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THE JOURNAL OF THE MUSIC ACADEMY, MADRAS :

OPINIONS

The Oriental [Iiterary Digest, Poona,
writes :

“A journal of all-India character,
solely devoted to music has been a
serious and long-standing desideratum.
Though the Sangita a quarterly pub.
lished from the Maris Collage, Luok.
now, and the Journal of the Music
Academy, Madras (JMAM were
started in 1930), both bad unfortu.
nately, to be suapended 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 dnly 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 and lovers of music throughout
the length and breadth of India. Publi.
cation of original artioles on musio by
experts, and of classical works on Indian
music are ingtances in point. Authorita-
tive reports of the annual conferences of
of the Music Acadeny, Madras, are to be
found only in the pages of this journal,
and embodying as they do the disoussion
on important topics by experts and
acknowledged authorities, they cannot be
overlooked by serious students of Indian
musio.

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

" We wish the journal a loug and brilliant -
eareer of service to the cause of Indian -

musio. Let all lovers of Indian musio
make common cause with those in charge
of the journal to see its growing
prosperity.”

The Indian Ewxpress: ““ The resuv i
of the Journal is an event of bhnngl;‘:
magnitude in the musical world,*

The Hindu: “The reviva] of this valu.
able Journal devoted to the study and
promotion of Indian Music will  be

weloomed by all lovers and exponents of

the art.”

The Madras Mail: We are lad to note
the revival of the Journal o the Madrag
Music Academy (a quarterly devoted to
the advancement of the science and art
of musio)...... Fulfilling as it does a real
need of mwsio lovers, we are sure all
lovers of art and culture will support it

H.H. The Maharajah of Dharampur-‘g

‘.. His Highness is algo delighted toread
the articles in your magazine which are
undoubtedly very interesting and instryo.
tive. He is also pleased to read the
proceedings of the *¢ Academy’s Musio
Conference..,”

The Adyar Bullelin:. * The resumption
of the publication of this journal devoted
to the promotion of research in the field
of musio must be weloomed by al] lovers
of Indian oculture, The Journal fulfils &
real need as it is the only Journal of ite
kind in India.”

8. N. Bhattacharya, Benayeq Hindu

University : * A glance at the Index for

the last ten years’ articles in your Maga. -

zine reveals to me the keen interest in

‘Music taken by the South Indiang, There“‘

is no such Journal in North.*

The Viswa-Bharathi Quarterly, Santi.
niketan: *“The presens issue of thig
Journal like its Predecessors, maintaing a

uniformly high level of musical research,
""The contributions exhibit variety and -

present musio as a rich oultural pat
characteristic of the genius. Ic”:' t:ﬁ
(I:og;ltry. Those who care to study
indian music seriously, es eoiall
southern School, w0uldybe ’ T
cover that each article in this Journa

bappy to din;

embodies some aspect of fajthf; research
in tbe domain Of ﬁlﬂio... . ""I'l.l“""ll‘h.ﬁ .

Journal should ingpire the lovers and . -
Patrons of Hindusthani music to Iﬁt? ;I

‘similar magszine from the North,”

i
%

THE JOURMAL
THE MUSIC ACADENY

MADRAS

A QUARTERLY
DEVOTLED TO THE ADVANCEMENT OF THE SCIENCE
AND ART OF MUSIC

1950 Parts I.IV

Vol. XXI

“ I dwell not in Vaikuntha, nor in the hearts of Yogis,
nor in the sun; (but), where my Bhaktas sing, there

be I, Narada!”

EDITED BY
T. V. SUBBA RAO, s.aA., B.L.,
AND
V. RAGHAVAN, m.a., PH.D.

1951

PUBLISHED BY

THE MUSIC ACADEMY, MADRAS

115-E, MOWBRAYS ROAD,
MADRAS-14

Annual Subsoription:—Inland Rs. 4 : Foreign 8 shs. Post paid.



pondence should be addressed to Dr. V. Raghavan,

s @ CO:
Joint Editor, Journal of the Music Academy.

Articles on musical subjects are accepted for publication on the
understanding that they are contributed solely to the Journal of the
Music Academy.

All manuscripts should be legibly written or preferably type-
written (double-spaced—on one side of the paper only) and should be
signed by the writer (giving his address in full).

All articles and communications intended for publication should
reach the office at least one month before the date of publication
(ordinarily the 15th of the 1st month in each quarter).

The Editor of the Journal is not responsible for the views
expressed by individual contributors.

All advertisements intended for publication should reach the
office not later than the 1st of the first month of each quarter.

All books, moneys and cheques due to and intended for the
‘Journal should be sent to Dr. V. Raghavan, Joint Editor.

ADVERTISEMENT CHARGES

COVER PAGES: Full page Half page
Back (outside) : Rs. 25
Front (inside) » 20 Rs. 11
Back (Do) » 20 1

INSIDE PAGES:
1st Page (after cover) w 18 » 10

Other Pages (each) . 16 » 9

Preference will be given to advertisers of musical
instruments and books and other artistic wares.

Special position and special rates on application.

CONTENTS

Tre XXI Mapras CoNFERENCE, 1949 Orriciar REPORT... 1— 63

MusicaL. REsEarcH aANp FrEQUENOY RaTios
By C. S. Ayvar . 64— 72

PoINTS OF A¥FINITY BETWEEN HINDUSTHBANI AND
CarNaTic MUsio

By Panpit RaraNn JaANKAR e 13— 87
CARNATIC RAGAsS FROM A NEW ANGLE—SANKARABHARANA

By K. V. RAMACHANDRAN ... 88— 99
CARNATIC RAGgas AND THE TEXTUAL TRADITION

By K. V. RAMACHANDRAN e 99—106
ArUuBvA Racgas or Tyacarasa’s SoNgs

By K. V. RAMACHANDRAN wee 107—109
KSHETRAJNA

By Pror. Vissa Arra Rao ... 110-129
JATISVARA SAHITYAS OoF MUTHESWAMI DIKSHITAR

By Pror. P. SAMBAMURTHI .o 130—135
VIErNaMESE Music By JEaN VaARNOUX ... 136—138

Tae Music or THE PEMSIANS
By Dam Bo. oo w. 130—142

VIETNAMESE MUsio INSTRUMENTS—ILLUSTRATION
. FaciNa Pace 140

THE Music oF Assam

By K. N. Das ... 143—180
Tag HASTAMUKTAVALI OF SUBHANKARA
By Dr. V. RagHAvVAN ... . «. 181
Tare Non-Musicar. WORKS OF SOME LEADING Musig
WRrirTERS
By Dr. V. RagHAVAN ... ... 182183

Sr1 Murguswamr DikssiTar’s KrirTis
EpireEp By Visa Viowan A. Sunparam Ivsr 184189

Tag Music WORKS OF SAMANNA SURI

By DR. V. RagHAVAN . 190214
Tare KaANDYAN DANCE—ILLUSTRATED

By DR. V. RaGHAVAN ... .. 215—222
APPENDIX : k

INDEX TO THE OONTENTS (CONTRIBUTION AND
AUTHORS) OF THE JOURNAL OF THE MADRAS
Musio AvapeMy Vous, XI—XX



THE JOURNAL

OF

THE MUSIC ACADEMY, MADRAS

Vol. XVIII

THE SRI TYAGARAJA CENTENARY
COMMEMORATION VOLUME

(ILLUSTRATED)

Rs. FOUR ONLY

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 faets of the great life of a saint and an
epoch-making musician but also presents to &
serious student of music, a model plan for taking
up the study of musical 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,

THE XXIII MADRAS MUSIC CONFERENCE
1949

OFFICIAL REPORT 206

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. 8. Kumaraswami Raja, Premier of Ma.dras,
inaugurated the Conference. Vidvan Mudikondan C. Venkatarama

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

‘ The opening funotion was held in the Sri Sundareswarar Hall
There was a distinguished gathermg of musma.ns and musio- lovera.

Representatives of Hindusthani Music from the North t.ook pat
both in the conocerts and discussions.

The Hon. Sri P. S, Kumaragswami Raja was received on aﬁxval
by Sri K. V. Krishnaswami Aiyar, President of the Academy, the
Seoretaries and other members of the Executive Committee.

Sri Krishnaswami Aiyar introduced the Premier to dem
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 st,udents of tho
‘Teachers’ College of Music conducted by the Academy.

8ri K. Soundararajan, Secretary, read the messages reoeNed
from several persons wnshmg the Conference SUCCeas,

H. E. Raja Sir Maha.ra.; Singh, Governor of Bomw, in the course

of his message said that the offorts of the ﬂudo Academy to
popnhi'he Indian music are praiseworthy.” i
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Messages had also been received from Prof. G. H. Ranade of
Poona, the Raja of Ramnad and Vidvans Flute Nagaraja Rao,
Marungapuri Gopalakrishna Aiyar . (Violinist) and Gottuvadyam
Durayappa Bhagavatar of Tanjore.

Welcome Address to the Premier

An address of welcome was ‘presented to the Premier on behalf
of the Music Academy. '

Dr. V. Raghavan, Secretary, read the address. In the course
of the address, he said :

¢ Sir,
‘We heartily welcome you to this our 23rd arinual gathering that
‘you may be so pleased as to inaugurate this year's Conference with
‘its.annexe of planned concerts, '

We are glad to note that with the advent of people’s government,
the authorities in power have come to realise that equally with the
‘rise'in the standard of living of the common man, it is essential that
full opportunities should be afforded to ' the nation to express itsel
according to its genius and that with a view to attain this object
steps should be taken to promote Indian culture. It is hardly
necessary at this time of day to stress that the noblest element of
Shis culture is music, which for immemorial antiquity as well as for
high spiritual and aesthetic value, remains unparalleled in the entire
domain of knowledge.

1, Obliged as:we are to the Government for their proposals. of
oultural development, we cannot.help observing that. any plan how-
ever well-meant might prove infructuous if the agency entrusted with
its ‘execution lacks the technical skill and experience necessary for
effective guidance. At présent the responsibilities of the Govern-
ment have, by force of circumstances, become'so extended that it:is
hlllm},mlyl impossible for the official element alone to deal adequately
with every phase of social activity. Close association of competent
and courageous non-officials in the departments of administration
will. not only serve to relieve the Government. of moral responsibility
but will be conducive to efficiency and what is more, will ingpire
officialdom with the true spirit of democracy.

. . Qur solid work in the sphere of music during the lasﬁ. twenty-two
years is too well-known to need reiteration., The literature submitted
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to youwill have, we are sure, given you all. the information, regarding
the nature and extent of our activitics, . We fervently hopelbthn«’e’ypu
and your Government who have the good of the people so much at

,heart and endeavour to secure their amelioration , by adwancing

cultural progress as well as material prosperity and moral well:being,
will not be slow to accept cur proferred co-operation with hea;i"t;:i:legss
commensurate with our status.”” ' o CED

oy I

He then requested the Premier to declaie open the Twentythitd
Conference of the Academy,and the series of concerts, - P

) 3

8ri K. V. Krishnaswami Aiyar presented. .the
Premier enclosed in a beautiful silver casket,

address - to. the
The Hon. Sri Kumaraswami Raja then in&llgl'l‘["a,tgd ...tl;e
Conference. ; rated.
o o

" N . ST
¢ Ly e

The Hon. Sri Kumaraswami Raja said

‘“Let me offer my heart-felt thanks' to the Music Academy.for
having invited me to inaugurate this, the TWentythi-rd Annual
gathering of the Conference of the experts and lovers of music, - The
invitation, I consider, is a rare honour to me. When I got; the
invitation, I had my own hesitation in accepting it, becanse, I was
canscious of my limitations to fulfil the task 'as:sig'ﬁed' to.me. On an

_occasion like this, when the savants and experts 'in music and its

allied fine arts have gathered to celebrate the annual musio festival,

it would be but appropriate that the inauguration of the same is

performed by one eminently fitted for it by virtue of his attainments
in. music and fine arts. I am one who cannot boast of vhiwivz';g‘ had
any training in singing or dancing. But I can boast of one
qualification justifying my assaciation with this congregation of
musicians, namely, my possession of musical .ears. And I can
unhesitatingly proclaim that I do not belong to the group o’ whom
music is & thing unknown. , _ A

“ My natural attraction to music and my sénse of appreciation
of good music have impelled me not to disobey the call, especially
when it came from the august body that is working with  untiring
energy for the last quarter of a century for the development and
popularisation of our classical music. When. 1 rise' to say & few
words addreasing this learned gathering on this oceasion, I do not
pose myself as one compatent to give you guidance in matters
relating to the science or technique of music. 'But my dusire is more
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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. [t is of
divine origin, traced to the Supreme Being manifested in the
Trinity of Brahma, Vishnu and Siva, each of His said manifestatjons
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
associated with dance and music, his dance representing a process
in the cosmic evolution.

“ Music transports our mind not merely to the world of artistjo
pleasures, but lifts up our mind to the realm of divinity. It raises
us to sublime heights and takes us to a plane of spiritual bliss. Qur

"ancestors recognized and practiscd music as an effective medium for

devotion. Music and devotion were so inseparably associated with
.each other that one was held complimentary 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 Seriptures laid down
as conducive to our well-being here and in the after.life. Th.
celebrated heirarchy of our Saints and Bhaktas of Saiva and Vaishe
nava cults, have made immortal contributions to the realm of music
by means of their devotional songs, sung in praise of the Lord. They
did real priceless service to the cause of musio. To them music hag
no purpose if it is not measured in terms of devotion; and likewige
devotion too is imperfect, if it does not synchronize, with songs in
praise of the Lord. Can there be anyone, however uncultured he be,
whose mind is not respohsive to music ? The effect of music on
human mind and feelings is supreme and is also universal, The
human mind is not the only plane te respond to it. Even animals
are 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 counterpa;b~ of
dance. Dance, in conjunction with music, produces effects in our
mind with soul-stirring feelings, which at times make us forget our-
gelves in enjoyment of it. Who can ignore the sublime infiuence
which music and dance exercise over the human mind ? The expogi-‘ .
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.-

w In our counbi‘y, whether in the South or in the North, music
a,n(i dance play a prominent part in the cultural life of the people.
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
ijts own way. And, to say that one is superior or inferiorvto ‘the
other is only to introduce narrowness or limitations in one’s sphere

of appreciation of the beautiful.”

¢ Tt has to be stated 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 or by them
to others. The cultivation and appreciation of music were confined
to & 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 thg
spread of classical music among the people. But now the situation
is entirely different. The renaissance of music s?,art:,ed nearly a
quarter century ago with the appearance of many. 1nd1vid09h -and
{nstitutions with modern outlook who are out to spread and popul-
arise musie. Music Sabhas have sprung into existence everywhere,
and it indicates that the people are becoming mare and more music.
minded. . Music performances by eminent artistes have be?om, a
frequént event. The appreciation of classical music is‘v ‘?9°9mi_118
widespread among the people. Prominent among the institutions
that were responsible for the renaissance in.musjc.is the
Academy in Madras, to which goes in so small measure, the
pularising olassical musio among the people. The service
by this Academy in the cause of musio is outstariding, I sl
Itl alm' is ndb merely to vpopu]ari‘e classjocal m“‘io'v b\“‘;»g‘.o %o
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it :a.-néw glow and force. The Music Academy offers a common
platform for learned men and experts in music to have discussions
vith a view to find new avenues of development of music without at
the same time ignoring or even compromising the high classical
standards. The organising .of periodical conferences is the foremost
item in the propaganda work of this Music Academy. Being devoted
to the higher learning and practice of the art, it brings together
artistes and persons learned in music and seeks reconciliation between
vhe theory and the practice of music. The performances arranged by
the Academy on classical lines have exerted a great influence on the
public taste and resulted in the inculcation and spread of clagsical
music among the people.

“ 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 patronage.
This Academy is rendering yeoman service in the cause of
music by affording opportunities to the talented men to co:ﬁe bto
eminence. Its endeavour is to effect improvement in every asbeét of
this fine art: ' 'Bharata Natyam, a splendid fine art; which was for
sometime associated with stigma and prejudices, has also been resus-
citated with a new force and dignity. I am sure that the Music
Academy will continue to serve in a still larger measure in spreading
our music and thus enriching the cultural life of the people. Cultural
progress and moral well-being of the people are the primary concern
of the State also. And you are aware of the efforts taken bj' the
Governments, Central and Provincial, for spreading kndwledge in
music. The opening of the College of Karnataka Music by the
Government is a step in this direction. I am sure that the effortg
taken by the Government as well as private institutions will bear
fruit and aad to the happiness and harmony of the lives of our people.

o " Gentlemen, I thank you once aguin for the honour you have
done me to-day and I have great pleasure in inaugurating this
Conference.”

o iTh’e Premier then declared the Conferense open,

AT - Vote of Thanks
Sa;ngita Kalanidhi T. L. Venkatarama Aiyar, Vice-President. of
the: Academy, propoesing a vote of thanks, . endorsed the view of the
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Premier and said that music and devotion where ingeparable and that
constituted & unique 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 ~pow
partioipating in the discussions. C e e gy

. Election of the President s

" Bangits Kalanidhi Rajamanickam Pillai, the outgoing Président,
proposed Vidvan Mudikondan Venkatarama Aiyar to presidé”dver
the Conference. In doing so, he referred o 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 .gurulcula method and was endowed with great talent in

music. PRI

Sangita Kalanidhis Tiger Varadachariar, Maharajh.’puraﬁi "Visﬁ'v"if
natha Aiyar and Musiri Subramania Aiyar, Professor R. Si‘igii’é}ié.h
and Srimati C. Saraswati Bai spoke supporting the proposal.

Sri K. V. Krishnaswami Aiyar then garlanded Vidvan ' Mudi-
kondon Venkatarama Aiyar. o Ny

Presidential Address o e

Vidvan Mudikondan Venkatarame Aiyar- then- delivered . his

presidential address. v o
After thanking the Academy for the honour done to him.by

electing him to preside over this year's Confarence,. 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 to the public
to listen to Hindusthani music. ' T

.Comparing the music of thirty years ago with what was now
prevalent, the President said that a lowering of standard was notieg-
able along with departure from tradition (sampradaya). There was a
tendenocy 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 tot the natural
facilities to demonstrate could delve deep’ into the soience’ of ‘musid
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and with the help of research widen musical knowledge. But he
would remind everyone that sangila 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 sqsm,.
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 divine music.* Tts
appeal was thus universal. :

‘Addressing himself to those training themselves for conoerts, the
Vidvan emphasised the need for proficiency in singing in cho;vka
madhyama and druta kala. They must also respect tradition a,nd,
be good at both lakshya and lakshana, Music was the language of
ewotion and like other things might also be degraded. It wag there.
fore the responsibility of practising Vidvans to correotly shape the
taste of the listeners by maintaining a high standard.

Continuing, the President said that the art of raga alapang
.Jinging of tana, pallavi, swara etc., had definitely deteriorated j ’
';‘pent years. While some of these were disappearing, the othel::

1. .
wgiy poorer in standard and lacked method. Those who have
i by - . . . . not,
mghe advantage of listening to old Vidvans like Ramnsd Byinj-
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vasa Iyengar, Konerirajapuram Vaidyanatha Aiyar, Palghat Anan-
tarama Bhagavatar, Madura Pushpavanam Aiyar, and Bidaram
Krishnapps should make it & point to listen to some of those still
with us and who had heard and etjoyed the music of those days.
Music could come into its own again only with the help of snch
Vidvans who have had a link with the earlier generation. Raga
alapana according to tradition was now. practised 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 (.sthayi)
making up the seven swaras Sa ri ga ma pa dba 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
ocome for desp study at the hands of men like Pandit Bhatkande,
Mr. Clements, Dr. V. G. Paranjpye in the North and learned
research workers in the South. Their conclusions on. the sound
value of & sivara or sruts had differed slightly in some respécts. But
it should be noted that the basis of their research was the musio
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.awarasthana in accordance with the BQMharakfdm“.
There was also the question whether the vikriti swaras were handled

Bharata and others il.l’ the, same way a8 we do. Srutis might be
compared to 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 musio was enriched by gamakas, any attempt to
-determine't'he precise oharacter of & sruti could only be approximate.
The sound value of & aapfzmathana might also, vary slightly depending
on the practice, skill and ‘imagination of the singer. ~ It would not be
cotreot, 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. Tt
was worth noting that Venkatamakhi, had given the sruti values
only for the swaras of his mela ragas. Harlier authorities had given
us raga lakshanas only in the form of swara krama but notv in
sruts values.

The President next pointed out that the present vogue in the
singing of vikriti swaras (observed in the 72 melakarta scheme) was
to identify suddhka gandhara with chatusruti rishabhae, suddha nishada
with  chatusruts  dhaivata, shatsruti rishabha with sadharanag
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 suddha
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 Veens, 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 barmonium had gone out of use
and tambura had got into its rightful place.

Referring to musical appreciation in general, the President 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
determining the traditional patha of kritis and of resolving the exist.
ing confusion rested with the Academy. While determining ragd
lakshanas it was necessary to enunciate the old and traditional 'oneg
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
"deviated 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 Lo handle the swaras correctly. Ragas differed in the
matter of rakti. It was not proper to acquiesce in the recent depar-
tured ¥rom ' t¥adition “on the basis of mete pleasantmess to-the edr or
ranjakatwa. We would be guilty of limiting the scope of sangita
which was an ocedn'if jjts'expanse.”. .~

L

Addressing students of music, the President stressed the need
for undergoing apprenticeship under an experienced singer after a
course of schooling is over. ' Tala, he added, had no doubt an impor-
tant -place in.music, but .it should not by any chance spoil the
sweetnvsd - 'or 'plédsantness ‘of ‘4 pices. Hb' mientioned the: ‘vatious
features of pallavi-singing 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
Radhdkrishna Aiyar. They laid great store by the sarva laghu, what.
ever’ the variety of tala handled. The President requested the
Vidvhinis of to-day to. emulate their example instead of taking odd
sals' - meastres which -would merely  bewilder the listener but not
pleage, Ho said that we could not flatter ourselves that we had added
to the knowledge of tala eit;her. The compositions in rare talas that
bad been lefs to us by eminent men like Ramaswami Dikshitar, Maba
Vaidyanaths Aiyar and Ramnad Srinivasa Iyengar were still unsur.
paé’aed;‘“' The 'importatce - of raga in any pallavi or talg composition
would be realised if one remembered how. Vidvams Tiruvayyar
Subrihivanya Aigar, Mannargudi Chinna Pakkiria Pillai, Semponnar
kovil -Ramaswémi Pillai-and others kept thousands of listeners spell-
bonnd by the way they handled raga and pallapi. Similarly in swara
singing, the speaker pointed gut the need for a correct understanding
of --,ta‘l@,'-The svara-phrases .uged must be on the pattern of a tana
ga(na\ﬁe 9f]|3? appealed to Vld“’f"flf tq revive correct lang singing.

....’Speaking of the use “of the mikae inconcerts, ‘thé President felt
.ghat-ftpliveisw'JMquty tenfied to n3ak§ an audjence listen_carelessly. He
;kﬁew how Vidvans in the past, had entertainéd big audiences without
the belp ofs milfe' and how the !istgnﬂg' would’ listen ‘attentively.
"Phis apparatus was slso likely to'hide the defeéts of a voice and make
i unnatural ‘too- He ‘ddhcluded'wiﬁh'an appeal to all fellow.vidvans
to offer their fullest co-operation o the Music Aeademy and do their

.best-ta forthér the.cause of Carnatic music op the right lines, .

o Lo R ot o
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After concerts by Srimati Savitri Ganesan and party and by

“Srimati Kousalya Ramakrishna Béddy 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 bharalg nalya,
contributed by eminent persons. Among them may be mentioned
« Impersonal  Art-form of Diksbitar’s Music ” by Professor
R. Srinivagan, ** Bharata Natya” by Dr. V. Raghavan, * Sruti”
and_ ‘“ Sangita Sampradaya Pradarsivi” by Vidvan Mudikondan
Venkatarama Aiyar, and ‘ Indian and Other Similar Systems of
Music” by Alain Danielon and . Music Anecdotes by Sangita
Kalanidhi T. V. Subba Rao. The Souvenir contained full-page
piotures 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’ Committée Discussions =

The Experts’ Ctpmmittee session of the Music Academy in
oonnection with its 23rd Couference, began this morning at Lady
Qivaswami Aiyar Girls’ High School, Mylapore. Vidvan Mudikondan
Venkatarama Aiyar, President of the Conference, ocoupied the ohair.

THE AGENDA FOR THE CONFERENCE

1. R;ga Lakshanas : of Kannada, Dvijavanti, Useni, Pantuvaral,
' Margahindols, and Gaulipantu, = & .-

2;. Lectﬁres & Demonstrations: )
(i) by Sangits Kalanidhi 8ri K. Vasudevachar of Mysore .
(i) by Vidvan Madura Sri. Rangam -Ayyangar_.paaaa‘, .

(i) by Vidvans Veenai Natayans Aiyangat, Madura Sﬁb;'o‘,ﬁ

manys Aiysr, Vidvan Ramachandra Bhagavatatr ‘of
. Manjekiudi .and: Vidvan Herihata Bhagavitar of

N . Avidayerkoil on Gattu Vadyam ~ -1} 7 e
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(iv) by Messrs. Pt. Ratanjankar, Pt. Ravi Shankar and Gyan
Ghosh — Hindusthani Music

3. Papers: Will include among others:
(i) ‘“ Musical Research and Frequency Ratios "
by Sri C. S. Aiyar

4. Raga and Rasa

5. Tala

. Bharata Natya: Lectures and Demonstrations.

7. Any other subject that may be brought forward with the
permission of the President.

The proceedings began with an invocation by Vidvan Manjak-
kudi Ramachandra Bhagavatar who sang a sloka on Saint Tyaga.-
raja and his sishyas of Umayalpuram and the saint’s kriti Rama
ninne in Useni.

President’s Introductory Remarks

Initiating 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. These proceedings, in the
manner of the great literature on music that has come down from
ancient times, would go down in the history of Carnatic music as the
outstanding achievement of this Academy. He therefore appealed
to musicians and savants to give their best attention to the
discussions of the Experts’ Committee.

Talk and Demonstration on Veena and Gamakas

Vidvan Devakotte Narayana Iyengaf' then gave a talk on
¢ gamakas’ and rendered them on the Veena. The Vidvan mentioned
that there were 15 ‘gamakas’ in all, out of whioh 10 or 12 at least
were found in vogue. Of these again, he said, the sphuritapratyahata
was somewhat important. The Vidvan illustrated the playing of
gamakas on the Veena by rendering raga and tana in Todi and
Kalyani. He also played the ‘ghana.raga.panchaks’ and wound up
with Madhyamavati.

The President thanked the Vidvan and said that Sri Narayana
Iyengar combined in himself the delicacy (naya) of Gottuvadyam
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Sakharama Rao and strength (pourusha) of Karaikudi Sambasiva
Aiyar, both of whom he worshipped as his masters.

Talk and Demonstration on certain songs of Tyagaraja
whick had undergone change

Vidvan Manjakkudi Ramachandra Bbagavatar gave a talk and
demonstration on the subject of Tyagaraja’s compositions whose
musical settings had undergone changes incongruous with their origi-
nal forms. He first sang the raga, ‘Margahindola ® and then the piece,
Chalamelara in its correct and authentic form. He said that the
rendering which was in vogue now was allied to Saramati rather than
to Margahindo]u. He did not elaborate this point as this raga has
been put down for discussion in the current session.

The Bhagavatar then rendered the correct patha of the Kalyani
kriti, T'ripura and Sundari, Sangita gnanamu, Nenundu vedagudura and
Mokshamu 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 the
great saint that they even discounted all display of swara singing.
It was wrong to suppose that those eminent vidvans were incapable
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 pupils to Umayal-
puram for learning the kritis themselves. The Umayalpuram
Brothers did not desire to be mere ‘gayakas’ in any narrow sense 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 faot 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 was
competent to speak oun the subject. He added that the deva,ng
valnable observations as also rendermgs were not only true to
sampradaya but were also appealing by virtue of his rich voice.
Vidvan Venkatarama Aiyar reiterated the need to-day to correct
the versions of many such pieces. '
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THE THIRD DAY
25th December 1949

The Experts’ Committee of the Music Academy in~connection
with its 23rd Conference met this morning at the Lady Sivaswamy
Aiyar Girls’ High School Hall, Mylapore, under the presidentship of
Vidvan Mudikendan Venkatarama Aiyar. There was present a
large gathering of musicians and lovers of music.

Paper on Ratio value of Srutis

The meeting began with the reading of a paper on ¢ Musical
Research and Frequency Ratios” by Sri C. S, Aiyar. Sri Aiyar
started by saying that in view of the need for theory teaching in
modern music education and particularly of the sturting of the
Central College of Carnatic Music under Government auspices, the
subject of his paper was of importance. In his opinion there was a
lot of pse_udo-écientiﬁc research ” in respect of the frequency ratios
being inculcated as part of theory teaching now. Sri Aiyar traced
the history of research into ratio values of the srutis. Quoting from
two previous Presidential addresses (1929 and 30) at the Academy’s
Conferenges, and fiom text-books used in University and other music
courses, hegaid that all the ratios oategorically given there appeargd
to him as based on “no objective study”. He referred to'his own
long and continued research on this question with the help of all
available scientific facilities, both at the physics laboratory of Pre.
sidency College, Madras, and the National Physics Laboratory
London. Sri Aiyar, who distributed printed copies of his paper, also
exhibited photographs taken by means of a Duddell oscillograph of
(1) oscillating da of Saveri raga, (2) the gamaké# of Ri in Madhyama-
vati, and (3) the gamaka of da in Begada. According to Sri Aiyar,
there were only prolongable and harmonious notes in our music
between which gamakas occurred; the intervals in the Andolika
gamaka in the same swara above or below the noteare to the extent
of quarter tones, having values below a semitone of 16/15. Reference
was also made by him to his paper, “ A study of the microtonal
variations in frequencies in Carnatic Music ” in the August (1949)
issue of Current Science and added, ‘“ At the present state of true
scientific knowledge regarding our music, I would even cry halt to the
teaching of the theory of frequencies in music, which are found in the
text-books already mentioned, excepting those of prolongable swaras,
a8 far as known. No amount of getting by heart the fractional
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ratios, or cyclic cents or of the swaras representing the aroha and:
avaroha of their sanchara, can create the aesthetic feature of raga
forms in the human mind. The shades of sound and pitch have to
be learnt by the ear and initiated by a teacher.” He also emphasised
that * any scientific research in music proposed to be undertaken ™
in the music institutions started by Government here as well as in
the North, “* should be on the basis of living music”’ and not on the
study of books, ancient or modern, which cannot show samples of
sound for investigation. In this connection, Sri Aiyar appealed to
our classical vocalists and instrumentalists of to-day to give special
recordings of classical music on tape.record.

Incidentally, Sri Aiyar touched on two points, namely, that the
Central College of Carnatic Music appeared to get only a step-motherly
treatment at the hands of the Central Government and that sofar ag’
the question of the unification of the Hindusthani and Carnatic
systems of music was concerned, he was of the firm opinion that ail-
such talk proceeded on a very erroneous basis and that he would go-
Lo the extent of saying that the mixing of Hindusthani with Carnatic
music was inimical to the latter. .

