAT |
I ~JAreE 0 gRdi WA T |
qAH: FO(Y RET HIACT A 9 ¢ |
THIR(FEINT GEIa317 zAd ||
After this a Bhatima called “Muktimangal Bhatima” is sung
with a piece of advice to the listener as to how best he could realise
the way to God, along with other religious matters. )

These Ankia Nats are even to day very popular with the people
of the villages and the ger.eral public. They are regarded as very
sacred. It is also customary on the part of a Satradhikar to write at
least one Ankia Nat before he can claim for such an honourable
position and place in a Satra (religious monastery). The Nats com-
posed by Sri Sankaradeva that have uptill now survived are the follow-
ing:— (1) Kaligopal or Ras-Anka

(2) Kaliya Daman

(3) Ramvijay or Sita Swayamvar
(4) Rukminiharan

(5) Parijatharana and

(6) Patni Prasad.

The Nats composed by Sri Madhavdeva are :—
(1) Arjunabhanjan or Dadhimathan
12) Bhojan Vyavahar
(3) Bhumilotowa
(4) Pimpara Guchowa
(5) Chordhara
(6) Kotora Khelowa
(7) Bhusan Herowa and
(8 Ras Jhumra.

Besides these there are other Nats too composed by the Atas
(disciples appointed as teachers by Sankaradeva) and the Iater
Satradhikars. ‘

Dance

In the dance section we find mainly two types of dances
(1) the “Ojapali” and (2) the * Gayan-Bayan Nritya'. The
former is entrusted to the family of dancers known as the Ojas and
the latter to the family of the «“ Gayans ” and ¢ Bayans .

Of these two types of dances, the Ojapali form adheres to a

very elaborate system of its own.
32
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Ojapali :—First of all I shall briefly put here the method that is
adopted and followed in depicting this type of dance. It is per-
formed by not less than four members of a group. Generally it
consists of ten to twelve members in a party. The leader of the party
is known as the Oja. The Oja here means the leader of the party.*
The next man of importance performing a very difficult role is the
¢ Dainapali ’ the exact meaning of the word is difficult to be followed.
However, it may be suspected that the word *¢ Diana’ may be a
corrupt form of the word ‘ Dahina,’ that is, Right—E.g. “Dahina
Hasta,” that, is, Right hand. So it may mean in that sense an
:important member of the ‘Pali’ group. The word Pali may come
from the word 4@ that is, a turn. (An Assamese word.) Thus
when we say that it is your turn to do this work, we use the word
*Pal’ for the term ‘turn’. Hence the word Pali may mean, one
who is to do his turn, that is a helper.

The Dainapali serves as a link between the Oja and the rest
of the Palis. He is mainly responsible for keeping up the links
and continuity in the various stages and changes of the show, when
the Oja explains through the hand poses (Mudras) some story or an
event and the Palis through the songs and rhythmie variations help
him to clarify and beautify the meaning of the story before the public.

As a prelude to the commencement of this type of Ojapali
dance, the Oja first of all sings the ** Malita-Wif&al ’ of a Raga. Then
he illustrates the very raga with the help of the words such as —Ta-
ne-na, He-re-ri, Hore-ta-ne etc. Then in that very raga the Oja
sings a “Guru-\vandana-ﬁﬁm ”” or a sloka. Generally the sloka
“ FEO AGATT AR AEHAIY F | FRWGFAT TEET A6 9 - is sung
along with the hand-poses. At the end of the sloka a Borgit of devo-
tional type is sung, and the meaning is explained by the Oja by
means of the band-poses and the movements of the body.

The Dainapali and the Palis keep with their feet and the small
cymbals the various rhythms and movements that go on changing
along with the tunes and the meaning of the Git. In these points of
different changes and shows that the Dainapali comes forward and
effects a harmopious cooperation between the songs and the rhythmic
execution of the Palis and these various side steppings, general body
movements and the "hand-poses that are adopted by the Oja.
Generally, though the Dainapali remains at the front of the Palis,

. *Oja and his further diminitive Jha are corruptions of Upadhyaya mean-
ing teacher.—V, R.
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yet he is to be seen moving very often near to the Oja and that of
the Palis. '

At the end of the Borgit a passage of music called the
“Diha” is sung (the word ‘Diha’ might have its origin in the
word “ Disha-fZ3T ", meaning a way or a mears; that is, from the
word * Dish-f&&’ or direction.) I place here a portion of the Diha
that is sung while depicting the ten incarnations of God popularly
called ¢ Dashavatar’,

The Diha runs thus:—*“ S §& & TX g 90 ¥T| % g3
qrEar 23 €Y "—meaning ¢ Sing the name of Rama and get a
picture of the same within your heart. This is the way for your
salvation and Truth’.

As scon as the Diha portion is sung, the Oja begins with the
“ Dashavatar of Vishnu . First he begins with the ¢ Ghosha ” and
the *“pada” of a prayer, the first incarnation of Vishnu, that is,
Matsya “ #®] £9 " and then explains it by means of the Mudras.
After that the Palis repeat the same ‘Diha’ and the Oja begins
the next ‘Avatar’. In this way the ten Avatars of Vishnu namely
(1) -Matsya, (2) Kurma, (3) Varaha, (4) Nrisimha, (5) Vaman,
{6) Parasuram, (7) Hali Rama, {8) Sri Rama, (9) Buddha, and
(10) Kalki are described and depicted by the Oja while the Palis
go on repeating their ‘Dihas’. These oft-repeated Diha portions
between the various Avatars give a certain amount of rest to the
Oj» as he is to perform a very tough job by combining in himself
the role of a singer, a dancer and at the same time a commentator
to the general public. By the word rest, it is not meant here that
Oja completely detaches himself from the general strain and the
rhythmic movement kept in the background by the Palis.

But, during the time that the Palis repeat the Dihs, the Oja
comes back to the group of the Palis and joins them in their general
strain and rhythmic movement (of course without any kind of
vocal-demonstration) and prepares himself for the next part of
the show.

As soon as the Palis finish the portion of their Diha, the Oja
darts forward by singing the next pada of the story of the Avatar
describing the incident. By means of the Mudras and body move-
ments he again clearly explains it to the public, This process is
thus continued until the ten Avatars of Vishnu are completed.
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In explaining the Padas that describes the incident or the story
of the show the Oja adopts two methods of illustrations :—One
in poetic order and the other in a prose order, which is also
known as ¢ Kathan-#47 ",

First he sings in tune the poetic form of a pada under a rhyth.
mic movement while an illustration of the same is given by means
of the mudras, E.g. the pada:

q49 S H &Y @A (0 S -3

/A AR FO qIITT (S O a8Ezd g1
47 AT F9Sq 7| WIS A

I 0 IR W AGE (Q)

After that the Oja breaks up the tune and the poetic form into a
prose order and a speech, laying more stress on those separate words
and the mudras that explain them.

This method proves very easy to those who could not at first,
through the poetic form and its melody, get at the ideas and the
different signs of the hand depicting them.

Having finished these ten incarnations of God, an “ Akhyar: ”” or
a story either from Mahabharatha, Ramayana or Purana such as
‘ Rukmani-haran ”’, <« Haradbanurbhanga *?, « Ramvijay ”, or
“ Kirataparva ” is sung and displayed by the party.

Before the commencement of the story or the akhyana as it
may be called, the  Malita’, ¢ Dhura,’ * Charan’ of o raga is sung,
then the Oja gives out the Diha of the story to be repeated by the
Palis when their turn comes. The Oja then goes on singing some

ten to twelve padas of the story after which he changes it to the
‘ Banas-a1AT .

~ In Bana the tune is changed. Taking the last word of the
various Banas, the Palis illustrate the tunes of the raga with some
qf the Solfa passages, while the Oja goes on changing the Banas
one by one depicting and illustrating the story at the same time by
means of the handposes and the various gestures and movements.

Having thus continued for seven to eight Banas, the Pali gives
a turn to another.raga.

Then the Oja gives out the ‘Kathan’ of the story so far sung
with the Diha, padas and the Banas. :

: - 65
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Having finished his Kathah the Oja gives out the Dhura of
anetber raga and begins the other types of the Banas. . Along
with the Banas such portions as ““Jhuna” is also sung. I.t. is used
in such circumstances so as to denote a happy mood, rejoicing ete.

Having changed and continued the ragas and the . Banas for
some seven or eight times the story is made to finish by means of
the Banas known as the “ Thaka-Bana ”.

In the end a portion called TUpadesha”, i.e. advice, is sung,
such as how to follow and respect the teachings of God. Thus the
whole process comes to an end.

Here it may be remarked that this Ojapali dance bel?ngs to a
Pre-Sankari Age and as such we find the name mentioned in some of
the early works of the Assamese literature.

Furthermore Assam, that is, the ancient kingdom of Kamrup,
was never lacking in its art of dance. Reference to its culture and
development can be had in the Mahabharata and Puranas.

From one of the stories there we come to know that Goddess
Parvati, the wife of Lord Siva, taught the art of dance to her friend
Devi and Chitralekha, the former the daughter of the king Banasura
of Sonitpur kingdom, now known as Tejpur in the District of
Darrang, Assam.

Chitrangada a princess of Manipur (Assam) and the mother .of
that famous hero ‘¢ Babhruvahana’’ at whose hand the great warrior
Arjuna, his father, was killed, was also an expert in the art of dance.

Next we find Sali ¢ Behula”, who could bring her dead husband
back to life by means of her dance that pleased the assembly of
the Gods.

Even the Goddess Kamakhya is said to have danced in her
temple, and when betrayed by the priest Kendukali to king
Naranarayana by stealthily showing it to him, cursed and bad
his head severed.

Therefore with a long tradition in the background regarding
this art of dance, Ojapali might have had its evolution before the
advent of Sri Sankaradeva. But it will also be safe to infer that
Sri Sankaradeva might bave been somewhat responsible for the
present set up of this type of dance that is found only in the
Satras, that is, monasteries.

With referonce to this type of dance (Ojapali) it may be
mentioned here that an Oja named “ Suchand” son of ‘* Swachanda
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Rai Oja ” translated into the old Assamese language a treatise of
dance named * Sri Hasta Muktavali ”.* S :

This happens to be written by one Subhankar Kavi, In 1he
gecond sloka of this treatise we find his name mentioned in
this way :—

¢ Dhibandhur gunasindhudurdharataro gadhahvagadha-
sphurat- ‘
Jyotirnatakanatiko’tivia]asatsangitavidyoddhavah

Dhirambhodhikalanidhirvimalayan Sangitamukatavali-
Sammodaya Subhankaro vitanute Srishastamukiavalim ”,

Again in the fifteenth sloka of the book he is mentioned thus :—

¢« Asamyutanam hastanamuddesah kriyate’dhuna
Subhankarena Kavina nanabhinayasalina ”’.

"' About the time and the place of the author or asto when and
where the book was written no direct evidence can be had from his
work. From the sloka number nine-bundred and twelve we find
some sort'of connection between the author of this book and the
people of Usinar, and most probably he was of a place of that name.
The sloka raps thus :— Ye Ye hastaka.sastragna usinara mahattaram
T¢’ nugribnantu paramam muda madbharatimimam 1 7.

From the sloka number 539 and 911 we come to know that what
he had written in this book can be found approved of by Bharata too ;
moreover he maintains that after carefully going through the varjous
treatises of music, this intelligent book had been written by him.

Sloka No. 539 runs thus :—

Yatra ye ye maya proktas ta prokta Bharatadibhih
Aparetarajajiang (?) nicha hastam vinirdiset

and the sloka No. 911 is this: —
Yatnat sangita-sastrani vilokya nikhilanyapi
Rachitam Bharatimetamadila (2) vichakshanaih

He mentions in the sloka number two huudred and one that he
himself léearnt and wrote this treatise under the influence of the
famous poet named - * Kavi Chakravaiti,” and is so confident of his

* This MS of the Hastamuktavali with'Sri Das is a very valuable one, as
only one MS. of it has been known hitherto in private possession in Darbhanga,

and that too incomplete, extending upto the Mrigasircha hasta. I compared
the work in many places with Bharata and found it very useful, and n-

teresting especially in the variant forms and additional applications given by

" it ; and the Assamese gloes makes the Ms. all the more useful — V. R.
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book t}}at he promises to make one proficiént in the language of the
hands if he would carefully go through the work for a month.

The slokas are .—
Bikshyata kavi.chakravarti-padavi-sangena sangitavit
Saflkhangi rachana nitanta chaturaty sartaka lilakarah [
Srimanesha Subhankaro vyarachayat srihastamuktavalim
Tatrayam byaska manmanoharatarah khyatah patakakarah ||

The other sloka, is :—
' Masenaikena hastajayah karaniyo jano maya |
Iti pratijpam kurute hastamuktavalim swayam ||

As in books of this class, here too we get three types of hands
(1) Asamyukta (2) the samyukta and the (3) Nritya hasta.

