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% ‘We are sorry to reeord the passing away at a ripe old age

AR

£ of Vidvan Brahmasri Sulamangalam Vaidyanatha Bhagavatar,
i 4 the veteran Harikatha performer He was learned in Sanskrit
" and Tamil and a gifted exponent. He led the Mela in the
’1 traditional Natakas of the Bhagavatas at Stlamangalam. Dur-
i ing his last days he was contributing valuable reminiscences
3' of the personalities in the music field known to him during
* bis long career.
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THE XVI MADRAS MUSIC CONFERENCE, 1942
OFFICIAL REPORT

THE OPENING DAY

24th December 1942

The Sixteenth Session of the Annual Music Conference eonducted
by the Madras Music Academy was held on 24th December 1942 at
the Sundaresvara Hall, Mylapore, Madras. SIR M. VENKATASUBBA
Rao, Kt., Ex-Judge of the Madras High Court and Ex-Agent to
H. E. H. the Nizam in Berar, opened the Conference, and Vidvan
Mazhavarayanendal Subbarama Bhagavatar presided over the
deliberations of the Experts’ Committee.

The proceedings commenced with prayer by the students of the
Academy’s Teachers’ College of Music.

WELCOME ADDRESS

Welcoming Sir M. Venkatasubba Rao, Kf., on behalf of the
Members of the Music Academy, the President Rao Bahadur K. V.
Krishnaswami Aiyar said:

““ We, the members of the Music Academy, Madras, have much
pleasure in weleoming you into our midst.

We are profoundly grateful to you for the kindness with. which
you agreed to auspiciate our Conference this year. It is no small
satisfaction to us that after years of endeavour we have been able
to obtain the benefit of your wide and ripe experience gathered in
varied fields of beneficent activity, of your intense love of culture
and of your uncommon zeal in the encouragement of Arts and
Letters.

Happily the days are past when Art Institutions in this country
had to be apologetic regarding their work. We feel proud that
after fifteen years of sustained effort, we find it necessary neither
to vindicate our aim which is no less than the advancement of
Music as the greatest of moral and aesthetic forces in refinement
of human nature, nor to detail our familiar activities whieh include
Conferences, Concerts, Competitions, the celebrations of Com-
posers’ days, the Journal, the publications and the Teachers’
College of Musie.

M—1
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‘We are glad that the Indian Fine Arts Society is with us in the
Conference this year also.

In the full hope that your sympathy and co-operation will help
us to promote our objects, we request you to inaugurate this year’s
Conference and Conecerts.’’

Mr. Krishnaswami Aiyar then requested Sir M. Venkatasubba
Rao to open the Conference.

OPENING ADDRESS

In declaring the Conference open, Sir M. Venkatasubba Rao
said:

It is with trepidation, believe me, that I take part in this
ceremony, as there is something odd, I feel, in an ignoramus
making bold to address a gathering of musicians and music experts.
This incongruity was brought home to me the other day, when
I found a reference in an article, to a very intelligent and puzzled
man who asked a composer ‘‘ How do you compose music? ’> To
"this man whose literary knowledge and judgment were of a high
order, the writer goes on to say, music was an incomprehensible
mystery. I own that there is this in common between the man
deseribed and myself that to us both music is a mystic art.

Mr. K. V. Krishnaswami Iyer’s drive has become proverbial and
has in several fields borne fruit, to the amazement of the hesitant
and the less confident. For my part, I like his drive in the
abstraet, but I confess it has a disconcerting quality when I find
it directed towards myself. I resisted his seductive logic on
several previous occasions when he proposed that I should open
the Music Conference, but I knew that I could not hold out long and
should yield some day. There is good reason, I feel, on reflection,
however, for utilising the services of persons like me on such
occasions. They, under compulsion-as it were, set about thinking
of the potentialities of musie, the vital part it plays in the moulding
of national life, and form a link between the large lay public and
the few devotees of the art. Such persons are more likely to sway,”
the mind of the average man—the man in the street—than
professed experts. If this be so, I need make no apologies for
aceepting the honour that has been so kindly conferred on me.

Let me first say that it is of hopeful augury that this Conference
(continuing the practice started some years ago) is held under the
joint suspices of the Madras Music Academy and the Indian Fine
Arts Society. I trust that they would soon lay the foundations
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for a wider and more lasting concord extending to other spheres
as well, proving thereby the essential solidarity of art. Is it an
accident, I wonder, that this Conference is held in the premises
of the Rasika Ranjani Sabha, yet another body devoted to musie
and fine arts, or does it portend—as I venture to believe it does—
a bringing about of greater harmony among the bodies working
for the revival of culture?

There has been an astonishing renaissance of music in South
India in the last decade or two. This by itself is gratifying but
1t is much more so, as symbolic of the new spirit which is
transforming national life. This awakening connotes to some, or
shall 1 say to most, simply a new vision of our political destiny.
To my mind, however, this is but a partial comprehension of the
forces at work. Widespread and unquenchable political yearning
there exists undoubtedly but this is just one aspect of the general
revival—a renaissance of the Indian spirit—which has made us
take a pride in our past and conjure up a future worthy of that
past. Not very long ago under the influence of western ideas,
we became insensible of our heritage, forgot our traditions and
gloried in imitating whatever happened to be the fashion in the
West.

But there has come over us, as I have said, a radical change.
It may be worth our while to understand what the elements are
which compose this new radiance. First, an intense pride in our
past and our consciousness of a high mission and to these are
allied an urge to assert our primacy in the things of the mind.
A feeling is thus born of robust self-respect leading to the proper
assessing of our ancient arts.

It is some irony to find that, in our degeneracy, not till
‘Western savants expressed admiration, was our own interest
kindled in our culture. It needed a Schopenhauer and a Goethe—
our gpirit was so enslaved—to make us realise what immortal
works India had produced in the realm of philosophy and drama.
Nothing will better serve to illustrate this decadent phase than
the enthralling story of the caves at Ajanta, where it is stated
freseco painting ‘‘ reached perfection never excelled even by
Giotto or Leonardo.”’ For centuries they lay buried under the
jungle and were lost to human memory, until in 1819 some
Europeans stumbled into the ruins and discovered frescoes
‘ now ranked among the masterpieces of the world’s art.”

Speaking of the renaissance of art, nowhere has it beem more
pronounced' than in the sphere of music. Compare the status
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accorded to the musician to-day with the hard lot which had
been his a few years ago. It passes belief that in India where
music is stated to have a history of at least three thousand years,
the exponents of this most glorious of the Fine Arts were
relegated to an inferior position and were ranked with dependents
and hangers-on. One blushes to think that even the most noted
performers had to remain content with the crumbs which their
so-called patrons chose to throw to them. Held in scant respect,
can you wonder that musicians in their turn ceased to respect
themselves? And when self-respect ‘‘ the corner-stone of all
virtue ’’ is gone, a moral climate results, most uncongenial to
the thriving of art. Happily that day is passed. Music societies
have sprung up everywhere. Concealed talent is discovered and
encouraged, great talent appreciated and revered. Paradoxically,
in India the home of musie, the art was known to, or mastered
by, a handful held in no special esteem, and was treated with
indifference by the generality of people. Unlike in ancient
Greece where music was considered essential to knowledge, in
our schools it was neglected and was not included among the
subjects of study, with the result, that the young people grew
up in utter ignorance of ‘‘ the art of the prophets, the only art
that can calm the agitations of the soul.”” We could pretend to
culture and pass for accomplished persons without a rudimentary
knowledge of music. We failed to realise that musie, of all the
liberal arts, as Napoleon said, has the greatest influence over the
passions, and is that to which the legislator ought to give the
greatest encouragement. Our worship of Saraswati, the Goddess
playing the Veena, the queen of musical instruments, did not
deter our forefathers from treating women performers, as outside
the pale of decent society. We were unaware that in degrading
the musician we debased the art. Luckily, as I have said, our
ideas have changed and are rapidly changing and we have
entered upon a new phase, full of promise.

That the two societies under whose auspices we meet can claim
some credit for this, goes without saying. The influence of the
time spirit has been on their side. The radio and the gramophone
too have contributed not a little to the flowering of musical culture.
Classical dancing overtaken by obloquy and threatened with
extinetion has been rescued. Reputable young women do not
look upon dancing in.public as a thing to which stigma attaches,
and rpdio performances by women of good families are fast
coming into vogue. In the inclusion of musie in courses of study
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we see the first signs of a welcome change. And above all—this
has a psychological value—we are not: startled by the large fees
demanded by some performers (not only in the sphere of music
but also the theatre and the cinema), fees that might excite the
envy even of lawyers.

Publishing a journal, rescuing ancient works from obliviom,
stimulating systematic study of scientific musie, raising the
popular taste, setting standards which scholars approve, conduet-
ing Teachers’ Colleges for music and holding competitions—these
are among achievements of the Music Academy and it may
well be proud of them.

Here let me sound a note of caution. I have referred to our
pride in the past but I hasten to add that it is not conceit beget-
ting self-complacence but a pride that spurs us into present
action. Let us not slide into the belief that we have reached
perfection and there is no scope for further improvement. In
the West where music is relatively recent, it has made, I have
read, amazing strides in the last three hundred years. This is
due to constant research and experimentation, the absence of
which accounts for our stagnation not only in music but in other
spheres. In sciences like Mathematics and Medicine, in arts like
Painting and Musie, we had attained great heights when the
‘West was plunged in darkness; but we came to a standstill and
fell behind. Specialists in music speek of the incalculable
benefit we can derive from a study of western technique, leading
to the adopting of new ideas and the supplying of deficiencies in
our system. Progress is the law of life, and to change is the way
to progress. Who would believe that the violin -so much prized
by us, was a foreign product imported from Italy about 1600 A.D.?
To be averse to all change, without discrimination, is a sign of
decadence.

I now turn to a topic which I would fain not touch upon—the
feeling imported on the score of language, which is poisoning the
wells of music. I deplore it on two grounds—first from the
standpoint of the Tamil-Telugu solidarity, and secondly the stand-
point of art. In this vast land, search where you will, you will
hardly find two sub-groups more interblended than the Tamils
and Telugus, more closely bound by a common thought-structure,
more impelled by common motives and proud of common achieve-
ments. It would be idle to deny that differences exist—don’t
they exist between parent and child?—but we agree more than
we differ. For generations, the Tamils were ravished by the
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music of Tyagaraja, Syama Sastry and Dikshitar, to mention
but three names. Why has this sudden change come about? One
cannot too strongly deprecate the inroad of political and party
feeling into the domain of art. Have you read how sinister
movements and strange obsessions have disturbed the rich and
varied musical life of Germany? To feel that self-respect is
involved in the matter is thoroughly wrong. There are spheres
where the genius of the Tamils shines out. Who is not bewitched
by their Tevarams and Prabandhams or who can resist the
sublimity of their elassical works on philosophy? Is one to taboo
divine singers because they found Telugu—the most mellifluous
of the Dravidian tongues—to be the suitable vehicle of music?
The true touchstone of art is its power of appeal. I think it
a tragic irony that wizards of song should be put under a ban by
the very Tamils whose land it was that produced these musical
giants. It is against reason and contrary to nature to prefer the
second-best to the best, and to deprive the public of the musi¢
which master hands have produced, music which delights the ear
and stirs the soul, would be an unforgivable offience. The new
creed which has a few sturdy apostles, I am assured by some of
the most gifted of music lovers among the Tamils, has so far
found no echo in the hearts of the Tamil public or Tamil per-
formers. But we are apt to be taken unawares by notions, how-
ever wrong, which creep stealthily into our minds, because
statements which at the start make no appeal acquire great power
through iteration. It behoves us therefore to see that this menace
is removed and that the art does not suffer. Would that Tamil
compositions could come into being that might rank with, if not
surpass, those say, of the celebrities known as the Musical Trinity.
No one would more devoutly wish for it than myself. It is
through interchange and not through boycott of cultures that we
can grow in stature and rise once more to our ancient glory. To
create unity out of diversity has been stated to be India’s special
gift to mankind. To belie that statement would be to prove
false to our national genius.