The paper as well as warmth with which Sri Aiyar p'ress’ed‘ his’
views provoked heated discussion and some of the members who"
were present had to place their views on Sri Aiyar’s paper and
observations, in writing. Prof. Sambamurti stated that ‘the freqlieﬂor;,,
values which Sri Aiyar had questioned and which had béen mention. -
ed by himself in his books and in the Academy Presidential‘ addfesg‘e.‘
referred to by Sri Aiyar had been- arrived aftér mature discussion and
deliberation. He did not agree with Sri Aiyar in his view regarding
the relation between the Hindusthani and Carnatic systems, B

Prof. Ratanjankar, Principal of the Central Hindusthan;
Academy, Lucknow, while disagreeing entirely from Sri Aiyar on his
views on the relation between the two systems of music, observed’
that after long research on the mathematical ratios, the conclusions
that Sri Aiyar had arrived at were that to achieve the correot
interpretation of the ragas and their intonations, the teacher was
more important and effective than any number of calculations, a
truism whioh no practical musician would disagree with. ~

Prof. ‘R. Srinivasan, as a mathematician who has bestowed
some thought on this question, said, that according to him), the real '
sweét notes in aotusl use escaped this kind: of dndlysii; Phess
vibmﬁ(,:n!fvslu'es’ebuld' give only a general indication. ' "Po hear by
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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 subjectives
had 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 he
agreed with Sri Aiyar that a particular swara in a raga was to 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
practical| work had to be done on this question and as all musicians
and Sri Aiyar himself were agreed that the correct intonation of a
swara}{was 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 ri sa”
the gandhara and dhaivata were pronounced long and * sa ri ga ma
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“ga mapagari sa” were regarded as exceptional usaged.:
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 whxch
he sang, was ‘kaisiki’ or ‘kakali’.

Vidvan Madura Subramania Aiyar said it was ‘kakali’ though it
was a bit lower. Singing some sancharas he said that ““sa ri 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 ri sa .

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 “ sa ri ga ma " in the same song
but Sri Venkatesa Aiyar did not agree with the latter sanchars,. -

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 nata 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 ofhers
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 mdxcate tbe
variation in the sanchara and the exact nature of the ‘ni’.

Sri Musiri Subramania Aiyar objected to putting it down 88
bhashanga. Sri Semmangudi Srinivasa Aiyar said that the place of
‘ni’ may even be said to doubtful and the noting of it in the laksha,na,
as a definite swara would only be misleading.

Pandit Ratan;ankar pomted 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 uleumt.
- yom his guru, 8ri Namakkal Narasimha Iyengar in whioch ocourred
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“sa 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.Juyarama Aiyar
said that ‘ga’ and ‘dha’ sounded dirgha and kampita 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 29th
mela.

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

THE FOURTH DAY
86th December 1949

The Experts’ Committee 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 Aiyar in the chair.

, A Paper

Sangitabhushanam G. Nagaraja Rao of Bangalore read a paper
on ‘““‘Architects of Musio 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 inoreasing their
number while the standard of appreciation was going down and the
mere commercial aspeot was becoming more and more .important ;
Jistening habit had also to improve, along with the acoustio conditjong
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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 bad
occasion to scrutinise in Europe hardly reflected the true classical
renderings which musicians here could give; there was need now to
take ape-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 musiec
which could be read and rendered from written texts, had therefore
ijts own standard of judgement and appreciation. '

Ragalakshanas ‘
The President then proposed that in accordance with the agends,

the disoussion of Dvijavanti might be taken up.

Dvijavanti
Dvijavanti had been discussed in 1931 Conference when it was
decided that it was of the 28th mela, that its arohana was “ss ri
ms ga ma pa dha sa " and the avarohana “sa ni dha ni sa ni
dha ps ma ga ma ri sa ni dha ni sa’” and that “ri ma ga ri sa”
was & special prayoga and sadharana gandhara occurred. As an

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

it had been taken up for further discussion during the present

gession.

. This being & 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
dered by Srimatis Brinda and Mukta, Madura Srirangam Iyengar

ren Alattur Venkatesa Aiyar and the President himsgelf, -

and in part by )

Opening the discussiop, Vidvan T. K. Jayarama Aiyar said that
though classed as @ janya of the 28th mela it was really to' be
described as & gankirna raga, as it took the chaya of more than one
rags, primarily Sahana and Yadukula Kambhoji ; there was also a
shade of Bhairavi; it took sadharana ga.ndhara 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 singit 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 mettus
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 dha nisa > was a
prayoga and that sancharas in tarastayi do not bring out the raga
lakshana.

Pandit Anantakrishna Sarma of Mysore said that he had heard
a mangala harati song inthis 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 oceur.

Sangita Kalanidhi Semmangudi Srinivasa Aiyar agreed with
the opinions lucidly set forth by Sri T. 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 ‘“ sama-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 Jenjuté 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 avarohansa ‘‘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
gnatches of*Chetasri ”’, his rendering of which followed strictly the
Sampradaya Pradarsini and differed slightly from the patham
rendered by Dhanam’s grand.daughters, he definitely opined that ‘“sa
ri go ma pa dha sa” constituted the arohana. Reading out
Subbarama Dikshitar’s sancharas and his notes on the raga he said
that slight shades of Darbar and Bhairavi also appeared, besides the
more prominent Sahana and Yadukula Kambhoji.

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
prayoges ; 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’
School 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”. 1In his long and learned paper,
the Pandit first surveyed the history of ancient Indian music in
respect of both rages and compositions ag evidenced in the Sama
chants and literature from Bharata downwards; what element of
ancient Dravidan music, such as could be thought of on the basis of
old South Indian literature like the Silapadikaram, endured in the
Carnatio system that is being handled 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 ela, the Sanskrit works spoke of vernacular varieties,
- lata, karnata etc. 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
rise 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 dbruva eto., mentioned in the North, could be compared
to the South Indian pallavi etc. ; the drupads of the North and the
kirtanas of the South had a common origin in.the prabkandas 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 all over the country.
Any seperation that might be said to have been started must be
asoribed to the Muslims, prominently Amir Khusru, but it must be
emphasised 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 eagy 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
pra.otica.i 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 scquaintance 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 issie,

Ragalakshana—Useni

The President then proposed that the discussion of the lakshana
of Ueeni 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 1888
s
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though 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 dba nisa’’
occurred.

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 lakshara also he read out from
an earlier text.

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. 8. Aiyar
pointed out that according to Helmholtz’s book, there was an old
Arabic 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.

.
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THE SIXTH DAY
28th December 1949

When the Experts’ Committee of the Music|Academy met this
morning in connection with its 23rd Conference with Vidvan
Mudikondan Venkatarama Aiyar in the chair, the discussion of the
lakshana of the rage 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 dhe ni sa, sa ni dha ni dha pa ma ga ri sa’ occurred and that
“pa dha nisa” 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
prayogs. Vidvan Rangachari requested that Vidvans should olarify
the disputed question whether suddha dhaivata occurred in the raga.
Qri 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
o Ra,ja.raja-vandita,” the dhaivate 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
guddha dhaivata occurred. Piratla Sankara Sastri sang the piece,
« palimpara *’* of Tiruvottivur Tyagayyar. According to him, suddha
dhaivata 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
expeotation for the slight suddha dhaivata whioh he would throw
into the portion * Rajaraja.vandita” in a most enthralling manner.
The President pointed out that acoording 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 prayoge in vogue in the natya sangita. According to the
President, suddha dhaivata occurred only in'the prayogss “pa dhe
Pa{’ and.“ ma dha pa,” - ' T



44 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [voL. xxI

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 * 8a ri ga ma pa ni dha ni sa”’ and * sa ni dha pa ma
garisa’’; “pa dha nisa” was largely used ; suddha dhaivata also
ocourred. The raga was a janya of the 22nd mela.

Pantuvarali

The raga, Pantuvarali, which had been previously disoussed
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.

Further 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, a 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
Musioc ', i

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 Aiysr 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

_jlluftrated it by singing gandbara in Sankarabharana. Next in

importance came the samvadi, the consfmant note, having the
relationship of & perfect fifth or fourth with the vadi, the sa-pa or
ga-ms relationship. He elucidated this relationship by singing
Darbar and Nayaki, Hindolam and Jayantasri, and showed how
these pairs of ragas differed in their identif,y on account of their
vadi-samvadi relationship. He said that in Hmdusthani musio,
most of the ragas had only one set of vadi-samvadis, whereas in
Carnatio music one rags might hav'e two or more groups of vadi-

mvadi. The anuvadi was then illustrated by the vidvan by
sam? the antara-gandhara of Sankarabharana and Kambhoji. The
m'ni‘:llig was an inimical note but we handled many beautiful ragas
n:h vivadi swaras. The vivadi swara produced a suspemse and
sl whioh had a pleasurable sensation when the vadi or the
“';:lon sruti note or its dominant fifth was reached again. ‘This
ad ar: monstrated by the lecturer singing Varali. It was pointed
was _3‘ arama Aiyar that the vivadi swaras and other microtones
by 8ri n{ed in our music aoquired richness on account of the
th“uf:de* creatsd by the resonance of the imperceptible wpper
;:’r‘:im in the harmonio progression of the fandsmental and the

panchams of the tambnra,
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THE SEVENTH DAY
20th 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 gattuvadya
which was hercditarily handled by members of his family and of
which he appears to be the sole exponent now. The Vidvan said that
according to Kumaratanira 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 lagter
accompanying with the gattuvadya, received patronage from

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 insirument 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 intg
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 Tiruvayyar
that this was one of the eighteen vadyas to be used in ceremony of
dig-bandha-vimochana ab the end of festivals in temples.

Mandra-sthayi Singing

At the instance of some prominent members in the gathering,
the President requested the Experts’ Committee members to
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 gthayi ' in a clearly audible and highly enjoyable
manner. He rendered, Inkadaya ” in Chakravakam m.mandm and
said it was very difficult and required sadhakam. Vidvan Sesha
Iyengar, Who spoke next, emphasise(.i tht%t; the n.eg.lect. of * ma.nt.ira
gthayi” was due to the very low sruti which musicians were keeping
to-day. ) . ) .

griT. K. Jayarama Aiyar said that the taking of a high sruti

not & necessity. Mandra sthayi sanchara” was no doubt
- in olden days, but its desuetude to-day was due to several
common Not all voices could be marked out for easy “ mandra
cause§. nchara” . The audiences also had become very large, but
sthayl.;& which had came to stay, could help in restoring ““ mandra
the m.x,,e inging. The  mandra sthayi sanchara ” was indeed capa.-
sbha);l ; ire&t richness and the listeners as well as the musicians
:,::) ::ldvbeymade to realise its value and appeal. He rendered alapa

in “ mandra sthayi.”’ . .
Speaking from the practical point of view of a vocalist of
ding, and as one who did accept the value of ¢ mandra sthayi”

s?aﬂ‘ 18, rticularly as part of a musician’s training, Sri Semmangudi

sm.gtng. P”A ivar dwelt at some length on the vurious causes which

SumV'?‘s‘:i . mZult for the musicians of to-day to devote much attention

ma,‘t‘i.e 1t dl a sthayi ” singing in concerts. The foremost of these was

to m&ﬂnz get-up of the concert, the hall and the listening habits
zgzlf:e;:bli& " The facility of the loudspeaker had broughv in the -
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disadvantage of continuous chat among the audience; the electric
fans constituted a great impediment and continuously disturbed the
sound-waves; ‘ mandra sthayi” was clearly audible to the rather
limited audiences of bygone days. In his opinion, “mandra sthayi’’ was
rather part of sadhakam and not so much of concert rendering. The
Vidvan appealed 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 deficienoy.

The President, in winding up the discussion, stated that the
“adhara sruti’’ was to be selected by each musician for himself. But
whatever the sruti, it should be recognised that “ mandra sthayi”
should be rendered according to the capabilities of the singer; it
sheuld not be lost. It was not a fact that it formed part only of
sadhakam ; the paddbati of raga.alapa laid down in the Sastras in-
sisted 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, he thought, was & non.controversial matter and particularly
in teaching and training, ‘ mandra sthayi’ singing should receive
adequate attention.

THE EIGHT DAY

30th December 1949

The Experts’ Committee of the Music Academy met this morning,
in connection with its 23rd Conference, with Vidvan Mudikondan
Venkatarama Aiyar in the chair.

Sollukkattu Recital in Bharata Natya

Sri E. Krishna Aiyar brought up for discussion the point that
the recital of Sollukattu in Bharatanatya should be with sruti and in
conformity with the raga of the song. He pointed out that though in
some pieces like Sabda, some of the passages contain ‘ sollukattu ”
get in the melody, the practice of Nattuvanars in the case of the
Varnas was to recite ‘sollukattu” in a dry manner without the
appeal of sruti or raga. Here as elsewhere, Sri Krishna Aiyar
expressed his oriticism of the recent practice of the Nattuvanars.
He was no doubt glad that they had come into prominence, but he
was yet sorry that recently they had not kept up the pure tradition.
With partioular reference to the recital of ** sollukattu’’, he said that
in the Kuchupudi Bhagavata natya sampradaya of Andhradesa, the
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“ gollukattus” were rendered with sruti add raga. Incidentally, he
touched also upon Konnakkol. o

This was followed by a demonstration by Sri J. Sitarama Sastri
and his guru, the veteran Kuchupudi Bhagavata, Vedantam
Lakshminarayana Sastri of Nuzvid. It was very interesting to note
that the Vinayakakavitam recited by Lakshmiasrayana Sastri was in
a tala called Vinayaka tala, which had 72 aksharas and wasa 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 foypd, 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 gn]y in thq 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 ragabkava. Reciting the
“gollukkatu”’ for Simhanandana tala, the Pfesident refersed to the
fact that he possessed manusoripts of kavitvams in Tamil for g large

aumber of talas.

Lakshanas of Some Rare Ragas—G%rapjani
Tarangini, Dilipakg - .
v 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
eliminating 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 Pregi.
dent said that the arohana and avarohana of Chittaranjani were
“gari ga ma pa da ni” and “nida pa ma ri ga ri sa”, that iv
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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, bad the authority of Thiruvottiyur Rema.-
swami Aiyar of the Walajapet sishyaparampara. Asked by Veena
Narayanaswami Aiyar whether the “ni”’ occuring in the President’s
rendering was not kaisiki, Vidvan Venkatarama 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, aleng 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 thougb
mentioned as Kharahaiapriya by some, the raga of ‘“Rama niyada”
was really Dhilipaka. The raga 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 avarobana, ‘“sa ri ge 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. S. Aiyar referred to the fact that the arohana and avaro-
hana that he once noted from Sri Ariyakudi Ramanuja Iyengar was
“sa ri ma pa da ni da pa ma ni da ni sa” and “sa pi da pa ma ri ga
ri sa’. Prof. Sambamurti referred to the fact that Dilipaka was
found desoribed with lakshana in the book, ‘‘Sangita Kaumudi” of
Tiruvayyar Subrabmania Aiyar. The same book contained also
“Rama niyada’ in Dilipaka 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
Tysgeraja generally poted as being in Pantuvarali.
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Sri C. 8. Aiyar suggested that to avoid confusion, we should
use the name Subhapantuvarali and added that Pallavi Duraiswami

Aiyar had used ‘antaragandhara’ in his composition. Sri "'Hulugul‘

Krishnachar said that ‘subha’ was only a prefix denoting the mela
number and the raga name itself was Pantuvarali. For a time,
discussion strayed into the correct rendering of the Tyagaraja 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 which versions
with both  gandharas ’ were found for these Tyagaraja kritis, said
that the distinction lay more in the way the “‘gandhara*’ was int'dned,'
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
ghould be clarified with reference to Varali, Pantuvarali and Subba-
pentuvarali. 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 called
Subbapantuvarali.

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
Calcutts on the tabla, treated the packed audience to a spleridid
recital on the sitar. Requeésting 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
Allznddin Khan. I

 Sri B,avi Shanka,rldemqnsbra.ted and explained ragalapp,l'instm« .
mental playing and the plan of tabla accompaniment in Hindusthan;
music. He rendered Miyan-ki-Todi ascribed to Tansen whose aroha
and avaroha were sa ri ga ma (prati) dha ni sa and sa ni dha pa
(vekra) ma dha ma ga risa. After alap, he played jod and jhata and
shewed tarparana, the' produbing on the serixrfgsj of the bols of the
pekkawaj and then gats in trital'(16) matras in different jotis, tiarg -
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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
gaid 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 emphasisa 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 continuously 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 oi'
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 vidv’ans
though they never exhibited it in any disturbing manner. Com li
menting Mr. Gyan Ghosh on his demonstration, the President referfeti
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 Saraewati Bai then read a paper on Harikatha She

traced the history of this devotion.cum-musical art form and referred
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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 Krishnaswami Aiyar’s Speech

The President of the Academy, Sri K. V. Krishnaswami Aiyar,
in expressing bis 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 Tar Hinpu 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, partioularly the Swadesamitran
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and the Ananda Vikatan and to the authorities of the R. R. Sabha,
Lady Sivaswami Aiyar Girls’ High School, P. 8. High School, the
A.LR., the Police, the Corporation and the Dhanvantri and Krishna
Boy Scouts and the Scouts of the P.S. High School, Kellet High School
and the Hindu High School for making the Conference a success

Speaking on behalf of the musicians who took part in the Ex-
perts’ Committee discussions and in particular on behalf of those who
came from the North, Pandit Ratanjankar and Sri Gyan Prakash
Ghosh stated that they had learnt a great deal from attending the
Academy’s Conference. The Conference which they held in the North
were mere music festivals and had no such constructive activities
like the scientific discussions conducted by the Academy in their
Experts’ Committec discussions. They said they would carry the
lessons home and try to conduct similar seientific work in their Cone
ferences also.

Tiger Varadachariar and T. L. Venkatarama Aiyar paid a
tribute to the learning with which the President, Sri Mudikondan
Venkatarama Aiyar, had conducted the proceedings. Sri Ananat.
krishna Sarma of Mysore and Sri T. K. Jayarama Aiyar, in joining
the previous speakers in paying their tribute to the President empha-
sised the permanent value of the discussions and thanked the Aca-
demy for organising these discussions. Bharatam Narayanaswami
Aiyar recalled his association with three generations of the gurupa-
rampara of the President. !

The session concluded in the traditional style with the singing of
mangalam by Sri Saraswati Bai and the vidvans present. There was
a group photo of the vidvans who took part in the discussions and
the concerts and the members of the Executive of the Academy.

1st January 1950

THE MEMBERS' DAY

The Members’ day of the Music Academy was celebrated in
the morning when the members and their children rendered songs.
Vidvan Mudikondan Venkatarama Aiyar initiated the proceedings by
singing a kriti on Vinayaka. He was followed by Vidvan Rangachari
and Manjakudi Ramachandra Bagavatar. Others who sang were.
Srimathis Kalyani Padmanabhan, S. Patta, V. Shanta, Muthu Mee.:
nakshi, Parvathi Mahadevan, V.V. Jaya, S. Manonmani, Thangam:
Ayyadurai, Meenakshi and P. 8. Kokilam, Srimathi Rangammal and_
oMaster Srinivasan accompanied on violin and mridangam repotievely. :

§
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Messrs. M. S. Sadasivam, P. Ramachandriah and Master
R. Kalidas also sang on the occasion.

THE ACADEMY SADAS

The Sadas of the Academy was held in the after noon at
3.30 P. M. under the presidentship of the Hon. Mr. Madhava Menon,
Education Minister, Madras, when the title of ¢ Sangita Kalanidhi’
was conferred on Vidvan Mudikondan C. Venkatarama Aiyar,
President of the 23rd Conference of the Music Academy.

There was a large gathering of musicians and music lovers.

After invocation by Srimati D. K. Pattammal who sang ¢ Sri
Saraswati ” and the declaration of sadas by Sri K. Soundararajan,
Secretary, Sangita Kalanidhi T. L. Venkatarama Aiyar welcomed the
Minister and other guests. He referred to the activities of the
Academy during the last 23 years and said that it occupied an
honoured place among the foremost cultural institutions of this coun.
try. The object of the Academy was to preserve and improve the
great musical heritage which they possessed and to attain that object
they were rununing & college of music, a journal and were publishing
valuable treatises on music hitherto not published, and were also
holding competitions in the rendering of classical music by amateurs.
Another important phase of the Academy’s activities consisted in the
holding of annual Conferences in which leading musicians and savants
took part to settle disputed questions relating to the theory and
praotice of music. It required scholarship of a high order to preside
over such Conferences and the President was conferred the title,
Sangite Kalanidhi. Referring to this yegr’s President, he said that
Vidvan Mudikondan Venkatarama Aiyar, who was a musician of
great repute, well versed in the theory of musio and having consider-
able practice, fittingly deserved the title of Sangita Kalanidhi.

Sri T. L. Venkatarama Aiyar then presented Vidvan Mudikon.
Venkatarama Aiyar with the title and read the citation.

The Chtation

Born on 15th October 1897 in a musical family and son of Sri
Mudikondan Chakrapani Iyer, Vidvan Mudikondan C. Venkatarama
Iyer learnt music from Sri Veda.rany.am Swaminatha Iyer, Sri
Konerirajapuram Vaidyanatha Iyer, Sri Tiruvizhandur. Kannusami
Pillai, and .Sri Simizhi Sundaram Iyer. He has been honoured at
Samsthanams, is well-grounded in critical scholarship, and has
published any papers and editions of compositions. At present he
is Vice-Princips] snd Professor of Vocal Music at the Teachers’

dan Ven
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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
Sangita 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 pronouncefl
without any fault the sahitya of the kritis in whatever language .1'6
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 choos«? a
new President for its annual conference to confer the titl_e of Sangita
Kalanidni. He was glad that the Academy had, during t.he paat
93 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 music. Dr. Alagappa Chettiar hoped that the
Academy would grow from strength to strength.

Paying his tribute to Vidvan Mudikondan Venkatarama’ Aiyar,
as a ‘lay admirer,” Sri N. Raghunatha Aiyar, Assistant Editor,
Tae Hinpu, 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 throngh 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 as also 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 6ld. " 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 session and,‘[the
handicaps 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
foeling 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 thess 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
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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 concluded.

Replying to the felicitations Vidvan Mudikondan Venkatarama
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 could 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
and 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

Doxors oF MEDALS
of Late Vidvan Semmengudi

mengudi Srinivasa Iyer in memory
Narayanaswamy Iyer

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

nated by Sri T. D. Narayana Iyer
donated by Sri K. Srinivasan

by The Mylai Sangita Sabha

Iyengar
T. A. Doraswamy Aiyar Medal—do- | Srimati D. Pattammal

II Prize | donated by G. N. Balasubramanian | Sri K. S. Ramachandran
II Prize | donated by Sangita Kalanidhi Sem- | Srimati S. Muthu Meenakshi
I Prize | Dhanam Memorial Medal—donated | Srimati Yamani Saraswati

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

1I Prize | donated by the Music Academy
II Prize | donated by the Music Academy

I Prize

3
”

Gents I Prize | donated by Sri M. Sudarsanam

Ladies

COMPETITIONS
USC
$1 4
39
)
2

Vocal M
9"
‘3. Violin
4. Veena

1
2,

-
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Competitions held by the Academy

Dr. V. Raghavan, Secretary, in introducing the prize winners in
the competitions held in connection with the Conference, said that
ten competitions were held in vocal and instrumental musie, 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 g
subject and as a course of study and it was from the Academy’s
College that veterans like Ciger Varadachariar, SriSabhesa Aiyar ag
also otbers went as Principals and teachers to the Music departmentg
of the Universities of Madras and Annamalainagar. Hestated 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 Instruc.
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 algo
the capacities of musicians. All were agreed on the need to maintain
and develop music. ‘ .

Referring to the great appeal which music had on listeners, the
Minister referred, in appreciative terms, to a drama staged by the
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blind students of the Victory 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 Education 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
BY

C. S. Ayvar

There is ever so much talk nowadays about musical research. Tt
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 gaid
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 player or g
violinist of the modern day, has some intellection in his exposition
of the melodic art, for his sensuous perception 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, suddha’,
madhyama or the irue fourth, and sadharana gandhara (Karnatic
nomenclature) or the harmonic minor third. The Pythagorean Greek
school also knew of the true musical note at 1/5th of the string, the
major third, while Ahobala was not aware of this. The South Indian
discovered somewhat earlier this major third, antargata gandhara
as 1 would term it, and also the true musical note at 2/5ths of th;
shadja string. I will now trace the history of the so-called research
and the teaching of musical theory, within recent years. '

3. It is the teaching of Physics of Sound in the Graduate
classes, that drew the attention of the musically-minded Indjan to
seek some intellectual meaning in the melodic structure of Karnatjc
musie, on Western lines, in terms of vibrations or relative frequencies
of musical rotes. The first such attempt was in the first two decades
of the présent century and Mr. Abrabam Pandithar of Tanjore fame
brought out his huge and ponderous volume of Karunamruthg,
Sagaram. Whether there was then any objective study of musica]
notes is not known to me. But the discussions by melodists on their
subjective understanding of the 22 srutis in an octave, according to
a 2nd century B.C. sloka were profuse, while he was in

aistin on
24 srutis to the octave. g
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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 Srutis under its avspices.—
vide Appendix D of the Aunual Report of 1929. The President put
up a resolution from the Chair that the original 22 srutis of the
Bharatamata and of Sarngadeva were of the following frequencies.
1, (266,243, 16/15,) (10,9, 9/8,) (32/27, 6/5,) (5/4, 81/64,) (4/3, 27/20)
(46/32,64/45,) 32, (128/81, 8/5,) (5/3,27/186,) (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
28 CDE F 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-
matirally ealculated on the Sa Pa and Sa Ma bases. Ilay emphasis
on the word ‘ mathematically’ since the interpreters of ancient
texts, like Deval. Clements and Alain Danielon have stated different
ratios for some of the 22 frequencies. Really in the calculations, two
more ratios 81/80 and 40/27 (above Sa and below Pa respectively)
come in. The problem is actually associated foday with the choice of
one frol each of the 12 twin ratios for the 12 fretsof the vina on the
Sa string. So some meaning vias read into the ancient text on Western
lines. There are four observations, in the address, as noted below :

(1) 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 ; :
(i) that a blind adherence to asystem of 22 srutis only, is not
justified for the reason that to minimise it (to 12 or 16
apparently) is to impoverish, and to extend is to enrich

our heritage ; : E
(145) 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, 27/26, 50/21, 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 Bharata’s scale. (Any physicist will immediately ask
" by what objective method have these definite pro-

e 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 ang
foreign to our scale ”’ as against Helmholtz’s statement
that it is 2 sweet musical note,

It appears to me that no objective sludy was either insisted om or
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 (bid.)

5. At the Easter Conference of 1930, the theorists became
conservative and would adhere to the statement that 29 srutis includ-
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 namel;
for each of the 5 swaras, Rishaba, Gandhara, Madhyama, Daivata
and Nishada, and duplicating the names for the ten Swarasthanasg
in the octave of the veena, besides Sa and Pa, since shadja has
becqme prominent in present day music, and consongnce therewith
is essential and they must be defined in relation to shadja. There
was a discussion on the desirability to describe Raga-lakshanas in
terws of specific srutis employed, and the same President formulated
the srutis represented by the above symbols occuring in the geveral
typical ragason which there was the greatest agreement or the

least disagreement, though it was not intended to exhaust al) the
ragas in which particular srutis oceur,” 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/
85, »/3, 9/56, and 15/8 (also considered so by Helmholtz) no diﬂij
culty was experienced at all by the theorists becausge thege ratios are
verifiable by any student of Karnatic music with g know
Physics, who has studied them with reference. to the § 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-dg

The theorists were cautious enough net to specify deﬁniz;
ratios in the ragas, where they were not so simple; and they ex
pressed the characteristic srutis in terms of the above s )
denote a small rise or fall in pitch, as I undeistand the disenssion
Inspite of this, owing to the' statement of the President in the
previous year that Begada Madhyama has the ratio of 27/20?

ledge of

ymbels, to
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the following statements re: the other 10 srutis—‘complex ratios’,
are found in Sri Sambamurty’s book regarding the Tbeory of
Karnatic Music (Table IV of Chapter IV of his Book 1V). “Frequency
R,—256/243 in Gaula; G,—32/27 in Bhairavi; G,—81/64 in
Levagandhari; M,—27/20 in Begada and Gaulipantu; M,—45/32
in Kalyani; M,—64/45 or 729/512 in Varali; D —128/81 in Saveri;
D,—27/16 in Kalyani; 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
gruti, to represent the comma 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 fromi 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 sbould 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, f(_)rmerly research student, published by the Madras Univer.
sity in 1938. At page 50 and Appendix II, page 206 will be found
mentjon of 56 frequency ratios which cannot be‘detailed 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 mocked !'! 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 ; (i) the increage of the tension by ‘deflection of the
string enormously affects the pitoh on the calculated length. The

*N.B.—Alain Danielou hae interpreted that the ratio 25/24 is the firat

eruti above Sa according to Sarngadeva. The twelve frets on the Sa
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|
Sankarabharana or the diatonic acale.

string

the capital letters denote the
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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 have been drawn
up on combinations of the existence of 24 srutis to the octave and
where also a system of 48 intervals to the octave is advocated.

8. From Chapter ITI. ‘ technical terms,’ Book I, ‘South Indian
Music’ 4th edition by Sri P. Sambamurthy, the following extracts
are given: X

‘Suddha gandbara, the variety of ga below the sadharana
gandhara and theoretically the same as the ngte
chatussruti rishabha. Also the first gandhara note
(frequency 32/27) in the scale of 22 srutis.” Theory is
wrong here as the ga in Sama Gana to day is a resonant
Swara.

““Suddha nishada, the variety of ni below the kaisiki nishada
and ‘theoretically the samv as the note chatussrutj
dhaivata. Also the first nishada note [frequency 16/9] in
the scale of 22 srutis. ” ‘ ‘

The confusion which will arise in the mind of the junior 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;1 '

N.B.—According to Venkatamakhi, Suddha gaﬁdhara 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 present day Sama Gana have been identified
by my actual play on the violin to a recitation, with the ratics 6/5
and 9/5 very lmportant in Ritigaula raga.

9. In this academic study, my own contribution asan amateyr
violinist, 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
existonce of a few srutis on the Sonometer and the violin, and |
was really the precursor of the President of 1929, on the ratiog
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enunciated by Helmholtz. Even in the Easter Conference of 1929 I
had insisted upon the existence of two prolongable notes of 25/24 and
25/16, as having place in the gamut of sweet notes—vide page 36 of tLe
Annual Report of vhe Music Academy for 1929. I was fully 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. 1 pro-
posed therein that there are only prolongable and harmonious notes
in our music between which gamakas occur, the intervals being in
some oases, above or below those notes, to the extent of quarter tones,
baving 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 Laboratory, London, are given. The results
are as under :

(¢) 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. 8/6—a semitone above Pa. On
analogy, the gamaka in ri of Saveri raga will be from rel.
freq. 25/24 to 16/16. The variation is 42 cyolic cents, .

(1) 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.e. a measure of 49 eyclic
cents, and the comma variation is insufficient.

(#5t) The gamaka in Da of Begada within the same swara ié
from . rel. freq. 5/3 (a minor tone above Pa)—to rel. freq.
12/7 i.e. & ratio of 36/35 suhsisting between 9/6 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 noted arising at certain aliguot parts of the Sa and Pa
strings. My experiments show the clear possibility of an inversion of
a septimal minor third (7/6 R. F.) from Sa, Ma and Pa in our "SOuth
Indian musio. The European has so far recognised only the inversion
\ 9 Voo . B . . v . . B
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of a major third (5 4 and a harmonic minor third (6/5) from Sa, Ma
and Pa. 4/3:7/6 = 8/7;2:7/6 = 12/7;3/2:7/6 = 9/7.

This scientific paper (reprinted since in Vol. XX, Journa] of the
Music Academy) was published in the journal on the S“i)mission
of an Appendix, showing the analyses of the violin cuives by g
well-known physicist. It may be incidentally added that even
the fretting of the vina has nof been fully seientiﬁcally studied
on a modern basis, except that we know at certain frets,
partials namely the second. the third, the fourth and the fifyh
strings, can be heard.—wide Table 11 facing page 27 of
of Music’.