The Asamyukta hand has some thirty varieties, the samyukta
fourteen and the Nritya hasta twenty seven. The following are the
Asamyukta vaireties (1) Pataka (2) Padamkosa (3) Hamsé,sya
(4) Sthala padma (5) Tripataka (6) Kartarimukha (7) Mushtika
(8) Shikhara  (9) Ardhachandra (10) Sarpasira (11) Suchimuka
(12) Arala  (13) Sukatunda (14) Sandamsa (15) Kangula (16)
Urananabha (17) Mrigasircaka (18) Hamsapaksha (19) Tamra- .
chuda {20) Chatura (21) Mukula (22) Kapittha (23) Bhramara
(24) Kadamba (25) Krishnasaramukha (26, Gbronika (27) Simhasya
(28) Ankura (29) and Tamtrimuka.

The. Samyuta varieties are:—(1) Gajadanta (2) Kapota (3)
Vardhamana (4) Anjali (5) Nishada (6) Karkata (7) Utsanga
(8 Avahittha (9) Swastika (10) Dola (11) Pushpaputa (12)
Marala (13) Makara and (14) Katakavardhamana.

The Nritva Hastas are:— (1) Kesabandha (2) Nitamba
(3) Rechita (4) Ardharechita (5) Chaturasra (6) Udvritta (7)
Palluva (8) Pakshavanchita (9) Lata (10) Natmukah (Talamukha ?)
(11) Swastika (12) Viprakirna (13) Aviddhavaktra (14) Suchyasya
(15) Arlalakatakamukha (16) Rakshyo (Vaksho?) mandali (17)
Urasparsvardhamandali (18) Parsvamandali (19) Urdhvamandali (20)
Mustikaswastlika  (21) Pakshapradyotaka (22) Karihasta (23)
Kundapakshya (24) Garudapakshya (25) Alapadmonnata (26)
Uttanarechita (27) Nalinipadmakosa.

 Of these seventyone types of hands, each hand stands for
various objects and their different states. Thus pataka hand alone
stands for twohundred and twelve objects under various circums-
tances. A few example of them are given below :—First a pataka
hand is described like this :— :
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Prasaritagrah sahita bhavantyangulayo yadi |
Kunchita kinchidangusthah pataka syat tada karah ||
This pataka hand when touching the forehead is made to come
down along with the head, denotes a king, a nayaka or a master—
‘Pataka bhala-samlagnachesna mechhirasa saba | Subhankaro
bhanatyesa Nripanetari bhartari,’
Again’ if this pataka hand is taken near to the ear it denotes a
sleeping state ; to the nose, vismaya or astonishment, DA B

foreny it L.

If both the pataka hands are taken mnear the hair it denotes the
arrangement of hair. If they are (sideways) placed on the cheek and
the eyes are lowered and turned sideways it denotes shame.

If the left pataka band placed on the chest, and the right in the
front then it denotes prohibition. In this way we get hundreds of
a.pphcatlons out of these seventy-one types of hands.

More over in the cas- of some hands, the author gives a double
form of expression. Eg. the Ardhachandra hand and tbe Kartari-
mukha. The author gives these varieties to show that we may use
the appropriate hand to suit the occasion,

The Oja too in translating the book took a great care to see
everything in a perfect order and often used his own experience and
skill to explain some of the slokas in an exhaustive way. Thus in the
description of the ‘“ Kesubandha’ hand we find like this,

 Kesapase viniskrantau tatparsve champaksthitou (?) |
Tripatakau Yada hastau Keshabhandastada matah |

If both the Tripataka hands are separated from, and again
placed near the hairs, then it is called a *“ Kesabandha Hasta.”

Here the Oja gives some of his own directions  First of all he
says that if both the Tripataka hands are just given a light push
and a stop near both the ears and raising a little high separated
and brought back in the same fasbion near to the hairs of the ear it
becomes a Kesabandha Hasta.

Next he says that if both the Tripataka hands are taken artisti-
cally from the portion of the forehead to the back, turning them over
the shoulders again and again then it is called a ** Kesabandha
Hasta .

- The third form is like this, Here both the Tripataka hands are
moved forward from the portion of the forehead and brought
back again to their own position. Then they are taken back over
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the shoulders in the flat position and brought back again near the
ears. From the ears they are separated sideways and brought back
to the portion of the forehead. This is also known as Kesabhandha,
This hand has been cited here because the other treatises of dance
use the Ardhachandra or the Pataka hasta for it. We may see
ourselves whether to tie a knot of the hair, this kind of Tripataka
hand is not a more appropriate one. So far we see that the Oja in
translating this book did take great pains and care to explain the
slokas and their meaning in a very simple style in the language of the
province {Assamese). Moreover he elaborately explains the meaning of
each of the Mudras and their uses in varied and different circumstances,
so that even lay men could understand his directions. Perhaps it is
for this reason that the dance of the Ojapali had become so rich in its
style of depictions and expressions through the hand-poses.

Regarding the second type of dance which we may conveniently
term as the ‘ Gayan.bayan Nritya,” we find types of them like
Chalinas, Jhumurnas, Krishnas, Nandanas, Sutradbari Nritya, Ras
Nritya, Pravesh Nritya, Khola Nritya, Kaliyadaman Nritya etc.

This dance is more or less of a rhythmic type and depends more
upon the steppings and rhythmic executions played upon the Khols.
Vocal music remains totally absent and the band poses are not so ela-
borately used as in the "Ojapali nritya. The dances totally depend
upon the big rhythmical compositions played under the different
forms and layas. Whereas in Qjapali we get the full picture of a
story with the vocal music in the background and described by the
Mudras in a very clean and perfect manner, this dance can satisfy us
only with its smart footwurk, graceful rhythmic movement and that
perfect command over the different time-measures,

Here I could give only a very meagre idea about the dance and
music of a school so old as the present one which has been, besides,
sinking very rapidly in the last sixty years. Nobody has uptil now
tried or dared to touch it, either for improvement or a reorientation
of the system and the work that huve been handed down to us
from that greatest Saint of Assam. '

Naturally therefore it becomes impossible to measure to what
an extent we have had to lose because of this attitude of us, as
the experts of the older generation s]ipped out one by one.

However, we cannot also deny that only because of this rigid
view, the Satras have been able to keepso much of this ancient
tradition in tact. I think it will be a matter of surprise to many to
hear that such kinds of dances exist in a land which is known only

34
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by its * Manipur Style”. No doubt we are proud of our Manipur
dances and also glad that it has come to occupy a dignified place in
the group of the Indian dances; yet it will be a matter for pity
and shame to neglect these * Satriya Dances” that have got such
an old tradition and scientific background behind them.

The reasons for these Satriya Dances being known so very little
may be found out from some of the following points.

1. First of all the Lama-like seclusion of these Satras and their
activities in a far off corner away from the maddening crowd tended
to a disinterest amounting to a neglect by the people living in
the towns.

2. Secondly the failure of the outsiders to take a first hand
knowledge about the condition of the province regarding its art and
culture proved detrimental.

3. Next the undemonstrative and careless nature of the national
character and mentality of the Assamese people under a nature’s
dreamy atmosphere with that notorious go-slow movement in all her
efforts has kept everything in dark.

4. Last of all, Assam is the youngest member of the Union
who remained a separate and an independent Kingdom till the
Yandabu pact and did not bring herself so much to the notice of
her elder members; it is only the second world war and the recent
earthquake that have created some interest in Assam,

Therefore I think I shall not strike a wrong chord by

concluding with the feeling that it is naturally painful to see that”

these dances like the other arts of the Sankari Age are gradually
sinking and fading into oblivion under our very eyes; the loss is
not only to the province of Assam alone, but to the whole of India.

We shall now turn towards a comparative study of this musie.

of the Sankari Age with that of the present day Hindusthani form of
musie,

(1) In the first instance we find that the style of composition
of the Gits differ from the style of composition for the songs of the
Hindusthani music. Unlike the parts of *Sthayi,” *Antara,”
“Sanchari” and ‘““Abhog ” in the songs of the Hindusthani music,
we find here * Dhrung ’ and those different parts which are known
as the ““ Pads” in the Gits.

(2) The Tals that are applied to the songs of the Hindus-
thani music differ totally from the *“Tals” that are used here along
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with the Gits. They differ not only in name but also in their
rhythmical variations and constructions.

(3) The various styles of interpretations of these Gits differ
totally from that of the songs of the Hindusthani music. (This point
has been illustrated already.)

. (4) Though some common Ragas are to be found in both the
Gits and the Hindusthani songs, yet we do come across some of the
Ragas mentioned in the Gits that are not to be found in Hindusthani
music. (These special Ragas have been mentioned before.)

(5) Again the methods of illustration of these Ragas in the
Gits accompanied by a “ Raga malita >* is different from the method
of illustrating the Ragas of the Hindusthani musie.

Besides the above mentioned points, our further points for
consideration will be whether these Gits could be a part of the
present day Hindusthani form of music, which is a mixture of the
Indo-Islamic features.

In this connection it will be worth while for us to remember
that Mahapurusha Sri Sankaradeva wasone of those Vaishnava saints
who appeared all over India at that period to safeguard the cause
of Hindu religion, art and culture against the foreign domination
and influences upon them.

We may also mark that it was an age of renaissance and
reformation for the Hindus with regard to their own religion, society,
art and culture,

Naturally therefore a question may arise whether these Gits
could belong to a system which is a mixture of the Indo-Islamic art
and culture or form a system keeping to the ancient heritage of
Hindu art and culture.

The next point of importance to be considered is the fact that
this Vaishnava saint was patronised by a very learned and highly
religious Hindu ruler in the person of the king Maharaja Naranarayan,
King of Cooch-Behar of ancient Kamrup, now known as Assam.*
HIS court was adorned and surrounded by a large number of learned

* I‘rom hlsfory also we come to know that both ' Malladhwaja’
and ¢ Sukladhwaja ' were studying at Benares when their father, King
Biswasingha died. They had to hurry to the kingdom of Cooch-
Behar as one of their brothers (Narasingha) usurped the throne. The
latter fled to the kingdom of Tibet on hearing of their approch, and
Malladhwaja became the king of Cooch. Behar, (Kamrup), under the
name of Naranarayan.
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Hindu pundits of the province and also those coming from outside,
who fled to thix Hindu asylum with their religion, art and culturef.
Naturally therefore we may draw the conclusion that in this art
there are unsullied elements of the ancient tradition.

+1In one of the Bhatimas* composed by Sri Sankaradeva himself
we find that those Pundits, Musicians and Dramatists who came
from the west to the courts of this Hindu King were given horses,
blankets and silver to their heart’s content.
Bhatima :—
“ARE AqITH qi=38 2@E
7d Fd qived AT |
H1zF FA9S agd &a
g wgfe arg ' )
This clearly shows a culturallink existing between the western

part of India and Assam. It is said that for this reason his fame
spread far into west.

“ gl Ao T qiFE |
w7 Jafa® &9 uiear #&d ||
qrar HiZE T3 AU |
qIZ G 497 07 (T2 ||
And when the ‘ Badsha,” heard of his fame, his officers were
ordered to prepare for a war at Gadaraghat:—
T @9 90 F§ 958 A |
A& I qITA0 G5 ||
IH aF AT G S |
qfg FR SERT-91Z AT § ||
Under the above context it makes us safe to presume
that the art, culture and literature that thrived in this kingdom

" was surely of an unmixed ‘type -of the ancient Hindu form, and
naturally music too-must have been that of the ancient type.

*The word * Bhatima may mean the descriptive and prayer song in
praise of God, kings, and heroes sung by the ¢ Bhats’-(§Z). The word
‘“ Bhat >’ has been explained in Sangita Makaranda like this :—

afmmrg EERECD(N
TSTMAGRITALAT : |
CERERIEES IR
AT AN W T ||
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Like all the Vaishnavite reformers of the country Mahapurusha
Sri Sankaradeva too realised the efficacy of purifying one’s mind and
body by means of prayers and devotional music. The Sastraic
injunctions from the Vedic times up till now remind us that one
should nct commit a single mistake in the execution of a Raga and
a Tala performed in prayer. The belief is that any mistake committed
in the execution, (of a prayer) forebodes ill to the person and the
cause for which it is done,

As regards  Dhrupad,” the oldest form of our present day
Hindusthani music, which evolved within the last five hundred
years, our Vaishnava saint might not have been aware of its existence.
Supposing that he could have been aware of it, I doubt whether
instead of choosing some ancient forms of religious music as the
nuclens for the music of his Gits, he would have selected a species of
songs that found favour in court life.