Let me once again thank the two Societies for this opportunity
afforded me of participating in this funetion.

Sir M. Venkatasubba Rao then declared the Conference open.

ELECTION OF THE PRESIDENT

Vidvan Valadi Krishna Ayyar proposed Vidvan Mazhavaraya-
nendal - Subbarama Bhagavatar to the Presidentship of the Con-
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ference. Vidvan K. Ponniah Pillai seconded, and Vidvan Musiri
Subramanya Ayyar supported.

Taking the chair amidst cheers, Vidvan Mazhavarayanendal
Subbarama Bhagavatar delivered his presidential address:

PRESIDENTIAL ADDRESS BY
VIDVAN SUBBARAMA BHAGAVATHAR.

The President, in the course of his address, said, that musie in
its power to charm the ear and heart of man was divine in its
function and he who had this quality greatly developed was a true
devotee of Nadabrahman. As such, music sabhas and periodical
conferences of musicians were doing a great service to humanity
at large. Dealing with the various aspects of the rendering of
music and explaining the bases underlying Sruti, Swara, Raga
and Tala, the President pointed out that the theory and practice
of music was best learnt by the study of the compositions of
well-known classical composers and exponents of earnatic musie
such as the musical Trinity.

‘“ Bhava,’’ the President observed, ‘‘ based on the nine rasas,
is indispensable for raga and it ecan be expressed by
words and gestures. Hence the importance of Sahitya,
as an aid in the proper study and appreciation of raga.
And if Sahitya is to be studied properly, a good grounding in
Sanskrit which econtains the classical authorities on music is
desirable. Not less necessary, it need hardly be said, is true
Bakti. The musical trinity of South India were true Bhaktas,
besides being endowed with the other qualifications above-
mentioned, and that explains the supreme position they occupied
in the world of our music. There have been in the past besides
other great composers also like Pattanam Subramania Aiyar and
Ramnad Srinivasa Iyengar and it is the compositions of these
great masters that should serve as a beacon light to all who aspire
to proficiency in musie.

Tamil too was rich in good composers. The works of Sri
Muthuthandava, Arunachala Kavi, Subrahmanya Bharati, Gopala-
krishna Bharati, Kavikunjara Bharati and Chidambara Bharati
were brimful of Raga, Bhava and Tala. It was therefore
his view that modern praectitioners of musie must also include
among their repertoire, these worthy compositions in Tamil.

7 GREATNESS OF CARNATIC COMPOSITIONS,
The greatness of Carnatic compositions, the President went on,
lay not a little in Sahitya which truly brought out the essence
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of the Raga and one had to go again to their ancient masters to
obtain a true insight and fit oneself properly to appreciate and
enjoy music; just as in the case of the Ramayana one never
wearied of reading or hearing, so in the case of these masters also,
the more often one heard or studied their ecomposition, the better
one was able to understand and appreciate their inimitable worth,

Times had changed for the better and what with the advent
of the gramophone and the radio, and thanks to associations such
as theirs, music had been brought to their doors; learners and
students of music especially were far more favourably sitnated
now than in the old days. But it was just at this stage that they
should be careful to discern what true Carnatic music was and
must not rest satisfied with inferior music that titillated the palate.
It was indeed a hard task for a musie vidvan now-a-days to sail
by the wind of publiec opinion and also keep the course taken by
reputed masters of Carnatic music in former days. The day of
royal patrons was gone; but the vidvans had none the less the
responsibility to contribute and aid in the present renaissance of
music to the best of their ability and to maintain the highest
standards. As a practical step, prominent vidvans should gather
together at least once a month and give free performances in big
towns, and the Music Academy and similar music sabhas in these
places must come to their aid in this connection. They must also
have discussions on what real Carnatic music was and the best
way to popularise it so that all could discern the beauties of
classical music and they must also bring out a code for hasic
study of Carnatic music which could be understood by all. He
hoped that these suggestions would be given ‘due consideration at
the Conference.
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The proceedings came to a close with the music performance of
Srimati K., S. Saraswati.

SECOND DAY—25-12-1942.
The proceedings commenced with Vidvan Mazhavarayanendal
Subbarama Bhagavathar in the chair.
CONGRATULATION.
Prof. P. Sambamurthy moved the following resolution:

(i) This meeting of the Experts of the Music Academy
congratulates Gayaka Sikhamani L. Muthiah Bhagavathar on the
Doctorate degree conferred on him by the Travancore University.
Sri C. S. Iyer seconded the resolution.

The resolution was carried unanimously.
CONDOLENCE.

Prof. P. Sambamurthy moved the following resolution:

¢ The members of the Expert Committee of the Madras Musie
Academy places on record its sense of deep sorrow at the demise
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of Gayaka Siromani Swaminatha Iyer of Pazhamaneri and
Venkatasubramania Iyer, great-grandson of Syama Sastri .

This was seconded by Sri C. S. Iyer and supported by Bharatam
Narayanaswami Iyyer of Nallur.

The resolution was passed unanimously, all members standing.

Raga LAKSHANAS,
Then the consideration of Ragalakshanas was taken up.

Salaga Bhairavi.

The President sang the Raga and ‘‘ Padavini ’’ of Sri Tyaga-
raja. It was mentioned as a Janya of Kharaharapriya and its
Arohana is Sa ri ma pa dha sa and Avarohana is Sa ni dha pa ma
ga ri sa.

Further consideration was adjourned to the next day.

THIRD DAY-+26-12-1942,
Salaga Bhairavi was again discussed.

The President said again that it was a_janya of the 22nd Mela
Karaharapriya and had the following Arohana and Avarohana:

Sa ri ma pa dha sa
Sa ni dha pa ma ga ri sa.
It was an upanga raga in which no Suddha Dhaivata came, nor

nyésa in Dhaivata. The Raga_and ‘ Padavini ’ of Sri Thyagaraja
were again sung by the President.

Vidvan Valadi Krishna Iyer said that he had heard the same
version of Padavini from the late Panchapagesa Sastrigal.

Vidvan Tiger Varadachariar agreed with the above lakshana
but was of opinion that Sa ri ga ma was an arsha prayoga.

Sri M. S. Ramaswami Iyer sang a chittai swaram composed by
Patnam Subramania Iyer for the picce Padavini corroborating the
above Sanchara.

Prof. Sambamurthi quoted 2 pieces of Veenai Kuppaier and
Tiruvottiyur Tyagaiyer which were in conformity with the above
lakshana. '

Sri T. L, Venkatarama Iyer quoted the Sangita Saramrita of
Tulaja and said that the Sanchara is Sa ri ga ma pa dha ba sa;
Sa ni dha pa ma ga ri sa. He sang Muthuswami Dikshitar’s

M3
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The President sang kalpana svaras to the following kirtanas:

Enthavedu Sarasvati Manohari  Adi Tala
Seydargal madar Poorvikalyani Desadi
alankritame
+)#, H
Jy6ua>e(5 )L,
Ne Pogadakanti Dcsiya Todi Khanda chapu.
Solluvirayya Sankarabharanam Rupaka.
Z) %< 0% |,
Chitsabhesan Bhairavi Trisra Eka.
+[H)[,

Raga Todi and ‘1Ganalola '’ a pallavi in chaturasra Triputa were
sung next.

Amba Kripai ” in Kapi and a Kummi were the last pieces
to be sung. Some of the Tamil songs sung were compositions of
the President’s ancestors.

SIXTH DAY—29-12-1942.

Two

The President requested Vidvan Tiger K. Varadachariar and
Sangita Sastra Ratna Yasudevachariar of 'Mysore to give
demonstrations of the modes of singing Raga and Tana.

Both of them stressed the need for Bhava in Ragas and Tanas
and they sang the various kinds of Tanas, Koota Tana, Svara
Tana, Kala Tana, Tana vama, etc.

SEVENTH DAY —30-12-1942.

1

Sri C. S. lyer opened the topic of notation and moved that
a resolution for adopting Subbarama Dikshitar’'s notation for
gamakas in addition to the simple Sa ri ga ma notation should be
passed in that Conference.

Mr. T. L. Venkatarama lyer said that there was no harm in
adopting Subbarama Dikshitar’'s system of notation but was of
the view that a simple notation would do for beginners and an
elaborate system could be taken up by those of the advanced
standard.

The following were Mr. C. S. Ayyar’s observations on the
subject of,Notation:
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press his views, but stopped with three sentences “ Notation is
necessary: great Vidvans may not require it, young learners do.”
What | desire to impress upon this audience is: True, at the
early stages of learning music, we have to learn it from teachers
and this is essential.

Now, a few words as to the prevalent educational methods.
Everyone is aware that to-day the swaras and the sahitya (the
words) are taught both in the stages of gitas and tanavamas, but
once the lessons come up to the kritis, the teachers would not
allow any learning of the swaras. This method may be good
enough for the vocalist, but not for the instrumentalist. It has
been my sad experience of teachers of vocal music for over
3£ years, who would not, in spite of protest, allow one to take
down the sahitya of the kriti, though, one had learnt over a
hundred kritis. One can imagine the time wasted in memorising
the words. There is another teacher who will teach one free for
the love of music, and will allow the writing of the sahitya of
kritis but will insist on learning by the voice, as he believes that
the ragabhava would be otherwise impaired. He would not give
the instrumentalist even time to write the kriti, in the Sarigama-
padani notation so as to allow the student to retain the impression
firmly.

For example, a child of five or six, with a gifted voice, can
learn straightway the first line of the kriti * Ramanannubrovara ”
(Composer: Tyagaraja, Ragam: Harikambhoji) and repeat it in
the proper form, whereas the beginner on the violin or the veena
has got to get through various musical exercises for about 2 years
at least, before he can produce the first line of this simple song,
with the proper intonation.

| learnt on the violin, the Varna “ Taruni in Kambhoji,
Adi tala, with the help of a teacher and from Singarachari’s book,
where swaras are given. Recently | found that Sri Subbarama
Dikshitar as a veena-player, has given the same piece in his
Beginner’s book, with the symbols for gamakas, and I am now
able to understand what those signs stand for in actual play.
That the instrumentalist understands the symbols for gamakas
later, though not at the very commencement of his musical
educational career, would enable him to understand the larger
pieces, if written down with such symbols, when he has no oppor-
tunity to learn through a teacher, but would put forth some
effort at self-education. In fact, I would go further:.If the
vocalist is satisfied with his Sarigamapadani, let him be so. But
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would his eyes be scared by the symbols for gamakas, which are
of enormous htlp to the instrumentalist? In olden days, every
vocalist had some initial training on the veena, but not so now,
leading to the deterioration and fall in standards of vocal music.
I should add, if the vocalist should care to understand the symbols,
he would be aware of the nature of the gamakas and would
render the compositions, more true to the Ragaswarupa. May I
say, it is the lack of mental effort, analysis and imagination on
the part of the vocalist, which decries the symbols. The resolution
as it is, would even deny the publication by a Veena-player or
his right to create a musical book on these lines for Tyagaraja’s
musie, and I dare say, the Music Academy will not hamper such
activities in the cause of good music. At page 14 of the Tamil
portion of the Introduction to the book mentioned already,
symbols have been given for the following eleven gamakas:

Kampita Vali .
Sphurita Erra-jaru
Pratyahata Erakku-jaru

Nokku Odukkal

Ravai Orikai

Kandippu

Now a few words, as to the origin of these symbols. They have been
borrowed from the European Staff Notation and brought into use
under the influence of the late Sri Chinnaswami Mudaliar, who
went through his fortune, to write our musical pieces in staff
notation that the world may understand our music. A few of
these symbols were sought to be introduced even earlier, by
Sri T. M. Venkatesa Sastri, Principal, Zenana Musieal Institution,
Madras, in his book ‘* Hinou Music (Violin) SeLF-INSTRUCTOR ’’
published in 1892. (Sri Subbarama Dikshitar’s book was pub-
lished in 1904). Even today, in Prof. Sambamurthy’s books and
of others in the field, symbols for time-signs, like lines below
swaras, a dot above or below the swaras to denote the sthayi, the
comma and the semicolon to denote the extent of the duration of
the swaras, have been adopted from the staff notation. I am all
admiration for Subbarama Dikshitar, a direct descendant of the
line of Sri Muthuswami Dikshitar, who as a veena-player, has
with enormous pains, beautifully conserved his ancestor’s musieal
wealth for the benefit of South India. Poor Tyagaraja died
sonless, and not one has come up to undertake a similar colossal
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work for the stabilisation and preservation of his great musical
pieces, and of others whom we similarly respect.