11. Just as the theorists have given new symbols 44 bhe srutis
in relation to shadja (the drone has 3 shadja strings, and only one
Panchama), so also the theory of consonance to shadja has 10 be
envisaged in another manner, namely, in regard to the upper partials
in the human voice of 1 to 16, and on the instruments brought down
to the proper frequency, within the ootave; and they should be
verified on a scientific basis as hinted in my Grammar of 8. I. Music
As regards frequency 7/4—referred to in the address of 1929, T as 9:
violimst can produce the upper partial ‘7’'—on my ‘G’ g tring and it
is easy enough to play 7/4 two octaves down ; and I do so ¢
in my raga alapana ina certain raga. So also 7,6 on ap ot
which is in the same finger position on the Sa string, as Ut is on pr
string. The consonance of upper partials is a very important subject
dealt with by Helmholtz and later scientists  re European
¢ Harmonic® music; and it behoves us to study thig aspect scientifi.
eally re : melodic music. _

12. Melodic music, at all times, is firstly Art—wjgp
tal—though it has a scientific background, as in the case of
just as in Drawing, Painting or for engraving on metal,
science of perspective, anatomy and proportion, whic
studied. At the present state of pure scientific knowle
our music, I would even cry ‘ Halt ’ to the teaching of
frequencies in music, which are found in the text.
mentioned, excepting those of prolongable swaras as far
amount of getting by heart the fractional ratios, or cy
the swaras representing aroha and avaroha of their
create the aesthetic feature of raga forms in the hymg
shades of sound and pitch have to be learnt by the ear initiaeq 1,
teacher. Just as a painter or sculptor must have g living mofie(;
standing before him to paint & Pictiire or to create a gtatug fur mod
years of his study, so should the living music be %tﬁdlljz ‘@i‘oducég
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by the human voice or learnt on the instruments to preserve the
practical art for succeeding generations. Any scientific reseirch in
music proposed to be undertaken in the Central College of Karnataka
Music or elsewhere, should be on the basis of living music and on
modern lines; as suggested in my paper published in the * Current
Science. ”” The study of books, ancient or modern, which cannot by
their very nature, show samples of sound for investigation is, in my
opinion, money and time wasted. :

13. Let me conclude with an appeal to our classical vocalists and
instrumentalists of today. One outstanding feature came to my
notice when I was going round with Mr. Alain Danjelou, hearing to
recorded musio of classical pieces by classical artists, namely, the lack
of conscience in the matter of recording for posterity : the want of
Sruti suddha quelity, or conscnance to shadja, right through the
record, which was apparent, barring a few records. And it was this
which prompted Sangita Kalanidbi Musiri Subramania Ayyar who
accompanied us, to observe the other day that Mr. Alain Danielon
had better record our classical artists afresh by the tape-record,
instead of collecting all and sundry records whith might give an
erroneous impression of Carnatic Music to the West.

14. T have also to warn the eminent Vidvans regarding the
future of Carnatic music, which I have been learning on the violin for
over thirty years : for the classical pieces are legion. My garly tlfillining
from 1918 to 1923 under Vidvan "S’ab‘hfepa A}iyar, later Sangita
Kalanidhi of the Academy has not gone in vain. Let me warn Xqu‘
like Trijata—Prabuddha or the wise, of Valmiki’s Ramayana, or, like
the Wild Cassandra of Homer's epic the Illiad, as Teﬂ‘nyson puta it,
for T read the signs of the times. The step-motherly affection
bestowed by the Goverrment of India to the Central Ooll‘eg‘e_l?f
Karnatékd Mausic is & point in evidv:inoe to th? :)‘nlookfr, The?f°_ is
today a political stunt of the unification of India’s music; -nay-un.]ﬁ-

.on of the names of ragas bas been suggested by a high
Gover ment official of the Government of India. Where is Bhim.
(I}):lv;rinof Hindustbani Music and the Abheri of .tbe song 1\-Tagunlmo Mu
of Tyagaraja * Where is the Bageswari of t.he Hindusthani music an'd
the Sriranjani of * Marubalka’ of Tyagaraja ! If only our Carnatic
Vidvans be enticed by this political stunt, woe for Carnatic music!

i o quote from Prof. A.N. Whitehead, the great mathema-
A.n.d o !3 l?ilosopher, from his book ‘Science and the Modern World’
?,1(-,1&“ Nl]m pt.er « Requisites for sociel progress,’ published in 192t and
ro :::a:ed l:od»,y by T. 8. Eliot, English poet, in his Notes towards
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Culture, published in 1948, two decades Jater
transmission of culture from one generatj : .
Chapter ‘ Unity and diversity-Regiofa] g “OZ ;;e::;iczr:{ - oene
humar.l communities is essential for the provisién of the inc;):ti:mong
material for the Odyssey of the human bpirit. Other t e and
different habits are not enemies ; they are godsends Menm? lor.)s of
their neighbours something sufficiently akin to be u;lderst rf]qulm of
thing sufficiently different to provoke attentioh; and soniefl;)' e
enough to command admiration”. I the past I thou] nl? i
Hindusthani style of music was our enemy, and I said that H ¢ t.he
of the fact that in my service of 33 years I was in North ,Ilr(;'epltg
over 26 years and have heard all types of music st Cn 1la' for
Jullandar, Lahore, Lucknow, Bombay and Banaras, the Hi . Outrtat
style will oust the Karnatic style, if we are not wa’ry en lnhdu_s than
vnder Gresham’s law in Economics, the bad coin will o(mg et 8
coin from circulation. This I said in my lecture on T au“ ?he. good
Young Men’s Association, Lakshmipuram in Septemybega;a]a in t.he
Triveni of December 1939. In my lecture on the Clar; r 1939—pide
Classical Karnatic music, before the Music Academ metDand the
27th 1947, I said with a full-grown charity: ¢ et th'}; on;' ecember
Music and the Karnatic music evolve in th thdusthani
Here history waits on the musical conscienc
India. We have been in the past sendin i
from the South to the Nort;h‘.) Now it igst;:lv:: y:h?:::rc: messengers
Delhi is the Capital of Free India. Let ug sing the nl;s ® because
great Trinity of South India with all the Sruti Suddhg : s:io of our
pronounciation of the Sanskritic vowe} sounds, our vo'n]. eorrect
capable of, so that these majestic pieces of art musje with Ol;lsts he
of graceful gamakas may command the admiration’df. u: undance
brethren ; and they should simply go away, carrying th:to r;]Orthem
musical culture like Fa-Hien and Hiuen Tsaﬁgs of old rII:; ?f our
appeal to you, the torchbearers of Karnatic Culture, . 18 my

in the matter of

eir own natura) genijvs,”
e of the people of South

'POINTS OF AFFINITY BETWEEN
HI_NDUSTH‘ANI AND CARNATIC MUSIC

PaNDIT RATANJANKAR
Principal, Central Academy, of, Hindusthani Music, Lucknow.

The subject of my lecture is ‘“Affinity between Karnataka and
Hindusthani music.” Music today, whether in Northern or
in Southern India is comparatively modern. Neither in the South
nor in the North is the ancient system of Grama Moorchana and
Jati as propounded in the chapters on music of the Bharata’s
Natyasastra or in the later works such as Matanga’s Brihad Desi,
Nanyadevd’s Bharata Bbashya or Sarngadeva’s Sangita Ratnakara is
now being followed. That music is obsolete both in the South and
in the North. Nay, even the ancient classification of ragas under
geetds and jatis and the ten types, n_a.mely the Grama-raga, Upa-
raga, Raga, Bhasha, Vibhasha, Antharabhasha, Raganga, Upanga,
Bhashangha and Kriyanga has gone out of vogue. A fresh system
of classification of the ragas under Melakarthas, (parental modes)
introduced probably, for the first time by Ramamatya in the South
and that of the Raga-Ragini-Putra-Bharya said to be introduced
by Narada-not the heavenly Narada, but an author of that assumed

name of the post Bharat age-in the North seem to have taken :the -

place of the ancient classification. To allow sowe liberty of self-
expréssion to the musician, as it were. the jatis gave place to
ragas and Ragalapa, extempore elaboration. Jatis.after all geem to
have been certain standard settings of music of religions, dramatic
and other gongs. They were, not Kavya Chhandass, poetic compo-

gitions ; but Geyapadas, songs set in musical metres, and to be sung .
as they were composed, without additions or alteratioms. . No
extempore elaboration was expected. Whether the dozen and a half -

folk tunes that are common. all over the country even today such,
for example, as Geuri, Sarang, Bihari, etc., are the relios of the
ancient jatis would be an interesting subject for original research.
These music settings seem later on to have begun to assume an
importance independent of the wordings, a form which later on
came to be known as raga in the sense of a melody, without refe.
rence either to the wordings or metre and as ‘such it was considered
to be & musical theme admitting of enlargement and extempore

elaboration by the musician. The raga now"forfms thel‘basi'c idea

of all Indian music Southern or Northern.
10 '
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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 continued
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 wus necessary in
the definition of that raga. Let me quote for example the follow.
ing slokas to compare Jati and a raga. The shadjamadhyama
jati which is a vikriva 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,

S qEE : TSR-HETART (WA § |
g Facedqisar® iy arfat far )
faeiy fmeit = TS A |
sredigan: enal ad T Fdias
Migareraitt sIghag 92871 17 : |
REITHIR R 3T qaREETSAT ||

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
Quduva, pentatonic, when it drops both Ni and Ga. Inits hexotonie
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 hasg already been
pointed out by the author in the sloka 17th of the Jati Prak

arang
which runs as follows :
TAH : TEFEA AN Gl A4l |
St AT 7A@ SeIHEr HaT ;)
The four jatis having the word shadja in their names namely

Shadji, Shadja-madhyama, Shadja-kaishiki, and Shadjodichyav,,
besidesvthe Dhaivatee, Naishadee, and Arshabhi, are the seven jatis
eoming out of the shadja grama. The moorchana of this jati is

Madhyamadi i.e., the one, which begins on Madhyama 5, 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 wonld 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 a raga 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 :

NEAATRAN FAAFALASTAERF : |

feired) qoTReTE @ T : WSIIRHS : ||
S0l SaraTEEAl WHeEd : |

FTER T T ARy ||

fafre T B3 TR 37 )

This is the very first raga described by Sarngadeva. It is
derived from shadja madhyama jati. Tara Shadja is its graha and
amsa. Ni and 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 rega is influanced 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. There
is also 'a mention of the occasion at which it is employed. - There is
on the other hand, ne 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
rules was produced. The emphasis on Rasa, <emotional effect of a
raga, is a notable point. The ragas were :thus introduced for the
purpose of entertaining the musical listener, the human listener of
course and not a devata. -

Thus the study of music proper, music as an art irdependent of
and not subservient to poetry begins with the birth of the raga.
Sangita Ratnakara is comparatively & 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 Sti Raga, says:—

aRarRas ([ a Al |
ied T ATAAAALAAFFSTAT FRACAGAA ||

Kallinatha quotes a previous authority on this namely
Anjaneya who says :—

At g feEemmarnER T & |
AARINA=SEI THTWTRT O &dT @ ||

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 u 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- subject proper, the ragas as I have pointed out herebefore began
taking more and more populer-and simple forms. The ancient oneg
vanished 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 firat 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 composh;on 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
consjsts 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 Sambita is enough to prove that open mouthed prolonging of
musical tuites individually or in a group was not only permitted but
was held nevessary. The very meaning of the word Sama is singing,
chanting and the Rigvedic hymns 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 muasic in the early age. ’

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

qisy AN SHETALT ¢ |
{F AACTAET & W T 9 ||

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 wusical tone may or may not have a
musical value. The child cries in muslcal tone, & man or woman
weaps in musical tones, nay, even a 8o called passage of music may
pot 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.

A raga is then a sweet passage of music. Its further details
glve us the flats and sharps, their number, 1. e. 5, 6, or 7, the strong
and weak ones among them, its typioal identifying passage, the
nucleus, 8o to say, time of smgmg and so forth. But its basis isa

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 mumoal sermon, 80 to 8ay, hy the

musmmn a.ooordmg to his praotical oapwlty and expemenoe.
11

‘



T8 TAE JOURNAL OF TIE MADKAS MUSIC ACADEMY [VOL. X1

The raga is therefore not a set composition. Musical composi-
tions were set in the raga These musical compositions were known
as Prabandhas, Vastus and Roopakas. The prabandhas seem to
have beerf 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 muéi-
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 difficulty 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 compositions 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 ag
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 capn
safely assure ourselves that even today our classical music is &
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, moorchanag 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.uparags gave rise to the
Raga-Ragini classification in the North which was prevalent til]
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, in
Karnataka music. These ten melas are :—

1. Bilaval the same as Dhira Sankarabarana
2. Kallian or Yeman the same as Mecha-Kalyani

3. Khamaj Hari Kambhoji

4. Bbairava Mayamalavagoula

5. Poorvi Kamavardhini

8. Marwa Gamanasrama

7. Kaphi Kharaharapriya

8. Asaveri Nata Bhairavi

9. Bhairavi Haonumat Todi

10. Todi Subha Pantuvarali

There are however a number of ragas in Hindusthani musie 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. in 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 point now.
(vivg. , DHMP, MG, RG,MGRS.) ' ' :

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 &
rule in Hindusthani music. Thus the raga ' Jaijaivanti has two
accidentals, Komal Ga and Suddha Ni. : - oo

I wonder if Karnataka music is quite innocent of such usag;as. 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 manodharma. Of course -ragas having both
the madhyamas form no part of the old orthodox Karnataka musie.
But they are very common in Hindusthani music. In the SOut'h 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 evén in'
guccession to one another. I shall venture to demonstrate this
though I stand every risk of being clapped out. (Démonstrate P, M'
MMMP,PDH MMP;SM,M,MP,DH,P.) S
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The idea of calling one and the same degree of the scale by tw
different names has made it convenicnt in the Karnataka music to
use both the Rishabha, Komal and Suddha, both the Gandhara Kgma(])
and Suddha and so forth of Hindusthani music, for (;xam te
Kanakangi and Sama. But in such cases, say for example in a raga,pih
which both rishabhas of Hindusthani music are used, one as rishabhg
and the other as gandhara, the Hindusthani gandhara ig totally
absent whether in its suddba or vikrita state. In a raga on t.h.e
other hand, in which both the Hindusthani gandharas are used, one
as rishabha and the other as gandhara the Hindusthani rish;bhu
is totally absent. Huw far this principle is strictly followed in
modern Sonth Indian music will he known from the experts in that
music. As for the use of two madhyamas in Hindusthani music mg
I draw the attention of the vidvans to the name Ati-TeeVratarz
Gandhara given to the suddha madhyama by old Granthakaras suct
as Ahobala and Lochana, or Mridu Panchama, Laghu Panchama t«:
the Prati madhyama or Teevra madhyama of Hindusthani music, b
authors such as Pundarika Vitthala and Somanatha ? Aj] tl;es}’
granthakaras have included in their chapters on ragas, those havine
both the madhyamas. g

Pt. Bhatkande made great efforts to understand the tan ibl
basis for the Raga-Ragini system. The classification undergth.e
system as given in the old granthas wus hardly applicable to thls
ragas of today. All the ragas had undergone additions and aj; ;
rations during the past centuries and there was very little connect; o
between their modern and old forms. The janaka mela, and 'anon
raga which refers directly to the flats and sharps of g raga]. wya
noted, to get the most reasonable process of raga. classification aa.;
he found authority for the classification not only in the South bn
also in the North in granthas like Raga Tarangini, Raga Vibodhut
Hridaya Kouthuku and Hridaya Prakash. Ib spite of the fac th -
there were a number of ragas having both the wadhyamas z.zt,
Hindusthani music and that there was no melakartha in Kamat lin
music to include these ragas be still took Venkatamakhi's l\:la
Prastara as a referendum for his Thata raga system. Becaea
on the one hand he saw the necessity for the Northerne e
understand and study the Southern system and. on the ot,her °
had a faint idea that the two distinet sections of 36 melukart,ha,,;r » he
with suddha madhayama and the other with prati madh one
might be traced back to havq some connection with the anyt‘lma
sadjagrama and madhyamagrama. The shadjagrama has th’em:l:llt;
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Panchama while the Madhyamagrama has three quarters of it and
is called Kaighiki Pa. This very Kaishiki Pa, Trisruti Pa, or Vikriti
Pa, was considered by the later granthakara, Ramamatya -of Swara
Mela Kalanidhi, the pioneer of the janaka mela and janya raga
svstem an attribute or condition of madhyama itself. He called it
Chutapanchamamadhyama, probably because in his time the Vikriti
Avasthas of shadja and panchama and, with them, the grama
distinction went out of vogue and these penultimate srutis on
which their vikritis rested came to be considered as higher vikritis
of nishada and madhyama respectively and called therefore
chutashadjanishada and chutapanchamamadhyama making room
thereby for some new ragas in which both the avasthas, suddba
and vikritis of shadja and panchama were used. The gramas and
moorchanas gave place to the Gamut of 12 semitones and the melas.
Ramamatya who is said to be a descendent of Kallinatha the great
commantator of Sangita Ratnakara is thus the father of the present
South Indian system of music. No doubt, the present Karnataka
system has grown far beyond the scope of Ramamatya’s work., The
great trinity Syama Sastri, Muthuswami Dikshitar and the immortal
Tyagaraja have practically revolutionised the music of this
province from what it was in the past ages. But the roots of it are
to be traced to Swara Mela Kalanidhi and through it to Sangita
Ratnakara and other aucient works. The Gamut of the twelve
semitones referred to by me herebefore is the same as that of Hindus-
vhani musie. I shall enumerate the notes and their ‘Gorresponding
names in Hindusthani music. ’ ' ‘

1. Shadja of Karnataka music is called Shadja in Hindusthani music.

2. Suddha Rishabha Komal Rishabha

" - Chatussruti
Richabha, |
Suddha 5
Gandhara

Suddha Rishabha

bl

s

.Sadharana

Shatsruti
% Rishabha g Komal Gandhara
Gandhara

§. Antara Gandhara Suddha- Gandhara
12
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6. Suddha Madhyama Suddha Madhyama
7. Prati Madhyama Teevra Madhyama,
8. Panchama Panchama
9. Suddha Dhaivata Komal Dhaivata
Chatus sruti
10 Dhaivat u?
: ( Suddha Suddba Dhaivata

Nishada

-Shatsruti ?

1 Dhaivata

* J  Kaishiki ‘ Komal Nishada,
Nishada '

12. Kakali Nishada Suddha Nishada,

I 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 K )
of Karnataka music and Bilaval of the Hindusthani systel:?:l:::ﬁl
Karnataka : SA RE (RE) G (RE) MA PA DHA (DH A) NI (DHa) SA.
Hindusthani: SRGMPDNS

Although as many as 72 modes have beén. mathematicsl]
calculated by Venkatamakhi, all of them are not in vogue if]
Karnataka music. The ragas today in vogue are classified amon
19 or 20 out of the 72 melakarthas. g

Ragas are produced out of the melas by special emphasis on
eertain notes of the scale or by dropping one or two noteg but neve
more than two, out of the full scale. The omission of swarasr
by turns, gives rise to a large variety of shadava, hexatonic a d’
ouduva, pentatonic, melodies. Ragas are distinguished f!'on; oxrlle
another also by their vadi swaras ie. by emphasis on different
notes of the scale and by specific swara sangatis ; all thege principles
are common to both, the Sonthern and the Northern systems - &plot,
of ragas are common to both the systems, though under dii,ferent,
names e.g. Mohana of Karnataka music is the Bhopali of Hindus.
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thani music, Hindol of the Soutb 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 South 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 ir 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 to 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 adaptavions of the
Stotras or Stutipadas of the holy temples. They are to be .sung
according to a set programme. The raga.suddhi, the Sabdochcharana-
suddbi, the Gayanakrama, the programme of the contributions of
the accompanying instruments to the performance are all to be
strictly observed. The kitranas in the South and dbrupads 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 hetween the performance of a kriti in the South

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

.of swarochohara 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 audience with its persisting address. One can hear balf a dozen
keitis in the South in an hour’s time while in the North half a
khayal is not finished within one hour ; of course the duration of the
interpretation of a song or an instrumental piece of music depends
upon the capacity of the musician, not to repeat the same passages of
music over and over again, but to create new things every moment.
I bave heard just one single raga played on a Sitar or & khayal in it
sung for not less than two hours and there was not a minute of
boredom. But such cases are very rare. Ordinarily a khayal should
not be prolonged after the singer has exhausted all his ideas nor
should a kriti he despatched within five minutes. Effort should be
made to expand and elaborate the ideas of the original composer by
alapana consistant with the original version. I bope the vidvans
will agree with me there.

There is a third type of musical compositions in South Indian
music known as Jawali. I am told, these ccmpositions are a light
type and are amourous in purport. I donot know if they are
employed as a background for abhinaya. If so, they are the proto-
types of the Tumris of the North. The tumris are songs which
are full of little phrases of amorous purport to be repeated over and
over again in varities of Dhatu. There is full scope for self expres-
sion, manodharma in voice, expression on the face and action for
‘the musician. In fact, the aim of tumri singing is to bring out
and impress upon the audience the word sense of the song by means
of voice, expression and action. Some dance gestures are also resor-
ted to, at times, but these, last, by women singers. I remember to
have witnessed here last year, a couple of hours’ programme of acting
on the basis of a song by a famous South Indian female dancer
Just one little sentence starting with the word Krishna was referred
to over and over again with endless varieties of expression and
action for over forty five minutes and not for a moment did any
body feel bored. 1 was certainly well impressed by the abhinaya.
1 however don’t know whether the song was a piece of Jawal;,
Dancers develop the song with acting when there is not much variety
in the music. Musicians on the other hand develop the song with
fitting variations of the Dhatu.

Taranas of the North and Tillanas of the South are a common
type of songs to demonstrate verbal dexterity and rthymic play,

Let me now come toa type of songs introduced for the firgy,
time in Hindusthani music by the late Pt. Bhatkandeji: Thege
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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 Venkatarama
Iyer sang a lakshana gita of Kanada during the discussion held on
that raga.

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

One of the most famous and popular songs of Hindusthani musie
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. It
is full of gamaka-yukta-tanas.

Jayadeva’s Ashtapadis are sung in the North, as well as in the,
South, if I mistake not, but the ragas in which these were composed
seem to have lost their original forms. I have yet to come across
a musician who could render the Ashtapadis according to their,
original version. It is almost impossible now. Now-a.days our
musicians sing the Ashtapadis in whatever ragas they can easily.
render them.

So we have seen the common features between the two
systems, Karnataka and Hindusthani, of music now prévdlent.
We have seen that till the time of Sarngadeva or say, even till the
time 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 Bhash’anga., .
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 rulers were great patrons of
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music and brought with them musicians of Persia and Arabia.
Hazrat Amir Khusru, a l2arned 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 easiea
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 helped
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 gg
Sphutita, Tiripa etc. Then again sages of Sangita such ag Baiju
Bauvre, Gopal Nayak, Haridas Swami, Bajiu Nayaka, seem to haye
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 illustraticns to prove the granthic pedigree of Hindug.
thani music. The basic principles not only in theory but even in
the practical expresgion of music in India are as intact in the Nort},
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 gamakag or
enunciation. I for one will consider Hindusthani music enricheq by
introduction in it of certain South Indian ragas and songs. P,
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 mutual 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.



*GARNATIC RAGAS FROM A NEW ANGLE

__SANKARABHARANA
BY
Spr K. V. RAMACHANDRAN

My first duty is to thank our President Mr, K. V: Krishnuswamy
Iyer and Dr. V. Raghavan for giving me this opportunity to talk aboug
certain aspects of our Ragas before this select audience of musicians
interest .
doubt aware of the arbitrary eariety and inconsistency between theory
and art and the ueed for some kind of aesthetic guidance in choosing
between the pure and the less pure, the true and the less true. AsI
said elsewhere, we cannot have two sets of theories for an identical
set of facts, as exemplified by the unbridgable differences between
Pundit Subbarama Dikshitar who is respected but not followed and
Mr. Singalacharry who is not respected but Wide.ly followed to-day.
My purpose now is to suggest certain met.;hods and data for testing
the validity of these two theorists. In doing so, let us not take any-
thing for granted, till we have unlocked all sou'rces of knOWl'edge and
applied all tests, traditional, historical and ratienal ; and think about
the forms and features of our Ragas and recover them from the

living traditions and new sources of knowledge, if the thoeries we now .

profess prove to be inadequate or mistaken. fl) The first source is a
comparative study of the northern system with ours: the northern
system includes those of Bengal, Orissa and Maharashtra, where many
of our Ragas are still being sung in almost the same form, though
without any Mela system. (Viz: Salanganata in Orissa, Kedara,
Nata, Gaulipantu and Kamalamanohaii in Bengal and Bhupala
in Benares ; some of the uncommon Ragas of Tyagaraja are derived
from the Maharashtrian sources though the various mutts of Tanjore),
(2) The second source is what I have called the ‘Te:ftual tradition’
embodying contemporary records of the Ragas assung in various parts
of the country, from the time of Sarngadeva downwards. (3) The
third source are those traditions of the art that have not been studjed
go far: Subbarama Dikshitar’s tradi};ion for Diks.hitar and the
Umayalpuram—Walajapet for Tyaga:re.l]a are exceedingly valuable ;
but they don’t exhaust all our traditions. I propose to draw your
attention to-day to that of the late Veena -Dha,na.mxfml of fragrant
memory about the purity and superior quality of which you were al}

PR
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ed in understanding and enriching our music. You are no

in
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g0 enthusiastic . when she passed away, and that of the late Mr. S.
Tirumalacharry of Saidapet, both of whom had their music from
Sattanur Panchanadam Iyer, Kekkarai Muthu Iyer and other
celebrities of another age. And I talk to you as a student of the art,
preoccupied not only with the understanding and preservation of the
art, but also in its development.

Elsewhere I had compared the northern and southern traditions
to two streams flowing down from Siva’s head; and said, they
were born together, grew up together, enriched each other in
the course of ages and counstituted two facets ¢~ the same eternal
Truth; and that the one was an unwritten conmentary on the
other. Before starting on our subject to-day— Sankarabharana—
I would like to prelude it with a brief examination of the
relation between the two systems with reference to a few Ragas
which fortunately have already been discussed by the Music
Academy-—Ragas employing two Ma-s ; the relevany of the procedure
would be revealed, when in the course of these talks, we discuss
other Ragas and the two-fold division of the Melas and when we
examine the Hindusthani equivalent of Sankarabharana.

The Raga was a complete musical picture or tone-poem resul.
ting from specific modes of employing the Swara and other materials;
it was exquisitely burdened with human moods in the songs of
the composers; it was abstract and grand like architecture and
decorative like sclupture in forms like Alapa, Kataka and Thaya. To
these tone-poems we have given specific names by which we know,
recognise and remember them. When I equate certain northern
Ragas with southern ones, I mean just the melodic gimilarity -or
identity established by the component factors of the Raga like swara
ete., and not any acoustical measurement of the tones in a laboratory.
In so doing I only extend the procedure adopted by Pandit‘ Bhat-
kande, who said Bagesri corresponded to Sriranjani, Bhoop to
Mohanam, Yaman to Kalyani, etc. It was precisely in this way that
many northern Ragas came to be adopted into the southern system
and vice versa, in the course of the centuries. T'his was how Tyaga-
raja and Dikshitar enriched our system. The following is a list of
northern Ragas in the southern system : Vasanta, Manji, Manirangu,
Huseni, Kafi (Suddhaand Misra), Brindavani, Darbar, Nayaki,
Sahana, Surati, Atana, Jujawanti, Kamas, Begada, Devagandhari,
Pantuvarali, Kalyani, Hamir, Saranga, Paraj, hairava, Behag,
Kanada, Jinjoti—well known; and Purvi, Maru, Vialavapanchama,

14
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Margadesi, Ramakali, (iauri and Mahuri—less well known. If we
add Tyagaraja’s and Dikshitar’s additions which are to be speeially
studied we get a total above forty.

Ilustrations

1. Kedaragaula and Desh: Sarngadeva wmentions a Raga
Desavalagaula, which according to Kallinatha signified Kedaragaula ;
;n 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 oscillution 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. Reversiug 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 osilla.
ting Ni:

Hemkalyan : Pa Dha, PaSa. Ri Sa, Ma, Ga, Ga, Pa, Dha. Pa
3a Ma, Ri, Sa, Pa, Dha, Pa, Ri, Sa; Sa. Ma Ga Pa- D, Pa’ Ga,
Ma Ri, Sa; Ma 2 Pa Dha Pa Ni 2 Sa- Ga, Ma, Ga Pa, Ma2’Dh;
Pa Ri Sa.

Begadsa illustrated with ref to Ma and Ni.

Mandra Sanchara and slow tempo are 'charaeteristic of this
Raga as exemplified by Tyagaraja’s Nadopasana and Dikshitar’s
Tyagarajays 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
Saddha and Prati Ma. As these are said to be Desi Ra 285, you pe
haps feel that no violence is done to the basic concept of o,m‘ re:; r;
day theory which divides Ragas into two rigid groups ﬂccor;)in n
they employ the ove or the other Ma ; and like the great, castes gﬂ as
apart and refuse to mix. Now the occurrence of two Ma.s in t(:,w
same Raga is something I wou!d like you to realise, by listeni e
certain northern songs on records and familiarise yourgelf thoronghto
with them, though it may nct be easy at the first listenin ug ly
you understand the usage, learn the songs if possible and gog;)v nee
gancharas again and again; it is worth while. We shall see .(;.r the
pmotice oocurs in Carnatic Ragas and songs and if so whers an(; 't;ltxz
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what meaning. Such Ragas are of two kinds; one wheie 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.

Tllustrations : 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 +ystem. 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 mot a Desi Raga, but an ancient Raga that
might prove to be a Raganga Rag in the sense that it reflected a
Grama Raga ; indeed Tuljaji desoribes it as having the chaya of a
Grama Raga. Now there are two evening Ragas of the Gambhira
type called Sri and Gauri in the north resembling our Gaulipantu.
In Sri Riis Vadi, Pa Samvadi, no Ga in ascending and Dha Vakra
thus : Ri Sa Ma 2 Pa—(Dha) Pa Ni 2 Sa—S8a 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 Se—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
djvision 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. (Illustration:tbe pads 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 occasionally; Ga Vadi,
Dha Samvadi; Meend between PaGa, PaRi, SaNiDha, PaMuGa ;
Mandra sanchara is characterestic : 8a Ri Ga Pa Dha Sa. Ni Dha Pa

Mg Ga Ri 8a; Ri Ga Dha Pa Ma Ga Ri- Pa Ma 2 Ga—Ri Ga Ga Ma3
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Ga Ri Sa Ni Dha- Ri Ga Pa Dha Sa Ni Dha Pa- Pa Sa Dha Pa Ma
2 Ga. The Kalyani of Venkatamakhi, Ahobala, Pundarika Vittala
and Lochan 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’ though now sung
in Kalyani was sung in a different way by others ; the different 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 Iye;
said he had heard Dikshitar’s ‘Ramachandram’ sung with a Prati Ma,
but the point was missed. Now let us seek 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 Nj Dha
Dha Ma 2 Ma 1 Ga Ri Sa-Ni Ri Ga Ma 1 Dha Ma 2 Dha Ma 2 Mj 1}
Ga etc. 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 courge
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 unjs
Ma 1 Ma 2 Ga, Ma 1 Ma 2Ma 1 Ma 2 Ga or Dha Ma 2 Ma | : the two
Ma s occurring consecutively is a motive of Beauty and grace—the
Laltthanga—from which the Raga derives its name; and ocours
predoninantly in Lalit. See how expressive it is in Prabhat Bhairav
a raga sung early in the morning in the temples of Maharashtra, i;;
devotional worship. Watch the tender grace of the same motive—the
Lalithanga—when Tyagaraja and Dikshitar describe Sits musicall
in Mr. Tirumalachari's text of Sitamma and Ramachandram as 1)1:
occurs again and again. Listen to the lalitanga when TVa’-gam'
describes the beauty of the Rama image in ‘ Entamuddn ’ .When ﬁa
recovered it, The coincidence of the two Ma-s is to be seen in the
song ‘ Mangala Devate’ in the Raga Margadesi by Dikshitar, e

Mangalakaisikam is not a Desi Raga but a Ra .