Not the least in importance is the fact that when all Indja
except some portions of the Sonth went under the domain of the
Moghul emperors, Assam i.e. ancient Kamrupa managed to retain
its own independence along with her ancient culture and ountlook of
life, unchanged and uninfluenced, under the Hindu monarchs till the
advent of the British. So it is very probable that these Gits may
be an unique piece of the old Hindu art, considered lost elsewhere,
but in truth taking its hitherto unnoticed refuge in this part of
the country.

Leaving the various stages of development and changes that
oceurred in the history of the songs, we know about the existence
of a species of songs called the ‘ Prabandhas,” before the style of
Dhrupad came into its existence. In the Sangita Ratnakara written
by Sarngadeva in the latter half of the 13th century we do not find
the name of Dhrupad mentioned anywhere. The people of the
time sang an altogether different kind of music known as the
Prabandha, Vastu, Rupak etc. A full description of the Prabandhas
and their various types can be found in the same book. The Pra-
bandhas of the poet Jayadeva who flourished about the 12th century
A. D. are even today very popular throughout the whole of India,
though unfortunately nobody is able to sing: them in their original
Ragas and Talas. ‘

Is it not likely that a study of the style of the music
of the Sankari Age of Assam i.e. ancient Kamrop may throw
ight on ancient Prabandha singing 2
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Let us first of all have a comparative study of the Gits of the
Sankari Age with that of the Prabandha music of the old.

Given below are specimens of each, a Prabandha and a Git:—

Here is an example of the Prabandha composed by the poet
Jayadeva in the 12th century.

gaEduT-aRaeral M 1|

FagEaa-ieFoyldagaaqard |
¥ogoalrgusoneanosyin: Faaae ||
gRRE g fefaf fedd Fedd | ()
qiAgERaRe g iy aunE |
itepteiiGRIR ki KWL

......
.............................................

....................................
.............

NI ARG AFTAF BT, |
gz sfed fadig garta 2o ||
Here is an example of a Borgit and an Ankia Git composed by
Sri Sankaradeva in the early part of 15th century.

M - A2t | @arE |l

7 7 q2F FEEE J-93 91
Aaurifes - Far | '
a F fafg fagntai, wFid 95 95 aar || o
0z
I A oS ST
Tg TR TEEI |
HESIA, FT QA<
T T8 A ||
fafg fER  BaRE arg
gl qerm |
oY 2 g i e
digaas aEamEh | o
Jq FIfg Arad 9gR
T gEfT gEanai |
7 T W T
TEL O ARSI ||
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© An example of an. Ankia Git
HF — F : FOEIqERT B qenq aree |
AFFIFAGIT : Saga g« 9Aq ||

faqs — a1 qre — wHar ||
qqIg A1 AMFE A |
€T 4o ®Y GNET || g
G [

9 T 999 FF 9 |

&R ge7 a7 iwee famia ||
I &\ d7F dig Q9N |

AMET Fg T FIR g ||
T G A P fEE |

FE TIFT &R ras ||

From the above comparison of a Prabandha and the Gits we
can see the following points of similarity between them :

First of all both the types of these songs are known by the
name of the *“ Git .

In each of the Prabandha and the Git the name of the particular
Raga and the Tala used along with them are mentioned.

The first stanza of each of the Prabandha and the (it is known
as the Dhruva and Dhrung. Dhruva and Dhrung mean the same
thing.

In the last stanza of both the compositions, the composer’s
name as the servant of God is mentioned.

Most of the Ragas and Talas are the ancient ones.

Besides these we find the name of the poet Jayadeva closely
associated with various works of literature and social life, of the
province of Assam. Tt is to be found that almost all the Vaishnavite
reformers had some sort of inspiration from Jayadeva, and his
writings and therefore it may not be unlikely if Sri Sankaradeva
too might have been influenced by him in his works.

(1) 1In one of the Raga Malita (Raga descriptions) we find the
name of Jayadeva mentioned like this—-
“ S Ty fid gy are ur )
IR arfear &1 g1 qe w7 ' )

------------------------------------------
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‘“Jayadeva sings his Git with (* Tala”.cymbal) in his hands ; so
I speak of the Malita (description) of the Raga and listen
attentjvely *, 4

(2) It is said that the composition of the Borgit :

O R AT E oy swe wg @
913 qrefy 77—

was written by Mahapurusha Sri Mahadeva in the temple of
Puri under the influence of the idea of Jayadeva praying to Lord
Jagannath for his “ Darsan ” when the priest of the temple debarred
him from a visiting the same.

{3) The idiomatic use o
“ YT FF/ 7’ denotes a
cannot be refused.

f name in the Assamese language namely
prayer or supplication to the degree that

-(4) We fi.d his work—¢ Gita Govindam ” ‘translated into the
old Assamese language of the province. )

(5) Similarity of ideas between the work of Jayadeva and thag
of Sri Sankaradeva can be found from the following passage of a
“Muktimangal Bhatima *’ composed by the latter in the Nat (drama)

named Keligopal or Ras-Anka ; compare poet Jayadeva describing the
ten Avatars.

Description of ten avatars in
by Sri Sankaardeva :——

HTET THATH G R AR |
FEREY GIWOR A9 410 9ies ||

I & EOARRIR T w7 Ti07 |
difE gt AR #q@ ey TFaagsEarT ||

T &Y I g fEevrFERy s |
T gwly Ao aferg w3 A qiks )

the Muktimangal Bhatima written

| TSRS yaamiy 3%
g AT |
. T AR e =l
fafiafgady qa fasfy 99
RO ETTTRE
P AFHIET 9 AT ®

....................... sresseserininna,. Bh0,
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Furthér Mahapurusha Sri Sankaradeva had the full experiences

of both the north and the south of India. In his first pilgrimage,

covering a period of twelve years, he roamed throughqut the various .
placés in the north and the south, visiting all the -holy plz;{ceg}
studying the different doctrines of Hinduism, and taking stock o
the different forms of music used in the temples. He -had .a]so a
journey for the second time covering some years, ar{d thus with };:s
extensive knowledge over many parts of India .b.llllb for Ae.sam t 3
most unique edifice of her social, cultural, spiritual, mus1ca,.l :nf
Iiterafy achievement undimmed even after such‘ a long .perlo 'o
time. Therefore it can be stated that with his vast creative gem\fs
and extensive knowledge he might have evolved a‘form of music
more in keeping with the traditions prevalent to smt-'the aesthetic
and devotional aspects.

The atmosphere created by the music of the Satnkari Age wzll‘ |
at once strike a listener or an audience about the ancient and grave
character of this art. For it is at once a sedate and a calm, there
being no room for lighter sentiments.

The particular dress and costumes used in the ;?,erformancfalsl
for those various dances of Ojapali, Sutradhari, Chalinas etc. wi
remind bim of an age that have long been forgotten, at the same
time very old.

Secondly in the Ankia-nate (dramas of the Sankari Age) evelx)*y
actor is to appear in the stage with a particular dance performed hy
him. This denotes and speaks of a system of an old age when’iz ;
art of dramaturgy and dancing was regarded as one and an a“li
subject. It was the custom of the old dramatic player or ac':iorce:;
appear on the stage with a particular dance, when he was introdu
by the Sutradhar to the audience.

Then again from the *‘ Charitputhis ’ we come to know thi‘_th'ft
Batadrawa, the birth place of Sri Sankaradeva, at the request od ]ls
listeners and disciples, he bad to execute a Raga named Vayumandali.

- The effect of this Raga made all the leaves from the trees fall down

to the earth; but when he again sang the Raga Vasanta new
leaves sprouted out from those barren branches of the trees.

Again from the Charitputhi we come to know tha.tl.“ Atx-
Gosani ”’ i.e. the wife of Sri Sankaradeva was not at all willing to

.Jet him undertake pilgrimage for the second time, or to Brindavan

at least. But when the party of Sri Sankaradeva was ready to
36 .
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march for the pilgrimage, she extracted a promise from Sri
Madhavadeva (the most favourite disciple of Sri Sankaradeva) not to
let Sri Sankaradeva go to Brindavan or accompany him there, When
asked for the reason she told Madhavadeva that very often during
his sleep Sri Sankardeva used to startle up and utter the name of
Brindavan, and if she bappened to enquire of its causes, she found
him full of emotions and then burst into tears. It is for this reason
that she did not want to let him go, least to Brindavan.

In the course of their journey when Sri Sankaradeva asked his
followers to march towards Brindavan, all the members of the party
pretended to be weary and bereft of money. It is at this point that
Sri Sankaradeva volunteered to bear their expenses and told Sri
Madbavadeva to avail of the opportunity to hear and see at Brindavan
those very Gits, Ragas, Dances and Dramas that he himself had
taught them. So we may conclude that these types of the Gits,
Ragas, etc. of the Sankari Age were also cultivated at Brindavan
in that time. .

Next we find tlat even up to this day the Gayans and the
Bayans after their performances at the ‘Kirtan Ghar (prayer house)
used to pray and tender apology for the mistakes that they might
have committed in their execution of the Ragas and Talas of the Gits.

Last of all the particular mentioning .of the Raga names and
the Tala in the particular Gits serves to dispel doubtabout the
‘genuineness and scientific character of these Gits or their importance.

- Therefore considering all the facts that have been enumerated
above we may come tothe natural conclusionthat whatever materials
we may be able to gather from this art of the Sankari Age will be
worth preservation in consideration of its ancient heritage and the
uncorrupted character of its own form. We are certain that even
now this art may claim to preserve its own purity of form and style

_ due to its peculiar circumstances and environment., But the most
pressing and immediate need facing us is how to preserve and collect
the best available materials of this art. Even to a most easual
observer it will appear clear that during these past fifty years decay
and dissolution have marched forward at .such a pace that there is
every reason to believe that this art will be swept out of its existence
within .another fifty years or even earlier. First of - all, the old
experts of this art are dying out.one by one and no worthy successor

- has been found to (take up) this line.
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Secondly. that religious reverence and" high’ faith which’ marked
the chief features of its cultivation and are no longer to be seen in
the votaries of this art under the present back ground of the mate-
rialistic outlook of life. The votaries are getting neither. any kmd
of aid nor encouragement from the public, members of the famlly or
temple-authorities. Their selfless labours and pursuits ‘aré regarded
as insignificant activities of life. Naturally the art has been reduced
to a mechanical form ; that life and vitality which had been once
infusing vigour and strength for its development are vanishing...

Thirdly after the advent of "the British the very outlook and
atmosphere of the life of the province began to change Newer - -and
fresher ideas began to pour'into the province from thé other parts
of India and more specially from its neighbouring provinces, to
the detriment of these traditionally cultivated arts.

Thus we find to-day cheap ideas, expressions and sentiments
taking root and infiltrating into the melody of these Gits. So long
as the Gits were confined to the temple alone, they were alright, but
the moment they were dragged out of their seclusion and confinement
and put into the public field, the sentimental mass and the people at
large, and the young generation began to adorn them with that ultra
modern and fashjonable make-up to suit their own tastes to the cost
of the purity of thelr style.

Fourthly these Gits happened to be so constructed and set in
such difficult moulds that, without proper training and constant
practise, it becomes well-nigh impossible for an ordinary singer to
perform them. In course of time when that regualirity of practise
went out and the zeal began to abate, they found it difficult to stick
to their former standards, and naturally began to deviate and devise
and take all sorts of liberties with those Gits, to make these easier
and more simple

On the other hand, the conservative ontlook of the custodians
of these Gits themselves contributed to the decline of art. Fearing
competition and exposition, they not only try to hide their own art
but mislead others by a false account of the art itself.

Therefore our problem is how best to try preserve and collect
all the available materials that can be gathered together from the
different parts of the province. For this purpose we shall have to go
to the various ¢ Satra—institutions *’ and those various places where
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the art is cultivated. Similar will be the value of . the study of the
dance and drama of this province.

That this art of the Sankasi Age is an unique piece of our old
culture will have to be admitted by all, even though we are now in
possession only of the last remnants of that fine art.

I think it will be a pity andshame for us, at least to the people
of Assam, if in this very age of self-consciousness, outlook of life, we
be g0 negligent to a eultural heritage of ours of such a significance.

I think our apathetic cutlook and notorious sloth will simply
be criminal in character and make us traitors to those bygone martyr
saints as also to the generations coming after us.

THE HASTAMUKTAVALI OF SUBHANKARA
BY

Dr. V. RagHAVAN

In the footnote on p. 106 above, I have mentioned only one
more manuscript of the valuable dance work, Hastamuktavali of
Subhankara, a manuscript of which with Assamese gloss is in the
possession of Sri K. N. Das, author of the article on the music and
dance arts in Assam printed above.