The question has assumed great importance. Officers of the
All India Radio, both at Delhi and at Madras, are discussing ,
among themselves and with some of us the question of an all
India Notation for Melodic Music, both Hindustani and Carnatie.
Any constructive ideas in this matter, adopted by a resolution
of the Music Academy, will carry some weight. European
musicians who are just now recognising that our music is not
barbarous, but is something supreme,’ also see the necessity of a
very adequate notation and that the mere oral handing down will
not meet the needs of the present day, if that musie is to be kept
intact and unsullied by the onslaught of the various foreign
influences of to-day. I would refer you to the final paragraph
at page 672 of Percy A. Sholes’ Oxford Companion to Music.
Only yesterday, Mr. Srinivasan, one of the members of the Board
of Studies in Indian Music, spoke at the Theosophical Convention
of the necessity to take steps to conserve our classical music by
all means possible. I can see no better system, than the adoption
of the symbols for gamakas, initiated by Sri Subbarama Dikshitar,
with the Sarigamapadani notation adopted and in vogue to-day,
as for instance in Prof. Sambamurthy’s Music Books in Tamil.

I therefore bring forward the resolution to the effect that the
specific symbols of Sri Subbarama Dikshitar for gamakas should
be adopted for writing down our musie, in Sarigamapadani.

I may offer a few more suggestions which just come up to my
mind, as regards the Sarigamapadani notation.

Nowadays, at the head of every kriti, the number of the janaka-
mela, among the 72 mela-ragas, is written down. It cannot be
understood immediately by others, nor can anyone rémember
straightway the particular swaras entering into the raga of
kritis. It would be advisable, with a view to standardisation and
for an easier understanding, the swaras entering into the raga of
the composition may be shown at the top, within 13 squares
which may be adopted to denote, as it were, the finger-board of
the Veena, to represent the 12 swarasthinas and the octave. This
system of 13 squares has been in vogue from 1892 at least, as I
see from a manuseript of mela-ragas and janya-ragas given under
them. That would easily solve the problem of the correct repre-
sentation of the suddha-gandhara, suddha-nishadha, sHatsruti
rishaba, and shatstruti dhaivatha. Any accidental swaras not
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generally perta?ining to the raga, can be denoted by the signs of
flats and sharps, or asterisks, with explanations.

Next, Sri Subbarama Dikshitar has written down the musie,
say in 16 matras for 8 units of time. For facility of printing,
it would be better to adopt the 32 sub-units method for 8 units,
since then the lines to denote the halving of the time, may be
done away with, to a large extent. The angas for the talas, which
are not shown in Dikshitar’s book, may be adopted as in
Prof. Sambamurthy’s books. As the commas and semi-colons have
come to stay, the signs which are like ellipses in the Dikshitar’s
book, to denote the same purpose, may be done away with.

I am also strongly against the idea of the publication of a
junior book for junior students, and a senior book for senior
students, since the later understanding of the symbols for gamakas
with respect to the simple lessons learnt direct from the teacher
is all-important, as already stated by me. Simple pieces which
the beginners will learn, will have only a few gamaka symbols.
For instance, in the kriti ‘Sarasara Samarai’ in Kuntalavarali,
the Dikshitar’s Beginner’s book has only two types of gamakas
shown in the notation. The advanced pieces, which have gathered
a larger amount of adornment today, though originally created
quite simple, (e.g. Sri Subrahmanyaya Namaste) should be
written down with oll the gamaka symbols to render a complete.
artistic reading of the sangitis of to-day.

The writing down of Tyagaraja’s kritis with these gamaka
symbols, is by no means, an easy task. The symbols are all the
Veena-gamaka symbols, and can be most readily understood by
the player on the veena, the one expressive national instrument
of to-day. The heavy task of the preservation of our musieal
pieces has to be undertaken by those, who immensely care for
classical musie.

Dr. E. S. Sankaranarayana Iyer said that a perfect system of
notation was necessary.

The following resolution was passed finally :—

‘¢ This Conference recognises the need for an adequate scheme
of notation, as a means of preserving our music, in some form
and appoints a committee consisting of Sri C. S. Iyer, Prof.
Sambamurthy and Sri T. L. Venkatarama Iyer to evolve a scheme
of notation on the basis of the symbols adopted in the Sampradaya
Pradarsini.”’
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EIGHTH DAY—31-12-1942,
The Swati Tirunal Day was celebrated.

The President in his introductory remarks said that the best
way of celebrating the Day of the illustrious composer was to
enjoy the sweetness of his compositions by making them being sung
by those present.

Sangita Vidvans Ariyakudi Ramanuja Iyengar;, Musiri Subrah-
manya Iyer, Sathur Subrahmanyam and others sang compositions
of Sri Swati Tirunal.

The discussions of the Expert Committee then came to a close.

The President of the Conference gave his concluding remarks.
The President of the Music Academy thanked all those who had
contributed to the success of the Conference.

COMPETITIONS.

Ags usual, the Academy held various Music Competitions in the
mornings during the Conference.

Ten competitions were announced: (1) Vocal Music for gentle-
men, (2) Voeal Music for ladies, (3) Veena for ladies and
gentlemen, (4) Violin for ladies only, (5) Tamil songs for
gentlemen, (6) Tamil songs for ladies, (7) Maharajah Swati
Tirunal’s compositions for ladies and gentlemen, (8) Purandara-
dasa’s Padas for ladies and gentlemen, (9) Kshetragna Padas for
ladies and gentlemen and (10) Pallavi singing for ladies and
gentlemen.

The competition in Vocal Music for gentlemen was held on
95.12-1942 and seven candidates presented themselves for the
competitions. Sri T. V. Subba Rao, Vidvan Musiri Subrahmania
Iyer and Vidvan K. Ponniah Pillai acted as Judges. Sri T. A.
Venkatarama Iyer was awarded the 1st prize and Sri T. K.
Sitaraman the 2nd prize.

The ecompetition in Voeal Music for ladies was held on
26-12-1942 and 5 ladies took part. Sri T. V. Subba Rao, Vidvan
Musiri Subrahmania Iyer and Vidvan K. Ponniah Pillai acted as
Judges and awarded the 1st prize to Srimati R. Indumathi. No
2nd prize was recommended.

The competition in Veena for ladies and gentlemen was held
on 27-12-1942 and 4 took part. Sri T. V. Subba Rao and
K. Varadachari acted as judges and awarded the prize to Jrimati
Jayalakshmi Ammal,

M—4
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Violin Musiec competition and Tamil songs competition for
gentlemen could not be held for want of competitors.

The competitions in Tamil songs for Ladies was held on
28-12-1942 and 4 took part. Sri T. V. Subba Rao, Vidvan Musiri
Subrahmania Iyer and Travancore Samasthana Vidvan G. N.
Balasubrahmaniam acted as judges and awarded the 1st prize to
Srimati S. Annapurni.,

The competition in Maharajah Swati Tirunal’s ecompositions
was held on 28-12-1942, Sri T. V. Subba Rao, Vidvan Musiri
Subrahmania Iyer and Travancore Samasthana Vidvan G. N.
Balasubramaniam acted as judges and awarded the prize to
Srimati 8. Annapurni. No second prize was awarded.

The competition in Kshetragna Padas was held on 29-12-1942.
No award was recommended. The competition in Purandaradasa’s
Padas was held on 29-12-1942 and 5 took part. Sri T. V. Subba
Rao and Vidvan K. Varadachari acted as judges and awarded the
prize to Sri N. Sambandhamurthi. No award was recommended
in Pallavi singing competition as none of the competitors had
attained the requisite standard.

Kumararajash Sir M. A. Muthiah Chettiar, Diwan Bahadur M.
Balasundaram Naidu, C.I.LE,, Sri M. Sudarsanam Iyengar, Rao
Bahadur K. Govindachariar, Sri K, Srinivasan, Mrs. K. S. Jaya-
rama Iyer, Sir R. K. Shanmugam Chettiar, K.CLE., Sri C.
Seshachalam Chettiar, Sri Kowtha Suryanarayana Rao, Sri Dr.
K. N. Kesari, Sri B. Sitarama Rao and the Indian Fine Arts
Society were pleased to give donations for the award of gold
medals to the successful eandidates and the medals were presented
to the prize winners by Sri T. R. Venkatarama Sastri, C.I.E. at
the Academy’s Sadas held on 1-1-1943.

THE ACADEMY SADAS—1.1-1943.

In fulfilment of one of its avowed objects, the Academy
resolved to honour the distinguished presidents of the Academy’s
Annual Conference by conferring on them the title of Sangila
Kalanidhi. Of the presidents of whole conferences whom it was
resolved to decorate with this title, two were unfortunately no
more, Sri Mangudi Chidambara Bhagavatar and Vidvan Vedanta
Bhagavatar, and just on the eve of the Conference, Vidvan
Pazamaneri Svaminatha Iyer also passed away. A Sadas was
held on 1-1-1943, when the other presidents were presented the
title afid its insignia. The function was colourful and imposing,
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and was attended by distinguished persons, Vice-Chancellors of
Universities, Judges of the High Court, the Ex-Preihier of Madras,
the Mayor of Madras and Sangita Vidvans.

Vidvan Sattur Subrahmanyam and Tanjore Lakshminarayanan
sang the prayer.

After prayer, Rao Bahadur K. V. Krishnaswami Aiyar,
President of the Academy, welcoming those present, said that it
was a red letter day in the annals of the Academy and the
morning’s function was unique. The Music Academy was started
15 years ago and one of its objects was to confer suitable titles
on distinguished Vidvans who had attained high merit and wide
experience. The time had now come when the Academy should
discharge what they considered to be a duty they owed to the
Vidvans. The value of the titles so conferred depended upon two
factors, viz., the status of the bestower and the competency of the
recipients. With pardonable pride, the Academy might claim that
there was no other body more competent and possessed of merit
than itself to confer these titles. The Music Academy was in the
position of a research laboratory with a show-room annexed. The
Academy had many-sided activities. Education, research and
publication were some of its distinctive features. As regards the
recipients, Mr. Krishnaswami Aiyar said, it had to be agreed that
the title should be conferred on those who had reached a high
level in the music world. The Academy, therefore, decided to
confer the title of “ Sangita Kalanidhi ” on all those Vidvans who
had presided over the Music Conferences held under the auspices
of the Academy year after year.