’ ganga Ragg

sense that it reflects a Grama Raga; and it employs the Lﬂlitgha;,n :}.le

geveral contexts of the song ‘ Sree Bhargavi’ especially in the I‘% in

mudra; in describing the loveliness of Radha’s anatomy in :ﬁa
.
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Ashtapadi ‘ Kuru Yadunandana’; in the beautiful ‘nuptial songs

.embodying femirine banter, etec.

Desya Todi was discussed by the Academy; one view favoured
Suddha Ma and the other Prati Ma and a third both the Ma-s; but
no conclusion 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 beautifal 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,
gufficiently elastic to be able to accomodate such Ragas ; or recognise
the presence and coincidence of the two Ma-s in these and similar
Raqas as Pundit Subbarama Dikshitar does. This is a tacit
admission that these Ragas are much older than the melakarts
scheme. After this lengthy but necessary preface, we shall discuss
Sankarabharana now.

Sankairabharana

Sarngadeva calls this a ‘ Prakprasiddha Desi Raga ’; by ¢ Desi’
he explains that certain Grama Rages 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 Sankarabbarana was not well known though in other parts
of the country and at other times, it was well known. S

ToT AR e f: |
SITFAT I ¢ 87 TR || , .
o ST L
By this verse Sarngadeva means that the dlapa 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 V(;rv
limits short of touching the other note, so that Ni resembled Sa aﬂd
Sa resembled Ni. (2) relating to Raga, it meant faithfulness 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 Yadukulakambhoiji in Ri
Pa Dha Pa Ma Ga Ga Ma Ga Ri Sa Ni—or a touch of Kedara in Sa
Ri Ga 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 kinz
retained its individuality though other Ragas hovered around as ,
vague and intangible presence. (4) relating to voices, it meant th:
Raga developed subtle new forms on the diverse timbres of male and
female voices. (5) relating to instruments, it meant subtle new eff nt,
.and forms the Raga assumed on different instruments on acron ‘;0 :‘
their diverse timbre and idiom : thus with an excess of § hlru"tn ;
the flute, with Gamakas and Sphuritas well balanegd olnlmt;)ln
Nagaswara and with an excess of Gamakas on the Ving (6 relati °
to provinces, it meant differences in style and intona.;,ion suchmg
Kannada, Andhra and Kearala; it perhaps also meant ;-,h o
-Desi equivalent of Sankarabharana—the Raga Gauda Saran ° ';l:eat
was also the freer Desi manner of singing the old ragas—(itg : dere
be said that Konerirajapuram Vaidyanatha Iyer's Todi wa: 5; 1.‘:0
Of these various Chayas, some may be common to all the Ra e:l-)
the Swara, Raga and Anyaraga Chayas, might have speciall e l‘ut
to Sankarabharana. Bhavabhatta prescribes the MudritayGapp o
not only to the Mandra but to all the registers ; Ahobala ﬂm.& ka
the Gamakas Kampita and Dalu, to which I shall refer ]atefl‘escrlbes

Here are two sutras as I would call them from two ape;
compositions, epitomising the Raga: ancient

1. Ma Ga Ma Pa Dha Ni Sa. 2. Ma Ga Ri )
Sa Ri, Ma Ga Ri Sa. a RiSa Ni Sa Pa Dha N;j

Ahobala : Sa Ni Ma Pa Ma Ga Ri Sa. Tulaja f
of an old alapa: Sa 8a Ni Sa-Dha Pa Ma Ga R]i G;OBTa tIl:]: g;?;e.
» N
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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.

Here 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 Dhe 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 Sa-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 8a-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 ete.

With these we shall make up a few phrases ending on epecific
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 Ms 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 Ps 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 basio vocabulary and idiom. With these we shall attempt
gomething like sentences, with a beginning, middle and 'an end thus:
Ma Ga Ma Pa Dha which initiates, but is inconclusive—Sa Dha Ni
Pa Ma Ga Ma which brings in a new qusalifying eclause and Ma Pa
Dha Ni 8a which concludes; then more involved combinations like

‘8o Ma Ma Ga, Ma Pa Ga Ma Ri ‘Ga—Ma Pa; and longer sentences

otc, A whole Varna is made up of just two sentenoss shus:
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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 formas 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 Daln 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 (2a) - Pa Pa (Dha) Me 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) etec. ,

Bancharas employing Ma and Pa, are a special feature of
Sankarabharana and provide a mative of appeal in ‘ Karunakari
Kambukanthi’ ‘Dhinabandbu’ ‘Badari’ etc., and one of tearful ecstacy
in the Tamil song describing Sita when she saw the aﬁgu]iya
Sankarabharana is the proper medium for expressihg 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 ‘Ss Rj
Ni Sa Dha Ni Sa Pa Dha Ni Sa Dha Pa Ma Pa Dha Ma Pa G M
Pa Ri Ga Ma Sa Ri Ga Ma Pa Dba Ni S8’ would be Namanarm and ghe

" Sa.
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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. : '

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 agreat bird-in three or four directions and courses. It may
be likened to the sonata in that it had at least 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, 8s’ 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 this episodic digression,
- arrived the final movement and conclusion ' with gometimes a .brief
-Tana passage thrown in. . See the skeleton strucure indicated,below :

‘1st. Ayabtam: From middle Ma to middle R, rise up to Tara
Ma singing variegated sentences, pause on Tara SBa—this was the
prelude. : o G

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 : Fi'qm Tara Pa to Tdra Dha, then to middle

. 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 Dba up and down singing

.12.:separate  sancharas with the six swaras as centrs! theme one
. after the other with a beautiful evasion ,of the higher note in

aroha: and the lower note in avaroha.

t . Then Ps, Ri and Ga Sthayis, with.swaras as end theme. Then
« final {muktayi.. - . - N .

16



98 THE JOURNAL OF THE MADRAS MUSIO ACADEMY [VOL. xx1

Kataka was alapa in tana style ; the Thaya was brief soulptu.
rusque fragment like an ornamental pillar or lotus.

Gauda Sarang

The northern analogue of Sankarabharan
variety of Suddha Sarang. Sarngadeva's defin
type is this:

MERrerTmRdReRe : &R |
sEfrzafafi: T M qar w@g
EFNFN T fags |3 |)

Kallinatha explains 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 ajl registers. without
being segmented and was specially beautifu] on account of a ral(:e
called “ ohati’. This was vowelising with the syllables Ha an%i Ou
in Mandra register by planting chin on chest ang with effort
generating a soft and attenuated sound, with Kampita Gamaka and
fast. The Mudrita gamaka of which we spoke conveys. a gjmij] r
sense. You may take it that sll ragas with Gaula ag part of th :f

names have this mandra sanohara-Gaula, Kedaragaula Nara; o
gaula, Ritigaula ete. (Illustrations of Gauda Sarang.) ’ yane-

Sancharas : Sa Ri Sa Ga Ri Ma Ga Sa Ri i M

Ma2 Dha Pa Ni Dha Sa~Sa Dha Ni Pa Dha Ma 1S>: 2: LI;; I‘Pﬁ* ga fl;‘?
Ma Ga Pa Ri Sa. . ™

Sa Ri Ma Ga-Pa Ma2 Pa Dha Pa Ma Ga
Ri Sa.

Dha Dha Ma2 Pa, Ni Dha Ma2 Pa, Dha Pa . .
Ga, Pa Ri Sa also; Pa Pa Sa-Pa Ni Dha Nl:th_;,I I:IGG: lil gz[a
Ma Pa Ni Sa Ri Sa-Ma Dha Pa Ri Sa-Dha Pa Ma Ga-Sa Dha o Ma,.
Ga-Ma Pa Dha Ni Sa (fast) Dha Pa Ma Ga-Ss Pa Ma Ga-Ma P:, sa
Pa Ma Ga-Pa Ni Dha Sa-Ni Dha Ni Pa Ma GaGa Ma Ga Py 1y M:

& was the Gauda
ition of the Gauda

Ri Ga Ri Ma Ga, Pa

Dha Pa Ma Ga etc.

Mandra Sanchars is characteristio ;
being the oscillating ma of Sankarabha
earlier. All textual authorities assign it to melas with:

 th
of Sankarabharana. Mulabaksh actuslly calls it Sankna,bha;,:o tos
~ (Ilustration of resemblances and common sancharas, Illustrat:’
of ‘Manavyalakinchara’ by Srimatis Brindg and Mukta.) r;.::

the prati ma is ornamental,
rana stylised, ag ‘explained
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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 righis?”’
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 vhe errors of scribes and printers. Nalinakanti
and Sambhukriya would be first ghosts to be exoreised.

All along about the unatomy of Sankarabharana. Did it have a
transcendental significance ? According to Somanatha, the Rags 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. Iam
sure you will all agree with Pundit Subbarama Dikshiter that
acoording 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 teo many rules is:incorrect; they repre-
gented the last word in sophisticated artistry and gave shape to
unearthbly types of beauty in sound ; the vitality and ‘ma.gio 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 these. From
them arose in the first oycle -the Grama Ragas eluasiﬁed_?, Suddha,
Bhiﬂ“uw Gmn-,ﬂt‘qn Ont' Ofwmch & few nlmed W were

* Lecture delivered &t the Madras Music Acadeniy, on ' F8:9i50,:
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get apart for intoning the Ramayana. From the Grama Ragas
srose the Bhasha, Vibhasha and Antarabhasha named according to
the degree of their resemblance to and chronological distance from
the Grama Ragas. It was from the Grama 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 measurs; 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
:int‘erpretatzion of Sarngadeva involves the collation of materials
from all parts of India, and greater India and a lot of thinking and
comparing ; but he could be interpreted and made to yield valuable
data. Ihad referred yesterday to Ramamatya (15660} who lived in
Vijayanagar a few years before the battle of Talikota, Kallinatha
who lived in the same area a little later, Pundarika Vitthala
of the ‘16¢h Century who lived in north Karnatak and southern
‘Maharashtra, Somanatha who lived in the Gedavary area earlierin the
same century and Ahobala of Hyderabad who lived in the early 17th
-century. Living as they did in the northern fringe 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
actug] 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 pame Rama-
_ktiya ; of these Natyaramkriya is represented by our Nﬂd&mmaknya
.and Ramkali of the north ; Bahuliramkriya by a Vibhas in the north

.and a Ramakali in the south in which Subbarama Dikshitar has a
-song ; Chmdaramaknya by Sindhuramakriya described by Sabaji,
Tulajaji and Subbarama Dikshitar ; there is also a Suddha.mmaknya

. described by most writers. :

2. When Lochanakavi of the 14th Century refers to ﬁhe Raga
Desakshi of the Ashtapadi beginning ¢ Stanavinihitamapi’ which. was
absent in his-age and place we get additional light that though to-day

—
p—

Desakshi) Jayadeva’s original melody
not the northern Devsakh.

3. When Ramamtya says that Kann xades: il eloved of
the Utkalas and Pundarika Vitthala asaerts that Bhairavi was
beloved of the Dravidas, we have a glimpse into these eternal Ragas
shining like the Sin 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 Turushkas
and not fit for learned composition we are in,a position.to date the
arrival of these Ragas and their adoption in the southern 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 & R1 and
Pa & Ri and Ri & Pa and Ma & Sa and Pa & Sa.

7. When Somanatha repeats the pbrage Ga- Sa five tlmes and
the Ga with Dolana Gamaka twice and remarks that where there is
such repetition there is Rasa, he is enunciating not the arcbxteetural
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 have: called it, is helpful in a
negative way also. Thus the Ragas Chayagaula, Chayanata and
Chayatarangini are recognised by the textusl tradition, but for the
nine others in current lists of Janya Ragas followed by our musicians
beginning with Chaya like Chaya Malavi, Chaya Narayani ete. there
is no warrant; you can’t.find them at one glance as they are 'distri-
huted over several melas, till my late friend Mr. Chitti Babu Naidu
brought them together under one index ; Anandabhairavi is genuine
but not Anandanatani nor Ananda Abhogi; Devakriya, Devamano-
hari-and. Devagandhan have textual authority, but not the nine
athers like Devakusumavali, Devamalavi, Devamrutavarshini. ete:
l}hmna Shadja and Bhinna Panchama are genuine but not Bhinna

@andhari, Bhinna. Nishadam etc.; Purna Chandnika and Purna«
17 :
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mnchama'are recognised but not Purna Gandhari, Purna Nishadam
Poorna 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, J yotsnapriya,
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, colleges, 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-Purvakalyani; Marubalka-Abheri ; Raghunan-
dana-Jaganmohini 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 avaroba 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. Subrabmanya Sastry practically rewrote it. He was able to
correot the grammatical blunders, but who could correct the musical
oneés ? 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 ig
worth noting that even these enthusiasts did not have the cour . e to
assign the work to a peried eailier than the 19¢h century. Nfay I
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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 particular
Sabaji 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 1ts northern analogue named Ghnakri which is a
majestic Raga (possibly a Grama Raga) and very appropriate for
portraying the distressl 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.) Tyagayya's songs ‘Darini’
and ‘Kalaharana’, are in this raga. But the two vagas are entirely
different and how could Suddha Saveri become Devakriya or vice
versa ? And how could anyone name Duvakriya 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, 'Ranganayal.{i Parthasarathi who learnt a song in the
gehuine Suddha Saveri from an ancient at Mysore, who said that was
the name of the Raga. . e o

Saraswati Manohari is described by the textual tradition.-
(Illustration 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



104 THE JOURNAL OF THE MADRAS MUSIC ACADEMY ([VOL. XXI

Alapa, Thaya eto.; and I dare say it has a northern analogue.
Entavedukondu of Tyagayya is a raga resembling Sama or Yadu-
kulakambhoji. 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 labe! did not
_know the real Saraswati Manohari.

Sindhuramakriya is a raga employing Prati Ma according to the
textual authorities, two Dhas and Komala Ni. Tyagayya's song
¢ Sudhamadhuryabhashana ’ is in a raga resembling Kamalamanohari.
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 Nalinakanti and Sambukriya.

Samavarali is an ancient Raga mentioned by almost every autho-
rity. 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 printar 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 system ; So Gaulipantu must masquerade
as Saveri or Pantuvarali and not asitis; Vasanta and Mangala.
kaisikam have to lose their most beautiful member—the lalitg anga ;
Desya Todi could survive either as Todi or Varali, not otherwige. In
fact this was a sort of a 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 such'a 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 attempted
to classify them under hypothetical labels called Melas, because
there was a need at the time to stress the Swaras more than thé
character of the melody as previously. The mela wag just a label
and at no time did it have anything other than a classifying sense,

like the terms vowel and-consonant. AH:that it did indicate was the

more prominent notes employed by the Ragas: grouped under it
Thus the Mela Malavagaula was called variously a8 Saveri, Bauli'
Gurjari; Nadaramakriya ete. by various writers and they knew qm;
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well what they meant. It did not imply any taboo that Swaras not
comprehended under the Mela should not be employed. When the
theorists geaeralised 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 what 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 Sankarabhurana
people argue, Sa Ni Dha Pa is proper and not Sa Dha Pa. Then there
were Ragas like Bhairavi, Anandabhairavi, Neelambari, Saurashtram,
Saveri, Mukhari, Bilahari ete. 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, Blashanga etc. 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 a8
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
game definition; and is puzzled as to why Venkatamakhi calls
Devamanohari Bhashanga and Gopika Vasanta Raganga. Butto 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

18
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is stretched to its utmost, with disastrous consequences on the Ragas.
Perhaps the circumstance that Tyagaraja and Dikshitar have com-
posed in Melas might be responsible for the exaltation of the Melas ;
but even Dikshitar’s and Tyagayyar’s comporitions in Melas should
be judged on their own artistic merits. In fact Patnam Subramanys,
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 Raga treasures of the past. According to Venkatamakhi,
Nata and Velavali were Bhashanga. Sankarabbarana, Dhanyasi,
Gurjari, Madhyamadi etc. were Ragauga in the genuine and only
gense. 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 have searched in vain for a basis.

APURVA RAGAS OF TYAGARAJA’S SONGS*
BY
Srr K. V. RAMAOHANDRAN

Writing in 1932 in the Journal of the Musie Academy, Mr. V.V,
Narasimhacbarlu stated that Tyagaraja did not pame his Ragac
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 ;,he Katapayadi formula. So did the late Chidambaram Bhaga-
vatar burst out that our Ragas were much older than the Mela-
kartas. 1am neither the first nor the only person critical of the
paming 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.

1 said that the Bwara was one of the materials out of which the
Ragns were fashioped, even as out of bricks, the architect makes
the dome. The end praduct dome is entirely different from the
bricka 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 Regas progress regularly. By the mere omission or
addition of a note, the Raga feature cannot be altered. Take the
gong 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 & new Raga called Jayamanohari or
Abbogi ; such a practice only means that the composer has stuck to
Shadava or Oudava Tanas throughout the piece, both of which are
legitimate to the Raga. In fact Nannubrovani as sung by
Mr. Tirumalachari had & Ni and Bhuvanidasudani had & 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 losges 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 only at the bricks. You should therefore listen to the Raga
and compare resemblances. So the term Chaya with reference to
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 perfectly.
Take the songs ¢ Sogasn suda’ and ‘Orajupuchu’said to be-in
Kannada Gaula. (TNlustration of the two songs by Srimati Brindd,)
The swaras employed are quite different and so are the Ragas; how
could both be Kannada Gaula? So the teachers begin to file off the
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 Avaroba and the mela. 1In Nannu-
kannatalli, according to theory, Dha 1 should occur, whilé actually
Dha 2 occurs and the song resembles Entavedukondu. while i;x
Kiranavali the whale Sanchara has to be altered; Jujahuli employs
Dha 2 and Ni | instead of two Dhas and) the song regembles * Sripate .
And.remember Tyagaraja composed just one song in these urheard
of Ragas, never more than one. The crude disgnises wiider which
these names are given in the manuseripts are tell-tale of the guilty
conscience of the scribes in their cowardly job. '

There is a tendency nowadays to talk of th :
Dikshitar schools. 1 am a student of both and ne:erT}?:fpgs:j;‘g:Zg
a distinction. Dikshitar’s Sankarabharana is the snme ag Tyagaraja’s:
their Kambhojis are identical; so are Todi, Bhairavi Kal ]an?'
Natakuranji, Kedara, Yadhukula'Kambhoji, etc.; their Gt;a,nuRya al:x
are identical ; the Rakti Ragas are identical ; and the Degi Ragas 5 §
identical ;, How could they differ in uncommon Ragas? Is r:
suggested that Dikshitar and Tyagaraja founded new sc};oo]s 1f
Apurva Ragas, for their followers to wrangle over? °
intoxicated with his spiritual visions and ardours
otherworldly even to name his Ragas to his disciples

Tyagaraja

, 18 1ot likely

and who was top
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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 Pabi Mam and Sri Rama Padama; Syamale Meenakshi
and Pahi Ramachandra; Gananayakam and Sri Manini—(Rudrapriya)
Gatamoha and Gurumurte; Anantabalakrishnam (Isamanohari)
and Dinamanivamsa; and Eramunammiti of Tyagaraja which
resembles Dikshitar’s song in Vasantabhairavi, 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 _t_mmés 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 thecretical 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 Ragas dus to ignorance. Here are three records of songs resembl-
ing. Patnam  Subramanya Aiyar’s ‘Sankalpame’, ‘Garbhapuri’s
* Brovasamaya ' and Tyagaraja’s ¢ Prananatha ’, at least in part from
the Maharashtrian ares,” An examination of the music of that area
might reveal other affinities; in his background, we should not forges
the Maratha element so prominent at the- time. :



KSHETRAJNA*
BY
Pror. Vissa Arra Rao

The padams of Kshetrajna have occupied a unique 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 Kshetrajna occupies such an outstanding position among
Carnatic musicians, we have not been able so far to know much about
his life history. Subbarama Dikshitar, the author of Sangita Sampra-
daya 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 Qopala
and Movva Gopala.” Nearly twenty seven years baek the late Veturi
Prabhakara Sastry stated in an article in Bharati that Kshetrajna
lived in Muvva, a village in the Divi Taluq, 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 taluq and that there was no tradition or story
prevalent anywhere there about Muvva Gopala padams.

(2.) .I-Imring 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 ie elear
that Muvva and Mavva are the two forms of the name of - the village.

(5) 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 Vigrahems’ 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 thé
village must have been gradually changed from Muvva to Mavva
and now into Mavva. '

(6) Again we have in a padam ‘ Movanadu galigina Mqvvt::.
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 different
forms of the name of the village. Hence I definitely conclude that
Kshetrajna lived in the village of Movva. ' s

Life History of 'Kaheh.'ajha

The life history of Kshetrajna is ‘known only through some
‘stories and anecdotes and I give them briefly below. :

‘(1) Subbarama Dikshitar in Bangita Sampradaye Pradarsani

gtates that Kshetrajna while young had the upadesa of Gopala Mula
! Mantsa from a great yogi and madse ‘Japam’ of the mantra. SBometime

Jlater Gopala Deva blessed him and Kshetrajna began to sing padams
4in praibe of Muvva Gopals, the firét’ padam  being:—* Bripati sutu
‘pariki ne nopaleks ninu vedite Kopala Muvva Gépala.”
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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 Rallapalh Anantakrisna Sarma gives a different version,
Kshetrajna 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
ia 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 several Kshetras and nothing more was

known of him.

(3) As already stated, T was at Muvva recently 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-dasis lived.
This disappeared nearly one hundred years back. However traces of
it are found underground even to-day. v

The original name of Kshetrajna was Muvva Varadayya. He
was illiterate and was tending cattle. He was a moodha. bhakta of
the God Gopala of the village and was frequenting the temple
He loved a young deva-dasi girl-some say a milk maid-who wah 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 Muvvg
Gopalé. 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 recognisd 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 Kshetrajoa. He did not return to Muvva. Nothing more
was known of him”. :

From these different versions emerge the following salient points-.
(1) His orlgmal name was Muvva Varadayya. This is a very
important point, not known till now to the musical and literary world.

(2) He left for Tan]ore after composing padams on Muvva,.
Gopala and never returned home He spent his early da)s in

" Muvva only.

(3) He was mtlmate with a young girl, a deva- dasn Both were
bhaktas of Gopnla "This early intimacy and attitude towards her
continued only for a short time and then there was a remarkable
change  in his life and he left Muvva.

" Inregard to Varadayya being illiterate and being blessed like
Kalidasa and being transformed into a great composer, musician
and bha.kta I think, we have to take it with a pinch of salt. Such
stories are said of some great men and I think this is one.

Varadayyva must have been born great, He lived 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 Kuei.
pudi village which was famous, even before the fifteenth for its
music, alankara sastra, abhinaya, natya and nataka- partlcula.rly the
Parijata nataka-is, 88 I have already stated, very near Movva. 8o
Varadayyas must have studied in some of these places in the old
style, Sanskrit and Telugu hterature and language and must have
learnt music, dancing, abhmaya, 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 students.

Durmg this period of Varadayyas s;udles some deva dasis 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 1s'therefure highly probab]e that Vars.dayya would havo been

acqualnted with them. His acquaintance must have grown with
20
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years:into love towards one of the gifted girls. With this background
it is worthwhile examining the contents of some of his padams in th ’
following order. 1 give below padam after padam and state the:
and there, how I interpret them to form a contin

uous i
life at Muvva. srory of hi

Nanne pendladusumi  nayana Muvva Gopals

Annuna mavaru varaladuga kunda jesegani  “ Nanne ”
— —_— sarasamu - Jaducu niva

Yennarani mohamuna nakiccina basalu  dalaci “N "

Entento nanu lalinei - yintiki todukapoyi Nanne

Vintaseyaka namovi vindaragincina sogasuna N o

Teliyanaiti cinnanade  teninei Muvva  Gopala anne

Alaraviltuni  keli nannalavatu cesina sami ““ Nanne

In this padam a young girl entreats her
assures him that she would endeavour her be::;)‘;zr S:Z :;l::ri her and
would ‘not make an exorbitant demand of him in the. ‘;)r elders
¢ Varalu’ ‘~Varahalu’—gold coins current during that er'sdape of
intimacies they had while they were young—how she w:)s’ il:v'.t (;r o
his house, how she was caressed and kissed by him, how he l'l ed to
to-be her life-partner and how intenrcely they ]oVe,d each Et}?mlsed
all detailed. - ér-are

Among deva-dasis it is customary to dem

of ‘'a young girl, who came of age, : considex:;je(;fmz}tlle t,ﬁr:t lover
called “ Kannerikapu Katnam.’ A reference was made tol:lh‘o
in the second line of the padam. From this T infer that -
indicates what happened between Varadayya and his loy
came of age. Both of them determined to be life-partne:
orthodox society would not recognise, nor tolerate such :
in life, however genuine and deep seated their love mj ht
dayya was a brahmin who was to wed a brabmiﬁ ggm £ hi
acoording to Vedic rights and Sanatana Dbarma. So thereo o
heen a period of struggle, before their desire was fulﬁﬁ“:;t have
following two padams describe the state of mind and torme et . The
enced by them, the suspense and the tension of thejr p]ight,n ex

Taruniro nenendaka Jivamu ba ; ' '

Varadudu raka yundi nantata toke taliyunde hamma |

money
custom
the padam
when they
. But the
partnership
be. Vara.

peri-

Valaraya dunnadu ne nunnanu “Taru’
Enni nomulu nocina phala miyyaka poyena ? h
Punna mokka proddurake  pellu povuna ? .

Tinnaga mivanti punyasatula djvena vya
. YRS rdh ;
Kannu deraci ye devudainanu garuna j.udaia po;in:n:yf ;‘F? i
¢ arn "’
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Canaro! na grahacara mikanaina  cdkka’ gakunduna?
Dinata juci ye celi yaina' dikkm gaka - poyina?

Vanipai. nunna na- viswasamaina' vanneseyaka poyina?
"Puni nenu mundu jesinatti danmapunyamaina: leka:poyina-¢

“ Tara:

Kamuni to gudi nayapada lemaina kapuramu Jesina ?
Pamaruladukondurn daivamu pagavarini gudina ?

Ramaro! Muvva Gopalaudindu nedu raka manina ?
Premato nannelina devudu tamasa monarineina $

The deva-dasi girl was pining on account of the delay caused in
joining her beloved Varadayya and addressed her maid and friend
speaking out her ¢ Viraha’—her mind in affliction—thus :—* How
could T wait indefinitely for Varada ? Would all my fasts and religi-
ous offerings to Gods and the blessings of good women like yout have
no benefit whatsoever ? Would not some god open his eyes and be
kind to me ? Would not the plancts give a beneficial effect at least
from now ! Would not some lady-friend intervene on my behalf ?
Would not at least my faith in him (Varadayya) bring me comfort ? -
Would not my good deeds and works of charity stand in good stead?
Would all these troubles join ha{nds with Kuma—the God of Love—
and worry me endlessly ? The ignorant might gossip much but
would God join my enemies ! Oh! my good lady.! Would Mavva
Gopala abstain from coming here to:day ¢ Would my kind:lord"

neglect me like this #* ,

A lady friend who intervened on her behalf gives a vivid descrip-
tion of the passion of Varadayya to. the deva-dasi girl, in- the
following padam.

Intiro Varaduniki nipai nenta mohame

Santstambataui vetn juda jalaka yindu vatocitini  * Intiro ”

Cekkita ceyi cercukomenu cirunavvu navvukonenu )

Akkata ne dalancinatlaivadanenn »

Makkuva munu cesing celini marapy radaya nanenu

Cakkani ya celini gudans janmameti janma manenw  ° ““Intiro

Padati! yundundi n’epemi papamu jesiti nanunu :

" Tddavu ninnedabasi lala lenawunu S
Nuduvs noradadanenu nosats ceyuncukonenu ¥ o _
Adigite miremaina narcero ! gircero ! ygnenu 7 Intiro

_ Paluvarimpuou ma Muvva Gopaludaida Varadudu C )

" Nalinaksi yanati vinta nadtcuno yanénu R

. Talaci yaayrysurdt menentrdaiva mithu cesenanenu: :

 Valapane-popemu pagowstikana garadaneny * .~ * Intiro "

3.
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The meaning of the 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
every now and then ¢ what sin did I commit to deserve all this  He
gaid 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
Varada murmured “* would the wonderful things of those days ever
happen ?”’ He was restless when he tho-lgbt of that and said that
God had ordained it thus. In conclusion he exclaimed “Ido not
wish even my enemy ever to fall in love.”

From this it would be clear that Varadayya encountered serious
obstacles in trying to make his beloved his wife, It may be the
threats and anger of his father and other elders in the family and of
his community and society in general.

At long last Varadayya determined to have his beloved as his
partner in life, irrespective of all consequences. The following padam
described the ecstacy of the deva-dasi girl when Varadayya sent
word that he would join her that day.

Piluvanampe nannivela premamiraga nipudu

Celiya Muvva Gopaludu cittumu ranjilla nedu * Piluva "
Viruboniro ! rammani virula jadanu jutti

Parwvamaina natiki paidi yide nanucu

Maruvakumi mata manakiddariki pula

Cerukuviltude saksi celt yanina nasams “ Piluva **
Emmekadu nenu nenasi cinnanade

Sammatiga noka cota jaduvucundaga

Pammina vedukato bhama nivu praudhaite

Kammaviltuni keli kalasemannadi nijamai “ Piluva ”
Yelamavt tofalo nimponda nokanadu

Yelami Gaurt puja salupucundaga

Ala Muvva Gopaludagu Venkatesudu

Kaluvala seyyapai galasemannadi nijamai “Piluva ”

The deva-dasi girl expresses her joy to her maid thus:— «He
gent for me to-day. I am very happy. He sent some flowers and
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gold-us Kannerikapu Katnam-appraicing me of the promise my
lord had made in the presence of the god of love.

Both of us were studymg together and movmg intimately with
each ofher while we were 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 '

When I was perfurming pooja. to Goddess Gauri in the tender
mango tope, some 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. o

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 marnage ceremony
even to-day among orthodox Hindus.

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 judakundalevu '

Antarangamu delupavadiyela Muvva Gopala? o Ihta ’”

Ni keduruga vaccuna ? nenaruraga nindu kaugita cercuna ?

Aku madupu liccuna ? tana celimikainavadani meccuna ?

tami heccuna ?

Eka cittamuna miriddaru nimpu sompuga nunna muceata - -

Naku vinavina vedukayyira ! yipudanatira -« Inta *’

Movi panaka miccuna ? kosari kesari mudduladaniccuns ?.

Tavi puvvula deccuns ? tana sogasuku -

tagina vadani meccuna ? manasiccuna ?
Devare mogadu gavalenani bhavajuni poojalonarcing
Ya vanita peremi selavira, siggelara ? “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 ? goradu 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 behaviour,
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 accomp
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 girl that could be a fitting partner in life to Varadayya could be
very well inferred from the following padam.

Samanyamu gade vani pondu sumanyamu gade !

Emani nerani bhamalu vani kasinciremandy,

Vijayaraghavade sami summi

Bhumiyandu vani gunamulenna jarulaku

vinulavindu O celiyaro!

Payapu hontakari kavale, vani pada padya racana

Seya nuttaramiyavale, vani muddu kavita tg

Vraya caduva neravale a vagalayandu

Gayakuralu kavale, O celiyaro !