I forgot the complete manuscript of the Natya work of
Subhankara found in the Darbar Library, Nepal, described by
H. P. Sastri in his catalogue of the Palm-leaf and Selected Paper
Mss. of that Library (1905) on pp. 270-2.

It is noteworthy that the manuscript is in Bengali script, and
the provenance of Mss. shows the popularity of Subhankara’s treatise
over the whole of eastern parts of the country, Bihar, Nepal, Bengal
and Assam. The use of Maithili by Sankaradeva for his music and
dance compositions emphasises the underlying unity of the art-
tradition of these parts of the country.

King Jagajjyotirmalla of Nepal was responsible for a vigorous
renaissance in music and dance, as I have shown in my article on
Later Sangita. Literature, (See this Journal, Vol. 4. pp. 65-6).
The continuity of this art-interest in his family is seen in the fact
that his daughter’s son Ananta, greatly attached to musie, dance
and letters, called a scholar named Ghanasyama and asked him
to write for the enlightenment of his own son, a gloss on the
Hastamuktavali of Subhankara, the Hastamuktavalisarasamudhri-
tika. The Bengali Ms. of Subhankara noted above was evidently the
basis, and in the same Nepal Darbar Library, we have a Ms. in
Newari characters of this exposition of Subhankara’s text by
Ghanasyama. (Vide, ibid. pp. 272-3). The work is dated A. D. 1675.

We have now good manuscript materials for a useful edition of
this important Natya treatise, which could be accomplished provided
the owners of the manuscripts cooperate.
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THE NON-MUSICAL WORKS OF SOME LEADING
' MUSIC WRITERS

BY

Dr. V. RagHAVAN

In my article of the above caption in Vol. XX of this Journal,
pp. 152.54, I drew attention to the contributions made by some
leading music writers in other fields of scholarly and literary activity
and gave a brief account of the hitherto little noticed or unknown
works of two important music authors, the Jatimala and Anyokti-
muktavali of Somanatha, the author of the Ragavibodha, and the
Sighrabodhini Namamala of Pundarika Vitthala. Here I shall draw
attention to another work of this kind written by Pundarika
Vitthala.

Just as, in later times, the subject of Nayaka-Nayikas was
separated from general treatises on poetics, dramaturgy or erotics,
and special tracts like the Rasamanijari arose devoted exclusively to
its elaborate treatment, a further step towards specialisation resulted
in the production of a text solely devoted to the elaboration of the
work of the accomplices in love. In Kuvyamala gucchaka XIII
Pp. 25-32, we have a text of this class called the Dutikarmaprakasa.
The author’s name is printed in the heading as well as in the body of
the text twice as Pandari Vihvalal. There is an editorial footnote
saying that nothing is known of the author. I may state here that
the author is none else than the famouns musicologist, Pundarika
Vitthala, author of the Sadragacandrodaya, Nartananirnaya etc.
It has already been known that this author signs himself in his
works on music and dance as Karnata-jatiya Pundarika Vitthala,
that he hailed from the Karnata country, that he was first in the
court of Burhan Khan of the Farukhi family where he wrote
his Sadragacandrodaya, then came under the patronage of Madhava.
simha and Manasimha of Jaipur mentioned in his Ragamanjari and
throngh them got introduced to Akbar for whom he wrote the
Nartananirnaya, and that he flourished thus in the latter half of the
16th cent. A.D.? :

! The text as printed here shows corruptions and gaps.

2 See my Later Sangite Literature, Journal of the Malras Music
Academy, Vol.1V. p. 58; and P, K. Gode, bid; Vols. VI-VIII pp- 119.126,
Chronology of the Works of Pundarika Vitthala.
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In the Sighrabodhini Namamala preserved in a manuseript in
the Asiatic Society of Bengal, Calcutta, (Ms. no. G. 760 ; Des. Cat.
Vol. VI No. 4709), we have a lexicon complied by him. In this
Dutikarmaprakasa we have yet one more work of the same Punda-
rika Vitthala as can be seen clearly from the following evidence:
the beginning words of the opening Mangalasloka of the Dutikarma-
prakasa are identical with those in the Sighrabodhini Namamala :
710 WAl AT The colophon of the work runs S FUTZHATIFH-
SE : which is evidently a scribal ellipsis for the fuller FWTRRIfAT
JUEHFa35 ete. found at the end of all his other works, Further,
at the end of the treatment of the Dutis and at the beginning of the
treatment of the aids of the Nayaka, we have a verse here which
informs us that the patron Burhan Khan, son of Faruki Taja Khan,
whose is mentioned in his Sadragacandrodaya, asked Vitthala to
compose this tract on the accomplices in love, ’

TEFY(I) N @O : TP (Ar) 797 : FREfarsdal aEd a@arg |
FAR % JAFAa (9) TR i@l i 9 aavsiig (3) 99 |

In this tract, Pundarika Vitthala clearly appears as using the
Rasamanjari of Bhanudatta. On the Nayika-side, the following addi-
tional female aids are mentioned by him: Vicitravacana, Ganavati,
Prasangini, Skalita, Para-chitta-viseshajna, Cheshta-sanketa-kovida,
and Sauciki. ’

Pandari Vitthala appears to be the correct form of his name.
The colophone in the ms. of the Sighrabodhini Namamala also read

‘Pandari (ka) ; so does a colophon in a Bhandarkar Oriental Research

Institute ms. of his Sadragachandrodaya, 646 (a) of 1899-1902; see
Descriptive Catalogue of the BORI Mss. Vol, XIL. p. 393.



SRI MUTHUSVAMI DIKSHITAR’S KRITIS
in Vega Vahini on Ganapati at Tiruchirapalli,

. in Suddha Dhanyasi on Parthasarathi at Madras,

in Arabhi on Adhipureeswarar at Tiruvottriyoor

and in Sama on Tripurasundari at Tiruvettriyoor.

Edited by
Vina Vidvan A. SUNDARAM IYER
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1 AMq AATFHET IRAGFABEEITT
amRad feafa: gy aaod | qred g aeRT
AT APTAT-SF-tar (arar) fZeqer aAsErr-
IERGAT G feafa: | ¢ 7 aEm@aagy’
g eraTidE: |
Of Nada which is born in the heart, there are two parts, which

resorted respectively the right and left palms of Siva. To know the
inner truth of unmanifest Nada without which the Khecari-mudra
cannot be known, and without which Mudra knowledge leading to
Moksha cannot be had, gods with Brahma as their leader went to
Kailasa. On this the Siva Purana is quoted, as also the Patlanjala
Siddhanta already noted. Siva, at that time, played his Damaru of
the form of a lotus, with two of his hands, creating certain syllables
which delighted the world. These syllables, Vishnu took and formu-
lated as the basic matrix, Sutras.

T FABHERE AETT THE T |

ATDAEAE A0S QST FA |

Jolgrd 7 sad: aFAg Aty |

& g gathaea warT g T () |

SHEEARATY gREq T Tl (Pp. 3b-4a.)
On these Sutras extracted by Vishnu from Siva’s Damaru-

vadana, sages like Narada composed their Varttikas, and expositions
of individual instruments of rhythm like Muraja.

qaggAFHRU AREIAAR:. |

qASAAAST 9 ¢ WET 19%F Y9% || (P. 4a)
And they also formulated from out of the Vishnu Sutras ¢ Parnas’
in accordance with the units of measurement, Anka ete.

FroEEEIE quift A T |

FTAFIMGATT THRIEIUIA: | (P. 4a.)
Then ¢ Anka’ or *Matra’, the unit of measuring Tala, is given in
Yogic orientation, and said to be identical with the Bijaksharas of
Mantra sastras,

© a5 TEaRT—
TR AL gEGar: |
AUl PAGUINT SFAlT T 990 | (P, 4a)

PARTS I-IV] . .THE MUSIC WORKS OF SAMANNA SURI- - : : 193

The Vishnu Sutras referred to are then given as:four; they are:
aifagre 2, faghre =, siEfe 3, TIREA ¥ || . (P. 4a)
From tlnese Brahma worked the Ganas according to the count

of matras, four and so on, a Gana bemg agroup of syllables havmg a
quantltatlve measurement
faorafqgrin E-tmrzaem FT: |

. . GAEATETAERIET T ||

-Then the text explains the term Tala; with a quotation from,
the dialogue between Siva and Parvatiin the Mantra-rahasya of Siva
Purana, it is said that a Tala is a certain number of beats (Ghata)
determined by certain components of measurements, Kala, Matra

ete. RATUTETEEY Ragadgang: —
A - — TR A6 i T 94|
ar: AR Gwedtst g Wi . (P. 4a)
Ghata is the beat of the two palms. Brahma the\n applied these
Ganas to the Muraja drum, i.e. the Mridanga. ¥& aie®u~al d a9
BEASTO |
(8 ara gagaEanEa — A0, (P. 5a).
As examples of the Ganas adopted for Muraja or Mridanga is
given the following :
FIR TG ERIR FF A AT =1 %ml (P. 5a).
From these Siva explains to Parvati, that by 1magmatlon the
Parnas are worked out. (p. 5b) '

After a repetition of the matter on Anufna)hata Nada, Yoga,
Narada, Siva, Patanjala Siddhanta etc., " Adi Tala is explained as

- composed of four matras. (p. 5b)

Suddenly Tala-mysticism starts ; this Adi Tala. is of the formv ‘
of Pranava and the identity of the individual soul and the supreme
soul, W@ g EEOSA AS:  EETE: |- (p.6a.). It is.from
‘IS’ of two ‘ankas’ that the four ‘matras’ of Adi Tala are
derived. - o b T

How is Tala identical with-Pranava ? The text says that as ‘Tara’’
is 2 name of Pranava,and as:‘1.1” are interchangeable, Tala means’
Pranava, and quotes an obscure passage also hiere.

@ ): A R A0E: | G39: | aRigt:  aElRR awg ) (p. 6a)

From this Adi Tala are then born the seven Talas; and other,

Sankirna Talas are derived from these seven.
40
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Hanuman Mala is then cited with reference to the formation of’
a Tala by its five constituents, Proddhuna, Uddhuna, Samdesa,
Sanketa and Niyantrana. These five acts are then described,
Proddhuna : the lifting and sway of the palm at the beginning of
a Tala, upto the one sixteenth unit called Kakapada ; Uddhuna is
upto the one twelfth called Laghu; Samdesa upto the Guru which
is one eighth; Sanketa=one fourth- Laghu; Niyantrana = half.
Dhrita. The question of Dhrita being of one anka or two is dis-
cussed with citation of Bharata Mata. Then, there are given with
their symbols:

Adhrita and Virama
Dhrita

Dhrita and Virama

Laghu

Laghu and Virama

" Laghu and Dhrita
Laghu, Dhrita and Virama
. Guru

Guru and Virama
Guru and Dhrita

|2

°

S

§

?

b

8

&

‘ g
- Guru, Dhrita and Virama %
‘ Pluta 20
~ Pluta and Virama 2:

v

Pluta and Dhrita

Pluta, Dhrita and Virama

Kakapada (P. 7a)
The Jatis Chaturasra, Tisra, Khanda (5 varnas) and Misra (7
varnas) are then set forth. .

Then, according to the Hanuman Mata, the 7 Talas are men-
tioned : Chatura, Tritala, Ranga, Mattha, Chapaka, and Rupaka
(P.8 a). It is explained that Bharata has Jhampa, but Jhampa is
left out here because it is of the same matras as the Mattha
mentioned here. Chatura is of 12 Aukas, i.e. Matras; Tritala, 8;
Ranga, 6; Mattha, 5; Chapaka, 3

Tt is then added that Rupaka has 5 and Adi- 4 matras. The
Adi has only one Anga viz. Chaturasra Jati Laghu (P. 8 b)
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The text explains what Dhamar Tala is and how, according to’
it, the Tala came to have that name: the text says that Adi with-
out Dhrita und Virama and of the same Matra as Rupaka and
Dhruva is called Dhara It is Dhara that is called Dhamar ; Dhamar .
itself is only a sclecism for Dhara-mara; according to Saiva
(evidently the purana), Dhara was a demon whom Siva killed
(mara) in the course of his dance.

A5 VT - SAMT BERCT: a9 &l aaIR: |
AEY F2E a gawEafa 5 ||

Parvati asked Siva what the Tala of his dance at that time was;
in the hurry of his movements, Siva said Dhamar instead of
Dharamara ! (P, 9 a)

It is then stated that it is Chapaka that is called in vernacular
Bidala ([9213).

Chatura Tala is then derived from Adi, and a verse of Siva to -
Parvati is cited on this.