Proceeding, Mr. Krishnaswami Aiyar said that they were
fortunate in having Mr. T. R. Venkatarama Sastri to preside over
the 0@ as he embodied in his person all the cultural traditions
and critical ideals for which the Academy stood. The Academy
sought in all humility to perpetuate and pass on the rich heritage
of our traditional artistic forms, attempting in the process to
purify and perfect these forms by scientific analysis and rational
criticisms.

Mr. K. Balasubrahmanya Aiyar then read a O
graciously sent by H. H. Sri Sankaracharya of KSmakoti Pltham
for the function.

Mr. L. Krishnaswami Aiyar read messages received among
others from H. E. the Governor of Madras, H. H. the Maharaja of
Mysore, Kasivasi Swaminatha Thampuran of Tiruppanandal, the
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The title was conferred in absentia on the following Vidvans:
Vidvans Umayalpuram Swaminatha Aiyar, Gayaka Sikhamani Dr
Muthiah Bagavathar, Dvaram Venkataswami Naidu and T. S.
Sabhesa Aiyar.

Rt. Hon. V. S. Srinivasa Sastri was the first to congratulate the
musicians. He said that by honouring such eminent musicians,
the Music Academy had honoured itself. 1t was the prayer of all
lovers of music that the musicians so honoured would live long
and continue to serve the cause of music. He expressed the hope
that the musicians would not cling to old ideals, but adapt them-
selves to the new tastes that were springing up. Music was a
moving art and musicians had to captivate the music-loving
public, at the same time contributing to the progress of the art.

Dr. A. Lakshmanaswami Mudaliar said that the function
betokened all that was graceful in the Orient. He wished the
convocations of Universities were so simple and colourful as the
morning’s ceremony. He expressed the hope that the recipients of
the titles would remember the function as an expression of the
esteem and goodwill and confidence reposed in them by the public.
He also paid a tribute to the zeal and enthusiasm of Rao Bahadur
K. V. Krishnaswami Aiyar for the cause of Music and hoped that
he would continue to be one of the leading and guiding hands
behind the Music Academy in the years to come.

All the Vidvans who had received the title in person thanked
the Academy for the honour done to them in a suitable manner.

The Chairman next distributed medals to the successful
candidates in the music competitions held by the Academy. The
Veena Dhanam Memorial Gold Medal was awarded to Sri Jaya-
lakshmi. Sri Annapumi won the Sethu Parvathi Bai Medal for
the best singer of Swati Tirunal songs. The Rajah Sir Annamalai
Chettiar Gold Medal was awarded to Sri N. Rajalakshmi who stood
first in the music examinations of the Academy'’s Teachers’ College
of Music.

The Language Controversy.

Bringing the proceedings to a close, Mr. T. R. Venkatarama
Sastri, in the course of a speech in Tamil said, that the recipients
of the title fully deserved the honour, and their presiding over
the music conferences of the Academy was a unique recognition of
their merit.
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There were certain tendencies, Mr. Venkatarama Sastri proceed-
ing said, which had crept into the sphere of music in recent times.
There was the controversy in regard to language in music. Some
advocated music being sung in a particular language. The Raja
of Chettinad, inaugurating the Music Conference under the
auspices of the Indian Fine Arts Society, had referred to the
‘ language in music’ controversy. The speaker was an ardent
student of Tamil and loved it as much as Raja Sir Annamalai
Chettiar. But, to import ‘language’ into music was not the
correct way. Music had a distinet appeal and characteristie of its
own. They had all read about the magic of Sri Krishna’s flute,
stones, trees and animals like men were moved by the charm of
the music. Musie touched one’s heart, irrespective of the language
one spoke. 'When this was so, it behoved cvery one interested in
music to steer clear of this controversy. At the present day, when
all of them wanted to progress, everything which tended to dis-
unite people should be eschewed.

With a vote of thanks proposed by Sri E. V. Sundara Reddi the
pleasant function terminated.
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KANAKADAS*

T. V. Subba Rao

Kanakadas was a contemporary of Purandaradas. Like the
latter he too was rich before he became dasa. Though his padas
have not the high element of music of Purandaradas, their
popularity among the masses in karnataka country is immea-
surable. In style, diction and ideas they can hardly be dis-
tinguished from those of Purandaradas. In the condemnation of
the difference that arise from caste, creed or community, he has
no equal.

Kanakadas was by birth a kuruba. His father Birappa
was in affluent circumstances being a farmer of Revenue under
the King of Vizianagar and exercised authority over a large
number of villages. He was a polegar and a military chief with
well-trained and disciplined followers. The kurubas of those
parts in the district of Dharwar had been originally saivaites.
When Sri Ramanuja preached his faith in those areas of Hoysala
kingdom many of the Kurubas became sisyas of the mutts
established by him. Birappa too in his time changed to Vaishna-
vism and devoutly worshipped Lord Venkatesa of Tirupati. A
son, later known to the world as Kanakadas, was born to him and
the child was called Timmappa which name is but a corruption
of Tirumalappa. Young Timmappa showed marked predilection
for games and sporst and very early took to military exercises. His
one desire was to emulate the heroic deeds of the great warriors
of old. The premature death of his father put him into power
and there was no curb on his warlike activities. By sheer valour
he increased his domain and influence.

Once when he was digging his field he found a large heap of
gold hurried in it. This circumstance led the people to call him
Kanakanayaka. He gathered all the treasure and used most part
of it in the construction of temples particularly that of Kesava
in his native village Bada. It should not, however, be imagined
that Kanaka was highly spiritual at this time. He simply
regarded the building of temples as a meritorious deed. His mind
was still after war and victory.

It then happened he had a dream wherein he was exhorted by
the Lord to become a dasa. He thought he would rather wage
righteous wars and rule over men than lead a wandering minstrel’'s*

*Readership Lecture delivered at the Madras University.
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unmistakable. Such varnamettus are to be found in compositions
in Pantuvarali, Dhanyasi, Mohana, Saveri, Kalyani, Athana,
Begada, Sahana, Sankarabharana, Purvakalyani, Kuranji, Navaroj,
Bilahari and other ragas. It was the merit of Tyagaraja and other
composers that they further refined and embellished these varna-
mettus in their kirtanas. This cirecumstance accounts for parallel
dhatus in Manasu swadhina and Akshaya Linga. It should not
however be supposed that the work of Purandaradas was only that
of standardization. The Dhatus he improvised in the various ragas
are numerous. In some ragas they are to be found in thousands
each differently conccived. The standardized varnamettus, how-
ever, came in handy for many later composers who easily put
their songs in the ready-made mould. Even here they showed
marvellous skill in fusing the syllable and the svara.

Vyasaraya esteemed Kanakadas so highly that no consideration
of caste or racial prejudice ever impeded the flow of his kindness.
When upon a very sacred occasion Kanakadas was called directly
into the presence of Vyasaraya and given the thirtha or holy
water, his ecstasy and gratitude took the shape of the following
song in Kambhoji and jhampa tala.

WOETH wHIBH FIBERI~0oAT HHHDTHFE VS 00T TS0,
n»eézs S 250T S8 Sban TGH)EY EORTEAS
515'5"".0& ) WORX T 5-BowH L&Sm@ eﬂ%eardioo

‘¢ Badukidenu badukidenu bhava venage hingitu Paduma
nabhana pada dolume enagayitu Haritirtha prasada
jihvage dorakitu, Hariya namamrtava kivi goda gitu,
Hari dasaru enna bandhu galadaru, Hariya sri mudre
abharana vaytu.”’

Echo of these sentiments is not hard to find in the compositions
of many a classic Vaggeyakara.

Like all great reformers Kanakadas was not content merely to
preach to the world in general. He recognised his own community
was so backward and ignorant that it needed immediate enlight-
ment if it was to be saved from spiritual ruin. With a courage
born only of prophets he entered into the strongholds of Kurubas,
denounced their bloody sacrifices and cruel rites, turned them
by the gentle means of persuasive music to worship Hari, the
supreme Lord of the universe. Numerous are the songs he com-
posed for their benefit. He got them to learn the pieces. The
constant effect of singing them made the singers imbibe their
spirit and the change in their outlook was amazing. The Kurubas
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committed theft. The bhakta realized that the punishment was
the penalty for the raillery of the previous night in calling
Venkatesa, Govinda setti, now humbled himself and praised
Govinda in a song beginning
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‘¢ Govinda salahe nannu sada nanda ’’
in which in the first charana all the ten avatars of Vishnu are
described after the manner of Jayadeva’s first ashtapadi. Some of
the sentiments expressed in the other charanas are pathetic and
prayerful in the extreme:
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‘“ Kachuva ketti thanava bidisu Govinda sadguna venba
dhanava thoriso Govinda, ninnadigala nenavante kodu
Govinda idake bada thanave ninnage Govinda."’

the meaning is ‘‘ Let me not hurt by my tongue, give me
virtues all, let me contemplate your feet. Are you too poor
to grant me this? > The result of this appeal was the marks of
.the blow were seen on the idol. The Mahant understood that
the tortured person was the bhakta he was looking for and
ordered that the cloth be given over to the bhakta. Kanakadas
was then treated with great respect and led into the sactuary
that he might worship all alone. He offered his devoted prayers
and sang in Kalyani, in Ata tala the kirtana
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““ Ninnana nénendeno Venkataraya, yenna ni salaha bgku.”’
A kirtana in Mohana and jhampa the pallavi of which is
SB%) IBY o FWrBOSD IR STE8EK HHID 583,

‘“Hari ninna padea kamala karuna dindali enage
dorakiti guru séve Hariye.”’

It is mostly autobiographical and refers to his having been u
warrior chief who led his followers to battle and suffered defeat and
almost death, to his having been turned, of course, by the Lord
from the path of worldly ambition and unkind deeds, to godly ways
and humane service, and to his initiation as dasa by the great
mathadhipati of his times, and finally concludes with a prayer
that he might join the feet of God like the drop of water that
turns into pearl by joining the oyster. He lived for many months
in Tirupati daily worshipping and meditating on Sri Vepkatesa.
To the bhaktas and to the dasas and other singers and composers,
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there is no temple that has greater power to inspire than the one

on the seven hills. Judged from the compositions in use, Venka-
tesa of all Deities claims the greatest common measure ef devotion.’

After visiting many other kshetras Kanakadas came to Udupi.
It was the time when Vadiraja was away on his travels. Kanaka-
das could not get admission into the temple’s inner enclosures,
nor could he on account of his low birth get anywhere near the
window to obtain a view of Sri Krishna. Vexed at his condition,
he bemoaned his birth in a song in Mohana raga and Jhampa tala
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‘ Purva janmadi nanu madida karmadin durvi yola
gé janma talideno Krishna,”’

whiceh contains many a touching and pathetic wail. The line
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‘“ Mutta diru nade yendu jana rellaru yenna,
Attibadi yutta liharo Krishna

must move even a heart of flint. Most of the great bhaktas
appear to have suffered persecution at the hands of their
fellows. In the case of Kanakadas it was his birth that was
the cause;- in the case of Purandaradas and Tyagaraja it was
the courage of conviction. The kirtana ‘¢ Nadupai bali kedaru
narulu ’’ of the latter is a well-known instance. Kanakadas,
indeed, had to put up with insufferable humiliation for being a
Kuruba by birth. Questions about his caste were daggers to him
and always evoked a spirited kirtana by way of reply. When he
endeavoured to get closer to the crowds thay hid the view of Sri
Krishna in the temple of Udupi, he was insulted by again being
asked what community he belonged to that he dared to press on
them. He answers by the following song
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‘* Kula kula kula vennuti vare, kula yavadu nodi satya
sajjanare || P||
Kesarolu tavare puttalu ada tandu, bisijanabha nigarpisa
lillave, hasuvina mamsa dolu disida dsrava, vasudhe
yolage bhusuraruna lillave||. C]|
and concludes by asking to what caste does God belong ¥ What is the
kula of the soul or the senses? Yet he got no chance of seeing Sri
Krishna. Undaunted he stood unmoved and prayed passionately,
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Then suddenly to the stupifaction of all beholders the idol which
was facing east suddenly turned westward to give darsan to
Kanakadas. The Vigraha has ever since maintained its altered
direction. A railing marks the spot where from the dasa worshipped
Sri Krishna and to this day it bears the name of Kanakakindi. A
mantapa also stands where he dwelt. Kanakadasa’s spiritual
eminence was wondered at by all. Yet the prejudice of caste was
so strong that no one ever cared to feed him. Again it was divine
intervention that saved him from starvation. When Vadiraja
returned to Udupi, Kanakadas was shown all kindness and courtesy
and his ecomforts were attended to.