Alaku meti gavale, tambura

Gola mita ragamanavale, vanipai sogasu

Patalu vinipincavale

Vani manasudelasi matalada neravale, O celiyaro !

Kappura bagaliyavale vateraku tene

Cippilla sagamakiyavale tami heccevela

Tappaka movi nokkavale, Vijayaraghavuni

Appude paikoni kudavale, O celiyaro !

. It would not be easy to be a fit partner for him. Whag g pit

ordinary girls having no particular merit hanker afr, r

. . er him. His
qualities were many and it was a pleasure to hear people ennumerate
them.

anij-

" Sa ’»”

(13 Sa' »

13 Sa ”

L3 S& "

She sbould be a bewitching beauty in her teens,
have the giit to command him to compose padams an
She should have the intelligence to write down and r
lovely compositions and she should be able to g
appropriate tunes.

She should be an adept in dancing and
‘o the accompaniment of tambura.

She should
d padyams.
ead out his
ing them in the

in singing ragas
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 soured

high to reailse the unique bliss born of an ideal partnership 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 abbinaya just like Padmavati the
wife of Jayadeva the author of the immortal Gita Govinda-
« Padmavati cerana ograna cakravarti.’ -

Such experience would naturally produce a great change in the

‘attitude towards life and must have therefore changed them gradually
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into great bhaktas of Muvva Gopala, Varadayya must have had
enough of this kind of life at Muvva. He must bave had the desires
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 etc.

There is evidence to show that Muvva Varadayya entered the
durbar of Tanjore presided over by Ragunatha Nayak. In an un-
published manuscript* called ‘Andhra 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
which 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
was heard of him during his reign. We find from the following
padam that a few years after, Kshetrayya (he seemed to bave 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 Vijeya Raghavuni

Velaya manujula vembadi vegame podaganci

Caluva capparamuna nundaga cakkaga veyipadamula
Palukarincukogane bahumana micce navela “YVeduka®’
Balanatudai Golakonda Padusha babumana micei
Tulasimurtito vadu dalace navela

Velayu Muvva Gopaludu veyyinnenuru padamulu

*The late Veturi Prabhakara Sastry kindly drew my attention to this
reference which was found in the Oriental Mss, Library, Madras,
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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 bighly 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'yyaz
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 Durbar 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 vhe seventeenth century. '

Padams in praise of different gods :— .

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 suspects that Tulasimurti may be Chilakamarti, as
there was a pada composer at the Nawab’s court by name Chilakamarti
Gurijala Rangasayin.
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A scrutiny 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 chamber and left the temple. They did not notice that Kshetrayya
wasg inside the temple in contemplatiou and that he was locked in.
Kshetrayya wasin 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 dedicatcd rather a large number of padams to Kanci
Varadaraja and that he did not do so in the cage of any other god

As I 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 separatel
read them out and arranged them in their order of sequence any(i
found that they gave a continuous story of the life of Kshetrayya
narrating the events just before and after his leaving Muvva, 'I}‘,lfis

* There is another version of this story connecting this padam with

Vijiaraghava Nayaka's queen, whom Kshet .
wes coming out of he. bed chamber rayya happened to see while ghe
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formed a continuation of the story of his life at Muvva which I have
already narrated.

1t 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

.................. IR R R R LR R R F TN T T PN P

valapulenidanana ?

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

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

« Oh Varada! Why are you dejected while both of us are full of
mutusl 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
bebaviour towards her, may have naturally remarked as stated

above,

The next padam reads thys:

{2) Enta ledani yencakura
Kantuniganna cskkani Karigiri Varada! pa sami “ Enta ”
Ninu basi tala lenu ni sommu cesiti namenu
Nannu vidanadenanu vaga manu
Yunciti mohamu na madilonu
Tanarggs nifu na daivamu ganu
Manssuna nenciti makkuva tonu ' « Enta »
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...................................................

Celimimani Yecedavu cala
Valacitiraninu Varada na pala
(ialavani 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 separatior. 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. VYou 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 Jalinondera
Talagalava Kanci Varada! neninnu nedabaya ¢ Cala”
Intinta na movi tene licei noru tadapaga
Nintalo sommasillevinka yelago ?
Kantujanaka neniccina kaugili vadilinani
Yintaga kanniru nincevinka Yelago ? “(Cala”
Modata madupu nokki movice nandiyanani
Idigo videmollakunnavinka yelago ?
Sadayuda padakintilo javvaji deccu nantalo
Yduredure jucevinkanelago ? “Cala”
Ceri marukeli ninnenta sepu gudinagani
Era ! tanivi diradanduvinka nelago ?
Oura! Muvva Gopaludaina Kanci Varadaraja
Iratire painamaite yinka nelago ? “Cala”

Varadayya had probably to leave Muvva that night 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
gtate of mind of her lover and said.

“This is why I pity your condition very much, Oh Kangj
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
pansuparj, 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 Kanci Varada! how can
you start to.night ¢’ ‘

(4) Varadayya left Muvva and in the following padam his beloved
narrates to her maid the parting scene, - : . ,

Enni talacu kondunamma etla marapu vaceu namma!
Kannero! cakkani na devudaina Kanci Varaduni gunamulu

“Enni”
Mannana cesi yeppatiki daya maruva vaddani padamulantucu
Tinnaga nuriki bovucu nanne tirigi tirigi cucing vaga * Enni”

Venna valene karigi karigi vidanadani manasu toda

Nannu tappaka cuci cuci cinnabovucu -

Vatine bangaru bantulavanti na cinni cannulu rendu dana
Kannula nottukuni momu grakkuna netta lekunna vaga * Enni”
Pallavadbariro mikkili leta payapu danavu talalevani

.................... B R R N I Y S

Vallabhudu Muvva Gopaludagu Kanci Varadudu cesina maccika
“Enni)’

* How can I forget the many acts of love, justures and kindnesses
shown by my lord 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 lord 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 separation ; take
heart.”

(5) The following padam describes the feelings of his mistress after
Varadayya left Muvva. . . ' PR,

Eccota nunnado celiya vadémanucunnado ?
Viceala vidiganu verapintaina leka
Muccata laducu Muvva Gopaludu . ¢ Eecota "

®Bessscrecrrrsssssrressnrrnce eesreecsonsery .a

Ceetee  svsepevicdvencss seusserenes 4ssscscsne

Balaro! Muvva Gopaludaina Varadudu . “Eccota

. Varadayya’s beloved was love.striken and narrates to her maid
the various little acts of love and affection that formed the routine of
their life when they were together, v v

. 23 . v ’



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

¢ 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
gsome information.

In the following padam the mistress 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 ? “Kanei”’

¢ Oh maid ! please let me know without holding any facts, whether I
can or not have the pleasure of meeting the deceitful Varada m
beautiful lord. You must have gauged his manner well, please ]e{
me know whether it struck you that he would continue to be m
lover......” y

(7) The following padam gives the reply of the maid.

Vacce manaso Rani manaso vanita nive telusukove
Atcata Kanci Varadudadina matalidigo eto,,

The gist of the padam is this:
“Irepeat to you ‘the words which Kanci Varada s

‘there. 'You better inform them yourself, whether he was
to go to you or not.

poke to me
of a mind

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

never to forget him”’. 0 entreat you

(8) The following padam tells us what happened next
Ooriki poka nenindundedi mera

Varijaksulara ! Kanoi Varadudu na kedurn éudagane etc

The mistress says to her maids, “QOh my maids I

tarry here any longer while Kanci Varada is expecting meshould not

: there,
I saw Varada in my dream. T must go to Kanci and see Varad
Forebodings are not encouraging. Anyhow I have no ploas :ra 8.
re in
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staying here, away from my lord. I enjoyed his love for many
years. I must go.” '
It should 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 galuda yidi nijaga Cevandi Linga! ’
Yikkadiki vaccinademo heccu Kanci Varada ! “Cakka’’

Celikada ninucuda vaeciti Cevandi Linga !

Andukemi yevarillidi yavura! Kanei Varada! “ Cakka”
Kani venuka tarkanincegani Cevandi Linga !

Yunikato manamekamai yundamu Kanci Varada! “Cakka’
Evvado i padakatintilo navvedi Cevandi Linga! -

Muvva Gopaludu gaka marevvaru Kanci Varads ! “Cakka”

The lady said : “ Ob Varada ! is this where'you 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 does not matter whose.
Wo will discuss about it afterwards. We will certairly live here: to-
gether. Who will laugh in that bed-room except vou, Oh Muvva
Gopala, Varada ! ” ;

In this padam the address is alternately to Cevandi Linga and
Kanci 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 last incident
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 life devoted to the diety, Muvva
Gopasla. Ce
< YWhat 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 &t Tanjore and that Vijayaraghava was his great patron.
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~ 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 Ranga.

jamma. There were also two other poetesses-Chandrarekha and
Krisnajamma. Also, there were poets of great ability-Kalayya,
Venkatapati and others-who dedicated a number of poetical works
to Vijayaraghava. Vijayaraghava patronised in particular, compo-
sers of amorous padams and Yakshaganas.

In such an atmosphere of literary activity and sringara, Kshet-
rayya composed his marvellous padams which excelled all such
compositions in style, content, and music and Vij‘ayaraghavu’s
estimate of Kshetrayya’s greatneas knew no bounds.

o 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 compasitions are full of collognial
expressions Era, Rara, Pora, etc., which are condemned by
traditional poets and are against the rules of grammar ? Why do
you honour him so much ¢’

Vijayaraghava informed Kshetrayya of vhis in confidence, Then,
Kshetrayya composed the song “ Vadaraka pove vadela vaccini” in
* Kambhoji raga-pallavi, anupallavi, two caranams and half of the

third carana and left out two lines in the last carana and threw out g

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 aund
asked them to complete the padam. , ) .

It toox sometime for Kshetrayya to return to Tanjore. But the
poets were unable to 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 vapologised to Vijayaraghava for their previous attitude and

“conduct. ‘

‘ Long before this time, Varadayya had been known as KShetrn.yys;

his original name being forgotten. So, in all records we ﬁnd‘hiu;

called Kshetrayya or Kshetrajna. In the Andhra country he was

known as Kshetrayya and in the south of the Madras state, in the

Tp,mil-land in' particular, he was known as Kshetrajna, Subbarama

Dikshitar referred to him as Kshetrajna. As defined in the thirteenth
: i T ’ . - - N
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chapter of Bhagavat Gita, Kshetrajna conuotes a great person of
adhyatmic eminence. Most probably Kshetrayya attained such an
eminence.

One thing perhaps needs an explanation. Though & 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 more concubines and that he was deserted by the bulk of his
generals and troops because Vijayaraghava had ravished the wives and
daughbters 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 hahit 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
goul like him.
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JATISVARA SAHITYAS OF SRI MUTHUSWAM{
DIKSHITAR

By

Pror. P, SAMBaMURTI

There is an interesting Telugu manuscript 1. No. 2536 in che
Madras Government Oriental Manuscripts Library which gives at the
end Sanskrit sahityas composed by the great composer, Muthuswami
Dikshitar, to some popular Kuropeat melodics. These sahityas bear
his signature “ Guruguha.” The names of the English e;ongs or
French songs for which the Sanskrit words are supplied are also
furnished at the top. As some of these songs are available in b:)tli
Indian notation and staff’ notation, it is easy to sing these Sanskrit
sahityas. A few Telugu sahityas composed to similar tunes are‘alqo
given after the Sanskrit sahityas. At the end of the Manuscript \;ve
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 Kuppa ‘

of Chittoor.” ppayya Seshayya

From this statement, it is clear that these son
8 were
by Muthuswami Dikshitar long before 1833, ¢ composed

This Paper Manuscript which is now 118 Years old is in perfect
condition. The handwriting 18 neat and is like print. This \Iv)ritin
reminds ore of the writing in some of the note-books of vhe Walaja e%
collection. This Kuppayya Seshayya, as the family name indi(;latis
evidently belonged to the family of Walajapet Venkatamma.naj
Bhagavatar, one of the illustrious disciples of Tyaguraja..

The word Jatisvara «imply means that the tune is of exolic
origin. It is customary to refer to Englishmen as Jativallu, Besides
these jatisvara sahityas, the Manuseript coniains the i'ollowingpoeticnl
works : )

Jan:ki Raghavamu

Adi Lakshmi Vilasamu

Ananda Sundari Chaturya lila vilasamu

Sadananda Yogi Satakamnu

Kalahasti Satakamu

Sivamukunda Satakamu
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Mr. Brown referred to in the statement above is the illustrious
author of the Telugu Dictionary. He was the Collector of Krighna
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 Vielin 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 compogitions 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 European 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.”

9. Pitavarnam bhaje Bhairavam ... Taza-ba-Taza
3. Sakala suravinuta
Sambho Swamin .o Quick March
Kanchisamekamram ... Country dance

Subrahmanyam Surasevyam “... British Grenadiers

Sakti sahita Ganapatim ... Voulez vous daufer
Very good song

7. Vara Siva balam ... Castilian Maid (Moore)
8. Kamalasanavandita padabje ... not given

9. Santana saubbagya lakshmi

kalatram ... not given

10. Chintaya Chinta Sri ... not given
11. Sauri vidhinute ... O whistle and
I will come to
you my lad.
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12. Jagadisa Guruguha Hari Vidhi vinutam ... Lord Macdo.

. nald's' Reel.

13. Varamangala tanu (Telugu) ... Marlbrook
14. Sriranga Hari Krupamaya ... Moll Rowe
15. Raja Sri Venkataraya bhupaluni (Telugu) ... March.

16. Yenuganu pattukochchi (Telugn) ... not given

17. Yeddunu pattigotti (Telugu) ... not given

18, Vasava sannuta varidagatra ... not given

19. Chakkani gurra (Telugu) ... not given

20. Rara Sami (Telugu) ... not given

In the Sangita Sampradaya 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 music.

1. Sakti sahita Ganapatim
2. 'Guruguha pada pankajamati
3. Guruguhasarasija
4. Varasivabalam
5. Muchukunda varada
Somaskandam
Parvatipate sada
Chintayeham sada
9. Pitavarnam bhaje
10. Sakalasuravinuta
11. Kanchisamekamram
12. Sri Sankaravara
13. Santatam pahimam (This sahitya is set to the tune of the
English National Anthem ““ God Save the King”)
14. Syamale Minakshi
15° Kamalasanavandita Padabje
16+ Samagana priye
17. He Maye mam badhitum ka hi
18. Vande Minakshi tvam sarasija. This tune is even
now played by bands-
men in South India,

.

-

19. Saradevate

20, Sadasiva jaye Vijaye
21. Pahi Durge bhaktam te
2I. Maye Chitkale

23. Vagdevi mamava
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24, Ramachandram rajivaksham

25. Ramajanardana

26, Dasarathe dinadayanidhe

27. Pahi mam Janaki

28. Dinabandho dayasindho

29. Pankajamukha Sankarahita

30. Varadaraja pahi Vibho

31. 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 th» 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 . Adi tala
#. Sakti sahita Ganapatim Rupaka tala

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

Mr. Chinnaswamy Mudsliyar 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 .o  Adi tala-Tisragati
2. Varasiva balam ‘ ... Aditala
3. Sakti sahita ... Rupaka
4. Dinabandho daya sindho ... Rupaka
5. Ramachandram Rajivaksham ... Adi tala
6. Kamalasana vandita ...  Aditala

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 musie, 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
Manuscript are reproduced below :—

1 urs3q UG PIESIgE AaFay
FIHOEEAR, FESUT] ATAEET-FABNE A
arewa aead ARART Afieag

% HWIE TFIEAT FESNAG AT
FIAG-SATNEH HEZH FIRIE RARag
FETHI FLE ||

*For the portion in the Manuscript from Kaumaravaram, the
following alternate sahitya after comparing T. P, K. A5:y&r’s
anthology and Pradarsini (Primer) is given,

FIRCHE TETE FEOTE S
JIREAITE Jfeqy FRIZMEY dEg
FIWEA HANE FETIH FTG

2 daE 9% §E AT
AT FANGIT (92) HATT THREAE ||

3 wxIgiEad vedl \if PR e
UEIAG] FRMEG CEWFIEH OEFIEET
TFEANTE TEITTF BRI ||

4 FEHEAFEAITE AARg ww
BRI ARG G g R
qe [ TEF QUIAFAT A
g AIERERT FRPAT 108w ||
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here,

5

10

11

FAROY BRSNS §atae BFANETaear
PN GAFTT GRRRFH A TFAF (e
AR BRAEMEATEEY gad FrT gaarm
RO USIRIFTY G3daead ||

affaRanoafag (Printed and well-known)

RS RIS Fg T4
EEwdiay gaITay emagEd
TRIEETH THIENE T a9
Fafaes gAevTE gUEEad ||

FRESETACATERS FATFATATHSY
FRSTTL TFSTEN FUSTITIATNRIGR
Fu3 Y TRIERA FASOIIIaERT qry
FSAIETAGH §7 FREE oA sl—
AHIaEETAR A qIE FIR ||
FIRHEEIT FAT00

AR IR T, ERaATREIITH af
FAGAEg AT TFG T3H(S)Faarrad=2y
13 SIARTarEYEH || ‘

faeqy feq (F) Aqwias Faqafm wre—
Azl frdafe sgawlay wesftey
FaaR=JaageATaagi@) FFAFEI() ||

NRFEfrTE orafy ofed arisdy TRl
MagETEETY FaiE A
AT FRaTRSTAE ARG
TECTIEIEA : FIRATIOTETAS ||

AR AL E R IEE G %wﬁmwmm’&v@'
ferere, 3, 397 T, oL Ffaely froer
qeawatr* oA () fess ae
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fraTR SAMMIPTR JOsaREmREg (Aewehia) gger A w=aq

ra 5|

* The Text in the Pradarsini (Ifrimer)“reads a]!ﬁq'm;[ ﬂE{ and stops
though Swaras for the further portion are given. h )



VIETNAMESE MUSIC*

A Festival of Recreated Vietnamese Music.
JEAN VaRrvoUx
Director of Radio France-Asia

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

Quite independent of the diverse interpretations given by Mess
Minh Trang, Minh Dien and Minh Ngoe, this festival af%orded
retrospective view of the Vietnamese music, in the course of whi
it was given to the spectators and the audience, since this spectac
was retransmitted by Radio France-Asia, to mark the evolution
Vietnamese musical art since the authentic folklore (before the XTI
century) up to the modern recreated music, while passing throu;
the Chinese epoch, the Western epoch, in the course of whi
Vietnamese words were put in the French songs; the period of t
War, 1940-45, which marks the evolution given to the music by t
rythm of the marching songs, then liked, in order to result in t
actual modernised music, which brings indisputably a novelty
musical art.

Besides, it was in the course of this Gala that it was given, f
the first time, a Vietnamese song orchestrated by Mon Robe
Barras, Art Director of the Radio, who, by means of vario
Sonorities ot the orchestra, had tried to give prominence to t
freshness of the melody.

Moreover, this orchestration of the new Vietnamese music
one of the objectives that the Radio France-Asia has wished
undertake.

It is in this spirit that this post has constituted an orchest
which will have in the future at its disposal a perfectly laid o
Studio to work these different compositions and achieve satisfyi
results.

And this allows us to note the important part that the Ra¢
can take in the musical knowledge and the evolution of public tas:

* From FRANCE-ASIE, No. 52, July 1850, English Version : Mo s
Jendu Gosvami and his son Mr. Ardhendu S8ekhar Gosvami. ereion s Mr. Am
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It is a commonplace to say that the Vietnamese public love
music. They seem, however, to love it not as an “ accomplishment n
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 ™. : :

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

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 the 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 wouid rapidly cease,
and the evolution that it would have fixed as its objective, ‘would be
rendered impossible. S

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 evoke 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 Viethamese Folklore has already rendered all that with such
magnificence and wealth! Why can the new Vietnamese musio
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 jn France, others are
joining them everyday in order to perfect themselves in execution
and composition,

Tne Radio could assemble them it

studies could only benefit their compatr
listeners.

.hus, their efforts and their
10t8, with the maximum of

One is sometimes stupefied b

. i time Y certain letters from J;
which give definite judgements on

; steners,
certain artistes,

As a set-oﬂ',.we are happy to ascertain that it is just the artistes
who know music receive the greater humber of votes. The votes

are not cast simply for the quality of their voice, but to the fuct

that the listeners love in their interpretation the rythm, the measure
the shades of the song, given with the maximum of }idelity. that,'
3 ’

only a musical culture can afford.

This experience should be a 10al
posers, for they may in this way be ab]
efficacy of their efforts,

Radio France-Asia has, on itg
process, for a regular orchestra h
same artistes to play together and
has thus created an ensemble whos

part, been able to undertake this
as been formed which, using the
making them rehearse gt first, and
e quality will byt improve,

The Radio, by its power of diffusion,
is a receiving station, can help the com
works, to prevent their sterility, to fashiop

soul of the Nation, music having been ver i

the purest national sentiment. gThe worksyo(;f(gr:)p‘;ge : xp“;lmon .
the most living and best known example ! ' 810 they not

THE MUSIC OF THE PEMSIANS*
BY
Dam Bo
Introduction to the Pemsi

The word Pemsi and Pemsians is a contraction of the French
Populations Montagnardes du Sud-Indochines i.e. Mormtai.n Popula.
tions of Southern Indochina. It is not a political des:g.natlon, 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
Ia1guage to fix their originatility, of which they are hardly conseious ;
moreover, nobody . has ever written anything about them all in
general. The European for a long time called them Mois, later on
mountaineers ; thef':fdi'mer epithet is offensive and the latter defines
nothing at all. So, under the circumstances, the name P.M.S.1.
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 tq save a past, to see
the hope for a tomorrow.

"' Music of the Pemsians

The phe_nomena‘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 there because more gratuitoux? am?,
by its infinite "v.a:,riety,of shades, more expressive, The Pemsian is
very gensible t’ro. the rythm, the harmony and the ensemble ; the melody,
always poor, matters less. But these elements suffice to make of
him & musician. He has the taste for music—he can listen to it for
hoqrs-—-willtu"f:ofr'i.t_' and has the sense of it. He notices and loves the
song of ‘the birds, more than the beauty of a landscape. Every
rythmioﬁliﬁpi}#&bﬁ him quiver. o o

The principle of Pemsian music consists in the repetition of a
musical phrase’ corresponding to the repetition of a movement ; a
natural and famjliar gesture, engenders a tune to which he gives its
proper rythm. The women pound the rice, the wood of the mortar
resounds ; & simple musical phrase is created, with two beats, one
strong, éop}éppqnﬂiug to the pestle which descends and a feab.le one
which the pestle rises, springs for a new strong beat. Sawing is also

. Dam Bo’s Les Populations Monteguardes du Sud-Indochinois,
resexﬂ:?;g) ‘Rened'e‘Bu'vul i!f his FRANCE ABIE, Special Number, 49-50,
%nglish varsiorit Mr, Afhalendu Gosvami and his son Mr, Arudhendu Sekhar
Gosvamd..
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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.

Ty 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. Tt is the principle of the Sonorous pipe which is very
frequently used; there is the Kowao (1) pipe with four notes, the Bare,
fiute with four holes and a lateral opening, the Komboat, an ensemble
of six pipes pianted in a calabash forming a sound box, the Rokel, a
smaller Komboat. These two latter instruments, perfected further,
helps in playing a melody and its accompaniment. The Thuis have
a similar instrument. the Kern (2), formed of five bamboo pipes
mounted on a sixth; it is ever the source of the flute of Pan, which
ig found everywhere around 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 picce 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 current of water involving
a game of see-saw, these are about eighty 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 which five fibers
are raised on spreaders ; the Bahnar make, with a ca]dbash,‘ 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. )
3. This instrument is comparable to the imzad of the Tuaregs,

Komboat

VIETNAMESE MUsio INSTRUMENTS

Kowav
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The vibrating blades are used in several instruments: the
Kolwok, a trampet 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. Tt 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 are 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 ). It is Den, grandson of the Sun, who
first played the Kowao; it is for the death of DuKon 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\nen hunted a wild boar ;
they shot at it with the crossbow but missed. The boar, while escaping,
raigsed big blocks of earth with his powerful paws: this earth served lo:
creale 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 tot; the re=me ; the fa =tu; sol
lase = Kon (pl) otherwise = (i.e., the meanings of these note-names are) the
grandmother (me iot), the mother (me), the orphan (¢u) and the children (kon).

27
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played on appropriate instruments: tunes of rejoici

accompaniment (with dance), of war (Sodang), o;el])(::i]:]g’ \?\?;?,US;]'
Kowao, they give the tune of The Hen which lag)s, of The C';)clc cld e
of The coming of the Kite. Tt also accompanies the ancient lea ((l]wn'
songs. On the Bare, we hear the tune of The Neer which goe 'i:ef:i ook
at the stream, of The Frog in the rice field. etc. On the Kgmb's e
have tunes for drinking, tunes for dancing, and accom aninimt, thi‘ey
songs. K_owao, Bare and Toung sometimes harmor?ise snts ho
orchestra is very poor, It is the gongs which afford t’h u-t the
combinations, smothering a veritable concert. ® richest

On two gongs they sing of the wine disti ; .
as accompaniment. On three gongs, one bi];egnodu:;;i)r;:’ ]‘;Vltq}’ldrums
of the labourer. the accidents are sung. With four gongs : ; s The tune
etc  On six (three big, three small): all the PPOceedi%) .tu:m hungry,
Yeloped, with some new rythms added, on a festivalgda 8 are de-
in a‘procession. The play of three, four or six gongs ma ybor when
p.amed by the Komboat. The Maa tribe are specialists ir;vthe eom:
six gongs ; the beat is soft, the rythm faultless and subie te play of
T'he at‘)ove players make the deep copper resound and ch"s va”e(."
vibrations; it is a singing wave that passes on and re: ow their
enveloping, under the impulsion of the grave tomes ] urns, hot,
supporting the melody, very cantabile. eadi
F h* f : *
rom the familiar movement to th . ]

through the whole scale of its meanseoguzip::a::if;: v:}}:ﬂe PB«SS§ng
r§produces a rythm, always the same, such as 0118t0;r) he PemsmP
since ever. It is an aspect of the complex traditionalist, a;vﬁxed e
women pound the rice, in rythm, in order to make the ﬁ. f on o
plunging their immense pestles in the hollow mortars OUrderment,
hard wood which resound like brass cannon, or when six !rnna ebout of
measure their great powerful gongs, for the joy of the drink en beat in
n}adhe 'out Of} fermented rice, the one and the other represent‘:';fnl;):sz
of their traditio i i

generations. nal life, obeying the rythm fixed by the customs of

ng and

This desired fixism excludes all innovation; it prevent
progress of science and arts. However, the Pemsi’an is I;duc I{)ls the
perfectible; given the necessary instruction, aiming ab poonnd
enlarge his horizon, one may make him enV;sage angd ove all .to
Particularly, contemporary experience, in the domain crf‘_’ate again,
allows us to hope for a production where will coincideo
invention and the proper character of the Pemsi. "

painting,
original

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, Mahapurusha Sri Sankaradev and his worthy disciple
Sri Madhavadev.

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 the 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 come 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 gpiritual 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 orept 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,”
the head of the petty ruling clans known as the “ Bara
Bhuyans” of Assam, Mahapurusha Sri Sankaradev was born.
Bora as an aristocrat, he gave up the path of ease and luxury and
took upon himself the task of eradicating the evils of the country
and champion the cause of the poor, the neglected and the oppressed. -
By his clear foresight and instinctive knowledge, he found out.
the true causes of the malady that had begun to eat into the vitals
of 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.-
Himself an erudite scholar in Sanskrit, he had also the experiente
of & wide travel througbout the whole of the Ncrth and South of
India for a period of more than fourteen years: His:foremost: task-
was, therefore, to translate into the language of the province the:
main principles and tenchings of the famous Hindu Sastras, so thde
evon a lay man could understand his truth-and spirit of the same
and thus have them utilised 'in his “life. He emphasised ' the
dootrine of universal love ; his teaching' may be illustrated by his'

i,e.
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sayings such as F&HT AT WA 0, §&F AW 87 FTREAT gamm
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 building a sound and peaceful society in a province
inhabited by so many different clans and tribes each with itg varied
interest and outlook in life, made him realise sooner the necessity of
creating & 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 " (A1) people from various castes, sects and religions such as
Brahmins, Sudras, Mahomedans, tribals and hill tribes were included
and all of them had heen 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 literature, 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 baoks, about the signi-
ficance of the term  Borgit ” (3-ifld) (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 to give information
about the other related branches of the art namely,
Apkia.Nat (drama) and instrumental music of Agsam.

One section of the people maintains that thege 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 dance,

The other seetion maintains that these gits represent a different
type of music.and so should be kept in taet and in those very forms
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in which they are to be found executed in the Nam Ghars,
(prayerhalls), observing faitbfully all the details of those ragas,
talas, and styles that has been found there and are handed down for
five hundred years, they even argue that we have no right to bring
over a change into the system of a music so old, though there may
happen to be, in some aspects, decay and detereoration in them. On
the other hand this music happens to be of the nature of sacred
music forming the very backbona of the province’s particular culture
and spiritual life.

I shall now therefore discuss the questions of these gits first.
These giis form a 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”’. (Anka=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 composed
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 ard 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’ which
is contained in these songs, it is quite understandable; for Borgit
and Kirtanghosha sing ‘aloud the prayers bearing the glorious names
and actions of God. '
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The word “ Ghosha ™ 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 high musical value, yet
a closer view of these gits will show us that the Ankia-gits, spee’ially
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 Borgite ? As against this
it may be said in reply that the special mention of Ragas un(]’
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 1;0,'.
(great) is appropriate to them.

The Borgits, as I have 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 a special value attached
to them in daily worship, as also on periodical occasions 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 (5&w) or the
congragational jrayers are to be performed,daily 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 Us—aAfET | AF-—I |
II1 B AT TRE TR
TR W7 0% 97 4T ) o
9z
g &g de Wl a4 |
PR} galm T il
Zfr e fafae A
R e wa fates i
g 79 97 AT Al |
qiE feait 49 53 €14 U
o FAE9IE g & B
T 48 T T AH
A At g TE
FiFE & Ny @@l
fHig Ay F&9 9 |
g R A areE A
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 belpw :

a7 T — TR | A 9|

qart fit =& R
wI¢ A2 Tl g
aT
R w5 &9 |
Faq FAFT FALH )
F0F fraq aaq qar |
R B FTAEN AS |
A g A R
ge@ owa AT SN

* In the South Indian Bha;ana.-paddhhh also, there @re special gongs with
which the God is awakened in the morning. — ,
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T Ay wivres T
e 2 g gfc |y
oz s R |
g FafeT T |
T ged AIvg a1y |
TRy wveg iy Il

After the Chalanar Bor,

it, the “Lij its j
‘the Borgits for playing’. An sxam] oy LorEits” aro sung i

example of this type is given below i~
M T — &4 || ArS-aft

e @ aeF ait|
qET 3 U A ) i
9%
210 38 & diqang |
P Yo w0 g |
THE IE[T TE o0V q1q |
T I FR JR T Y
T qR gI T |
UE N Fergany )
RI9A € FE € JUR |
AH T g WE MR

After these Borgits, the “Bhatim

8.” f . R .
example of Bhatima is given below, Ol morning time is sung. An

W — AR ||

I &P I

99 IR =T wEas |
I3 H TS w27 e .

AT A TS T |
3 FEYT OF W Tw IR |

gaR 3 At e |
B WA Y AR

T TR HIRw X
B ol sy
T A 4T )
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19 g3 a9 aer fqea

I, Mg @R @oEd ||
T 79 939 S T8

AiEe g F@Ed T
famt gquiT 77 ¥E awd

&R 1313 yorEa Xl
fftafd ema i sEgra

geTE A fAkEa T
48 A % rafF are

9% AT TR FEEq ¥

The third item of the morning prayer is the *“ Namkirtan”. In
this item a devotve 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” (JTBIZ(A)S) 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"—
qu3; the word, he points out, means in Maithili literature a
¢ qFFAIBT * je. 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 Bibar Mss. correspon.
ding to the word ‘Muhatmya’ current in South India and other parts

The word & (double) is particularly used along with the word
4z 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 (T4) 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 ”-3%918. According to
Dr. Raghavan this Jayapatha corresponds to the calling forth of
what is called ** Pundareeka’ in South Indian Bhajana-tradition—
“Namsah 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 slokag of
the Bhagavatam, four slokas from the same book
continued in turn. But during some occasions g
slokas of Nandi from Gita and four more sloksg fr
continued in turn, every day.