P. 9 b has a repetition of matter already dealt with.

On p. 10a the seven Talas according to Bharata Mala etc. are
set forth : Dhruva, Mattha, Rupaka, Jhampa, Triputa, Ada, and Eka.

Ch. I of this text is brought to an end here on p. 10b with the
colophon already cited.

Ch. II opens with the treatment of the subtle form (sukshma-
svarupa) of time (Kala). Repeating what was said earlier on the
very outset, Kala and Laya, measure and rhythm, are identified
with Nada. Units of time-measure are then set forth, Lava, Kshana,
Khala, Adhrita, Dhrita, and Virama. The lowest starting point, lava,
is the time taken to pierce a set of lotus petals with a needle.

P. 11 takes us to Siva Purana and the story of how Vishnu
after taking the rhythm-matrix from Siva’s Damaru, which are
indeed of the very form of Veda, expounded them_ duly to his
beloved Lakshmi. When Siva played on either side of his Damaru,
he fixed also the places (sthanas) of the hand with which partlcular :
syllables were to be taised. Thus in Ta-ddhi-ttho-na, Ta is to be
raiced by the right hand and tip of the pointing finger; it resides on
the right side corner of the Damaru. Ddhi is to be raised with both
hands.

Then follow a series of the rhythm-syllables ptoduced by the co-
ordinated play of the drum and the tappings of feet by Slva in the
course of the dance : .
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In even time: ‘a1 f @it Fﬂ': ) .
In double ;, : T fa rfrffrfrfmarfafrfa
- In repetition :* ar fa fr o o

...Tn one and half counts:, 1 ar fir fur
2 fafm
2 @
2

S qrAr and so on.
>y . ! o
" 'In repetition : at fa i1
ar ai ar & @& o and so on.

. B S R o]

It is said that the devout student of this ‘ divine revelation’
of the matrix-qf i rhythm-sy]lab]_es becomes one with Siva. o ‘
T o ader 3 o e |
oo, R AT @ a: Ry ||

- §f6 SR AR ) GAR(s)T : |

-~ The-first text in the bundle ends here.
" Thisa

* Rudra Da
in the Bj
with piet
the old
with th

nalysis at once reminds one of the so called musical text
mary, Edbhava Sutra Vivaranam’ found in a manvscript
,kanér Library in which some musical erithusiast seized
Yy takes up verses from the Ratnakara etc, on Nada, and
el\{a}.];s.n{arar Sutra's of the Sanskrit alphabet 337 etc. along
dinee (ﬁr;; ;rtlon of their origin from Rudra’s Damaru at the time of
lettors of ‘t\h N TJLWTET etc.), derives the Seven Svaras from these
attempts 1o a pﬂabet, relafea also the Tala to the same, and thus
" articles op Laptmw ©a my.stlc background for the Svaras. See my
Vol. v, - 8er Sangita Literature, Journal of the Music Academy,
on the Rlidx:a‘d and the New Indian Antiguary Vol. VI. pPp. 235.6,
KM K Sarm:marudbha.va-sutra-vivarana,; also, ibid. pp. 64.67,
It .iB,_evident] , tl{e fu}}] text of this quk (verse 36-45 on Tala).
inspired oy, “y this ‘Rudra-daxPargdbbg‘{g-sutra-vivarana that has

ot author to embark on this attempt to provide T

ological and mystical background, -~ -

with a m
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B
Bharata.-matokta-chaturdasa.-vidya-prakarana

Another set of sheets, uniform ‘in paper and writing, forms,
according to the superscript on the two outer sheets, a work called
Bharata-matokta-chaturdasa-vidya-prakarana. The colophon as
well as the marginal note on each sheet Wl W. give this text the
name Bharata Mata. The sheets 4, 7, and 8 here are missing,

The work opens as if it is a dialogue between Bharata and

another, a friend of his—9 a3 | Then it gives a verse, defective
in grammar and metre, enumerating some branches of learning:

FRATTLAPYT @ Aareqar Sy

SRS 9 9’ Feql 70 | SUFFET |
WA 99 g A& FEeal A7 7 aEEE
forarat = wrgea 40 qE A9 FA T ||

It isthen interpreted that Brahmajnana is Vedanta ; Svara-dhara
means music : TREL AT TMIATEAGAIAT | Jalataram found curiously
in the middle of these is swimming! Nyaya is Nitisastra; Koka
is Kamasastra ; Kusalata is general dexterity in everything. The
list is odd and haphazard and it passes one’s understanding how
these possess a speciality and the lores other than these are to be
taken as the mere arts. o

The text then says that by mentioning Brahmajnana, Svara-
dhara and Vedas together, it is meant to emphasise that Svara-
Veda is the essence -of Brahmajnana and the musician should also do
Veda-adhyayana, for the seven svaras of music, through the Sama
Veda, go to the three Svaras Udatta etc. of the Vedas. Indeed, the
music as embodied in the Sama Vedais the pure music; other
singing is music only by >courtesy. This idea is repeated again and
emphasised. »

TRAEE W YE, ARA(E)TEIRE)

The text goes on to the 64 Kalas then and enumerates about 22

of them in verses said to be from Bharatamata. o

qa7 FgpFe ffka : | Gfiqid-aeaad |
A M A T T fOrSHEAEA |

fRE=9ad 7 vaEudEid 7 ||
41
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3% A qIREEAAT T |
A ¥ AW g i
e FETR: afawiel §9d T |
TRV IRMEEFST |
aFEceny FAAONIARI] |
TOATERRAT 91 AT 1

Of Kala the text gives the etymologv and explanation that it is
outside the bounds of the religious and philosophical discipline and
is for people’s pleasure, and that the pursuit of pleasure and mental
diversion constitute all its dharma. :

FEAGANET FHT g @ sonfeudmugy | WESH FOE
FATTANTAT 9f [oF 4@ : | o (P. 2b)

It is to be noted that the Gita mentioned here is Kala-gita,
mere art musioc; svara.-dhara mentioned earlier is the holy Vedic
musie. ‘ -

Page 3a shows that while from the enumeration’ one finds the
compiler as having had a vague acquaintance with the names of the
64 arts as mentioned in standard works, the explanations of these
that follow disclose his imperfect knowledge of the meanings of some
of these names. Viseshakachhedana is not as he says related to the
lapidary art; Udakavadya-ghata is not to be interpreted as
Jalataranga ;; Nepathya is said to be stége-dancg with curtain;
Prahelika i3 totally wrong. .

‘(P. 3b) The work comes to music then (3 HfiggFi@ig) and
quotes a series of authorities Sang'ta Ratnakara, Sangita Darpana,
Subhashita Samg?zdkara, and the Puranas. The first iz the well known
treatise of Sarngadeva, the next is the work of Chatura Damodara

(e 1625 A.D)) ‘and the third is the anthology of Sarngadhara calied

the Sarngadhara Paddhati (A. D. 1363) which has a section on

music. This set recital of authorities repeats itself in the manuscript
in other places also."

7 Swaras, 3 Gramas, 21 Murcchanas, 22 Srutis, Razginis and
Ragas, are the‘n mentioned in a verse. The three gramas are said
~ to be of Shadja, Madhyama and Nishdda; all these three gramas

are ?f men ; with Gandhara, they -delight the gods ; this mentinn '
of Ni.grama, and this way of reference to Gandhara (grama)

'PARTS 1-1V] THE MUSIC WORKS OF SAMANNA SURI 199
strange. - Later when this matter is set forth again, Ni-grama 18 met
with (p- 6 a) under the name Avasana.grama.

There is a gap here as'sheet no. 4 is missing. On sheeb 5 the
Gamakas are dealt with : Kampita, Lina, Stimita, Andolita. A
verse is given in which Siva describes these to Parvati.

Tana, Alapa, Sputi and Svara are then described. The defini- .

tion of Tana is noteworthy viz. that it is elaboration of Svara with
‘Kampa.

T FIEREEA A S Faar 39 |
The Sruti-names, Tivra, Kumudvati etc. are then given. (Siva-

Parvati-Samvada). The numes of the Murcchanas follow (p. 5 b)
Sauviri, Harinasva ete. but are not fully given.

Under the .title Gayanotpattiprakara, the foregone matter
is again set forth in verses. Sva-ra is etymologised as the bestower
of one’s own bliss,—(FAF< Wid ZI0d, @, ), (p. 5 b)

Regarding Gramas again, a curious view is given now: according
to Sastra no doubt the Gramas are two, Shadja and Madhyama,
but in practice there are three Gramas, Adi, Madhyam& and
Avasana, beginning, middle and final ; TRIFHT: qTIATAI T 34t g |
Q{9 EEIE TR @ -—~AEHW @ {7 2 nemlig a4, 9. 9. S
RA . (p.6a). This is the Ni.grama referred to previously.
AIAT: qETHM:, 1. GFqAr: FEmAm, 2, fAweEd SEeE ;|
The author evidently means,.differently, by Grama, that the seven
gvaras form a natural threefold group, Sa-Ri-Ga, Ma-Pa-Dha, and Ni.

The derivation of the name Shadja and the places of sound-
production, nose, throat ete. are then touched. Patanjali-smriti
i. e. Yoga sastra is here referred to. ‘ (p. 6. b).

The places within the mouth where each of the seven svaras
are produced are given, as also the distribution of the seven svaras.
over the three, Udatta, Anudatta and Svarita.

The next subject head is six kinds of Ragas, i,e. the six primary
Ragas of Hindusthani music. Bhairava, Desakha etc. Thereis a
gap here as sheets 7 and 8 are missing. :

On 9a the six point,é of good singing are mentioned: Su-svara,
Su-rasa, Su.raga, Madhura-akshara, Sa-alankara and Sa-pramana.

Gamakas are again enumerated and explained, Sphnrité.,
Kampita etc. The explanation of the Svara.names is again touched.
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f& colophon here (p. 9a) would call the work Bharata Mata, with
its first chapter called Svara-prastara ending here.

sfq *faeg wa w@TEay Taaree: |

The further portion relates to Tala and the text reverts to the
Damaru-vadana dealt with in the set of sheets analysed earlier.

Y SHEAGHIFRAE || Laghu, Guru, Pluta and Ardhamatra are
explained. Panini-mata is quoted on Pluta. Then Laya, Tala, Parna,
are mentioned ; reference being made here to other authorities on Tala
(Talapravartakacharyamatantara), after which the playing of the drum
is taken up. The Damaru is called also Muraja, is said to be
played in both sides with both palms, and given to Vishnu and the
world by Siva at the time of His dance. The story set forth in the
previously examined text is found here also  The Saiva (Purana) is
quoted. Nataraja danced in numberless Talas, and from these Vishnu
gathered the Parnas. Actually the percussion instrument called
Muraja is said to have been fashioned by Indra and other Gods
to be used for the adoration of Siva; the same instrument is
?eferred to as Mridanga too. The dancers (Natas) fashioned the
drum called Ankya, the text attaching some inferiority to this
Ankya; the Ankya isexplained as the drum kept on the cap (anka)
and played, and it is clear that the 7Tabla is meant. It is also
recorded here that according to some, the Ankya is only the

Muraja halved equally.
AIAIE [T (2) ST ATHFT TIHY: |
3 A ey s wawe: T |
o . e . . ~
Fg SPATE] LAY aafa | gerdlsd
g s | (p. 10 a)

The drum is then classified.

Damarvu
I
I I
Dhakka Muraja
produces mere which can produce
.sounds, and , , definite syllables,
gVIdently played and played by both
by one hand. hands.

‘The Rhythmic Sutras extracted by Vishnu from Siva’s Damarn
are then mentioned.
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The well.known definition of Sutra in Sanskrit, JeATFEER
ete., is given, referred to the Mahabhasya, and commented upon.

When the Parnas were formulated, all the Ragas except Hasya.
and Bibhatsa were kept in mind. One class of Parnas were
fashioned in the manner of the snakes’ movement, Bhujanga-gati.

The rhythm-syllables of the Muraja and the Ankva varieties are
distinguished ; the former are said to be raised by the whole palm,
the latter only by the edges of the palm and end of fingers. This
again makes it clear that by Ankya, the author of this text means
the Tabla. :

GUAFATAEATT 307: FESTATT: |
FUTPMETTENN: aoT: qIoqaadar: ||

The term Parna, which the author uses here as well as in the
former text, is evidently a Sanskritised form of the Hindusthani word
Paran. The beauty of well.sounded Parnas is compared to the
charming jasmine bunches: Siva says to Parvati—

AT g G281 |
AfE gesgemiT adEE Ik T

The bol should sound so clear (FYTIALEIFIM) and appealing to
the heart (sfigswryi WEFMoA] WK WIEATGEIHA  ATTERIE |
(p. 11 a.).