The next important kshetra that Kanakadas visited was Belur.
Though in most eompositions he adopted the mudra ‘‘ Kaginele
Ksgsava >’ yet when he was in Belur, he used for the songs he
there eomposed, the mudra ‘¢ Velapuri Kesava.’”’ For this reason
some of the songs of Vaikunthadas are commonly mistaken for
those of Kanakadas. For instance the kirtana ‘¢ Maguva
Kaneyya ’’ which Vaikunthadas sang in reply to a question from
Vadiraja will be found in some books given as a composition of
Kanakadas. The sahitya of the kirtanas of these composers is
so much alike that other tests have to be applied for distinetion.
In those days in Belur the chief attraction to visitors and second
only to Lord Kesava the presiding deity of the kshetra was of
course, Vaikunthadas. Kanakadas in complete disguise sat in
front of the residence of Vaikunthadas and daily rendered service
to the latter by lighting the way to the temple with a torch. One
day. Vaikunthadas out of curiosity asked the torch bearer who
he was; and out came the reply in the following song
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‘‘ Bantanagi bagila kayuve vaikuntha dasothama dasara maneya *’
and enumerated the various services he would render to dasas.
When in the final charana was heard the mudra of Kesava,
Vaikunthadasa learnt further the stranger was no nother than
Kanakadas. Regretting for the neglect, he entreated Kanakadas to
forgive him. Kanakadas observed it was easy to worship God, but
very difficult to get a chance to serve a great dasa. Their intimate
conversation abounded in words of profound wisdom. Kanakadas
would observe he was a marjara Kisora, whereas his friend was
a markata Kisora, and the latter would reply it was so, for while
he had to seek the Lord, the Lord himself came to Kanakadas.
You will recall in this connection the wellknown kirtina of
Tyagaraja ‘‘ Tanayunibrova ’’ in Bhairavi where both the marjara
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kisora nyaya and markata Kisora nayas are discussed and the
ideas illustrated by striking similes. Tyagaraja asks whether
the Protector will come to the protected or whether the latter
should seek the former. The implication therein is that either
thing may happen. Thus the great composers have the happy
facility of expressing the highest gpiritual truth in a language
of extreme simplicity, Wherever they went they preached the
message of the love of God as the surest means of salvation. It
was natural for the Haridasas to go round the country and visit
the famous temples. Tyagaraja and Muthuswami Dikshitar were
followers of this tradition and sang kirtanas on the deites of the
shrines they visited. There is no doubt that they benefitted
more the people of the kshetras by spiritual enlightenment
than themselves by the merit earned. The sight of the Haridasas
walking on foot from place to place with their tambura or ektar
singing kirtanas, despising comfort and rest, suffering hardship
and privation exhorting people to live a life of truth, virtue and
devotion to God and conveying their teaching through the attrac-
tive means of stirring musie, was perhaps the most inspiring sight
tkat human eye could light upon. The gentle message of their
song had a direct appeal which no heart susceptible to noble
impulse could ever resist. In the moral elevation of the masses of
India, the pgat played by the Haridasas remains wunequalled.
Their services to the cause of music are inestimable. The kirtana
is their forte and precious gift.

At the conclusion of the tirtha yatra Kanakadas came to
Vijayanagar td pay his homage to Vyasaraya. In the mutt there
were people yet who resented the special honour shown by their
chief to the low-born disciple. Vyasaraya to bring them to their
sense again, called them all one, Ekadasi afternoon, gave them
plantain fruits and said they might eat if they could do so unseen
by any. They all hid themselves in some corner or other and
devoured the plantains, Kanakadas however returned the
fruits as there was no spot which was not in the eye of God.
Vyasaraya then told his sishyas what difference in practice there
was between them and Kanakadas. What was a matter of book
learning for them was an actual experience for him. God to
them was a subject of discussion, to him a reality closest to life.

Kanakadas was a true reformer. On the one hand his task
was to elevate the lower classes who were submerged in ignorance
and barbarity, and on the other to fight the prejudices of the
higher £astes. He was eminently- fitted for this dual role. Being
a sudra himself he could command greater influence with men
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of his own community. His piety and self-sacrifice enabled him
to put up a heroic fight against the arrogance of the superior
classes. He would enter the crowds of his fcllow-men, behave
like them outwardly, speak a language they well could know and
with drum and rhythm familiar to them in folk tunes sing songs
like
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“‘ Devi nama dyavaru bandaru bannéré noda bannirg,’’
and by unobtrusive means work his way into their hearts and
fill them with love for Hari, the God of gods. To those who were
proud of their birth he would administer rebukes like those in
the song in kambhoji, jhampa
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“ fula kula kula vendu hodadada diri, nimma kulade nele
yavadu ballira || P ||

Huttada yonigalilla mettada bhumigalilla, vunada vastiga-
lilla pranigalira, guttu kanisabandu hiridenu kiridenu,
gattyagi sarvagnana bhajisero|| C ||

jalave sakalakulake tayallave, jalada kula vyavadu ballira,
jalada bobbuliyante sthiravalla dchada neleya naritu
nivu baliro || C||

concluding that Lord Hari is all pervading and that He alone
should be worshipped.

Kanakadas lived upto a good old age. His last days were spent
in Tirupati. It was now his privilege to enter the sanctuary any
time. On a certain day he went to the temple, fixed his Ektar
and danda on the lintel at the entrance, praised his guru
Vyasaraya and Purandaradas the greatest of them all, joined
hands in worship of the Lord and went in and was not known
to bave come out of the shrine. He had found his Resting Place,

Kanakadas wrote several books of which the chief are Hari-
bhaktisara, Nalacharitra, Mohanatarangini, Nrsimhastava and
Ramadhyaya. But it is mostly by his kirtanas that he is kmown
to the world. They may not possess the high reputation for
musical quality of the compositions of Purandaradas, but the
very simplicity and classic dignity of their melody have even
greater appeal to the masses. Many of his comnositions are so
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like those of his illustrious contemporary that but for the mudra
it will be difficult to distinguish. The musie, language, ideas and
spiritual fervour are to be found in the same measure and
character in both of them. Numerous are the compositions of
Kanakadas which contain thoughts for which parallels might be
found in those of Tyagaraja. A few examples may not be out of
place. In a kirtana in Arabhi beginning ‘‘ Narayana ninna nama
ondirutire berondu inuyakayya ’’ he says, when there is the
straight road in the open plain, why seek the tortuous mountain
path? When there is ambrosial food in the plate, why choose
unwholesome gruel? and so on. Judge for yourself how close is
the resemblance of the ideas contained in ‘‘ Chakkani raja,
margamu ’’ A familiar song in Kambhoji ‘‘ Bhajisi badukelo
manuja '’ praises the feet of the Lord as having performed many
wonders and lines like ‘‘ Sitaye satyalamadi Kulavasali hida
pade ' have great affinity to the line ¢ Rati nati jesina chara-
namu '’ and other lines in a composition in. Saurastra of
Tyagaraja, beginning ‘‘ Vinayamunanu.’’

There is one class of compositions of the Dasas which are in the
natvre of conundrums. A notable example of Kanakadasa’s
padams of this kind is that which begins ‘¢ Maravanunguva pakehi
maneyodage bandide ’’. Just for the interest of it. the substanre
may be given as follows:—A bird that swallows wood is come
into the house, it has one horn but no intestines in the body; it
has three throats, but no nose, like the lame it sits motionless ar.d
eats several kinds of food, its mouth is in the centre and it sings
in different pitches, it is born in the wilderness and its body
breaks in twain, it sustains man in poverty: it plys in the hand
of woman; what is it Kesava? Lest your curiosity should be
taxed too much let me say at once that what is meant is the house-
hold grinding stone. You might perhaps ask what is the rele-
vaney of millstone and why should there be a puzzle for it. The
puzzle is to make men think and exercise their minds and under-
stand thoroughly the grindstone which is the solution of it. When
they have known the character of that yantra they would know
also the natuure of what it symbolises, the universe where all beings
are ground by sin and suffering. So long as they cling fast to
the Lord the centre of all existence, even as the grain does to the
pivotal peg in the middle, they are safe. Once they leave the
centre they are sure to be erushed between the revolving sky and
earth as the grain that moves away, is caught between the stones
and reduced to flour. In this way Kanakadas sang his kirtanas
and through them elevated mankind,



NORTH INDIAN RAGAS AND MELAS.
BY
RoBinDRA LaL, Roy, Calcutta.

(Continued from the previous Volume),

The importance of Arohas has been observed in the last chapter.
Now we shall consider the importance of Avarohas:

If we just invert the first fourteen Arohas we get fourteen
similar Avarohas which also happen to be the most frequently
used in practice: (1) sa Dha Pa Ma Ri Sa. (2) sa Ni Pa Ma Ri Sa.
(3) sa Ni Dha Pa Ma Ri Sa. (4) sa Dha Pa Ma Ga Sa. () sa
Ni Pa Ma Ga Sa. (6) sa Ni Dha Pa Ma Ga Sa. (7) sa Dha Pa
Ga Ri Sa. (8) sa Ni Pa Ga Ri Sa. (9) sa Ni Dha Pa Ga Ri Sa.
(10) sa Ni Dha Ma Ga Sa. (11) sa Dha Ma Ga Ri Sa. (12) sa
Ni Dha Ma Ga Ri Sa. (13) sa Dha Pa Ma Ga Ri Sa. (14) sa
Ni Pa Ma Ga Ri Sa.

Thus very obviously we have 196 combinations of Aroha-avarohas
with the Shuddha svaras and hence the total number of good
Aroha-avarohas in the thirty-two scales should be 32 multiplied
by 196, that is 6272.

It is not threatened that these should be worked out and
practised on the voice but they indicate the aesthetic possibilities
of the Audava and Shadava scales or Melas and also the reason
why the average good musician uses Sampurna Melas in the
Avarohi as a general rule in a very large number of Ragas. It
would be interesting to identify those Aroha-avarohas which have
been used, which are very few, regarding the total number of good
possibilities, and to show that musicians are in no dearth of
materials and Indian music has not really stagnated as it is
believed by those reformists who would insist on giving us tunes
and rhythms which have been rejected by us as too elementary.

The human mind and especially the musical mind has a
mechanically inelined sub-conseiousness and principles of symmetry
and convenience rule the apparently free and unrestrained move-
ments of the voice. The ordinary conscious mind with its
habitual inertia is unable to perceive the mechanical laws of the
mind which control it from the sub-conscious. To know the basic
mechanical principles which "govern us in composition is to
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establish contact (Yoga) between the conscious and- the sub-
conscious layers of the mind, That is indeed what the science
of musie is about.