“Nandi” from
are daily to be
nd festiva]s, six
om it, are to be

In the fifth Prasanga-item of morning Prayer, some relio;
books written by the Vaishnava Saints are read. The e lgl?us
session of the prayer ends at about 9 a.m. Torning

The sixth Prasanga begins at about 4 p.m. ang wi
noon session begins. This after-noon session consists of the th
Prasangas. (6) The Path (¥13). (7) The Namkirtan ang " ree
Upadesh ete. In the sixth Prasanga which is called «p th)”the
Borgit or an Ankia git is sung in its original Raga angd Tala * g

th it the after.

An example of the same is givenhere.

AT — SARAR | J&—afy |
| TEET FG TEI |
U Sl (R AT T

aT

|7 i WE R g

I gAl F9ER W gl |
w197 310 FEA U AT |

TIET AET 90 ATE 2 8w |

This session finishes at about 5 .M. after the perform
the 7th and 8th Prasanga which consists of the Namkirtan B«;lce of
renderings from Bhagavatam. nd some

The Night time session begins at about 7 py Thi )
consists of the six Prasangas namely the 9th, 10th, 1), 19 :h session
and 14th Prasangas. ’ » 13th,

In the ninth Prasanga which begins the night time sessi
prayer, the recitations from “Gunmala” are dope, Tn t(:nn ot the
Prasanga ‘“Lila malas” are sung. In the eleventh Prasang, e.‘tenth
tima” of the night time is sung. In the twelfth Pmsangi ah. Bhsf.
known as “Sevar-kirtan”, the “Gayans and the Bayans’v»v hich ig
singers and the players sing before the “Guru-Asana"," Lo, th ie, tl.le
altar, two Borgits in the ragas Kow, Kalyan, Suhaj ap d .K.ed ° m?,m
the accompaniment of Khols and Talas (CYIDbals), ar with
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In the thirteenth Prasanga, after doing all the preleminaries as
in the 3rd Prasanga of tlre 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 r.Mm,

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 popularly called < Rag-Tana.”
In singing a raga the form of the ‘“ Dhura”*is shown first of all.
The * Dhura ”’ gives out the main outline of a raga, In the 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 (3).”

Next the portion of the ‘ Charan’ of the ragais sung. It
resembles more the Antara of the raga, but the “Qjahs” 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 ragais to appear automatically like a servant
after it.

Next to them, the “ Ghata’ ie. 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 AT gt ft R B arat
are used. The experts try to assign to these syliables high
esoteric meaning; the rootsyllables used in the singing of a raga are
#HAr-A(-A(-A0 ; 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.
~ @enerally 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.”

» Dhuras=Dhruva (1) (V. R.) t Dhruva-anga (1) (V. R.)
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The second one is known as “ Bhangani Sur”
the Sanskrit root ‘Banj to break’ ang refers to(ptrlf: alt):zalf{mm
change in the style of rendering in these Padas) and the th.01-
is known as ““ Kholghali Sur.” The gits sung under the form !I’(}
the © Mul” or < Pathar Sur” are performed in the sixth Prag o
that begins in the after-noon session at about 4 p.m. ange,

In this form the Dhura and the Charan of the raga are
one after another. Next the git is sung in that origina) sung
and tala in which they had been composed 500 years back T;lg]u
Dhura and the different padas of the git are always to be. e
following the strict rules and regulations of the particular sung,
and talas.‘ Under this form, though playing on Khols ang o ragas
not allowed as an accompaniment with the gits, yet the gj as at:e
strictly to follow the inherent melody and rhythm ag acon ln,c];er is
possible. Moreover only one man is allowed to sing in tl;i‘s r:‘:;:ey as

I think the main purpose of adopting such a style was t
the devotees listen and realise calmly the tune and meani‘n ° ;Ilake
gits as also to keep up the purity of the ragas and ta) g. o th‘(-,
original form. ‘ 1as 1n their

The sccond form or style of singing these cits |

A > these gits s kn
« Bhangani Sur.” In this form the Dhura is to be sz:n o the
original ragas and talas in which these gits happen to be coxgn n the

but after finishing the portion of the Dhrung of the posed,

« Ghata” is played and after that the different « Paqg» gf't: a
gits are allowed to be broken up in different ragas and talag 0I ::e
. n the

midst of the changes occasioned by the Ghatas, the deseript;
of the ragas known as “ Ragamalitas 7, glory of some hon] ]nptlons
that of the preceptors are sung, Y places or

I think this form or style of interprestation wag ad
order to relieve the monotony of the tunes of these gits y
gits in the Mul or Pathar Sur are more or legs Of. .
type. On the other hand the singer happens to have som
respite between the changes of the ragas and those of the G
This style is adopted on those periodical occassions and festiv :’&tfas.
« Kirtans >,  Doul-festival ”’, and in the regular night time ,PVa s like
known as the twelfth Prasanga,. Tasanga

pted iﬁ
For these
chﬂnting
€ Bort of

The third form or style of interpretation for these gitg
as the « Kholghati”” system. In this style simple t,ungessfls known
various ragas and also the tunes of prayers from other oo rom the
added along with those ornamental portions from the Origi:: ;30: ]are
alas,
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T 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
people of the town who have not got the least idea about the
character of these gits and how they are sung, are busy trying to dress
them gorgeously with these cheaper and sentimental tunes available
from the cinema, gramaphone etc.

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 and purity
of thonght 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
bappen to be in the rural areas and remote villages which are the
less disturbed part of our society. The farsighted policy of
the Vaishnavite refurmers 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 snng after a raga is shown in its melodic form. Generally

20
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we have the following ragas 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) Ahir (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) Kamodg
(32) Purvi (33) Malachi (3¢4) Patmanjari (35) Ramgiri (36) Gundagiri
(37) Gunjari (38) Paharia (39) Kalyan (40) Manjuri (41) Chalani (42)
Sarang (43) Meghamandali (44) Devamohan (45) Sree-Gandhakali
(46) 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 Anhir 12
Shyamgada 13. Tur-Basant 14. Tur-Bhaliali 15. Malachi l:'.'
Gundagiri 17. Ramgiri 18. Manjuri 19. Chalani 20. Devamohy,
21. Sree-Gandhakali 22. Devagiri 23. Marowar 24, Meghamandali
25. Akasmandali and 26. Bayvumandali,

We find that these gits, Bhatimas, Ghosha-Kirtans, dance dram
and playing on Khols etc., were divided and entrusted to the d’if’ferent
families and groups of the people known as the Gayans, By aﬁ
Pathaks, Ojahs, Sutradbars, the Shaymuba and (Udhagip bhakyat:‘
or Kewalia bhakatas). It was their duty and obligaticn to perfor X
at the appointed days and hours and also on thoge periodi ml
occassions those selected portions that they had been entrusted wcal
by those Vaishnavite saints. ith

Instruments

The main instruments that are played along with the music of
the Sankari Age are the “ Khols”, * Mridanga %, < Bhot 10”
« Manjari Tal”, “ Nagara” etc. These instrnments g als
used to keep up the time aud so they are more of
rhythmic character.

re mainly
less of -5

The main talas i.e. time measure that uptil now h
found out and collected are the following :~ ave heen

* Original writings can be found only in the temple and gre ney
ont. They are written in barks (Sachipat). e brought
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Ektal-Fd1®, Padi-9R, Math-#i3, Dharamjoti-4%4%id, Barjoti-
geqfa, Unjoti-gaafy, Khanjoti-gawfy, Barpetiajoti-qgafzsrgfy, Bar-bi-
sam-F0a%4, Saru.bisam-H5HY, Pur-bisam-J(&9A, Ar-bisam-ARFEw,
Oolota-bisam-3S!(ETH, Kharman—&WAIA, Rakta Tal-&&d@ -Rupak-
%%, Rupganjal-¥F&S, BarganjalR...., Olotaganjal-Si@2r....,
Thak-Tal - %A1, Brahmatal, Domani - T, Tinimani - [,
Charimani-FTANT, Gologarja-&M...., Pach-pravesh-9i¥ 977, Ash-
tola HAGI, Birup-{a%7. Dowaj-JAK, Charikhaniya Tal, Dashbari,
Chutkala, Man-chowk-RIF9IF, Durpad Thela, Thukani, and Jhamal,

These talas have got 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 again).

(2) “ Ghats’. These Ghats 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 also a 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:

i1 9% TOR ) fa T ) arg B e gk )| e A A )
7T IO | ,
fgg 7 || @z B ) ax g A
il fazrffafr a1 8% s s ss
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Here we have got two pairs i.e. four rounds of six matras each.
Another form of the same tala current in a different Satra ( religious

monastary) is like this :—

Mul Tal:
¥z arel (| 9% e |f arer R I e i | e ss || FE s

Here we have got one pair i.e. two rounds of six matras each.
The following is the Ghat of Tala Rupak :

Ghat :
e g | At fRar | e A A R e i e |

aret fazn || fad A | ¥ & || aEn fEEn ) e fafE ) e ss )
Given below is the Chowk of the Rupak Tala -

Chowk :— R ]

fzr (@2r (| afF @il | &l & | At fE L wE A | g
a1t || e AT | R g | AT e ) A8 ss | 9T A | v A
{7 a1% || 9% ss il <€ <<

Of these main talas we get some ornamental portions called

« Rang.” QGenerally 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 hig
rhﬁ'thmical compositioné known as the ““ Dhemalis-301(&. ”  We get
as‘many as twelve kinds of these Dhemalis. They are:—

Rag Dhemali-T@ #Al®, Khat Prabesh &% 974, Bang Dhemali
4 9uri%, Chor Dhemali-¥ 44li&, Barpatia Dhemali-attiZar aarfe,
Na Dhemali-# 84, Ram Dhemali-{# YaN&, Bar Dhemali-a%
405, Ghosha Dhemali-=rd0 QHI'IE"S,‘ Gurn Dhemali-I% ﬁqrfz’»s, and Deo
Dhemali—Zar Aqifa 11

There is also a Dhemali called ‘* Rag-Repani-Dhemali-Tiw qfa
Ju1/.” This is used in a particular dance called “ Chali-Nas-afe arg.”
Some of the Dhemalis specially ‘Bar Dhemali’—aT 3, © Ram
Dhemali *-71g 9w, ¢ Ghosha Dhemali”-gr farfe, are regarded ag
very sacred. They are play ed only on important occasions of high
religious festival that are marked out for their use. Because of jtg
high spiritual value and religious importance, a single Dhemali can
do away with four Prasangas i.e. items of prayers. 1t is told that
the compasition, words and the styles have got such hidden meanings
within them that only an adept in the line can make ther out.
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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 ibs.).

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
Malabar 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” ie. 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-gig:afq.”” 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. It 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 are 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 different portions of the sancharas,

As soon as the Layani Ghat of the Preamble portion finighes
the Gayan (singer) 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 Gury Ghat)
repeating it again and again.

In the Charan- =7g portion of the raga too, the same portion
is continued and repeated. Only when the raga is brought to ap
end that the 2nd part of this rhythmic composition fnj
with it. Next the third and the fourth part of the e
known as the sancharas are plaved one after anothe
whole process comes to an end with a last Ghat. The whole thin
is accomplished by means of the Khols and the cymbals as ig thi
case with other rhythmic compositions and talas ie. tim
to be played upon.

shes along
OmMposition
r and the

€ measure

Then we have got also the various rhythmical com

) position
the “Gayan-Bayan Nritya ” etc. s for

E.g. 1In the Sri Krishna dance, Chali nritya, Sutradha
Khala nritya ete. different varieties of composition are
adopted with those different kinds of dances.

ri nrit,ya‘,
found ty be

Ankia Nats

The term Ankia Nat (3?"1[3(2) denotes those plays that are
composed by Sri Sankaradeva, Sri Madhavdeva and the Vaishnava
priests of the province of Assam.

The term  Ankia” (V1) may be related either to the Sans.
krit word (3%) meaning an ‘act’ or the Sanskrit word Angiya
(IrTT0) pertaining to the Angas ie. limbs. signifyin Y
ment of Angikabhinaya; the former is more likely,
all plays in only one Act.

The Ankiya Nat is known also by the well known name Yatra
as also by the name Bhawana (W@AT) meaning depicting Bhavas o,
gentiments. As Dr. Raghavan has pointed out in his article on
Yaksha Gana, we get a similar type of Nat composed by Poe
Umapati of Mithila, the ** Parijataharanam” in Sanskrit, which
also in one act only, and whose songs are in the Maithil; dialect ThB
most important feature of these Ankia Nats of Asgam jg to be. o e
‘in the play “ Cihnayatra *’, where, for the firgt time, we meet withen
painted scenic background in a play. These were painted by Si:

g the employ.
as these Natg are
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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 tugether into & harmonious unit.

In an Ankia Nat, the players have their own speeches to speak
in a dialogue form, in addition toa 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 :—*“ &g SFE ¢ A g FFMAN TET TIT FEE
T T TR G 1S Y|

These Nats like the other branches of the art are purely of a
religious type. They are meant for propagating religious culture

and eaucating 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 Assamese 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 u lunguage. It was adopted to attach a religious
aspect to the urt.

In these Ankia Nats we get three types of compositions. First
the slokas composed 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 (EF%TH) 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 Suddbamadal and
Chendai.’ - It corresponds with the “ Nir.gita or Asura Vadya”
forming the external instrumental music of a Purva Ranga of the
Sanskrit darams desoribed 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 Trivend,Vol, V1. ii. pp, 147170,
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theme of the play. The prayer or Nandi given in the Kaliya
Paman Nat composed by Sri Sankaradeva is given below along with
the introductory verse of the same :-

T e AATIAREAE AT,
ARTIAFSSSIAIIH fiAFER 8387 |
UHIEH TR RAS TR I gfan,

Foop AE (90) TEETH ETUGTAE WA ||

The introductory verse :~

AT wgigeasaTRzl 8- 33
AT G e (2) 9. 5 |
It AETEETATEHAR 93 S0

AEH ANFEOURAMT RET FOACT (7 T4, )

Next the Sutradhara antounces the theme of the play

. . A and
requests for attention both in Sanskrit and Assamese :-

A Al AROSE P A9A KT A TR TR TAAT I

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

The Sutradhara is then seen to discuss with hig associates, on
their hearing some instrumental sound from above. The associt;tes
reply that it may be the sound of a Mridanga and a Flute. Some.
times they reply it is the sound of a Devadundubhi* (éag:?;fq)

Eg. (AEEE For 40 87 41%) A€ 56, T a9 56y 2
7Y —rH, UIE A A | A Nes e )

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 explanator
prose version of the same in Assamese. He announces the appeary
ences and the roles of the players, and explains the varioug incidents;
clearly to the public. That is to say, the whole play depends
the expertness of the Sutradhara and his alertness. pon

At the end of the play slokas are uttered, bhe

. - gging excuse
flaws of omission and commission seen in the play. for

*All this-closely follows the Amukha of & Sanskrit drama —V.R
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E.g.
FUORF FOBEHFAE (A F FLIAT |
aq e 19 gHat wiE T
qu: FONT YRPT FALT HEA 74 ¢ |
FISFFEATT TKART WA ||

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 geu.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) Rukminibaran

(6) Parijatharana and

(6) Patni Prasad.

The Nats composed by Sri Madhavdeva are :—
(1) Arjunabhanjan or Dadhimathan
{2) 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 later
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 adherss 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. Tt is per-
formed by not less than four members of g group. Genera]]y it
consists of ten to twelve members in a party. The leader of the part,
is known as the Oja. The Oja here means the leader of the partyz
The next man of importance performing a very difficul role ig tl;e
¢ Dainapali ’ the exact meaning of the word is difficuls to be followed
However, it may be suspected that the word * Djang may be .
corrupt. form of the word ‘Dahina,’ that is, Rig]”/-E,g. “Dahjna
Hasta,” that is, Right hand. So it may mean in that senge aa
important member of the ‘ Pali’ group. The word Pali may comn
from the word 91@ that is, & turn. (An Assamese word.) Thue
when we say that it is your turn to do this work, we use the w :
*Pal’ for the term ‘turn’. Hence the word Pajj may mear or(
who is to do his turn, that is a helper, - one

The Dainapali serves as a link between the Oja and the rest
of the Palis. He is mainly responsible for keeping up the Jj 112
and continuity in the various stages and changes of the show w;] 8
the Oja explains through the hand poses (Mudras) some story ’Or en
event and the Palis through the songs and rhythmic variations h ';'"
him to clarity and beautify the meaning of the story before the pubficp

As a prelude to the commencement of thj . .
dance, the Oja first of all sings the Ma.lit,a-qlrfﬂl]?’ (t,i‘lr;esz uOthIl‘Eah
be illustrates the very raga with the help of the words suchg a;x Ten
ne-na, He-re.ri, Hore.ta.ne etc. Then in that very raga theﬁo?n
sings a “Guru-\vandana-ﬂﬁﬁﬂ ” or a sloka. Generally thell 1:a
“ FEO AGLAT T TG 7 | FRGFANT DT w6 gy So
along with the hand-poses. At the end of the sloka a Bor.gib‘ol:dsung
tional type is sung, and the meaning is explained by the O; evo-
means of the band-poses and the movements of the body. i by

et and the gma))
£0 on changing
D these points of

The Dainapali and the Palis keep with their fe
cymbals the various rhythms and movements that
along with the tunes and the meaning of the Git. |
different changes and shows that the Dainapali comes fory d
effects a harmonious cooperation between the songs and the l;]r an.d
execution of the Palis and these various side steppings gen r. 3lzthmlc
movements and the hand-poses that are adopwd' b Bl: boFiy
Generally, tvhough the Dainapali remains at the front ofytl:e e’PO]J-&'

alis,

*Oja and his further diminitive Jha are corraptions of U

ing teacher.— V. R, padhyaya meay,.
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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-f%7"’, meaning a way or & means; 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:—“ st & 3 U¥ €A 90 *q| @F WG
qrgal 3fkS @€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 soon as the Diha portion is sung, the Oja begins with the
* Dashavatar of Vishnu ”. First he Legins with the ** Ghosha ** and
the *“pada’ of a prayer, the first incarnation of Vishnu, that is,
Matsya ‘ %® €97 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) Varaba, (4) Nrisimha, (6) 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
hetween the various Avatars give a certain amount of rest to the
Oja 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
gtrain 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 ineic
of the show the Oja adopts two methods of
in poetic order and the other in a prose or
known as ¢ Kathan-F4a+ ",

. lent or the story
illustrationg —One
der, which ig also

First he sings in tune the poetic form of a
mic movement while an illustration of the sq
of the mudras. KE.g. the pada:

pada under rhyth.
me is given by means

AAY FAR A G ANAT (7 0 i
A9 AT FAT QT (S T8 A6k
AY A FAEA A | WA 1A

I 9 FAAE W qG=g (o)

7E0)

After that the Oja breaks up the tune and the
prose order and a speech, laying more stress op tho
and the mudras that explain them.

poetic forn) intg 5
8e separate wordg

This method proves very easy to those wh
. : 0 coul
through the poetic form and its melody, get at theui(il not at first,
different signs of the hand depicting them. eas and the

Having finished these ten incarnations of God, an «
a story either from Mahabharatha, Ramayana c;r Pur
“ Rukmani-haran ’, ¢ H‘ll'adha""”‘ha"gﬂ ",

“ Kirataparva ” is sung and displayed by the pa

Akhyar » op
ana such asg
“ Ramvijay »,
rty.

or

Before the commencement of the st
TY or th .
may be called, the < Malita’, ¢ Dhura, ° Charan’ Ofe&arl;hyarm a8 1t
then the Oja gives out the Diha of the story to be re e{%“’dls sung,
Palis when their turn comes. The Oja then goes Onps;n o by the
i ging some

ten to twelve padas of the story after which
¢ Banas-Ar€1 ’. he changes it to the

In Bana the tune is changed. Takin
various Banas, the Palis illustrate the tunes
’ of the r :
of the Solfa passages, while the Oja goes on Chang?rglg ':}llth Bsome
one by one depicting and illustrating the story at the same"t. anas
means of the handposes and the various gestures and movemelTe by
nts,

g the last word of the

Having thus continued for seven to ej

ght Banas SET
a turn to another raga. » the Pali gives

Then the Oja gives out the ‘Kathan’ of the

. tory
with the Diha, padas and the Banas. THOLY 80 far sung
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Having finished his Kathan the Oja gives out the Dhura of
anether raga and begins the other types of the Banas. Along
with the Banas such portions as *“ Jhuna ' is also sung. It is used
in such circumstances so as to denote a happy mood, rejoicing etc.

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 ¢ Upadesha”, 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 belongs 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 Sounitpur kingdom, now known as Tejpur in the District of
Darrang, Assam.

Chitrangada a princess of Manipur (Assam) and the mother of
that famous hero ‘¢ Babhrovahana” 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 had
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 have 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 lan

. guage a treati
dance named ** Sri Hasta Muktavali . * ise of

This happens to be written by one Subhankar Kavi
gecond sloka of this treatise we find hig name ment.io
this way :(—

In 1he
ned in

‘“ Dhibandhur gunasindhudurdharataro

adhal .
sphurat- # vegadha

Jyotirnatakanatiko’tivialasatsangitavidvm]dhavah
Dhirambhodhik&lanidhirvima]ayan Sangitamukamva]i
Sammodaya Subhankaro vitanute Srishastamuktavalim

Again in the fifteenth sloka of the hook he is mentioned thus -

“ Asamyutanam hastanamuddesah kriyate’dhuna
Subhankarena Kavina nanabhinayasalina .

About the time and the place of the author or a
where the book was written no direct evidence can b
work. From the sloka number nine-hundred and
some sort of connection between the author of th;
people of Usinar, and most probably he wag of & place of that nam
The sloka runs thus :—** Ye Ye hustakwsastragna usinara mahati o, e.
Te’ nugrihnantu paramam muda madbharatimimam 1" laram

8 t0 when an(
e had from his
twelve we fing
8 book and the

From the sloka number 539 and 911 we come 30
he had written in this book can be found approved of
moreover he maintains that after carefully going thr
treatises of music, this intelligent book had been wpj

Sloka No. 539 runs thus :—

know that what
by Bharata too ;
ough the varioug
tten by him,

Yatra ye ye maya proktas ta prokta Bharatadibhyl
Aparetarajajiang (?) nicha hastam vinirdiset
and the sloka No. 911 is this: —
Yatnat sangita-sastrani vilokya nikhilan_mp,'
Rachitam Bharatimetamadila ?) vichakshanaih
He mentions in the sloka number two huudyeq a

himself learnt and wrote this treatise under the i
famous poet named ‘ Kavi Chakravarti,”

nd one that he
. nfluenge of the
and is so confident of his

* This MS of the Hastamuktavali with Sti Das ;
only one MS. of it has been known hitherto in priva‘t:a ;os‘::)?;i yalunble
and that too incomplete, extending upto the Mrigasir.ha h;lotn
the work in many places with Bharata and found it verS a. COMparad
teresting especially in the variant forms and additiona] g h_y‘ useful, and p.
it ; and the Assamese gloes makes the Ms, all the more uae‘;ﬁl (_ft";"}; given Ly

. one, ag
n Darbhay
I ga,
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book that he promises to make one proficient 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
Sadkhangi rachana nitanta chaturaty sartaka lilakarah |
Srimanesha Subbankaro vyarachayat srihastamuktavalim
Tatrayam byaska manmanoharatarah khyatah patakakarah ||

The other sloka is :—
“ Masenaikena hastajayah karaniyo jano maya |
Iti pratijnam 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) Hamsasya
(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) Mrigasirsaka (18) Hamsapaksha (19) Tamra-
chuda {20) Chatura (21) Mukula (22) Kapittha (23) Bhramara
(24) Kadamba (25) Krishnasaramukha (26, Ghronika (27) Simhasya
(28) Ankura (29) and Tamtrimuka,

The. Samyuta varieties are:—(1) Gajadanta (2) Kapota (3)
Vardhamana (4) Anjali (5) Nisbada (6) Karkata (7) Utsanga
(8 Avahittha (9) Swastika (10) Dola (11) Pusbpaputa (12)
Marala (13) Makara and (14) Katakavardhamana.

The Nritya Hastas are:— (1) Kesabandha (2) Nitamba
(3) Rechita (4) Ardharechita (5) Chbaturasra (6) Udvritta (7)
Palluva (8) Pakshavanchita (9) Lata (10) Natmukah (Talamukha (3]
(11) Swastika (12) Viprakirna (13) Aviddhavaktra (14) Suchyasya
(15) Arlalakatakamukha (16) Rakshyo (Vaksho?) mandali )
Urasparsvardhamandali (18) Parsvamandali (19) Urdbvamandali (20)
Mustikaswastlika  (21) Pakshapradyotaka  (22) Karihasta (23)
Kundapakshya  (24) Gacudapakshya (25) Alapadmonnata (26)
Uttanarechita (27) Nalinipadmakosa.

Of these ceventyone 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 eaha| Subhankaro
bhanatyesa Nripanetari bhartari.’

Again if this pataka hand is taken near to the ear it denotes g
sleeping state ; to the nose, vismaya or astonishment, “qOEaa q T

faeny arigst L.

If both the pataka hands are taken near 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 hand placed on the chest and the right in the
frout, then it denotes prohibition. In this way we get hundreds of
applications 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 the 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 * Kesabandha” hand we find like this,

‘ Kesapase viniskrantau tatparsve chawpaksthitoy |
Tripatakau Yada hastau eshabhandastada Inatah ”.

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
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 3epar};ted
and brought back in the same fashion near to the hairs of the ear it
becomes a Kesabandha Hasta.

First of all he

Next he says that if both the Tripataka hands are taken artisti
cally from the portion of the forehead to the back, turning them -
the shoulders again and aguin then it is called 5 Ke over

Hasta ”’ sabandha,

The third form is like this. Here both the Tripataka hang
moved forward from the portion of the forehead gp 8 are

d
back again to their own position. Then they are taken brought

back oyer
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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 snd 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 eircumstances,
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
svyle 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 hand 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 Ojapali 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 footwrk, graceful thythmic 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 bas 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 slipped out one by one,

However, we cannot also deny that only because of this rigid
view, the Satras have been able to keep 30 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 ta
knowledge about the condition of the pProvince re
culture proved detrimental.

ke a first hand
garding its art and

3. Next the undemonstrative and careless naty
character and mentality of the Assamese people
dreamy atmosphere with that notorious go-slow m
efforts has kept everything in dark.

re of the national
under & nature’s
ovement in all her

4. Last of all, Assam is the youngest member of t}e Uni
who remained a separate and an independent Kingdom t/']]n](;ln
Yandabu pact and did not bring herself so mpe, to il the
her elder members; it is only the second world war
earthquake that have created some interest in Assam

the notice of
and the recent

Therefore I think I shall not strike 4
concluding with the feeling that it is naturally pa
these dances like the other arts of the Sankari
sinking and fading into oblivion under our ver
not only to the province of Assam alone, but o t

wrong  chord by
inful to gee that
Age are gradlmlly
Y eyes; the loss ig
he whole of Indja.

We shall now turn towards a comparative study of thig .
of the Sankari Age with that of the present ( ; 1 music
music. 3% Hindusthanj form of

(1) In the first instance we find that the g
of the Gits differ from the style of composition fo

r th

Hindusthani music. Unlike the parts of “Sthavi ?,Songs of the
“Sanchari” and *“ Abhog” in the songs of the Hir;d:,st}
we find here * Dhrung” and those different parts which
as the ¢ Pads” in the Gits. are knowy

(2) The Tals that are applied to the gop
thani music differ totally from the ** Tals” that g,

tyle of COmposition
« Antam,”

ani musig,

88 of {he Hindys.
€ 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) Agein 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 music.

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 was one 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 Mabaraja Naranarayan,
King of Cooch-Behar of ancient Kamrup, now known as Assam.*
His court was adorned and surrounded by a large number of learned

* From history 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
Jlatter fled to the kingdom of Tibet on hearing of their approch, and
Malladhwaja became the king of Cooch-Behar, (Kamrup), under the
name of Naraparayan.
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Hindu pundits (.)f th‘e province and. also Fhose coming from outside,
who fled to this Hindu asylum with their religion, art ang culturet
Naturally therefore we may draw the conclusion that in this .
theve are unsullied elements of the ancient tradition.

art

+In ove of the Bhatimas* composed by Sri Sankarade imscl
we find that those Pundits, Musicians and Dramatists \:flzohlzmd{
from the west to the courts of this Hindu King were given h()f‘"}l«,
blankets and silver to their heart’s content. rses,
Bhatima :(—
“qEFE qIF qEER AT
TA A 90 W07 |
HITF FAIS IgA AT
HAgafe FTYL 9T ||
This clearly shows a cultural link existing betweer the west,
ern

part of India and Assam. It is said that for this reas .
spread far into west. on his fame

“ FRA AR AT G |

w7 AqfaT wa ufear Faq ||
00 FF T S |

HIZ TS 0 Gl7 439 )

And when the * Badsha,” heard of his fame, |

lis offic .
ordered to prepare for a war at Gadaraghat:— cers were

T 69 % FE 9N w4 |
alE® AAS QAN TR/ )
THU gaE AT A T[S |
af F SIEA-AT AT §i )
Under the above context it makes us safe t,
that the art, culture and literature that thrived jp this kingdom

was surely of an unmixed type of the ancient Hing
naturally music too must have been that of the ancient :ylfgrm' and

0 presume

*The word ‘* Bhatima ” may mean the descriptive and pra .
praise of God, kings, and horoes sung by the * Bpats (T y';lr song in
« Bhat” has been explained in Sangita Mukaranda like thix :_ ) 1€ word

HTEAME F9TFT,
IqIFFMASRIATLAT ¢ |
I AT FAT
RET I G40 AT ||
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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 net 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
cauge 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
nucleus 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 India
except some portions of the South 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 outlook 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
occurred 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 Sankeri Age of Assam ie. ancient Kamrup may throw
ight on ancient Prabandha singing ?
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Let us first of all have a comparative study of the Gits of th
e

Sankari Age with that of the Prabandha rusic of the old

Given below are specimens of each, a Prabandha and a Gt -

Here is an example of the Prabandha composed b
Jayadeva in the 12th century.