Tt should be mentioned that an additional note in a different
hand and ink says that the playing strokes of the drum should not be
like the severe drum.beatings of the aboriginal tribes, Gandhalikas
or Sabaras, (p. 11b) which they call Karina.

The ¢ gatis’ or movements in the playing of the drum are then
classified according as they resemble the gaits of Krauncha birds,
Peacocks, dancers, fighters in action, gats on stringed instruments,
Elephants, the twining of Creepers and the Serpent. The sounds also
are, charming like the sounds of the anklets of a lady or the humming
of the bees Each Parna is to be distinct with its own sound, shape,
hand action and Rasa. The ¢bols’ should please even those not
learned in the art ; they are to be now soft and charming, and now
rise in such terrific progression that they appear to be some advan-
cing elephant and rolling boulder; some should sweep along and down
like a hawk; the going up and going down in this hawk-manner is

42 ’
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given in colloquial language as Ucchad and Pacchad. Names of
some of these current parlance are also given, Jer, Jarm, Narm etc.

Hig AEFTRegEETI g |
Eegiterecardifeageaitcill
TATSTEEN F FALEFAAA |
IIFIATAEAT 7 qOa geadia: ||
FIfqgRTR FErEavedr |
HYEARTER wgqifeRRIFAT ||
JAFEA-JIFERT - TR T |
kg YOI 9ol FASE |)

- wEsEamiy gt sk @i @wlT s wa: | g
faga |
FRIFAgeYT ¥ Hiwedr FarEg (3) |
20T GHAERT FRNZ ARG ||
sqAcgfafaar #iEq ag: glag@ar | (Pp. 11b, 12a).

A few further lines speak of the pace,—slow, double, treble, and .

quadruple time, after which two colophons, one of which is written
irregularly, announce the end of chapter two and of the section on
Damaru, GRWsArT (3:) T90E: (on the margin.) §fa AHT FLFALE]
TUFAT FEG (W) GO (A4EG). (P. 12a.) The msthetic of drum playing
found here is indeed something refreshing in the midst of these
dreary disordered sheets,

It may be noted that this second text is in the style and on the
same plan as the first and that here again, the favourite theme of
the author is drum.playing. Also, in this text, the colophon diseloses
the author’s name, and in the citation of authorities, gives some
indication of its own late date. But of these- more as we go to the
further parts of this codex.

c

Another set of whitish paper of a slightly varying size, written
in two different hands, one of which uses also a light red ink,
concerns itself with Tala, and represents i)art of a section, the sheets
here missing from 1—10, then bearing numbers 13—30, and then
stopping abruptly. The numbering, even as it is, is not regular.
The marginally noted name of this work is Talaprastara, and
appears to be a continuation of the set marked above as A, :

PARTS I-1V] THE MUSIC WORKS OF SAMANNA SURI 203

This portion opens with' the headings Talam ¥4 QISAMARE
and EIAAT (EFH-AAT) TH: i.e. proposes to deal with Tala according to
Hanuman Mata. The following Talas are then enumerated: Chatura,
Tritala, Ranga, 'Mattha, Chapaka, Rupaka in one set ; Virinchi,
Pandava, Panchama, Shanmukha, Rishi Tala and Vasu Tala in
another, The Tala.avayavas like Ghata, Anka and Matra are men-
tioned and Virinchi Tala defined as constituted five Matras, first a
Tisrajati laghu and then a gura. On Matra, Silpa Sastra is quoted.
The different jatis of Tala are then dealt with. Siva enlightens Parvati
on these Tala topics. Pandava is then defined as Tala of 7 Matras.
Pancama Tala=8.

This first sheet numbered 13 has a duplicate with the heading.
EITRATIURTT GUATSTUHAEIE |  Then the verses dealing with the
Talas are somewhat different here: the first set Chatura to Rupaka
alone is given first and the quantitative definition of these are added:
Chatura = 12 Matras; Tritala=8; Ranga = 6; Mattha =5;

.Cbapaka = 3 ; Rupaka = 7. Then a 9 M tra Tala called Matta (W)

is noted. The exact distribution of the mantras of the above Talas
is then shown.

It is after this that according to another school, the 7 Talas,
Virinchi etc. are given. But here after Vasu Tala we have in
addition the following Talas: TIta, Yoga, Rudra, Ravi, Mantra,
Vidya, Manu, Kata, Lakshmi, Devi, Sachi, Paulastya, Ganesa, Gaja,
Mayura, Hamsa, Krauncha, Haya, Simha, Nakshatra, and Raja-
marthanda.

According to another school, the 7 Talas are Dhruva ete. And
in connection with this, the text mentions under the head ° other
schools’ (Mata-beda) a number of authorities on music :—

Here we find the repetition of the set citation names found in
text B noticed above :

Sangita Ratnakara, Sangita Darpana, Subhashita Sarngadhara,
Puranas. And then is added the name of the Satsai in Vraja Bhasha
@IS Tl i) -

In text A reviewed first we saw the author’s efforts to relate
Tala to Rudra’s Damaru. Here he makes a more difficnlt co-relation
between the Talas and Mantra Sastra. The term Mantra occuring
in Mantra Sastra is caught hold of for this purpose; a work called
Mantrarahasya (Siva—Parvati—Samvada) is also quoted in this
connection. (p. 14b) .
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(P. 15a). The vernacular name Thoke (3i%) is given for Ghata
or beat. Ranga and Matta Talas are then described, (15b) and
then Sankirna, VirinchisPandava Talas. It is stated that it is the
Pandava, that is called colloquially Paradost (FR€%). On Pandava
again, Sivapurana is quoted (p. 16a). Different gods are then
associated as authors with the different Talas; and they form also
the presiding deities of the respective Talas. On p. 16b again, not
only is Sivapurana again cited, but on the margin, a Saivite work

called Sivarchanamanjart is quoted. il ﬁf:ﬂ'flﬁqﬁ{’ﬁﬁ\).

P. 17a. Shunmukha Tala. Here the author mentions Maharashtra
and uses a few Marathi words also.

Then Rishi Tala; Maharashtra country is again referred to.

P. 17b. Vasu Tala is then defined as having 12 Matras and in
Maharashira it is said Vasu Tala is held to be the Tala of the largest
number of Matras. A little mixture of Hindi too is seen in such
places.

The text closes a section here with a colophon. §fd ATSTCTGH-

TATSTE A0 FNTSE: |

From the fact that this set of sheets begins with number 13 and
mentions its first chapter as the third dnka, and the first set of sheets
analysed under A above stops with sheet no. 12 and section called
second Anka, and from the fact that in both these sets of sheets, A
and C, the marginally noted name is Talaprastara, we may take this
set C as a continuation of A.

Then Matta and Dhruva Talas, their devitiers; their Catma,
Rudra, Aditya and so on.

P. 19a. The Mantrarahasya in Sivapurana is again citied.

Another set of Talas is now added: Ananga, Sakd, Vishnu,
Jayavardhana ; Hanuman, Mata and Subhashitasarngadhara are again
refered to.

£ qIOEEIGEAE MR A |

P. 20a. The Maharashtra name for beat Thoke (3%F) is again
.mentioned and Talarahasya quoted. All this forms a repetition and
the third ckapter colophon is again repeated here.

It would appear from this manuscripts evidence of duplicates of

game portion with slight differences that the manuscripts are con.
temporary with the author, that the work was being written down
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probably to the dictation of the author or by the author himself,
making slight alterations now and then in the same portions. The
sheets of the two copies have got mixed up here.

Sheet 21 marks on its reverse the end of ch. 4, chaturtho’ ankah,
Dhruva, Vidya, Manu, Mayura, and other Talas are given on t'!)is
sheet with their quantities marked in symbols. fid GREHRAUTIA-
A0 FEATT AT TGALSF ¢ |

On 21b itself the next heading appears. ¥ HHTATSY AN
g | The quantitative composition of the Talas, Virinchi ete., is taken
up. It is given in the form of rhythmic syllables, Ta dhittha etc.

P. 22a, Here the gloss gives the rhythm-syllables (Gat) of
Virinchi with the mention of Hindusthani. fé:g‘(a’rﬁlmﬁnai q5-
falt=t =i AT GFT 9qE37 ete.

22b. Shanmukha Tala is said to be colloquially called Chakka.
(g YSEAAISHIE SHT §fd WIUrEa).

23a. Vasu Tala ete.

24a. This sheet marks the close of ch. 5. SIEHEAU-GTTGHIN-
AIGHE-SYOAA- SFRATN-GRIAAN-ATT A GIASE: wary: |

From sheet 24 onwards the paper and hand writing are slightly
different. Mantra Cala, Ravi Tala etc. are mentioned with their
deities. Hanuman mata is quoted. All this is a repetition. Mantra
Rahasya Paribhasha is cited. This repeated portion comes to an
end in the middle of p. 27a with the 5th chapter colophon. (5t
qAIBEEa N gxats®: aqm:) '

The further matter again begins with a repetition. Then the
building up of Parnas for different Talas is given.

P. 30a. ‘ Chapala ’ itself got corrupted into Chapaka ; Chapala =
Bidala. Dhamara = Rupaka. The story of Dhamara from Dhara-mara,
Siva killing in his dance the Asura Dhara. The verse at the beginning
of ‘A, ‘Pantanjali Siddhanta’, etc. is found here again. All of which is
repetition and shows an aging repositary of the art, a characteristic
type not different from some that take part in music discussions, and
go on saying the same unimportant quasi-pious guasi-technical thing
again and again, exasperating the learners who sit on panting with
curiosity and writhing with vexatious disappointment,

The examination of this section has taken us some what nearer
the identity of the author ; the Hindi Satsai has been cited here, and
the author’s mother tongue is clearly Maharashtra, while he lives and
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writes in a Hindusthani area. More of these we shall consider at

the end.
D

A fourth set of sheets s marginally noted as Sam. Sa. and
contains in the main bulk a regular series of duplicate sheets and at

the beginning as many as three and four copies for a single sheet

or more.

Taking the earliest numbered sheet of this set, ye hfzve two
sheets containir g the same matter with which a text .callmg itself on
the outer page Gita-Sahitya-Samgraha begins, It is to be taken
“that the letters at the left hand margin top &. @T. stand as a

reversed abbreviation of part of this name, #51& AT T.he identity
of authorship of this with that in the previous sets A,BCis (ileaf'. In
fact, the opening verse here is the same as in A. mHF@Wlmrﬁi etc.
‘The second verse too is the same up to the first foot, but from the
second foot onwards the verse says that sage Garga proposes te
compile this work called Sakitya Samgraha.
oA fraraaiRy i afgereged |

- I —faierhRiall T | Weg @EdEarT AR
FAE |

Garga went to Saunaka’s abode ; the latter asked him to relate
the story of Krishna, and he narrated what transpired in a conver-
sation between Narada and Bahulasva.

Krishna, along with Pradyumna, in the Digvijaya on the
occasion of Ugrasena’s Asvamedha, went to Ilavrita country, and
there reached the city of Vedanagara where the Veda was present in
an embodied form ; Sarasvati was singing Krishna’s sports, playing
on her Vina, and Apsarasas were dancing.

The duplicate copy of this sheet has a granthavatara in which
the fiction of sage Garga writing this whole work is given up and
the author himself comes out in part: Samanna Suri, son of
Purandaracharya, 8ays that he writes the commentary of the Gita
Sahitya Samgraha. Anq we are algso thankful to this Samanna for
telling us that he is writing from Benares, at the instance of the

‘King of Benar'es. Of course, the plan of ascribing the Mula to sage
Garga stands in this revigeq version t00 :

=T 56 war itz |
TN gt TFgeqfagad ||
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The subsequent Anushtubh lines receive a number of revisions.
AT ¢ QEEUAC ] T AAOEIEY: ' | afeg RaaiRegEay  srear-
Wz @i
* * *
it armeEETl MEAIR 999 |
QUG =S FAH grafEay |)
Then sage (Garga is said to have compiled the Gita Sahitya Samgraha

on the basis of the Sangitaratnakara, Narada Siksha, Hanuman’s
work, Bharata’s work and Subhashita Sarngadhara.

Though sheet number 2 taking off exactly where the two dupli-
cate first sheets reviewed above leave the text is not found, there is
one sheet No. 2 beginning at a point of the text not agreeing with the
end of either copy of sheet 1; in the list of authorities cited a Raga-
talanibandha is added here; it is evident that this second sheet
belongs to a third copy of the amplified opening of the work.

After mention of Sarasvati as singing the story of Krishna, and
Apsarasasdancing, the list of Kalas mentioned in ms, set ‘ B’ (Bhara-
tamatokta Chaturdasa Vidya Prakarana) is repeated and stated to be
present in their personified forms and praising God.