The established Ragas which retain their greatest hold on the
musical emotions are enduring while the artificial ones though
composed by great effort fail to live. This is exactly the
difference between the mechanical feats and spontaneous expression,
the difference between drilling and dancing. This is the reason
why we do not rush every new variety before there is a spontaneous
expression to justify it. The principle of interpolation is thus an
organic principle where the shape of a tune or melody is retained
but notes slightly altered. There is again the opposite process of
keeping the notes the same while the shape is altered. These are
the two important principles of our musical evolution. It is
probable that the same principles are also important in the
composition of South Indian music at least in so far as the
Régilapa is concerned.

The Aroha and Avaroha however do not ‘give us the tunes but
the possible Tana or phrases which it is the musician’s chief
achievement in a programme to add extemporaneously, not from
memory but by habit. For developing the habit ‘the Aroha and
Avaroha are extremely important and hence they represent the
plan of the Raga though they cannot be identified with scales
strictly speaking as we shall presently see. We may notice the
prineiples of the so-called Genus-species system before discussing
the above Arohas and Avarobhas. The so-called Raga-Ragini
system is not given by the Parijata which gives us a considerably
large number of Aroha-Avarohas we use at present. The Anupa
Sangeetankusha of Pundit Bhava Bhatta who accepts the authenti-
city of Parijita mentions the Shat Purusha Raga, that is the six
male Ragas and their wives (Barangana). The importance of this
authority lies in the fact that he generally agreed with the opinions
of Parijata and Parijata is about the only important authority
which gives us the basic scale (Suddha Mela) in divisions of the
main string of the Veena.

The six male Ragas of Anupasangeetankusha are: Bhairav,

Malavkaushik, Hindol, Deepak, Shree and Megh. It is interesting
that with the exception of Malavkaushik the Ragas are Audava

Ragas.

If we refer to the Bhairava of Parijata which is presumably the
same'as that of Bhava Bhatta (as also evident from his other works
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Anupa Sangeeta Ratnakara and Anupasangeetavilasa) we can see
that the Aroha and Avaroha were: Sa Ga Ma Dha Ni sa, sa Ni Dha
Ma Ga Sa. This Raga is given the following Raginis: Madhya-
madi, Bhairavi, Bangali, Varati and Saindhavi. Now Madhyamadi _
i has Sa Ri Ma Pa Ni sa, sa Ni Pa Ma Ri Sa. It is important to
note that Madhyamadi has a different Ni from Bhairava in
addition to the fact that the Dha and Ga are dropped while Ri
is different. Thus there is no structural or tonal relation between
the two.

On behalf of the authors of the system there is the argument
based on sound Hindu tradition that husbands and wives are not
to be previously related. Thus the Raga-Ragini system is essen-
tially intended to give rise to new Ragas (Putra Ragas) and the
offsprings may justify such union if they are long-lived and
prosperous,

By the above union one should expect a Raga combining the
qualitics of the parents, that is, a Raga with two Nishads, two
Rishabhas, Dha komal and Ga shuddah. Such a Raga does not
exist now though it is possible to compose a good Raga with Sa Ga
Ma Dha Ni sa, sa Ni Pa Ma Ri Sa sa Aroha and Avaroha. The
alternative is to ecombine the Bhairava Avaroha with the Madhya-
madi Aroha giving us Sa Ri Ma Pa Ni sa, sa Ni Dha Ma Ga Sa.
Even this form is not in use. Similar trials with the other wives
of Bhairava would show that the only fertile combination is
between Bhairava and Varati and there are many Ragas in the
Varati Mela (modern Purvi or Kamavardhini) with both
madhyamas.

But the above analysis indicates the futility of the Raga-Ragini
classification which does not classify the Ragas in families of
allied emotions but try to explain certain individual Ragas by
marriages which never took place. The adherents of the Raga-
Ragini classification however do not notice that the Ragas and
Raginis are unrelated with each other; hence for elassifying the
Ragas the same system has to be followed.. The system that has
heen followed by musicians is one of progressive evolution passing
through subtle alterations in form and piteh of notes.

Thus, as indicated in the last chapter, Sa Ga Ma Dha Ni sa
Aroha has given us a large number of Ragas by subtle alterations
in Shruti and interpolation of new nofes in the Avaroha. Since
this form is the most frequently used in nearly all its varjations
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it may be worthwhile studying the Ragas we already hawe in the
North.1

Starting with Sa Ga Ma Dha Ni sa which is generally used
<in the most common of our Ragas namely Khamaj (the Aroha is
however more strictly used in Rageshri which has been gradually
displaced by Khamaj).

Thus we have:
Sa Ga Ma Dha Nisa: sa Ni Dha Ma Ga Sa—Rageshri.
: sa Ni Dha Pa Ma Ga Re Sa—Khamaj.

: sa Ni Dha Pa Ma Ga Re Sa—Aheer
Bhairava.

Now we may anticipate the following simple developments from
the first Aroha-Avaroha in Rageshri: Sa Ma Ga Sa NI DHA? Sa,
DHA NI Sa Ma Ga, Ga Ma N: Dha, sa Dha Ni Dha Ma Ga,
Ga Ma Ga Sa. The principle of Moorchhana still persists in
execution by extending the Aroha beyond the Madhya-saptaka:
DHA NI Sa Ga Ma Dha which is often used as the first Tana
of Rageshri and a very significant Tana and we can call it
Dhaivatadika Moorchhana.

The second Aroha and Avaroha of Khamaj indicate the
following simple developments: Sa Ga Ma Pa Ga Ma Nt Dha Pa,
Ma Pa Ma Ga Ga Ma Ni Dha sa, sa N¢ Dha Pa Dha Ma Ga, Pa
Ma Ga Ri Sa. Ultimately the developments are made as if the
Raga takes all the notes in Aroha and Avaroha: Ga Ma Pa Dha
sa re ga re sa Ni Dha Pa Ma Ga Ri Sa though the fundamental
tune conspicuously drops Ri and Ra, often Pa in the Aroha,

The third Aroha and Avaroha cleverly blends by interpolation
of Komal Ri the emotional appeal of Bhairava with Khamaj
giving us Tanas like: Sa Ma Ga B¢ Sa NI DHA NI Sa. Further
developments use Ri in the Avaroha and in effect the South
Indian Siryakiénta Mela is used through the central tune seldom
uses Ri in the Aroha. Thus such phrases like Sa Ga Ri Ma Ga
Pa Ma Ga R: Sa, Dha Ni Dha Pa Ma Ga R: Ma Ga R: Sa are
used. Thus in North Indian music the Aroha and Avaroha
indicate the central theme but do not rigidly control the move-
ments of the voice and a broad range of emotional variations is
allowed.

1 It would be most instructive if some South Indian writer names
the corredponding Ragas of the Bouth in so far as they exist in practice.

2 All capital notes indicate Mandra-Saptaka svaras.
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From the Khamaj Aroha the change of Ga to Komal Ga
gives us the phrases of Rageshri and hence thé Aroha -is now
Sa Ga Ma Dha Ni sa: sa Ni Dha Ma Ga Re Sa. This is slightly
altered by occasional additions of P2 and Ri in such T#nas like
Re Ga Ma Ga Re Sa, and Pa Dha Nt Dha, but the fundamental’
structure is based on the first Audava-Audava combinations.
In Rageshri the altered Ga gradually gave us the oscillating Ga
which now characterises many of our present Ragas using the
Rageshri Aroha. Also mixed seales like Sa Ga Ma Dha Nt sa:
sa Ni Pa Ma Re Sa have been used giving us Ragas like Rageshri,
Kanada, and Bahar which we shall consider under the Sa Ri Ma

Pa Ni sa group.

From Rageshri the alteration of Dha gives us Malkauns; and
our present Bhairavi by interpolation.

Sa Ga Ma Dha Nisa: sa Ni Dha Ma Ga sa—Malkauns.
: sa Ni Dha Pa Ma Ga Ri Sa—Bhairavi.

Proceeding with another Sa Ga Ma Dha Ni sa form we have:
Sa Ga Ma Dha Nisa: sa Ni Dha Ma Ga Ri Sa—Bhairava.

: sa Ni Dha Mam Ma Ga R: Sa—Lalit or
Lalit-Pancham.

As already indicated in the last chapter the various inter-
polations give us various other scales and Ragas.

The question of finding out six Purusha or Main Ragas is still
seientifically possible to answer.

Shadava Arohas usually are in greater favour with musicians
than either Audava or Sampurna Arohas and even Avarohas. In
any Sampurna scale again there are six possible Arohas and six
possible Avarohas using only six notes: omitting respectively
Ri, Ga, Ma, Pa, Dha and Ni, giving us the following with Shuddha
svaras:

Sa Ga Ma Pa Dha Ni sa, Sa Re Ma Pa Dha Ni sa, sa Ri Ga
Pa Dha Ni sa, Sa Ri Ga Ma Dha Ni sa, Sa Ri Ga Ma Pa Ni sa,
Sa Ri Ga Ma Pa Dha sa.

These Arohas give us the alternative Arohas of Bihag, Mallar,
Bilawal, Sarparda, Chhayanat, Khamaj (the last using Komal
Ni in the Avaroha). It is interesting to note that though Dha is
strictly dropped in the Aroha or Bihag it is used by many good
musicians, hence one has to be very considerate in laying down
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rules. Real art is often a subeonscious compromise between
method and freedom. The alternative forms used by musical
intuition eannot be easily condemned on a basis of artificial rules,
Thus an Audava Aroha of Sa Ga Ma Pa Ni sa in Bihag may -really
~ be regarded as a reasonable variation of the Shadava form.

Now regarding the Avarcha ‘of all these Ragas all use the
Sampurna form sa Ni Dha Pa Ma Ga Ri Sa with of course a
changed Ni for Khamaj, thus the Ragas are distinguished.mainly
by their Arohas with Vakra Téanas used freely in the Avaroha
combining real art with perfect scientific method.

This general rule applies nearly in all our Ragas and there
are mainly ten important Sampurna Avarohas which give us the
ten Melas or Thats of Pundit Bhatkande:

Bilawal with Shuddha svaras.
Khamaj—sa Ni Dha Pa Ma Ga Ri Sa—Harikamboji.
Kafi—sa Ni Dha Pa Ma Ga Ri Sa—Kharaharapriya.
Jaunpuri—sa Ni Dha Pa Pa Ga Ri Sa—Natabhairavi.
Bhairavi—sa Ni Dha Pa Ma Ga Ri Sa—Hanumatodi.
Todi—sa Ni Dha Pa Mam Ga R:i Sa—Shubhapantuvarali.
Bhairava—sa Ni Dha Pa Ma Ga Ri Sa—Mayamalavagaula,
Purvi—sa Ni Dha Pa Mam Ga Ri Sa—Kamavardhini. -
Marva—sa Ni Dha Pa Mam Ga R: Sa—Gamanashrama.
Kalyan—sa Ni Dha Pa Mam Ga Ri sa—Mechakalyani.
Though Pundit Bhatkhande identifies the Melas in ascending
order the inner meaning and logic of his system depends on the
common bases of the Avarohi or descending order. There is
scarcely a single Raga in Hindusthani music which has a Sam-
purna Aroha while many Ragas use notes from different scales like
Khamaj using both Nishads or Kafi using both Nishads and both
. Gandharas. )

=
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Now if we repeat the six Shadava forms in these different
Melas then in Khamaj Mela we have:

Sa Ga Ma Pa Dha N7 sa,
2. Sa Ri Ma Pa Dha Nisa, (v M
3. Sa Ri Ga Pa Dha Nt sa,
4. Sa Ri Ga Ma Dha N¢ sa,
5
6

=

Sa Ri Ga Ma Pa Nisa, K- K
. °*Sa Ri Ga Ma Pa Dha sa.
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Of these the first, and last are used in developing Khamaj, the
second in Goud Malhar. There are two good Archas in:Sa Re
Ga Pa Dha Ni sa, and Sa Ri Ga Ma Dha N7 sa which might have
been used but no Ragas have been composed on these bases and
are used alternatively in Khamaj and Rageshri. The last but one
has not been used but can form a very good Aroha of an obsolete
Raga called Khamchi Kanada.