ARHT- AR dom )

T A EF AR TR |

e ATguTEReaucs: faaans ||
ghftE g Feli fea Fog | on)
AT R R aReT qumm |

MoF I FLATEETAITRE, |

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

NI ARG |
FEAAENT sied Fag 3aiT gaem

Here is an example of a Borgit and an Ankia Qi co
Sri Sankaradeva in the early part of 15th century,

AT - AN | @A ||

7 ST 1@ KSHT A-97 9

ATHIAES - T |

O A [OfE AaEtai, W a3 g g "
9%

EuECiciEolicr CleiCaT
&3 TAT TN |

EEHACEAL AL T LS
T T7 499 )

fafg fER  BaRg arg
safafe g |

Ay wo faad R e
digaas afFaral ||

g #4fg A 9gRy
#9T gEld gean |

FaT T T (g
gl 0 S ||

[voL. xx1

y the poet

mposed by

E
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An example of an Ankia Git
BF 1— T : FOSAANRT fod qeqrq Aed |
ZRFEIGTE « TEq {79 ¢ 7 |l

FEqT — WA | arE — THATES

q90E ATIA ATFE R |
fea Yo w9 qieEd || 4
g

qgR P A Fr T4 |

&R ger w9 iWes faT ||
21 (A a7 91T Q= |

AfET @ T4 fER S |
o7 ¥ | JI [ |

FE IET g TEF T4 ||

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 Git 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. It is to be found thatalmost 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) In one of the Raga Malita (Raga descriptions) we find the
name of Jayadeva mentioned like this—
“ g 17 Md g dre 4R |
T Wi FEr g1 aw w7

------------------------- Secee v sanrvReve

35
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Further Mahapurusha Sri Sankaradeva had the full experien‘ces

_ of both . the north and the south of India. In his first pilgrimage,
covering a period of twelve years, he roamed throughout the various .
places in the north and the south, visiting all the holy places,
studying the different doctrines of Hinduism, and taking stock of
the different forms of music used in the temples. He had also a
journey for the second time oovering some years, and thus with his
extensive knowledge over many parts of India built for Assam the
most unique edifice of her social, cultural, spiritual, musical and
literary achievement undimmed even after such a long period of
time. Therefore it can be stated that with his vast creative genius
and extensive knowledge he might have evolved & form of music

more in keeping with the traditions prevalent to suit the aesthetic
and devotional aspects.

The atmosphere created by the music of the Sankari Age will
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 pprformanoos
for those various dances of Ojapali, Sutradhari, Chalinas ete. will

remind bim of an age that have long been forgotten, at the same
time very old.

Secondly in the Ankia-nats (dramas of the Sankari Age) every
actor is to appear in the stage with a particular dance performed by
him. This denotes and speaks of a system of an old age when the
art of dramaturgy and dancing was regarded as one and an alilied
subject. It was the custom of the old dramatic player or actor to
appear on the stage with a particular dance, when he was introduced
by the Sutradhar to the audience.

Then again from the ‘* Charitputhis ”’ we come to know that at
Batadrawa, the birth place of Sri Sankaradeva, at the request of his
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 branche of the trees, '

Agein from the O'Baritputhi. we come to know that ¢ Aj.
Gosani ” i.e, the wife of 8ri Sankeradeva 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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“Jayadeva sings his Git with (** Tala”.cymbal) in hig bands ; g0
I speak of the Malita {description) of the Raga ang lis,ten
attentively 7.

(2) It is said that the composition of the Borgit :

A% IERT AT AE ey 6 @
qIE qrdi -

was written by Mahapurusha Sri Mahadevs 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 debarreq
him from a visiting the same.

(3) The idiomatic use of name in the Assamese |
“ ST F1F(G 7 denotes a prayer or supplication to
cannot be refused.

anguage namely
the degree thay

(4) We fiid his work—* Gita Govindam * translated intq the
old Assamese language of the province,

(5) Similarity of ideas between the work of Jayadeva ang that
of Sri Sankaradeva can be found from the following Passage of g
“ Muktimangal Bhatima ”’ composed by the latter in the Nag (drama)
named Keligopal or Ras-Anka ; compare poet Jayadeva, describing the
ten Avatars.

Description of ten avatars in the Muktiman
by Sri Sankaardeva :-—

#iTET TSI @G N qnS |
FRARY TR AT 47 91 )|

I &Y fewammii @ny w7 )
Wi &R AR #ag e ggiaagemam |

AT &Y 9 Ay feer sy ifes |
T el Al wfewg = My s )

gal Bhatimg Written

The Dasavatar of poet Jayadeva :—

| IHTES gqaEr 3
g qaTaRTREay |
1 JAHFHR ST g
ffafafrreay aa fasfy 98
SO ARIARRE
A JAFET I T &R

....................... L -1 1 N
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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 Madbavadeva, 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. 1t is for this reason
that she did not want to let him go, least to Brindavan,

In the course of their journey when Sri Sankaradevs asked his
followers to march towards Brindavan, all the members of the party
pretended to be weary and bereft of money. Iy is at this point that
Sri Sankaradeva volunteered to bear their expenses and told Sri
Madhavadeva 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 t

; ©se types of the Gits,
Ragas, etc. of the Sankari Age were also cultivated ag Brindavan
in that time, .

Next we find tL.at even up to this da
Bayans after their performances at the Ki
used to pray and tender apology for the
have committed in their execution of the R

¥ the Gayans ang the
rtan Ghar (prayer house)
mistakes that they might
agas and Talas of the Gits.

Last of all the particular mentionin
the Tala in the particular Gits serv
-genuineness and scientific character of ¢

g of the Raga names and
€8 to digpel doubt about the
hese Gits or theijy importance,

- Therefore considering all the facts that |,
above we may come tothe natural conclusion th
we may be able to gather from this art of ghe Sankarj Age will be
worth preservation in consideration of its ancient heritage ang the
uncorrupted character of its own form. We are certain thag even
now this art may olaim to preserve its own Purity of form anq style
due to ite peculiar circumstances and environment._ But the most
pressing and immediate need facing us is how to Preserve anq collect
the best available materials of this art. Even to g most cagygl
observer it will appear clear that during these past fifty years deca.
and dissolution have marched forward at :8uch a pace that'there is
every reason to believe that this art will be 8Wept out of jg existence
within .another fifty years or even earlier, Firat of . all, the oiq
experts of this.art are dying out.one by one and po worthy successor

ave been eNumerated
at whatever Inaterials

- has been found to (take up) this line,
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Secondly. that religious reverenze and‘h:g:zb lt;s::? :Lh:g: z:::flk?g
i ivati nd are no !
the chief feam}r:;i(s)fal:: ::xli‘:: a::;nptesent back groun:i ot" the matte(i
t.he.w{t&"e'l o k of life. The votaries are getti‘ngl gglther: agy..kln,'
nah.s o ot oo uragement from the public, members of tfhe‘fqmgly or
obaeh nor:hncrzties Their selfiess labours and pursu;tg aré r_egarded
t.emp{e .a};i Ont act.ivities of life. Naturally the m:t has‘ been reduqed
t inﬂlgll;l oa:ca.l form ; that life and vitality which ha,q b.een once
::fzs::;cv:gl::ur 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
atmos

i ince from ‘the other parts
i to pour into the province : bh
f;eslh:;i;di?dbez?;e sgeoiully from its neighbouring provinces, to
:he detriment of these traditionally cultivated arts,

Thus we find to-day cheap ideas, expressions anc? sen;imlelits
taking root and infiltrating into the melody of these Glts.l ] 1(:(-, zl‘:%
. gG'ts were confined to the temple alone, they were alright, ’
e moo t they were dragged out of their seclusion and conﬁnementi
o mmtniennto the public fleld, the sentimental mass and :‘,he peopl(;ta
. nd the young generation began to adorn them with thal:: u r:
::;%Z.r:; and fashionable make-up to suit their own tastes to the cos
of the purity of their style.

Fourthly these Gits happened to be so constructed and set in

such difficuls moulds that, without proper training and eonstant
8

i -nigh i ible for an ordinary singer to
e ll: beco?:sc;v:::en;%l:;irzzlp;shsen that regualirity of pract..ise
perform ¢ e((llllthe zeal began to abate, they found it difficult to sm.ok
on f.m';a" er standards, and naturally began to deviate and devEBe
- ;l;:,llze(;li?lsorbs of liberties with those Gits, to make these easier .
an

and more simple

: i tlook of the custodians
ther hand, the oonseryam_'e outloc : .
h OnG';}t): l?hemselves contributed to the dechf)e of art. Fearmr%
o ::;;ion and exposition, they not only try bo hide their own a.
;z?;islead others by a false account of the art itself,

Therefore our problem is how best to f.ry preeerv; an;i c:lllte;:

Il the available materials that can be gatliered toget er fron
al rts of the province. For this purpose we shall yave to g
:ziolﬂt‘;?::u"’izus “ 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 Sankari 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 and shame for us, at least to the people
of Assam, if in this very age of self-conscioueness, outlook of life, we
be so negligent to a eultural heritage of ours of such a significance.

I think our apathetic outlook and notorious sloth wil} simply
be criminal in character and make us traitors to those bygone martyr
gaints 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, anthor of the article on the music and
dance arts in Assam printed above.

I forgot the complete manuscript of the Natys work of
Subhankara found in the Parbar 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 manusecript 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 arte
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. 65.8).
The continuity of this art-interest in his family is seen in the fact
that his daughter’s son Ananta, greatly attached to musio, 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 Subbankara, the Hastamuktavalisarasamudhri-
tika. The Bengali Ms. of Subbankara noted above was evidently the
basis, and in the same Nepal Darbar Library, we have & Ms, in
Newari characters of this exposition of Subhankara’s text by
Ghanasyama. (Vide, #bid. pp. 272-3). The work is dated A. D. 1675.

We have now geod manuscript materials for & useful edition of
vhis important Natya treatise, whioch could be accomplished provided
the owners of the manuscripts cooperate,.

37



THE NON-MUSICAL WORKS OF SOME LEADING
MUSIC WRITERS

BY

Dr. V. Raguavan

In my article of the above caption in Yol, XX of this
pp. 152.54, T drew attention to the contributions !'nade
leading music writers in other ﬁelds. of schol.a,rly and.htemr
and gave a brief account of the hitherto little .notlced or
works of two important music authors, the Jatlma]a: and
muktavali of Somanatha, the author of.the Ragavibodhg
Sighrabodhini Nawamala of Pnndar:ika Ylttha]a:
attention to another work of this kind writt
Vitthala.

Journal,
by some
Y activity
unknown
Anyokti.
, and the
Here I shall draw
en by Pundarika

Just as, in later times, the subject of Nayaka.-
separated from general treatises on p?etics, . dramatu
and special tracts like the Rasamanjari arose devoted
its elaborate treatment, a further step towards speciali
in the production of a text solely devoted to the ela
work of the accomplices in love, In Kuvyamala
pp. 25-32, we have a text of this class calleq the Dy
The author’s name is printed in the heading as well
the text twice as Pandari Vihvala' There is an
saying that nothing is known of the author.
the author is none else than the famous
Vitthala, author of the Sadragacandrodaya, Nartananirnaya ete,
It bas already been known that this author signs himgelf in his
works on music and dance as Kamata-jatiya‘ Pundariks, Vitthala,
that he hailed from the Karnata country, that he wags firg in the
court of Burhan Khan of the Farukhj family where he wrote
his Sadragacandrodaya, then came under the Patronage of Madhava.
simha and Manasimha of Jaipur mentioned ig his Ragamanjari ang
through them got introduced to Akbar for whom he wrote the
Nartananirnaya, and that he flourished thyg in the latter half of the
16th cent. A.D.?

Nayikas wasg
gy or erotics,
exclusively to
sation resulted
boration of the
guechaka XIII
tikarmaprakaga,
a8 in the body of
editorial footnote

I'may state here that
musicologigt, Pundarika

1 The text as printed here shows corruptions and gaps.

Later Sangita Literature, Journal of the Mailras Music
Aca;en?;,e Vlgl!.]IV. p- 58; and P. K. Gode, ibid; Vols, VI.VIII pp, 119.12¢,
Chronology of the Works of Pundarika Vitthala,

In the Sighrabodhini Namamala preserved ig a,7 égz?m]l;::lpé ;:1
the Asiatic Society of Bengal, Caa,ll‘:,;:it(}t::,r,l (lism :l(i:d l.)y hi;n‘ I;l Cat.
VOL' e tlgi)’w:eh::: ;e: one more work of the‘same .Punda.:
I')unka:rma?ms can be seen clearly from the following ev.ldence.
oy Vlt:thB: » a;vords of the opening Mangalasloka of t.ht-a Dutlkarma:
thekﬁim:::gidentical with those in the Sighrabodhini Namamala :
pl‘ﬂ.

1l his other works. Further,
T g . found at the end of a ’ 8.
gugﬂ?zﬁ: S; (;;heot:eatment of the Dutis and at the begm}:nng Oi :,(}31;
at the e“t of the aids of the Nayaka, we have a ver;? Tel:e ;h&n
.treatmeﬂ that the patron Burhan Khan, son of Faruki a-z]ah 1 t(;
meTms' usmentsioned in his Sadragacandrodaya, asked Vitthala

s . .
;}:;):)?)s:, this tract on the accomplices in love,

TAFY(T) T (&N : FRHI (A1) FqT : .qvﬁmﬁma%s:ﬁm m;: AT ¢ |
FHA F@ qaveha (@) T iaf iy Fa aqvetifg (3) 3 |

o v .

. i i la clearly appears as using :

is tract, Pundarika Vittha : . ; Ny

Iﬂ:nh-:ri l:f Bhanudatta. On the N.aylka-t-m.le, the ft:lllov(v}lzgaav "™

l?Mm‘:nf n]mle aids are mentioned by him: Vicitravaca k, onavat

Pram geini Skalita Para-chitta-viseshajna,,Cheshtg-san' e .
Prasan s ,

and Sauciki.

correct form of his name.
Pandar Vit.t: ﬂ:::&[:“;: :l:)elgigt::abodhini N amt.:.mala. also rea.ﬁ
e CO!OPhOl:le oldoes a colophon in & Bhandarkar Oriental Res?a.ro
P (kas) ’osf his Sadragachandrodaya, 646 (a) of 1889-1902; see
glesstc::iu:;;l éatalogue of the BORI Mss. Vol, XII. p. 393.



SRI MUTHUSVAMI DIKSHITAR’S KRIT[S
in Vega Vahini on Ganapati at Tiruchirapall,
in Suddha Dhanyasi on Parthasarathi a Madras,
in Arabhi on Adhipureeswarar at Tiruvottriyoor

and in Sama on Tripurasundari at Tiruvottriyoor.

Edited by
Vina Vidvan A. SUNDARAM IYER
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THE MUSIC WORKS OF SAMANNA SURI
By
Dr. V. RaguAvVAN

In March 1950, when 1 called on Sardar G. N, Majumdar,
Inamdar and Jahagirdhar of Poona, the Sardar, one of the most
enthusiastic musicologists who had collected Hindusthani songs by
thousands, gave me a bundle of Sanskrit paper manuscripts bearing on
music, and asked me to examine them fully and write g detailed article
on them in the Journal of the Music Academy, Madras. He had found
this set of manuscripts in the possession of Sri Balakrishna Martand
" alias Chounde Maharaj of Wai, Satara: Dist,
person and an expert in Mridangam playing, belonging to a family
practicing that art hereditarily for some generations. 1t is significant
that these manuscripts in the possession of a votary of the Mridangam
are mainly preoccupied with drum-playing and Tala, The text falls into
a verse-portion and prose-portion in the form of gloss on the verses.
An identity of authorship runs through all the sheets of this bundle
but the attempt seems to be to write up a series of so-called works on
music, and consequently the bundle falls jnto different parts or
works bearing different titles. The sheets are not in proper order -
the writing itself is irregular, the same portions being written ove;
and over, more than once, on different kinds of paper and in' different,
hands, all these being again mixed up; there are both gaps and
irregularities in the numbering of the sheets, After examination,
the sheets could be separated into six batches and g few stray ones.
- I shall give here an analysis of these, and give an account of the
contents, the author and his probable date,

The work is written with a moderate ac
but the scribe has committed numerous blyn

A
Damaru-vadya-varna-vlsesha-prakarana

One set of sheets numbering thirteen consti
arrangeable unit carry on the outer sheets at bo
¢ Damaru-vadya-varna-visesha-prakarana,’ i.e, the section or treatige
dealing with the sounds or syllables that emanateq from the drum
Damaru, that Siva had in his hand during his Tendavs, The'

treatise planned on this subject falls into two chapters calleq Ankas,

quaintance of Sanskrit,
ders,

tuting an easily
th ends -the title

s how aged 74, g saintly-
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and we accordingly find the following colophons on sheets no’
10b and 13b:—

THEArTA RS (V) AYAF :
gfq sag » 9 ﬁ(a]) ’ﬂ(sy R

The manuscript bears on the margins the name Talaprasta, i.e.
Talaprastara ; the work begins by paying obelsfmce to Nm-xa?dai
Bharata, and Hanuman, and says in aoc(?rdance with the margina
note, that its name is Talaprastara ; that is we have to take :I‘alapras.
tara as another name of the werk Damaru-vadya-varna-v:sesh.a ; or
that according tothe originally contemplated plan, Talaprastarais the
raain comprehensive tvreatise of which, as the word Prakarana‘.ma?
mean, the portions dealing with the syllables that aroso frf)m bwé’ s
Damaru form a section. ‘

ANAEPHE T qFIE %4 |
ALG WAAA gIwFa T§ a0 ||
Aear faaraai [T ()] qjaseata g e |

Tala, the author says, is, as much as Svara, based on Nad.a,;
Nada is, ip fine, that ¢ Anahata > which Yogins: know, and of which
we have a faint idea when we close our ears and. concentrate. From
this Nuda, measure of time as well as. basic rhythm-ayllgbleg
originate, antd from them Tala-patterns .ra‘umfy .

Aveg G AISAEANEE O & |

QAN FFTRIETIT ||

YA IRANTHA: ASRGEIEETE : |

ArIES: §EYE : ARCHGHIE : |

AR FIT QA& T A )
A& )— FHAGETEN TNTAH: T |

B, of Nada as set forth in Yogasastra, the auth.gg

g?sn::;?; :::ll.l.bd Patanjaliya Siddhanta (p.2 a). On the famih#‘
e Nada.utpasti, quotations are made from this. work as well
topti;:oo;ikshi. Some other passages in verse and prose on the same
o ic of Nada follow, after which the term Laya, of which also ,‘,he
::ﬁxe Nada is held to ‘be the ultimate souroe and basis, is explaired.
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A AW ATALIRT AEARGH AT
8OEAT Teafa: gfa maod )| ared g e
AR TG-S0 (A1) FRGeq qgasaray-
TEGPN 81 R | ¢ 37 aFqmariang ?
gif sigE: |
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 Patanjala
Siddhanta already noted. Siva, at that time, played hie Damaru of
the form of a lotus, with two of his hands, creating certain syllubles
which delighted the world. These syllables, Vishnu took and formu.
lated as the basic matrix, Sutras,
T FASFR AT e0F T |
GEEBYIGSE Ar0ST AT 70 ||
Fuiler 7 sudl: gwrwg WHwed: |
d g gAreTs qoar g () €7 ‘
sHERARATS EREGAT AU (Pp. 3b-4a.)
On these Sutras extracted by Vishnu from Siva's Damary-
vadana, sages like Narada composed their Varttikas, and expo.im
of individual instruments of rhythm like Muraja, o
JaegaTia®s AEREAA: |
TEEEATAT B : WE AT YUT | (P, 4q)
And they also formulated from out of the Vishnu Sutrag ¢ Parngs’
in accordance with the units of measurement, Anka ete,
g TR quifs FaT 7 |
IR AHIEIIUGA: || (P. 4a.)
Then ¢ Anka’ or ¢ Matra’, the unit of meaeﬁring Tala, is given in

Yogic orientation, and said to be identical with the ‘Bijaksharas of
Mantra sastras. , ‘

- AgE AT — ‘
antRgATAIR WV@W“ L -
. aul AT S ¥ oda: P d).
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The Vighnu Sutras referred to are then given as: four ; they are :
a2, faghr 2, Aake 1, aRiEa ¥ (P.4a)

From Ehese‘ Bf‘dhma worked the Ganas according to the cqunt
of matras, four and so on, a Gana being a group of syllables having a

quantitative measurement. o o
' - P fAuae g |
- EAIRER g T || |
-Then the text explains the term Tala; with a quotation from,
the dialogue between Siva and Parvati in 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. FATUITRTEE PagEddEE:—

A —FIHATAT: =G 7T § IR
afy: ferfE: agaearet adig Wiy . (P. 4a)
Ghata is the beat of the two palms. Brahma then applied these
Ganas to the Muraja drum, i.e. the Mridanga. & qrewEeHat & a
ST | v
(UG a9 gagAraATEn — AF). (P. 5a).

As examples of the Ganas adopted for Muraja or Mridanga is
given the following :

HIR TF| ARIR T F 94 T T ST | (P. ba).

From these Sive explains to Parvati, that, by imagination, the
Parnas are worked out. (p. 5b) IR :

After a repetition of the matter on Anu(na)hata Nada, Yoga,
Narada, Siva, Patanjala Siddbanta etc., " Adi Tala is explained as
composed of four matras. (p. 5b) . o e

* 'Suddenly Tala-mysticism starts ; this f'Adiz Tala is of the form
of Pranava and the identity of the individual soul and the supreme
soul. &M% WK wENS AS:  TEUF: | (p.6a.). Itis.from
‘BSET ' of two ‘ankas’ that the four “.matras’ of Adi Tala are
devived. -~ .- . . . < . L

How is Taln identies] with-Pranava ? The toxt says that as ‘Tara’’
is'a npme of Pranava,and ag:‘ {12 are interchangeable, Tala mears: .
Pranava, and quotes an obscure passage'also here.. '~ . - - -

o Tl S g v Qg | ARG SRR A1 (p, 6a)
.. -From this Adi Tala are then born the seven Talss; Q,nd ‘othep,
Sankirna Talas are derived from these seven.

Co e
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-Hanwman Mata is then cited with reference to the formatijon of*

s 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 ; Uddhung i
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

Dhrits and Virama

Laghu

Laghu and Virama

" Laghu and Dhrita
La.ghu Dhrita and Virama
: Guru
Guru and Virama

Guru und Dhrita
- Guru, Dhrita and Virama

()
o

&

S

?

$

8

&

8
§
Pluta 20
Pluta and Virama 2:
v

Pluta and Dhrita

Pluta, Dhrita and Virama

Kakapada P '}a)

The Jatis Chaturasra, Tisra, Khanda (6 varnas) &nd Misra (7.

varnas) are then set forth. .

"Then, according to the Hanuman Mata, the T
tioned: ‘Chatura, 'Tritala,” Ranga, Mattha, Ch&pakaul“ are men.
(P.8 a). It is explained that Bharata has Jham A, b t ;
left out here because it is of the same mutra: u“tb,:’h;zpﬂt
mentioned here. Chatura is of 12 Ankag, i.e, Matras ; Tl ttha
Ranga, 6; Mattha, 5; Chapeka, 3. w., 8;

' 1tis' then added that Rupaka tas 8 and Adi- 4
&dI has only obe Anga viz. Chaturam Jati Laghu matrag, The

and Rupaks

. (Pisp)
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The text explains what Dhamar Tala is and how, aqcerding to’
it, the Tala came to have that name: the text says that Adi with-
out Dhrita and Virama and of the same Matra as Rupaks and
Dhruva is called Dhara It is Dhara that is called . Dhamar ; Dbamar
itself is only a sclecism for Dhara-mara; according to Saive
(evidently the purana), Dhara was a demon whom Siva lnlled
{mara) in the course of his dance.

AT T - AT AGREA: A AT T |
q1Zq Fqar a9 qariEafy fd |

Parvati asked Siva what the Tala of his dance at that time was ;
in the hurry of his movements, Slva said Dhamar instead of
Dharamara ! (P. 9a)

It is then stated that it is Chapaka that is called in vernacular
Bidala (f421®).

Chatura Tala is then derived from Adl, and a verse of Slva to
i’arvatl is cited on this.

P. 9 b has a repetition of matter already dealt with

~ On p. 10a the seven Talas according to Bharata Mata etc. are
set forth : Dbruva, Mattha, Rupaka, Jhampa, Triputa, Ada, and Eka.

Oh. I of this text is bronght 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, meapure and rhythm, are identified
with Nada, Units of time-measure are then set forth, Ltwa. Kahana,
Khala, Adhrita. hntn, and Vu-a.ma The lowest starting point lfwa'
is t.he time taken to pierce a set of lotus petals with & needle.

P, 11 takes us to Siva Purans and the gtory of how Vishnu.

TR B

'after takmg the rhythm-matnx from Siva’s Damar\i whioh are

indeed “of the very form of Veda, expounded them dﬁly to his
beloved Lakshmi. When 8iva played on either nde of his Damarti
bis fixed also the places (sthanas) of the hand with whivh Bartioutal

| E gyllsblm were - to be rsised, Tius in Ta-ddhi-ttho-na, Ta s to bé

rihbd By ¢ the right hand and tip of the pointmg finger; it rdsides on

| 3 ﬂgg ﬂghb uide oorher of trhe Damm Ddln is to be’ ra.ised thh bbtﬁ

i W'f
SR

. A'fqilpw 3 aeries of t.hq rbythm‘-ayllablos produoed by thé; do-
4 o{bbe d::um and tiae tapgmgs of feet by Smg ’in thé

: '.Ji I,
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In even time: dl f&a it 5"‘4 |
In double ,, : a1 4 o o o fr fr fx a1 fr fx Fr
In repetition : dr f f& o '

ar for far

.. In one and half counts: 1
2 fafy
2 d@a@t
2 Al and so on.

In repetition : dr o (&
... :
ar qi at & &0 &9 and so on.

"It is ‘said that the devout student of this ¢ divine revelation *
of the matrix of rhythm-syllables becomes one with Siva. :

¥fa afrearTg 3: O3 PREA |
azd g 7aY @ Wb Ry ||
sfa s aRwaFE () FaAR(syE

The first text in the bundle ends here,

Thié qhaﬂysis at once reminds one of the 8o called musjcal text
* Rudra Damaru Edbhava Sutra Vivaranam’ found in a manuy
in the Bikaner Library in which some musical erithusiast
with piety takes up verses from the Ratnakara etc. on Nag
the old Mahesvara Sutras of the Sanskri@ alphabet g3 é
with the tradition of their origin from Rudra’s Damaru a;; t
dance (FRETI TZUTUH : ete.), derives the Seven Svaras from these
letters of the alphahet, relates also the Tala to the same, and thus
attempts to provide a mystic background for the Svarag = s

2 myt as. See my
~ articles on Later Sangita Literature, Journal of the Music 4

seript
seized
a, and
te. along
he time of

cad
Vol. IV, p. 78 and the New Indian Antiquary Vol. VT, PP. 2;;’..!(;’
on the Rudra-damarudbhava-sutra-vivarana ; also, ibid. PpP. 84 67’

. 64.67,

K. M. K. Sarma, the full text of this work (verse 36.45 op Tala).
It is evidently this Rudra.da arudbhava-sutra-vivarana that h“.
inspired our author to embdrk on’ this attempt to provide T -
with a mythological and mystical background. -~ = .= 7.

w
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B
Bharata.matokta.chaturdasa-vidya-prakarana

Another set of sheets, uniform in paper and writing, forms,
according to the superseript on the two outer sheets, a work called
Bharata-matokta-chaturdasa.vidya-prakarana. The colophon as
well as the marginal note on each sheet #W{. 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-¥ df4584Z: | Then it gives a verse, defective
in grammar and metre, enumerating some branches of learning:

AR &L Fereaqul s

TG T gIa FSAT g F ST ywEqr |
WA 7 g IET FEer A T amEE
vt = wg&a »op ae& &1 - T I |\

It is then interpreted that Brahmajnana is Vedanta ; Svara-dhara

means music : T W (FERATEEY | Jalataram found ocuriously
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 lorgs other than these are to be
taken as the mere arts. - :

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 eto. of the Vedas. Indeed, the
music a8 embodied in the Sama Veda is the pure music ; other
singing is music only by courtesy. This idea is repeated again and
emphasised. )

I M Y&, éﬁmﬁ(ﬁmrﬁ?ﬁm

_ The text goes on to the 64 Kalas then and enumerates about 22
of them in verses said to be from Bharatamata. ' '

99 TgOnEeRG ke ¢ | dds-ER) . ,.
W W A Torh T e | ~ X
it 9 Faadisid 7 || o d

41 .
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I&H A qTAFEATA T |
VIS T ACANIT] geqoEaq |
T FeTh: et que |
T Y A SRR )
IFARIBIE IR |
TR 99 ALAATHAL |}

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.,

EalAgE I gEE @ senfeadEnia | Yaewt weg
SACTaqITIRG 9§ SOt A0 ¢ | (P. 2b)

It is to be noted that the Gita mentioned here is Kala-gita
mere art music; svara.dhara mentioned earlier iz the holy Vedit;
music.

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 thege
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 stage.dance with ¢urtain ;
Prahelika i3 totally wrong. ' ’

(P. 3b) The work comes to music then (3 'zﬂamm) and
quotes & series o{ authorities Sangita Ratnakara, Sangita Darpana
Subhashita Sarngadhara, and the Puranas. The first is the we)] kno»;n;
treatise of Sarngadeva, the next is the work of Chatura Damodara
(c. 1625 A.D.) and the third is the anthology of Sarngadhara called
the Sarngadhara Paddhati (A.D. 1363) which has a section on
music. This set recital of authorities repeats itself in the map

in other places also. useript

7 Swaras, 3 Gramas, 21 Murcchanas, 22 Srutis,
Ragas, are then mentioned in a verse. The three gramas \
to be of Shadja, Madhyama and Nishada’ all thege ﬂ,m‘?‘; said
are of men; with Gandhara, they delight the gods; ¢ Braas
of Ni-grama, and this way of reference to Qgndh

Raginis and

i

gep here 4'sheets 7 and 8 are missing,

his mentinn
ara (grama)
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strange. - Later when this matter is set forth again, Ni-grama is met
with (p. 6 a) under the name Avasana.grama. )

There is a gap here as'sheet no. 4 is missing. On sheet 5 the
Gamakas are dealt with :Kampit,a, Lina, Stimita, Andolita. A
verse is given in which Siva describes these to Parvati.

Tana, Alapa, Stuti and Svara are then described. The defini. .
tion -of Tana is noteworthy viz. that it is elaboration of Svara with

Kampa. -
& HTEATRAR A e Fhar 9u: |

The Sruti-names, Tivra, Kumudvati etc. are then given. (Siva-
Parvati-Samvada). The names of the Murcchanas follow (p. 5 b)
Sauviri, Harinasva etc. 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,—(GIAFFE WA 2300, &, FEAAR).  (p. b b)

Regarding Gramas again, a curious view is given now: acoording
t the Gramas are two, Shadja agd Madhysma,
but in practice there are three Gramas, Adi, Madhyama and
Avasana, beginning, middle and final ; TRAHAT: T ot ﬂ!‘fﬂ I
i gl T A - & R ¢ Al A9, 6. 2
g B (p.6a). This is the Ni-grama reforred to previously.
T QE, L. Aaar: A, 3, Fged omen S |
The author\evidenbly means, differently, by Grama, that the seven
avaras form a natural threefold group, Sa-Ri-Ga, Ma.Pa-Dha, and Ni

to Sastra no doub

The derivation of the name Shadja and the places of sound-
produption, nose, throat etc. are then touched. Palanjali-smrits
i.-e. ‘Yoga sastra is here referred to. (p- 6. b)'

The piaoea within the mouth where each of the seven is"&ams
‘are produced are given, as also the distribution of the seven svaras
over the three, Udatts, Anudatta and Svarita,

.. The next ,nbjae_y head is six kinds of R.agizs, i.e. thesix primary

f Hindusthani musio. Bhairava, Desakha eto.  There is &

£

six points of good singing are mentionedpSu-svara,

5

rags, Madhiura.akshara, Sa-alankara and Sa-pramana, -

gain: ‘enumerated and explained, Sphurita,
xplanation of the Svara-names i¢ again touched,.
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A colophon here (p. 9a) would call the work Bharatq Mala, with
its first chapter called Svara-prastara ending here, - ’ ‘

gftr saTa wa ST Fwarapy: |

The further portion relates to Tala and the text reverts to the
Damaru-vadana dealt with in the set of sheets analysed earlier,

AT SHEAGTIFRATE |} 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 Tal;
(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 eet forth in the
previously examined text is found here also The Saiva (Purana) is
quoted. Nataraja danced in numberless Talas, and from these Vishnu
gathef‘ed‘ the Parnas. Actually the percussion instrument called
Muraja is said to have been fashioned by Indra and other God
to be used for the adoration of Siva; the same instrument .S
referred to as Mridanga too. The dancers (Natas) fashioned thm
drum called Ankya, the text attaching some inferiority to th'e
Ankya; the Ankya isexplained as the drum kept on the ca (ank 5
snd played, and it is clear that the Tabla is meant. Itpisanal:z

recorded here that accordin .
g to some, the A
Muraja halved equally. © Ankya is only the

T /A (7) AT AT g |
S A e S e R )

TG I AT a2fa | Geadied
aHsaF |

The drum ia then classified.