Further continuity is not to be had till we reach a page origi-
nally marked 3 and connected to 4. Here it is said that the following
Ragas from heaven in their personified forms came there to praise
Krishna: the list of Ragas begins abruptly on p. 3a: Malakansa
(Virarasa) Gaudi, Marava, Ramakali, Hindola (Santarasa ), Desaka,
Devagandhara, Madhumadhavi, Nata (Raudra), Malavasri, Vairagi,
Dhanasri (a}l Raudra), Malhara, Bilava, Bilavara, Dipaka (all
Hasya), Bibas, Lalita, Asavari, Gauri, Khat (all Ribhatsa), Bhairava,
Patamanjari (Bhayanaka), Gauda, Kedara, Asavari, Bangali, Kamodi,
Panchami, Khambavati, Gunakali (Adbhuta). Then all the Apsarasas
and other gods who came there to adore Krishna went back. Some
Siva Ganas came from Kailasa evidently and they too returned. All
the Ragas and Talas which came there in personified form to praise
Krishna left their Amsas or germs on the mundane world and went
back to heaven. :

Of the personality called Tala, Laya is blood, Matra is blood
vessel, and Ghatas are the limbs,

On Bahulasva’s enquiry regarding further elucidation of Tala,
Svara, Nritya etc., Narada (p. 5a) opens his exposition with the
citation of the Siva Tandava Rahasya from the Skandapurana. One
evening gods repaired to Kailasa with Brahma at their head ; Siva
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danced with Damaru in his band (P. 5b), It. is said here that the
same Yogic Nada is the basis for both Svara and Tala. @A
NFEATFE a7 Frorfeqg | Nada was born of Brahmananda and filled
the universe ; it was manifested by the Damaru in 4 matras, i.e. as
the Pranava explained in Patanjali Smriti as composed of A,U, and
M and called Tara ; Tara, by the interchangeability of R-L. is Tala,
all this being a repetition of matter in A. This four-matra Pranava
is the Adi Tala. By constant attunement to the sounds of Siva’s
Damaru, all the gods took to Tala and began keeping it.

(P.6b) It is from this same Pranava that Svaras, Srutis, Ragas
and Gramas were born. The three Gramas Sa, Ma, and Ni¢ are then
mentioned, which again is a repetition. Sruti is then defined.

(P. 7a) All the Vidyas and the 64 Kalas given by others are all
derived from the same Pranava from;Siva's drum. Even the gems
of spiritual salvation were taken only out of the ocean of Nada.

fa:sivaegwm  sygaiEane: |

Pranava is then said to be of 5 matras, A,U,M, and Nada and
Bindu.

Repetition again of Tara.Tala; and quotation here of Devipurana
on the dance of Siva and the accompaniments provided by others.
‘ Tad-Dhitth-Thu-Ne —these 4 syllables arose and were taken by
Brahma. Other syllables like these arose and were raceived by othewx‘
divine beings.

Sheet 8 is missing.

(9a) The definition of Sutra is given; and the rhythm.matiix
Tad-dhi-tthu-na is Vishnu’s first Sutra on which he formed the Adi
Tala. Patanjala Smriti, Yoga and Mantra Sastras, are again men.
tioned, as also Nada as the source of all.

‘ '(9b) Further glorification of Nada follows: Vasishtha Smriti on
this is quoted ; Parasurama’s Sutras on Nada are quoted.

(10a) -Skanda is quoted on Svara and Laya. @3 &&Fg ERGtA1g-
WA ASITE &1 | SN T T CrRe: I On Vishnu’s
Laya Sutras, Hanuman, Bharata, Jambavan, Chitrasena, Tumburu,
Valmiki, Kachanira (?), Arjuna, and Nagaraja wrote Varttikas.

(10b) A Jist of Tala-Kshetras, as they are designated—Rupaka,
Chancharika, Ata, Virata, Kamatha, Mallaka, Jhati.

Then a list of 6 chief Ragas: Bhairava, Meghamalhar, Dipaka,

Malakamsa, Sri Raga and Hindola, The Raginis of Bhairava :
Bhairavi, Pingala etc.
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P. 11a. A list of Mantra Sastra works is given as affording
authority for the mystic correlation of Tala. Kshetra Chintamani,
Mantraprakasika, Nityotsava, Kularnava and Mantramahodadhi.
This conclution between the Tala-matras and the Matras of Mantras is
also a repetition.

Then appears another sheet numbered 11 in which Rupaka,
Mattha, Vishnu, Tritala, Kurma, Laghu or Jhati or Jhati Jhati,
Dhurjati are described briefly. : :

The main Talas of Hanuman, Chatura, Tritala etc. are again
repeated. The Mantra Sastra work Kshetra Chintamani is quoted.

Sheet 12 is duplicated matter on p. 11 noticed above ; there is a
Talopanishad quoted here. A& Ad:, ATS T4, ATE: TAT, 1o TRl |
On p. 12b, ‘Kshetras’ of Mantra Sastra are set forth. The relation of
these to Tala, as already made more than once, is repeated again
and carried over the next sheet. The terms Proddhuna, Uddhuna
etc. already once dealt with come up again now. No. 13 is marked
on two sheets.

P. 15a. Mantra Sastra authorities repeated. On 15b, the lexicon
Ekakshara Kosa is quoted.

P. 16 and the following : The different Talas expressed in terms
of the rhythmic syllables,

On p. 18a the Colophon for ch. 2 of this work is given, though
we have missed the end and colophon of ch. 1.

g TFA SEFRAAREFE  MaTEoEHE wRegEEai @
EdrnserT: ||

18b. Samkirna Talas created out of the Matras mentioned in
Mantra Sastras-Hanuman, Mandakaya, Bhairava, Unmatta, Vira-

. bhadra etc. Some of these are enuated with other well-known

Talas, Dhruva, Jayamangala ete.

There is then a gap up to sheet 21. From 21 onwards,
we have two sets for most of the sheets. For sheet 21, there are
three and half extra copies with a certain amount of revision in them.
Devi Tala, Lakskmi Tala etc. are all dealt with, No new material
is to be found here. _

On 26a the end of ch. 3 is marked with a colophon, in both
the sets. Before this, on the Vardhana being a name of Devi, the
Sakti Sahasra Namavali is quoted from the Sivapurana.

27a. The Talas given by Tumbaru: Virinchi, Pandava etc.

which have already been met with. *
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TR T Trama |
THZIE T T quT TWREET 7 |
AT AL 3T FAWE 97 | (P. 5la).

The Tala in Rasa is Kamsari; in Tandava, a number of Talas
are used ; and at once a list of Talas is given, Adi, Chapaka and so
on. From here cnwards the text proceeds to describe these Talas
one by one, and the matter here is a repetition.

On P. 56a the chapter end is given, but the number of the
chapter is not mentjoned, nor is any mention made of the Uttarardha.

56b starts the drum.syllables again. They go up te part of 57a.

Then the text comes back to dance and to the topic of Bhava in

dance. The Rasamanjari (of Bhanudatta) is quoted. Hava is then
defined.

58. An. .illnstra't,ive verse from Bhartrihari’s Sringara Sataka.
A.mlbhava is then defined, illustrated and explained. Other illustra-
tive love-verses follow.

P. 60a. The Kamsari Tala said to be commonly employed in al}
dances is then explained,
P. 60b. The pose of the danseuse, her left hand at her waist.

3& series of rhythmic syllables (jatis as we call it) are given for her
ance.

‘ On p. 61b the chapter is ended but without the exact number
of the chapter being specified.

Then again the Parnas of Talas, Adi etc. '

~P. 62. On Nada ; units of measurement Lava, Kshana ete.,
another repetition,

Beyond p. 63, numbered sheets that could be tacked on to this
set of sheets are not found in the bundle,

Now, the analysis of the set of sheets ‘D’ given above shows
that while there is no new matter here, bai-ring some elaborations
here and there, and certain additional quotations, we get an idea of
.the plan on which our author proposed to compile this treatise, viz.
in the form of basic verses cast as a dialogue between Nurad; and
K.mg Bahulasva Janaka of Mithila, itself emboxed within a main
dialogue between sages Garga and Saunaka, and a prose commentary
thereon ; that the work is to be called Gitasahityasamgraha ascribed

- to Garga and the comwmentary Samanna Suri’s Dipika; it was proposed
that this work was to be written in two parts, but no regular
execution of the ideas was possible for the author who becomes
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pedestrian at every step ; we also learn clearly that Samanna Suri is
son of Purandaracharya, wrote at Benares at the King’s behest, and
that by nativity he wag in all probability of Southern Maharashtra
with an acquaintance of Northern Karnataka.

E

We noted above that the set of sheets under ‘D’ carries the
title abbreviation #.8[. On the margin, which we suggested
might represent in some form (Gita) Sahitya Samgraha, which is the
colophonic name found in that sheet. From a set of just 3 sheets
found in this bundle, which also carry the same marginal note g.ar.,
we have to take that Sam. Sa. stand also for Sangita Sara, for
that is another name which Samanna thonght of. We read here
gfdq qraamy Wiaai areuet Wﬁf(s)?i : Thus Samanna’s venture in
musical text-writing has many names! Tala-prastara, Gitasahitya-
samgraha (in one outer sheet, this title appears also as Sangita
Sahitya Prakarana) and Sangita Sara; and in this set of three
leaves where gives the name Samgita Sara, the opening verse gives a
further name Talasiksha.

MARZIETNAFE Fear Fragg T8 |
- FESIEREAETT drefen fEEd |

Of course there are also the titles Damaru.vadya-varna-
visesha and Bharata - matokta - chaturdasa vidya, both of which we
may suppose are sections to be adjusted into the plan of this main
work. '

The nature of this so-called Tala Siksha or Sangita Sara in these
3 sheets is that all the matter contained in the set of sheets 8o far
reviewed A—D is given here in a series of Anustubh verses, serving
more or lessas the basis for the prolix and redundant sheets in the
other sats A.D.

F

The remaining sheets are stray and it is difficult to fit them in
any of she sets of continued matter analysed above under A—D. of
these—

I. An un-numbered sheet. Brahmatala is dealt with, Adi Kavya
Ramayana is quoted on Rama being Brahman ; the quotation that
does not occur in Valmiki, may be in the Adhyatma Ramayana. Then
Rudra Tala, Mandakaya, Hanumattala,—all of which gives no new

matter.
45
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IL. Another un-numbered sheet opening with u series of verses
containing epithets of Devi. This is in connection with the Devi
Tala. See above. There is reference to the ‘mata’ of Nagaraja that
according to him, Rupaka is of 8 matras and it became Dhamar.
Chapaka, Virinchi, Dhamar (Dhara asura again !) are then spoken of.
« Kachanira-mata’ referred to in the previous set <D’ is mentioned
again ; according to it, Rupaka has 6 matras; according to Hanuman,
Rupaka has 7.

- - IIL - 2 uniform sheets contain matter found in set D. They are

evidently part of another copy. There was one numbering on left
hand margin top; over that, a fresh numbering 37-38 has been
written.

IV. 2 other uniform sheets of thin tattered paper written with
a good deal of scoring over. Here again no new matter is found.




BALI OR PROPITIATORY DANCE

THE KANDYAN DANCE
BY
Dr, V. RagHAvAN

On 4.6-°49, the Music Academy arranged a short programme of
select items of Kandyan Dance by a troupe of Kandyan dancers led
by Guru N. M. Guneya, and sponsored by Messrs Peiris and Candra-
dasa. T am thankful to Sri Guneya, the most gifted of these dancers,
for the further demonstrations that he gave, prlvatelv at my request
and the elucidation of some of the main aspects of bis tradition.
Mcr. Noeyal J. J. Peiris was kmd enough to supplv the “illustrations
figuring here. N

The Kandyan dance formms the traditional and c]assncal dance-
art of Ceylon. Ceylon had close contacts with India in the political
and cultural fields all through the centuries. The inter-communi-’
cation in the Buddhistic and Cola periods in matters of relxglon art.
and literature was conspicuous. - No wonder the- dance-arts of South
India and Simhala met and interacted -on' each other. In the com-.
mentary of Adiyarkkunallar on ‘Silappatikaram: (Arangetrukkadai),
mention is made of the Ceylonese dance called Singalam (ﬁése{r[a)‘
as one of the three forms of Meykkoottu (Qwu.!aa;._,gg) current in
Tamilnad. ' ’ .

The systema.tised movements of feet and hands, and the musical
and instrumental background cf the Kandyan dances, not to mention
their mythological themes of the temple, court, rural and ritual
setting, are all features common to the Indian and Kandyan dance-
art. The art is handed down traditionally 'in families Whlch had

' royal land-endowments for the maintenance of the art.*

* See Ceylon : the Portugese Era 1505—1658 by P. E. Pieris, Colombo,
1913-4: P. 215—(A.D. 1582): “ At the city of Sitawaka the Bhairawa Koil
raised again in all itg glories after the Portugese ravages and. in the outer court
the dancing women moved their graceful limbs to.the-rhythm of Tamil musie.”