Similar forms in the Kafi Mela are:

Sa Ga Ma Pa Dha Ni sa usually not used but may be
advantageously used in our Sughrai Kanada. The Audava form
Sa Ga Ma Pa N7 sa is used in the Raga Bhimpalasi the same as
Parijata’s Sampurna Dhanshri.

Sa Re Ma Pa Dha Ni sa: used in the Mallaras, with Vakra
Avaroha. Sindura uses this in the Kafi mela Avaroha.

Sa Re Ga Ma Dha Ni sa: Rageshri sometimes uses this. More
correctly the Aroha of Rageshri Kanada. With the Sampurna
Avaroha our Rageshri of this kind is the same as the Riti Gaud
of Parijata.

Sa Re Ga Pa Dha Ni sa: not used much but may be most
advantageously used in our Dhanashri and with the Vakra
Avaroha of the Kanadas may be advantageously used in our
Nayaki Kanada.

Sa Re Ga Ma Pa N: sa: not used much but may be most
suitably used in our Kafi Kanada with a Vakra Avaroha.

Sa Re Ga Ma Pa Dha sa: not used much but should be the

base of our Sindhu or Saindhavi as distinguished from Sindura.

The Sampurna Aroha and Avaroha are used in Raga Kafi with
variations.

Next we come to Jaunpuri Mela:

Sa Ga Ma Pa Dha Nt sa: may be advantageously used in
Khat. With a Vakra Avaroha it may be used in some of the
Kanadas. Sa Re Ma Pa Dha Ni sa: used in Jaunpuri. Sa Re Ga
Pa Dha N: sa: may be used in some of the Kanadas with Vakra
Avaroha; sometimes used in Khat.

Sa Re Ga Ma Dha Ni sa: not yet used and does not appear
to be of much promise.

Sa Re Ga Ma Pa Ni sa: should be the Aroha of Gandhari
which now has no distinetion with Jaunpuri,

M-8
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Sa Re Ga Ma Pa Dha sa: should be the Aroha of Anand
Bhairavi not much used at present.

The Sampurna Aroha is used in Durbari Kanada.

Next the Bhairavi Mela:

Sa Ga Ma Pa Dha Ni sa: used in the Bhairavi-Dhanashri and
also in Bhairavi in the usual hackneyed form.

Sa Ri Ma Pa Dha Ni sa: Asavari has this form.

Sa Ri Ga Pa Dha N+t sa: Bilaskhani Todi.

Sa Ri Ga Ma Dha Ni sa: Not used; may be used in Kaunsi
Kanada.,

Sa Ri Ga Ma Pa Ni sa: Sometimes called Bhairavi Todi with
the straight Sampurna Avaroha.

Sa Ri Ga Ma Pa Dha sa: with the Sampurna Aroha including
Ni is used frequéntly in Bhairavi with Sampurna Avaroha.

Bhairava is the next Mela:
Sa Ga Ma Pa Dha Ni sa: Kalingda,
Sa R: Ma Pa Dha Ni sa: Jogiya may use it though it drops
Ni in the Aroha which is unnecessary making an artificial
restriction,

Sa Ri Ga Pa Dha Ni sa:'Bibhas (Shadava-Shadava), the
same notes being used in the Avarcha.

Sa Ri Ga Ma Dha Ni sa: Should form the base of Gouri.

Sa R: Ga Ma Pa Ni sa: Should be the base of Bhankhar
which has not definite Aroha-Avaroha.

Sa Ri Ga Ma Pa Dha sa: used in developing Gouri and has a
similar emotional effect.

The above five Melas are the five basic Shuddha Madhyam Melas.
As we shall sce in due course the above Shadava Arohas have
given us by interpolation those Melas which fall outside these ten
parent Melas. Thus from the artistic as well as the scientific
point of view the ten Melas should be enough for a basic classifica-
tion of all Ragas vielding good tunes. It would be interesting to
study the eompositions of South Indian musie on this basis.

Beginning the Teevra Madhyam Melas in the reverse order:
Kalyan Mela has the following Shadava Archas:
Sa Ga Mam Pa Dha Ni sa: Maru Bihag using the movements
of Bihag on the Kalyan Mela.
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Sa Re Mam Pa Dha Ni sa: Shyam Kalyan taking Shuddha
Ma in Avaroha. .

Sa Re Ga Pa Dha Ni sa: with the Kalyan Avaroha gives us
Imani-Bilawal.

Sa Re Ga Mam Dha Ni sa: Iman.

Sa Ri Ga Mam Pa Ni sa: Not yet.used but is promising.

Sa Ri Ga Mam Pa Dha sa: Not yet used.

There are many Ragas like Kedar or Hameer using both

Madhyams these should be treated under the Vakra or twisted
Ragas which take Avaroha from Shadava or Audava Melas.

Next is Marva (Gamanasrama):

Sa Ga Mam Pa Dha Ni sa: Purva Kalyan (also the Sampurna
form).

Sa Re Mam Pa Dha Ni sa: Maligaura should have this Arohi;
it has none at present. Sa Ri Mam Pa Ni sa is a useful variation.

Sa Ri Ga Pa Dha Ni sa: Not used but may be used as the
Aroha of Jayat or Jait whose Audava Aroha Sa Ri Ga Pa Dha sa
unnecessarily drops Ni,

Sa Re Ga Mam Dha Ni sa: Marva.

Sa Ri Ga Mam Pa Ni sa: As an alternative Aroha for
Maligaura using both Dhaivatas.

Sa Ri Ga Mam Pa Dha sa: Not used.

The next Purvi (Kamavardhini) :
Sa Ga Mam Pa Dha Ni sa: Used in its Audava variation
dropping Ni in Jetashri.
Sa Ei Mam Pa Dha Ni sa: Used in Shree dropping Ni in
Aroha.
Sa Ri Ga Pa Dhae Ni sa: Malavi and Purva-Dhanashri.

The Audava form Sa Ri Ga Pa Ni sa: is used in Shree Tank
(or Tanki).
The Audava form Sa Ri Ga Pa Dha sa: is used in Bibhas and
Reva hence the latter is reasonably obsolete.’
Sa Ri Ga Mam Dha Ni sa: Vasant.
Sa Ri Ga Mam Pa Ni sa: Not used.
Sa Ri Ga Mam Pa Dha sa: Purvi.
Sa Ri Ga Mam Pa Dha Ni sa: is used in Paraj,
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The next Todi Mela (Shubhapantuvarali) :
Sa Ga Mam. Pa Dha Ni sa: used in its Audava variation in
Multani with Dha dropped.
Sa R: Mam Pa Dka Ni sa: Not yet used but has promise.
Sa Ri Ga Pa Dha Ni sa: Used alternatively in present Todi.
Sa Ri Ga Mam Dha Ni sa: used mainly as the base of Todi.
Sa R Ga Mam Pa Ni sa: Not used but may form the base of
one of the disputed Todis.
Sa Ri Ga Mam Pa Dhe sa: May be used as the Aroha of
Todis using Komal Nishad in the Avarohi.

As already indicated in the last chapter each of these Shadava
Arohas may use the Sampurna Avaroba from one of the ten
basic Melas or get a fresh scale by changing the omitted note:
for instance

Sa Ga Mam Pa Dha Nisa: sa Ni Dha Pa Mam Ga Ri sa
sa Ni Dha Pa Mam Ga Ri Sa

the latter being the Simhendramadhyama of the South.

Thus we get sixty different Arohas combined with ten basic
Avarohas and almost all have been successfully used and those
which have not been used are promising. Thus one Avarchi Mela
has to its credit six Arohas and it is possible to classify the basie
Ragas with these ten groups. Hence there are two distinct ways
of regarding the character of the Raga: first as a basic form of six
notes with interpolations for the Avarohi or with progressive
changes of notes one at a time with regard to pitch (sruti) or
both. It is probable that musicians have been influenced by all
these methods in composing Ragas.

Now the above classification is however not complete in
principle. Though Sampurna Avarohas have been used in many
Ragas there are some very powerful Ragas which do not use
Sampurna Avarohas as for instance the Kanadas and the Mallars

and the Sarangs.

Of the fourteen Avarohas given above the following are used
as powerful bases:

Sa Ni Pa Ma Ri Sa, and sa Dha Pa Ma Ri Sa. They are not
modern bases but as already indicated the first was the base of
the Natas while the second was the base of Meghs Mallar in
Parijata. The modern Sarangs have their bases in Ni Pa Ma Ri Sa
though the svaras are variations within the allowed limit. Even
in Parijita’s time this principle existed and also perhaps in the
time of Ratnakara and the custom of naming notes with the same
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denominations within a certain range must be very old and shows
that we got our scales from tunes and not tunes by, first
m.echa.plca.lly dividing the Veena string with twenty-two frets.
The Raga Mallari of the Parijata for instance uses Komal Ri and
Komal Dha but retained the form Sa Ri Ma Pa dha sa like Megha
Mallar thus justifying the name Mallari. This however was a
variation too far stretched and hence the Raga did not survive
while other variations with emotional consistency were invented.

Now the Sarangs have the following variations:
sa Ni Pa :Ma Ri Sa: in Brindabani Sarang (originally).
sa Ni Pa Ma Ri Sa: Madhamad Sarang.
sa Ni Pa Mam Ri Sa: Sudh Sarang where the Shuddha Ma is
added for mere convenience of singing.
Variations with Komal Ri are not used and would be stretching
them too far.

Now the Kanadas have the same base but with Vakra svaras
added in between Ni Pa and Ma Ri. Thus the form sa N:¢ Dha
Ni Pa Ma Ga Ma Ri Sa must always be used and Tanas like
sa Ni Dha Pa or Ma Ga Ri Sa cannot be allowed and never used
in the Kanadas. As the base of the Kanadas the Madhamad is
used :

Sa Nt PaMa RiSa: sa Ni Dha Ni Pa Ma Pa Ga Ma Ri Sa:
Durbari.
: sa N: Pa Gh Ma Ri sa: Adana.
: sa Dha Ni Pa Ga Ma Ri Sa: Sughrai,
: sa Dha Ni Pa Gea Ma Ri Sa: Khamachi.

Obviously these are the four basic variations and others have been
invented by combining these Avarohis with different Arohis:
Sa Ga Ma Dha Nt sa: sa N¢ Pa Ga Ma Ri sa: Bahar.
Sa Ri Ga Ma Dha Ni sa: sa Dha Ni Pa Ge Ma Ri Sa:
Rageshri-Kanada.
Sa Ge¢ Ma Dha N¢ sa: sa Dha Ni Pa Ga Ma Ri Sa: Kausi-
Kanada.

Thus it is possible to see that, if we consider the various possible
variations in Ga Ma Dha Ni sa as before, many good Kanadas are
obtainable. They have not yet been composed and the number
in actual use is said to be eighteen; yet no musician ecan
demonstrate more than six and even then find painfully un-
important combinations as distinctions without being able to show
different Arohas and Avarohas which if they had proper
kmowledge of the Svaras they would easily find. .
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PURANDARA DASA (1480-1564 A.D.)
BY

M. MaR1APPA BHATT, M.A.,
Head of the Kannada Department, University of Madras.

India has been rightly called the ‘ Punyabhumi '—the land of
virtue, beauty and prosperity. When during the ages before the
Christian Era, the world for the most part was plunged in
barbarism, our country held the torch of learning high and bright.
This country of ours has given birth to various religions, several
great systems of philosophy and a galaxy of leaders of thought
and action, culture and learning, who had sacrificed all their
earthly belongings to realise the mysterious ways of the Lord.
The Rishis of old, Buddha, Jina, Sankara, Madhava, Ramanuja,
Basava and the authors of the Tevaram, the Alwars, the Siva
Saranas, the Haridasas are some of the high souls that have
bequeathed to us a rich legacy of which we can be very proud.