(p. 10 a)

DaMaro
!
I
Dhakka |

produces mere Muraja
which can
sounds, and produce

definite syligb]
evidently played and p] ables,
" by one hand. p :i Z‘;:’y boph

from Siva’s Damarn

~The Rhythmic Sutras extracted by Vishny
are then mentioned. '
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The well-known definition of Sutra in Sanskrit, IedTqIR IR
etc., is given, referred to the Mahabhasya, and commented upon.

When the Parnas were formulated, all the Ragas except Hasya
and Bibhatia 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 paim,
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. )

QIRFAASAT 701 FESHT: |
ATFETTATAT: Aot qIUFHEAST: ||
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 AR qOHSIT G |
afew TevgemtT aagrhy aafFa R ||
The bol should sound so clear ((ISTHEEIM) and appealing to

the heart (sigwwrl ARFTTTA WA TEEAIREAT  AFEIIEIO |
(p. 11 a.).

Tt should be mentioned that an additional nete 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 Raea. The bols’ should please even those not

leurned in the art ; they are to be now goft and charming, and now
rise in such terrific progression that they appear to be some advan-
_oing 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 Uochad and Pacchad. Names of
some of these current parlance are algo given, Jer, Jarm Narm etco

AT AR TTRIOTRwaRn |
faa=feagFmaiaer samfya I
VAT T FEEFHAA |
FERIAEAT 5 1 geadidfay: |
FIfaAgRIR FFantozar |
FLEARER aguifaffar |
TAFEATJALTG- TaGIonfy o |
qAE TGO QUi mamey I

- SESEaE e gy Wity
fagw |
'\mn’a"-qja"@qr T i wRfT (9) |
IIT QEAFERT F219T SR I
2RARIRITAT T agra; s |

A fow further lines speak of the
quadruple time, after which two colo
irregularly, announce the end of chapter two and of the seoti
Damaru. [EdPlis=Tr (3:) G819: (on the margin.) §fd Graee ﬁfﬁ‘cl!;r;on
SHEATT wEA (O7) "6 (FWET). (P, 12a.) The mgthetc N
found here is indeed something refreshing in the
dreary disordered sheets,

WEA o, | frg

(Pp. 11b, 12a),

phons, one of which is written

It may be noted that this second text iy
same plan as the first and that here againl,s :rl:et?:v?:::t antdh on the
the author is drum-playing. Also, in thig text, the colop}, ® d.eme of
the author’s name, and in the citation of a“thoritief 0r3~ 18¢closes
indication of its own late date. But of these more » 81ves gsome
further parts of this codex. 88 We go to the

c

Another set of whitish paper of a sligh .
4 tly varying g; .
in two different hands, one of wh; g 8ize, written
in tw 0 whlch§nses also g light req ink,

concerns itself with Tala, and representg

part of 4 i
here missing from 1—10, then bearing Dumbers slegit:;r()), the sheets
stopping abruptly. The numbering, evep a8 it is, i x;o:nd then
The marginally noted name of this work g Ta’la . regular,
appears to be a continuation of the get, marked above aI; a:tarb. and

Pace,—slow, double, treble, and
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This portion opens with  the headings Talam &9 FITESTIU.HTWIE
and ZIRAT (FIA-AAT) TF4: i.e. proposes to deal with Tala according to
Hanuman Mata. The following Talas are then .enumerated': C%th,ture.;,
Tritala, Ranga, "Mattha, Chapaka, Rup.aka in one set; Vll‘ll’l(}l%],
Pandava, Panchama, Shanmukha, Rishi Tala and Vasu Tala in
another, The Tala-avayavas like Ghata, A.nka and Maira are men-
tioned and Virinchi Tala defined as constltute:c_l five Matr.as, first a
Tisrajati laghu and then a gura. On Matra, AS'a_lpa Sa:stm 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.
gIWRATNG T Graar@waarg | Then the verses dealing with the
Talas are somewhat different here: the ﬁrst. s.et 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 a9 M tra Tala called Matta (H<7)

‘is noted. The exact distribution of the mantras of the above Talas

is then shown.

It is after this that according to anether school, the 7Ta.la.s,
Virinchi eto. are given. But here after Vasu Tala we have in
addition the following Talas: I»?a,, Yoga, Rudra, Ravi, Mantx:a,
Vidya, Manu, Kata, Lakshmi, Devi, Sao'hl, Paulastya, Ganesa, Ga.!a,
Mayura, Hamsa, Krauncha, Haya, Simha, Nakshatra, and Raja-

marthanda. |

According to another school, the 7 Talas are Dhruva etc. And
in connection with this, the text mentions under th(? 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 Satsgsi in Vraja Bhasha
(eIt el gL

In text A reviewed first we saw the author's efforts to relate
Tala to Rudra’s Damaru. Here he makes a more difficult 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 (Biva—Parvati—Samvada) is .also quoted in this
connection. (p. 14b) '
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(P. 15a). The vernacular name Thoke (Zﬁ*) is given for Ghata
or beat. Ranga and Matta Talas are then described, (156b) and
then Sankirna, VirinchisPandava Talas. It is stated that it is the
Pandava, that is called colloquially Paradost (¥3E%d). 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 Sivarchanamangjari is quoted. (7 RFHgARIATA).

P. 17a. Shunmukha Tala. Here the author mentions Maharashira
and uses a few Maratht words also.

Then Rishi Tala; Makarashira country is again referred to.

P. 17b. Vagu 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 ASTEERY-

IS A FRASE: |

From the fact that this set of sheets begins with number 13 and
mentions its first chapter as the third Anka, 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, Sakii, Vishnu
Jayavardbana ; Hanuman, Maia and Subhashilaaamgadham are agair;
refered to.

7Y ArERIEERARA THR 7Y |
P. 20a. The Maharashtra name for beat Thoke (3%

‘mentioned and Talarahasya quoted. All this forms g repeti
the third chapter colophon is again repeated here,

is again
tion and

It would appear from this manuscripts evidence of duplicates of
same portion with slight differences that the manusoripts are o
temporary with the author, that the work wag being written d‘::;:
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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 tyis
sheet with their quantities marked in symbols. §fd FIEIEITAIT-
agu qrequd AT Tqalsg ;|

On 21D itself the next heading appears. ¥¥ HRAATSY anfrEra-
qrE | The quantitative composition of the Talas, Virinchi ete., is taken
up. It is given in the form of rhythmioc syllables, Ta dhittha ete.

P. 22a. Here the gloss gives the rhythm-syllables (Gat) of
Virinchi with the mention of Hindusthani. %’r‘éﬂﬁmmm q%-
faf=r 9 Td AT 9aET ete.

22b. Shanmukha Tala is said to be colloquially called Chakka.
(919 SEFETAIGHIE O §fd AIFaR).

23a. Vasu Tala ete.

94a. This sheet marks the close of ch. b. AIFTEAVAHAGHI-
AT SHURAAT- SRIA-FTRAAT-ANT AR TIHSF: GHH: |

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. Manira
Rahasya Paribhasha is cited. This repeated portion comes to an
end in the widdle of p. 27a with the 5th chapter colophon. (&7

qISfRTi oFAISF: TuIE:)

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 vhat take part in music discussions, and
go on saying the same unimportant quasi-pious quasi-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
43
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writes in a Hindusthani area. More of these we shall consider ag
the end.

D

A fourth set of sheets is 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 & single sheet
or more.

Taking the earliest numbered sheet of this 8et, we have two
sheets containir g the same matter with which a text calling itself on
the outer page Gita-Sahilya-Samgraha begins, Tt is to be taken
that the letters at the left hand margin top g, gr. stand ag a

.

reversed abbreviation of part of this name, &ug AT, The identity
of authorship of this with that in the previous sets A,B,C is clear. In

fact, the opening verse here is the same az in A. NTEETGN% oto
'The second verse too is the same up to the first foot, but from thf;
second foot onwards the verse says that sage Garga proposes to
compile this work called Sahitya Samgraha.

Fear fraraait® i arfgerafed |

et —rlawEerasEffa T | Wiy emadfeart ey
FIHIE |

Garga went to Saunaka’s abode ; the latter asked him to relate
the story of Krishna, and be narrated what transpired in a conver.
sation between Narada and Bahulasva,

Krishna, along with Pradyumna, in the Digvijaya on the
accasion of Ugrasena’s Asvamedha, went to Ilavrits country, and
there reached the city of Vedanagara where the Veda was pres;nt. in
an embodied form ; Sarasvati was singing Krishna’s sports, playin
on her Vina, and Apsarasas were dancing. , &

The duplicate copy of this sheet has a granthavasara in which
the fiction of sage Garga writing this whole work is given up and
the author himself comes out in part: Samanng Sursi, son o
Purandaracharya, says that he writes the commentary of the Git
Sahitya Samgraha. And we are also thankful] to this »
telling us that he is writing from Benares, at the ing
King of Benares. Of course, the plan of ascribing the
Garga stands in this reviged version too :

T Ay gl ar haEeny |
et FOM gaat IR ||

Samanna for
tance of the
Mula to sage
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The subsequent Anushtubh lines receive & number of revisions.
a7 ¢ qEEd A O AAEEY: | gRE MaeiEeeeE e
w(y)fal
* * «
git: AROTEEA AEHR 797 |
qufaarEr e FQ/ grafEeay |)

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 & third copy of the amplified opening of the work.

After mention of Sarasvati as singing the story of Krishna, and
Apsarasas dancing, 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.

Purther continuity is not to be had till we reach a page origi-
pally marked 3 and connected to 4. Here it is said that the followitig
Ragae from heaven in their personified forms cathe there to praist
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 (all Raudra), Malhara, Bilava, Bilavara, Dipaka (all
Hasya), Bibas, Lalita, Asavari, Gauri, Khat (all Bibhatsa), Bhairav&,
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 evideatly and they too returned. All
the Ragas and Talas which came there in personified form to praise
Krishna left théir Amsas or germs on the mundsne world and went
back to heaven. : ,

Of the personality oalled Tala, Laya is blood, Matra is blood’
vessel, and Ghatas are the limhs,

On Bahulasva’s enquiry regarding further elucidation of Tala,
Svara, Nritya etc., Narada (p. 5a) opens his exposition with the
citation of the Siva T'andava 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 hand (P. 5b). It. is said here that the
same Yogic Nada is the basis for both Svara and Tala. QTS
ATERTEE 07 FRofmeng | Nada was born of Brahmananda and filleg
the universe ; it was manifested by the Damaru in 4 matrag. { e. as
the Pranava explained in Patanjali Smriti as composed of A’ U ;md
M and called Tara ; Tara, by the interchangeability of R-I,. is :I‘a]a
all this being a repetition of matter in A. This four-matra Pranav;
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 N¢ a:re 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
of upiritual salvation were taken only out of the ocean of N

fa: st SqgateaEnie: |
Pranava is then said to be of 5 matras, A,UM, and Nads and
Bindu.

Repetition again of Tara-Tala; and quotation here of Devipurang
on the dance of Siva and the accompaniments provided by others
¢ Tad-Dhitth-Thu-Ne *—these 4 syllables arose and Were .
Brahma. Other syllables like these arose and were raceived
divine beings.

the gems
ada,

taken by
by other

Sheet 8 is missing.

(9a) The definition of Sutra is given; and the rhythm-mat:j
Tad-dhi-tthu-na is Vishnu’s first Sutra on which he formed the A:ix
Tala. Patanjala Smriti, Yoga and Mantra Sastras, are again m i
tioned, as also Nada as the source of all. en-

(9b) Further glorification of Nada follows : Vasishtha Smyit;
this is quoted ; Parasurama’s Sutras on Nada are quoted bon

(10a) Skanda is quoted on Svara and Laya. §3 ey ot
A ASATTE &7 | ST T AT BB ) On Vishng:
Laya Sutras, Hanuman, Bharata, Jambavan, Chitraseng Tumb .
Valmiki, Kachanira (?), Arjuna, and Nagaraja wrote Va.r,ttikas e

(10b) A list of Tala-Kshetrds, as they are designated— .
Chancharika, Ata, Virata, Kamatha, Mallaka, Jhat?. od—Rupaka,

Then a list of 8 chief Ragas : Bhaijrava, Meghamathar, Djy, k
Malakamsa, Sri Raga and Hindola, The Raginis of I,Bhai:a a:
Bhairavi, Pingala etc. ava

-

e

PARTE [-IV] THE MUSIC WORKS OF SAMANNA SURI 209

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 deseribed 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. @T&! Wq:, qTen T, q1SE: TG, qTS: YW |
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
Ekukshara Kosa is quoted.

P. 16 and the following : The different Talas expressed in terms
of the rhythmic syliables.

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 WEA  GRsaawEEE  MqEReEmE  swoomiosang st
Bdserr: |

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, Dbruva, 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 balf extra copies with a certain amount of revision in them.
Devi Tala, Lakskmi Tala ete. 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 Tumburu: Virinchi, Pandava etc.
which have already been met with, - y
44
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On 29b, alearned quotation from Mimamsa on the aids to
determine the purport of a passage is made,

P. 30b. End of Ch. £ is marked here with a colophon.

P. 31. The Rhythm-Sutras which Vishnu took from Siva’s
Damaru again! The matter which follows up in the suceeeding
sheets forms a repetition.

P. 31b. Sivarchanapaddhati from Sivapurana.

P. 35. The palm and thumb ought not to leave the drum
contact in any stage of the play and a mythological story is narrated
to show the evil fate that betook one who failed to maintain such a
contact.

P. 37a. Ch. 5 ends.

Ch. 6 again contains no new material.

P. 39a. Sivatandavarahasya quoted. It is said here that for
the same Tala different writers gave different names; and in this
connection a strange list of names of musicians of different ages and
regions: o wHovEf:  EFAAOE EIERAwdiet sdal v
afFI =g | STRARE: FP: AATE- i.e. Samanna Suri gives in
his Dipika here the names of those musical figures who followed
Hanuman and Bharata in the past and in his own time. Of these, the
following are North Indians: Kasinatha, the Bengali; Ra(ma)natha,
the Kshatriya; Krishna; Bhatti, brother of Vikramaditya !

P, 40a. Contemporaries: Tamanna Suri, Seshadri, Madhava,
Anantasayanacharya. Kanakadasa, all of whom belong to Karnataka,

P. 40b, According to the Talopanishad 350 Talas arose.

P. 41a. Parnas and the different kinda of it, resembling the

mavement Krauncha, Peacock ete. which has been set forth above

{See Ms.B).
Sheets 42, 43 are missing.

P. 44. The merits and the flaws of singing : Sangitadarpan a
(of Chatura Damodara) is quoted here on the gamakas,

Pp. 44b—45a. The merits to be secured by a drum.player; clarity
of the rhythmic syllables, continaity of finger-contact, grip of the
spots wherefrom the different syllables have to be raised, Spashtak-
shara, Angusthasamanvita, and Varnasthanavicharajna,

Then repetition of the different kinds of movements, sérpantlike
and so on, for which see ms. B above. Similarly the comparison of
the Parnas to Jasmine-bunches, given previously.
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P. 46a. A Bashkalayana Smriti is quoted.
P. 46b. Vvittaratnakara and Subhashita Sarngadhara are quoted.

P. 47a. It is said (as a philosopby for musicians), that there is
no greater adoration of God than creating joy for all people: &an
FAT STE: ARAACT | o

Pp. 47b-48a 14 flaws of singing which include flaws of Tala;
Tala should not bhe deficient or indistinet regarding its measure.
units or beats ; it ahould be clearly kept by palms and not merely
supposed in one’s mind.

P. 48 gives the colophon of Ch. 6 and its outerside carries the
superscription that the work called Gitasahityasamgrahg is finished. ;

Another sheet carrying the same No. 48 is found but it contains
a repetition in an amplified form of matter already touched after
which another colophon is given. Here there is a little attention
devoted to the Rasa dance of Krishna before bringing the chapter to
aclose, Vishnu Purana is quoted. The outer side of this sheet
says that this finishes the Purvardha or former part of the Gitasa-
hityasamgraha. -

Uttarardha

The further portion of this set of sheets has on the outer side
of the first sheet here (50a), the superscription that it is the latter
part-Uturardha of the Gitasahityasamgraha which is cast as a
dialogue between Garga and Saunaka ; the owner of the ms. is
also mentioned here as Ragho Pant Dada Choundeya, who must be
an anoestor of the present owner mentioned by us at the beginning.

Bahulasva asks Narada to enlighten him on the eight kinds of
dance and the Bhavas, Havas and Talas. Narada gives them: the
eight dances are Rasa, Tandava, Nata, Gandharva, Kainnara,
Vaidyadbara, Gauhvaka, and Akruraka (S(TF).

In Rasa, steps are taken in a circle ; Tandava is full of Talas;
Géndharv@ dance is more foll of -mpsic; the dance of Kinnaras js
oharaotérised »by,lgql_p,g.,(!?);pthoae .of Vidyadharas and Guhyak«as
have their own special gaits and movements; in Akruraka dance,
emotional effects in the andience is in an abundant measure !

T 6 AXEE T |
| e ATOREE ARY AR ||
quATRARR . 3 faraivee )

IPETS S
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FEAFARRT T JEEERAT, |
FRIFIE T T4 q4T FRWET 7T §
AAd A7 AT TANERTE 37 || (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 mentioned, nor is any mention made of the Uttarardha,

56b starts the drum.syllables again. They go up teo 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 iflustrative verse from Bhartrihari’s Sringara Sataka
Anubhava is then defined, fllustrated and explained. Other i}lustra:
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 gt her waist
A series of rhythmic syllables (jatis as we call it) are given for he,:
dance.

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, Kshan

" 8 ete.
another repetition. ’

Beyond p. 63, numbered sheets that could be tacked on to thi
set of sheets are not found in the bundle, o

Now, the analysis of the set of sheets ‘D’ givey above shows
that while there is no new matter here, barring some e}
here and there, and certain additional quotations, we get
the plan on which our author proposed to compile this tre
in the form of basic verses cast as a dialogue between
King Bahulasva Janaka of Mithila, itself emboxed wj
dialogue between sages Garga and Saunaka, and g Prose commentay
thereon ; that the work is to be called Gitasahityasamgr&ha ascrib. g
to Garga and the comwmentary Samanna Suri’s Dipika, it wag pro' oszd
that this work was to be written in two parts, but e repu]ar
execution of the ideas was possible for the author who beegmu

aborationg
an idea of
atise, viz,
Narada and
thin 8 main
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pedestrian at every step ; we also learn clearly that Samanna Sari is
son of Purandaracharya, wrote at Benares at the King’s behest, and
that by nativity he wasg 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 &. &l. 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 . 4.,
we have to take that Sam. Sa. stand also for Sangita Sara, for
that is another name which Samanna thought of. We read here
gfd amuaidy Gfaail qIeuEal TUHI(S)% : 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.

ATEEIPAR Fwar qasg 769 |
- gISIRREATITT qrafer feTy ||

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 S8angita Sara in these
3 sheets is that all the matter contained in the set of sheets so 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 sets 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—

L. 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 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 mwatras 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 8 matras; according to Hanuman,
Rupaka has 1.

- “‘HL -2 uniform sheets contain matter foung in set D, They are
evidently part of another copy. There was one nuribering bn left
hand margin top; over that, a fresh numbering 37.38 hag 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.




THE KANDYAN DANCE
BY
Dr. V. RacgHavaw

On 4-6-'49, the Music Academy arranged a short programme of
gelect items of Kandyan Dance by a troupe of Kandyan dancers led
by Guru N. M. Guneya, and sponsored by Messrs Peiris and Candra.
dasa. I am thankful to Sri Guuneya, the most gifted of these dancers,
for the furcher demonstrations that he gave privately at my request
and the elucidation of some of the main aspects of bis tradition.
Mr. Noeyal J. J. Peiris wag kind enough to supply the illustrations
figuring here. ‘ S o

The Kandyan dance forms the traditional and classical dance-
arb of Ceylon. Ceylon had close contacts with Tudia in the political
and cultural fields all through the centuries. The inter-coprmuni.
cation in the Buddhistic and Cola periods in matters of i-eligi(m', art.
and literature was conspicuous. No wonder the dance-arts of South
India and Simhala met and interacted -on: each othet. In th_e“ com-
mentary of Adiyarkkunallar on Silappatikaram; ( A"&Uge‘?rﬂkk?‘ddi),
mention is made of the Ceylonese dance called Singalam (Reéseris)
as one of the three forms of Meykkoottu (Quiismggm) current in
Tamilned. : SR oo S

The systematised movements of feet and hands, and the musical - .
and instrumental background of the Kandyan dances, not to memtion
their mythological themes of the temple, court, rural and ritual
setting, are all features common to the Indian and Kandyan dance-

B The art is handed down traditionally 'in families which bad

art, »
‘royal land-endowments for the maintenance of the art.*

.- #'Spe Coylon: the Portugese Era 1505—1658 by P. E, Pieris, Colombo,

© 1918-4: P, 216—(A.D. 1582): ** At the oity of Sitawaka the Bhairawa Koil
raised again in all ite glories after the Portugese ravages‘and. in the-outer ‘dourt
the dancing women moved their gracefat limbs-to.the ehythm of Tamil musie.”
P, 240—** At Matara, in the celebrated shrine of the Red Sandslwood
Vishnv, according to & desgniption, lef by, Rabula in Sinhaless; the finest
of the temple dance is found in which - with flowers entwined in

BALI OR P " " description

A ROPITIATORY DANCR the t,‘;saes of their hair aqd 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 thedancing girls
came, viz. Natan-vare meaniog ‘ come, dance.”

P. 3156—* At Saparagamuva was the great temple of Saman Deiyo, built
originally by Pandita Parakramabsahu in fulfilment of & vow made by his
Brahman minister Arya Kamadeva; Kamadeva’s grandson Nila Perumal
rebuilt it, and attached to it was an establishment of dancing wamen (Devadasi)
who were removed by the Prince of Uwa when he invdded the low courtry in

A. D. 1630.” , ~
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It is noteworthy that just as the Dpiece de resisiance of ou

is the Varna, the Vannam, the Kandyan cognate,
of their dance too. There are altogether eighteen
which are defined each by its definite rhythm, matra,
adavu and Kastira. Kastira is the virile r

ponding to our Tirmana.  The eighteen Vannams

here as they were given to me by Sri Ananda W. P.
student in Sanskrit, Colombo University,

Vannams by S. L. B, Kapukotuwa, Colombo, 1935,
[N.B. € and 3 unless mark

short]. . ;
(1) Gajaga Vannama
Matra :— gifafes AFZIY or a7
' 7 T, afaEt % |
Tavam:— &R &% 7% a1 T
- . W8T % AT A
: ¥ amEr |
K as@z’ram —_ _ﬂﬁﬁ?ﬁﬁﬁ’{ '
. ARz By aRfer
ST ar )
(2) Nayiyadi Yannama
Matra :— * & 1 5 a%z 21 a7 |
Tanam :— ?I‘{ T q T,
: GEIEICIE!
7% FFR 3 an
4 qs M7 ||
Kastiram :—  q%= a1 fSa %z
AEAR Ry
(3) ;K‘irala,Va'nnamq
Matra:— % Gfr e qFa% |
Tanam:— % A JA, a9 arT—
- 4% ar adr—
dfr & a aawar
W& - Afy a7 arq Aqar |
Kastiram :—. A%z aRa a%E

r Natya

is the mainstay

such Vannams
Jati or Tanum,

hythmic crescendo corres.

are reproduced
uruge, Research

from the work “ Sinhalese

ed with an asterisk (*) are alwaya

MUTHUHEVAGE GOMIS
of Polawatta, Weligama, Ceylon

GURU GUNEYA
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Matra :—

Tanam :—

Kastiram :—

Matra -—

Tanam :—

Kastiram :—

Matra - —

Tanam :—

Kastiram :—

Matra :—

Tanam :—

Kastiram ;—

Matra :—

Tanam :—

Kastiram :—

46

or

THE KANDYAN DANCE

(4) Iradi Vannama
g Faq 9 |
9T qear | S99 g+ar |
AT FAT ATAIAT |
TN | THAI
TRARFET a5 qvrafy |
(6) Udara Vannama
&
¥ R dRAMT |
BT T q&=AT JREAMTC Y

TR a4l |
g fafser |

(6) Simharaja Vannama

&t & & a9z egw |

AU d99 a9 | qA7

FA IRAG a9 a9 | T
a9 a |
% qieiy q%e
FRARTI |
(T) Hanuma Vannama
q & & qwz Qoas |
ATAGAT AR qae,
& | ALY qaar | Ay |
FTEAT TR AT
AT ¥R q39 |
% an for
awe Faar fa | ,
(8) Ganapati Vannama
g F &G & |
TG 7 q |
1T qAq&T 7 |
qAIT q¥_AAR | & AT |

A A W | A
T AR ghaw Afy |

217
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Matra :—

Tanam :—

Kastiram :—

Matra :—

Tanam :—

Kastiram :~—

Maira :—

Tanam :—

Kastiram :—

Matra :—

Tanam ;~—

Kastiram :—

(9) Savula Vannama
aby &1 49 aq aRiws |
A qR"A q9 | &
I q4Y 9 qeEA
ATAGET qFE-AT q% AT |}
aqaferes | faftfes |
Feaftfez | famm))
(10) Gahaka Vannama
aifs e Al &) % |
TH JRAT AT G AL |
afT a9 g% aEr @vg A i
afea fefvag
Rtz Figas e qwfrg |
dafeq e ar |

(11) Vairodi Vannama

g FA
A% qRRT qREA qAl—
AT A1 AT At qrAr—
T&T q97 | APY a
& A gl a%g-o
ARG ||
qq g aa| dwiag
oF | aPaRfFe o faag—
afr |

(12) Mayura Vannama
FZ I i g
a&e |
q9F a9 a9 a7 a9 a7

qT G qrT=faaer e Ry
fewt foer foar faer faar S |

F% 3% Aq 3T IR
7R 3= 3% T T A
aFz aftfez afufez qar—

PARTS I-1V] THE KANDYAN DANCE 219

(13) Turaga or Kudiradi Vannama

Matra :— gt gt aife foma |
Tanam :— dd ad a7 & |
aq dq a1,
q9q a%q aq |
gl qET—aAaaT aT
g9 dq, dIq d=EAq
= AT -
Kastiram :—  Ffad | Fawferg |
i fage |

(14) Surapati Vannama

Maira :— &gt az |

Tanam :— qardq ¥&E qFgH —
ARG T GAIR - &
q*REATAT |

Kastivam:—  G%Z qqfaq | a5
Feafifag |

(16) Musaladi Vannama

Matra : — & & & gz Qea%® and
FaFa |

Tanam — araw e ey | @ |
ATT qaqG qraq—
aaad | qa | gae |
qTAd A gad | Ard
dava qeq | @ | 1Y
qaTa e

Kastiram:= A% Jqq %

grarfag |
(18) Ukusa Vannama

Maira :— Gffee aF i |
< Poanam — qT g | qg
qA9q R qWd | N
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AH | ARRAT AT —ara
ARG —

Kastiram -—  Td@d q&isq |
Afeg dq ar —

(17) Uraga Vannamq

Matra -— F2 5% W g A%z |
and 7t 5 (3 3%z Zraw |
Tanam :— ¥ qIAdaTH — qHg

AT AT A AT q97
AT F]—aFEAT A0
A |

Kastiram :— 3% 32 957 | 37
3R AT | %2 57 aiaT |
g aFz AT Sfufer qr—

(18) Asadrsa Vannamq

Matra :— %3 ad Altfez fefeas |
b7 &%z &% AfAFer A |
*APRAPT T AT PR |
Tanam :— amq | a%M g9 qvg ] ATy |
ORI T 4% | A | e
A9 3% | 91 3% qAql—
Kastiram :—  FI%F A&z agsar |

It may be seen that these Vannams are p
in their songs, which also go by the same n
themes are from Hindu mythology. Ganapati Vanna j
of Ganesa ; Surapati Vanna is descriptive of Rama’s S8 desc'iption
Sita after the separation, search and fight. Some arloy on fingjy,
animale and birds aud their gaits: Musalad; j °fnamed after
(@pwe) ; Kirala is after the woodpecker; Ukygy ; after the hare
Kudira or Turaga, after the horse. Udara Vg

amed after tp

th
ame, ang ©Ies

most of the

Another of our dance-items taken over by the Ka
Saudam or Vandamana, which ie our Sabda or Salan:‘
already pointed out (See this Journal, Vol. xx. P. 160) U, ag | have
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In fact Tamil influence is complete in both dance and drams in
Ceylon. Not only is the dance-master called Natuva, but, ss
Sri E. R. Suratchandra who is‘working on the theatre-arts in Ceylen
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),
Taani) 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@des).

The Perahara (procession) in August in Kaudy is the most
important festival with which dance is associated. Originally it was
1the celebration of Gajabahn’s victory over the Colas; now it is
ssocilated with the Buddhistic temple of the Tooth, as also with
%her Hindu temples of Visbnu, Skanda, Pattini ete. The procession
.o cludes lady-dancers carrying empty pots or Kalasas, swaying
::llleir 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 it} Matara .(low country) and is referred
to as Bali Dance, bali meanmg. propitiatory offering. There ave
eighteen masks here for the eighteen dfsea,ses (Dahata Sanya),

resided over by evil spirits, to ward off which these Bali dances are
gerformed. Planets are also appeased. Three or four statues are
placed to whioh offerings are made, texts .(inoluding some Sanskrit
mantras) are recited and with an attra:ctxve headgear and simple
costume, with only & drum as accompaniment, the dance is offered.
Bell, flame, & Raksha-tantu or talisman-thread are used in planetary
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propitiation, -(Yaga), which is:said to g0 back to Pandavagdey.
brother of Vijaya, for whom the Brahmansg brought frorﬂASakra?;

heaven the talisman-thread. The priest is called Adurg (Adhvari)

A detailed account and s full appreciation of the IKandya,n
dancefa are possible only after a more intimate and personal invest;.
gation carried out in their own native surroundings. That s ico‘ntains
val‘uable‘dance—material in the form of certajn rare movenients is
4clear‘; the dance is remarkable particulatly for Preserving the
pirouette or Bhramari which is not seen in forms surviving ‘in the
Eme,inl'and of India.
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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 Educationa)] Institutions in the country and in realisation of
& loug cherished ideal, the Music Academy, Madras, opened a
Training College of Musio 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 working hours
of the College are between 11 A.M. and 4 p.M.

The fee for the whole course is Rs. 90/—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,

Only those candidates whose proficiendy 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, o

Applications for admission shall be in the prescribed form,

The final selection of candidates for admission will be made
by a committee before whom the candidates ghall present themeelves
on such days as may be notified, ’

For forms of admission and othey Particulars apply to.—

The Correspondent, The Teachers’ College of Music,
The Music Academy, Madras. 14,
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6. Songs of Mysore Sadasiva Rao .- 2-0-0 '
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