P. 240— At Matara, in the celebrated shrine of the Red Sandalwood
Vishnv, according to a deseription left ‘by Babhula in Sinhalese; the finest
description of the temple dance is found in which “ with flowers entwined in
the tresses of their hair and garlands pendent from their necks, the women
dance, as dances the budding leaf of the mango twig to the music of the
breeze.”’ )

P 536—* According to Queiroz, the name Tanavare by which this place was
known of old was from the name of the village from which the dancing girls
came, viz. Natan-vare meaning ¢ come, dance.”

P. 315—¢* At Saparagamuva was the great temple of Saman Deiyo, built
originally by Pandita Parakramabahu in fulfilment of a vow made by his
Brahman minister Arya Kamadeva; Kamadeva’s grandson Nila Perumal
rebuilt it, and attached to it was an establishment of dancing women (Devadasi)
who were removed by the Priuce of Uwa when he invdded the low courtry in
A, D. 1630.”
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It is noteworthy that just as the pzece de resistance of our Natya
is the Varna, the Vannam, the Kandyan cognate, is the mainstay
of their dance too. There are altogether- eighteen such Vannams
which are defined each by its definite rhythm, matra, Jati or Tanam,
adavu and Kastira. Kastira is the virile rhythmic crescendo corres-
ponding to our Tirmana.” The elghteen Vannams_are reproduced
here as they were given to me by Sri Ananda. W.P. Guruge Research
student in Sanskrlt Co]ombo University, from the work * Sinkalese
Vannams’ ” by S. L. B. Kapukotuwa, Colombo, 1935.

- [N.B. ¢© and Eﬂ unless marked w1th an asterlsk (*) are é.lways
short] '

o ) (1) G’ajagd Vannama o
“Matra:—~ - AT qF0 or DT : '
C e T IRAE aF | '
| Tavgmi— A G @ AT
S L. . AR 4% WA asEd
i T
Kastiram :— ' ﬂﬁﬁ@ﬁr’fﬂ-‘( T
U AR B aRfer
‘SffEzarg
.7 .(2) Nagiyadi Vannama.. -

Matra :— * T @& a5z Qg aF |
Tanam ;— .. . QT FH9 99 79, o
S s
B 9% o\ q Ad . L
e o gdaEny . - -
Kastiram;— , q%z a7 i a9z ' o ‘
ST wrrﬁﬁtn
N © (8 Kirala Vannama
l[}‘[atr{a,;—f‘.v* c ‘-«xe ft 5. féf EWI ii"aiﬁ ]
Tanamvf‘:—'—l‘: ., ' ?{‘33 HF-T HFTT H?T ﬁ'a'fT——
oL eEmama—

., W@ AR AT L
e ﬂ,aq?:r &P o A a:rrl E |
Kasnmm__,; ek awe. L
| @mﬁﬁql‘””f;“*"i“fﬁffi“

MUTHUHEVAGE GOMIS
of Polawatta, Weligama, Ceylon

GURU GUNEYA
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Matra :—

Tanam :—

Kastiram :—

Matra :—

Tanam :—

Kastiram :—

THE KANDYAN DANCE

(4) Iradi Vannama
g Feaq |
gdd aadr | S« qeav |
qdad el argarEr |
AT | AFAN
TRANGFZ qF qrary |\
(5) Udara Vannama
gt fa
q¥E ¥ qreAarEr |
qq-aq a9 q¥alq qeeaErn ||

AG=I &N ai |

or FE WAl |

Matra :—

Tanam :—

Kastiram :—

Matra :—

Tanam :—

Kastiram :—

Matra :—

Tanam :—

Kastiram :—

46

(6) Simharaja Vannama
4t & & 9%z dras |
quq a9 a9 | &

AT g¥eAq aaq ag | &

A9q a7 |
q%e afeq 9%z

FRARE |

(7) Hanuma Vannama

& 5 fr a7z Quas |
ARG qFadd aaw,

a9 | qaqEaq gaar | i |

ATFEAT ARG, AT

q7Y FAG d9T ||
awe 9 g

q%z geall &g |

(8) Ganapati Vannama
USERERGREN
qAEaq & a9 |

19 qI9T T |

A7qT qeaadA | & am |
a7 a0 | @Al

T a%aRfrz aFdd afT |

217
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Matra ;—

Tanam :—

Kastiram :—

Matra :—

Tanam :—

Kastiram :—

Muatra :—

Panam :—

Kastiram :—

Maira :—

Tanam —

Kastiram :—

(9) Savula Vannama
Hbr 3% a7 aq altiwe |
ag a%d | &
e a1y 9 §v&d
FiTary gea-ar =& A1 ¢
aqafrefe | fERiEz |
Fealtez | fa= )
(10) Gahaka Vannama
Zify sy st &l A% |

an qReAT qel avg A
3P G qRET qREAT TR M

atfra Rl
aftfre Fafae wifad a%6 |
g de ar |
(11) Vairodi Vannama
g T M1
T TEA qERA AA—
qrt /T ararT iy are—

QA g1 | amTar g
T AR qrEaf qR-l
[GGICURT]
7a fag aq | &Y
o% | awafEe aF FeR—
af |
(12) Mayura Vannama
FQ I A T
& |
g39 a7 @7 a9 a9 a9
T & arr—faae o fom
faae faer fawr foma fae feeT
< 3% Td I 34
afed g% g% fag T 9
gFz aftfee SfafFEz ar—
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(13) Turaga or Kudiradi Vannama

Matra :—

Tanam :—

Kastiram :(—

Maira :—

Tanam :—

Kastiram :—

Matra : —

Tanam ;—

Kastiram :—

Matra :—

Panam —

&t &t wiferg 5w |

dqd ag awg ad |
ag qd a9q
gaq agq dad |
qoAT grT—adadad a9
aa gemg qAg a&TY
qFg qA-—

ganfag | Faag |
ERUISREGESSE!

(14) Surapati Vannama

&t f B aFe & 9% |

RRIGT TR
T GFaTd aaaR - &
qRATl |

aFe aafeg | d%
Feaifag |

(15) Musaledi Vannama

&t fx f1 q@z A% and
Fagiad |

qraa qrag qred | @ |
AT qead ara—
qagad | @59 | @44 |
T g A | A
AT g | @ | TN
g AMe

g% dqfad awe
Fartad |

(16) Ukusa Vannama

fwfez aF:ad |
quAr geaq | aMg
g qeed e | A
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qe | @A qIAq — T
gy —

Rastiram :— TS a%T |
afeq d ar —

(17) Uraga Vannama

Matra . — 37 F% A T T |
and T 3 & a5 qraF |

Tanam :— FRATT TG — dHg
AN qFIT JAR A qAT
FAT TA—qFGATT qI0T
aae |

Kastiram :— 3% 3% 7fa7 | 3=
T2 NGT | 7 g7 A0HT |
Taq qF aiET SfEfrz ar—

(18) Asadrsa Vannama

Matra :— a%eq ad aftiFe ffeas )
afy 7%z a% AffEz APrm |
, *afrafr g afriee fERas |
Tanam :— A|T | qR 3T g | A1 |
TR GO 5 | A | qeR
T 395 | 91 §F Areq(—
Kastiram :— 3@ afiies qFelearn |

o thg:::g be s;?n that these Vannams are named after the themes
thermos aen tg-s, w ltz'h also go by the same name, ana most of the
of Ganess ;‘;m H"fdu mythology. Ganapati Vanna is a description
Sita after ik rapati Vanna is descriptive of Rama’s joy on finding
animals an(; f:_Pamthn, search and fight. Some are named after
(@) s Riel x'rds and their gaits: ‘Musaladi is after the hare

> Rirala is after the woodpecker; Ukusa is after the hawk ;

Kudira
as it de Oir tTu“‘ga,’after the horse. Udara Vanna is of another class
Plcts a typical Kandyan court scene.

Another of
Saudam or Vap
already pointe

dour dance~it:ems taken over by the Kandyans is the
; amana, thch is our Sabda or Salamu, as I have
out (See this Journal, Vol, xx. p. 160).
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In fact Tamil influence is complete in both dance'and drama in
Ceylon. Not only is the dance-master called Natuva, but, as
Sri E. R. Saratchandra who is‘working on the theatre-arts in.Ceylon
informs me, the whole open-air dance-drama of South India,
particularly the Koothu of south Tamilnad, with it Annavi, konangi,
Kattiyakkaran etc. has got transported there. In this drama
called Koottu and Nadagam (referred to as Karnadagam in Jaffna),
Tamil tunes are sung, Tamil-Singalese Manipravalam is spoken, and
actors enter and go out dancing. As in our traditional Koottus, the
plays are done all through night only by males, on the threshing
floor after the harvest, and round about the wooden mortar (Ural)
which becomes also a seat. There is a drummer, but no separate
musician, the actors themselves singing. There is no setting, and
the basic Natyadharmi of Indian dance can be seen here too when, for
instance an actor stands with arms spread out for representing a tree,
and to cut it down, another actor comes and acts as if cutting it.

Some of the other dances take their name after the accompani.
ments carried in the hands by the dancers and used as they go about
in their movements. Thus Pantheru is the dance in which the
cymbals or tambourines called Pantheru are carried and Udakki
dance is the one in which dancers play the-little drum called
Udukkai (e @sems).

The Perahara (procession) in August in Kaudy is the most
important festival with which dance is associated. Originally it was
the celebration of Gajabahu’s victory over the Colas; now it is
associated with the Buddhistic temple of the Tooth, as also with
other Hindu temples of Vishnu, Skanda, Pattini ete. The procession
includes lady-daucers carrying empty pots or Kalasas, swaying
their bodies in gentle rhythmic movements, now and then throwing
up their Kalasas a little.

Besides these, there is also a class of propitiatory dance,
Santikkoottu; it is prevalent in Matara (low country) and is referred
to as Bali Dance, bali meaning propitiatory offering, There ave
eighteen masks bere for the eighteen diseases (Dahata Sanya),
presided over by evil spirits, to ward off which these Bali dances are
performed. Planets are also appeased. Three or four statues are
placed to which offerings are made, texts (including some Sanskrit
mantrag) are recited and with an attractive headgear and simple
costume, with only a drum as accompaniment, the dance is offered.
Bell, flame, a Raksha.tantu or talisman.thread are used in planetary
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propitiation, ;:(Yaga), - which is:said .to go back to .Pandavasdevs,

brother of Vijaya, for whom the Brahmans brought from Sakra’s
heaven the talisman-thread: . The priest is called Adura.(Adhvari).
" A detailed account’and & full ‘appreciation of the Kandyan
‘dances are possible only after a more 'intimate and personal investi-
gation carried’ out in ‘their own pative surroundings. ' That it contains
valuable dance-material i the form of certain rare movements is
‘plé:é.r'i the dance is remarkable particulatly for preserving the
pirouette dr,'Bhraxﬁari which is not seen in forms surviving in the
maipland of India. ' o C

[ st : N
ey d o, . . T . -
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~ THE TEACHERS’ COLLEGE OF MUSIC -
, MUSIC ACADEMY, MADRAS

In response to numerous requests from the public in general,
'upon the insistent representations from authorities in charge of the
various Educational Institutions in the country and in realisation of
& long cherished ideal, the Music Academy, Madras, opened a
Training College of Music for Teachers, - -

The College is called The Teachers’ College of Music, Madras.

Instruction is imparted to pupils not only in theory and
practice of Indian Music, but also in the correct and approved

methods.of teaching Music. The trained pupils will be competent

to teach at least the School Final Class.

The training is of the duration of one year of three terms and,
for the present, is confined to Vocal Music only. The werking hours
of the College are between 11 a.m. and 4 .1,

The fee for the whole course is Rs. 50{—if paid in advance—
or Rs. 6/- for each of nine months comprising the whole course. Fee

" concessions and scholarships are given.

At the end of the course an examination will be held and
diplomas awarded to sucvessful candidates. The first in rank will
also get a prize.

Persons of both sexes are eligible for admission. A

Only those candidates whose proficienéy in music is up to the

" Intermediate standard of the Madras University are ordinarily

admitted. Preference is however given to those who are already
employed as music teachers. :

Applications for admission shall be in the preseribed form.

The final selection of candidates for admission will be made
by a committee before whom the candidates shall present themselves
on such days as may be notified. .

For forms of admission and other pariiculars apply to:—

The Correspondent, The Teachers’ College of Music,
The Music Academy, Madras-14.
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