I propose to say here a few things about the Haridasas of
Karnataka in general and Sri Purandara Dasa in particular.

Who are these Haridasas? What do they stand for? What is
their system known as Bhakti movement? The Bhakti movement
is very ancient, Narada being the first of the Haridasas known to
the Puranas; in his wake followed a host of Haridasas. ‘‘ Bhakti-
bhava ’’ (the emotion of devotion) has been there, since the
beginnings of humanity, since the ereation of the rational being
called ‘man’. The Lord’s wonderful ereation consisting of the
earth, the stars, the moon, the sky, the waters, the birds of the
air and the beasts of the field must have filled the first man with
awe and wonder. He must have seen the terrible destructions
and the beautiful constructions brought about by that Almighty
God and this experience must have motivated him to kneel down
before that mysterious Power, God, and pour out his heart in
praise of the Lord, so that He might not harm him but might
protect him and make him prosper. The Vedas, Upanishads,
Vacanas, Tevaram, Kirtanams, Divya Prabhandhams and a host
of such other literatures are nothing but the ° out-pourings of
devoted souls.” In his quest after God, man has performed
an infinite number of experiments and Karma, Jnana, Dhyana,
Bhaktlmarga are but the many traces that he left behind.

"An address delivered on the Purandaradasa Day at the Music
Academy in 1943, R L
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In the Bhaktimarga, the emphasis is on the Emotion. However,
it is impossible to have Bhakti without Jnana, Kriya ete. Of all
the cults the Bhakti cult is the most popular. With regard to
that there are no rigid restrictions. Any person of any sex or
caste, at any time, and in any manner, may sing the praise of the
Lord. ¢ Pure Love’ for the Lord is all that is needed of the
individual Bhakta. Though the prescription seems simple, and
many have taken to the Bhakti marga, only few have succeeded
in reaching the goal. For it is very hard to have detach-
ment from the world or to bestow great and unalloyed Love on
the Lord. We find that even the great Saint Purandara Dasa
was denied the privilege of the sight of the Lord, so long as he
was not completely free from avarice and anger. He could have
the divine vision only when he was able to live in the world and
yet be out of it.

We find almost all the great Haridasas having certain common
features about them. There is some uniformity in their teachings
and interpretations as could be seen from the Kirtanas; they live
as they teach and teach as they live. They are mysti¢s in the
real sense of the word and have experienced divine grace. They
all attach the greatest importance to Guru Mahim3i, as only a true
Guru who has realised God, will be able to guide them in the
right direction. Hence there is likely to be a family resemblance
in the manner of their exposition, although each Haridasa has
left an indelible impression of his own individuality in his
works.

The following are some of the general characteristics that ean
be observed in the musings of the Haridasas: (i) Guru Bhakti;
(ii) Bhakti Mahima; (iii) Nima Mahima; (iv) Arta Bhiva;
(v) Vairagya; (vi) Santa Bhava; (vii) Dasya Bhava; (viii)
Sakhya Bhava; (ix) Vaitsalya Bhava; (x) Madhura Bhava;
(xi) Samarpana Bhiva; (xii) Sakshatkira; (xiii) Siddha Bhava.
They all believed that Mukti (Salvation) was the maid of Bhakti.

The period between the 13th . and 18th centuries of the
Christian era could be considered as the Golden Age of the Hari-
dasas of Karnataka. Sri Narahari Tirtha (1281) is considered to
be the first Haridasa of Kannada. After him we have an illustrious
following. During this period there was a vast output of Bhakti
literature in Kannada, the like of which never was, and Hinduism
received a great impetus. Among these noble Messiahs of God,
Purandara Dasa occupies an unique position. Though he vecupies
chronologically the fourth place in the Dasa Kiita his influence

M--10
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has been the greatest. It is he who earned the foremost place for
Bhakfi literature in Kannada. He is a great pupil whose glory
is sung by the master; Vyasa Raya, his guru, declared Purandara
Dasa as the Dasa. This is no ordinary certificate. Purandara
Dasa was born in the year 1480 in a village near Poona. In his
early life he was a banker, (Krishnappa Nayaka, by name) who
was the inearnation of greed. Though he was the Avatar of
Narada he had forgotten the mission for which he was sent and
Lord Krishna was required to bring him to his senses. The story
of his wife’s nose-ring, its strange appearance in the bowl ‘of
poison, the presence of the Lord felt by his wife, Saraswati Devi,
were enough to light the spark of godliness in him. There was a
metamorphosis in him. He broke into divine music and from
that moment till the end, his life of 84 years, there flowed from
him immortal songs on the Lord, songs in which we find Religion,
Philosophy, Truth, Beauty, Poetry and Musie, songs which give
ample food for the intellect and the heart alike. Tt is said that
he composed about four lakhs and seventy-five thousand verses
and what is published and known so far is only a small fraetion
of that large number. There may be many unexplored
manuseripts of his Kirtanas lying in some corner, unseen and
uncared for, serving as food for the moths and worms.

Purandara Dasa has not played philosophical fireworks. The
majority of his productions have transecended the barriers of
narrow sectarianism. They possess a universal value. Those
wonderful Kirtanas radiate waves of the divine love which cause
similar waves in the hearts of everybody irrespective of caste
or creed. He was a mystic and his path, of emotion rather than
that of intellect. By his sweet music and great teachings, clothed
in simple Kannada, he revolutionised the Hindu Religion. What
had hitherto remained a sealed book to the ordinary man now
became accessible and palatable to him due to the genius of
Purandara Dasa. His service to language and religion was like
that of Basavesvara. In fact it was a new era in the uplift of

the masses.

Incidentally it may be stated here that the Haridasas of
Karnataka succeeded in no small measure in propagating religion
and culture among the entire Karnataka country through their
melodious and popular Kirtanas as their predecessors, the Veera-
saiva mystics did by their soul-stirring and popular vacanas.
One school of mystics supplements the other and Kannada
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Literature would have been the poorer without the contribution
of both.

The music world looks upon Purandara Dasa as the ‘‘ Father
of Karnataka Music.”’ The Great Tyagaraja and many later
composers have sung his praise—a testimony to prove that )
Purandara Dasa’s glory as a master-musician had transcended
all the geographical and linguistic barriers. He has given us a
variety of musical compositions ranging from the simplest to the
most complex. It is a great pity that some of his compositions
such as Stladi and Ugabhdoga are not so popular with the musi-
cians of the present day, most of whom are not conversant with
the correct way of rendering them. It will be a great service
to Karnataka music and a tribute to the memory of the great
musician-saint Purandara Dasa, if knowing musicians come for-.
ward in larger numbers and familiarise themselves with his
numberless Kirtanas and restore them to their deserved place of
honour.

The student of Kannada language can benefit much from a
study of these Kirtanas inasmuch as they represent the develop-
ment of the Kannada language, in the 15th century. Purandara
Dasa moulded the Kannada language to suit his genius, by,
importing into the language a host of simple colloguial words
and phrases without lowering the dignity of the composition in
the least. We find a host of New Kannada words where ¢ ha’
has taken the place of ‘ pa ’, consonant-endings of words changed
into vowel-endings, conjunct consonants separated by the intro-
duction of vowels between them. Several loan words such as
khodi (evil disposition) and Tettisa (33) from Marathi have erept
into his vocabulary.

Before closing this short account, it may not be out of place to
quote a few brilliant lines from Purandara Dasa:—

(i) Purandara Dasa was not a fanatic. Though a Vaishnavite,
he did not decry other sects :—

(a) He says that ‘‘ he who commits offence against Hara
and Guru shall descend into the Raurava Hell.”’
Hara-guru droha miadida paravadiyu
Raurava narakadi muluguvade siddha.
(b) He has sung the glory of Lord Siva in a beautiful
composition (Nadanimakriya Raga, Adi tila)—
Kande Karuna nidhiyd Gangeya
Mandeyolitta doreya
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Rundamale siriya nosalolu

Kunda gannina bageya || Pallavi |
Gajacarmambarana Gowrivara Jagadiswarana

Trijaganmohanana Tripurantaka Trilocanana || 1
Basita bhiisita Harana Bhaktara va$adolagirutihana
Padupatiyenisuvana vasudheli $asisékhara Sivanal| 2

Kappu korala Harana kandarpana pita sakha Sivana
Muppuragelidavana munisu sarpa Bhusana Bhavana|| 3
Kamita phalavivana Bhaktara prémadi salahuvana
Ramandma smarana Ratipati kimana samharana|| 4
Dharege Daksina Kasiyenisuva Pura Pampavasi
Tarakavupadési Purandara Vithala Bhaktara Posi|| 5

(ii) He is a great satirist. He ridicules those who make a
show of orthodoxy thus:—
Pirviraga, Mattatala.
Udara vairagyavidu namma
Padumanabhanalli lésa Bhakuti illa ||
Udaya kalada leddu gada gada naduguta
Nadiyolu mindevendu higgutali
Mada-matsara-krodha olage tumbittukondu
Badiyaligiddavarigaécarya toruvadul| 1
Kanengédrara bidaradandadali
Kanen hittali pratima nerahi
Mincalenuta bahu Jagétigalane hacci

Vancaneyali ghana piije maduvadu]| 2
Karadali Japamani Bayali mantravu

Ariveya musuku morege haki

Parasatiyara guna smarisuta anudina

Parama Vairigyasiliyendenisuvadu—ete,. 3

(iii) Throughout he employs splendid maxims and figures of
speech which testify to his being a keen observer of things around
him :—

(a) The body perishes but fame alone remains.
Alivadu kaya ulivudondé kirti.

(b) If the cow is crooked, is the milk erooked?
Akalu donkddare hilu donke?

(¢) Pine away like the rat that ate the lizard.
Halliyanu tinda iliyante koraguvadu.

(d) Dare ants go near fire!
Kiccige iruve muttuvade?
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(e) Can the dust-storm raised by a horse envelope the sun?
Dhalili kudure vayyaradi kuniyalu i
Dhiilu raviya méle musukuvade?
(f) All toil for a morsel of food and a span of clothing.
Ellara maduvadu hottegigi-génu-battegagi.
(g) What is the good of keeping Neem with Jaggery?
‘What is the good of giving milk to a snake?
Bévu bella dolida 1énu phala nitya
havige hialeradénu phala?
(h) Can a donkey enjoy the fragrance of the load of musk
it carries? !
Katte ballude hotta katturiya parimalava?
(i) Can a louse enjoy the fragrance of the flower on

the head ?
Hénu ballude mudida hiivina parimalavaf

(j) Can a dog distinguish the different kinds of tunes.
Swana ballude Raga Bhédangala?

(k) Can a dumb fellow narrate what he dreamt?
Héla ballane muka kanasa kandudanu?

(iv) His poems are interspersed with the great teachings of
Hindu Seriptures.

(a) e.g. You can become an atom.
You can become the biggest.
You can become both.
You can take form.
You can take no form.
Anuvaga balla mahattiga balla
Anumahatteradondagaballa
Rupavagaballa artpavigaballa
Riipa ariipa eradondigaballa
Vyaktanigaballa avyaktanagaballa
Vyakta avyakta eradondigaballa

(b) ‘‘ Be in the world and yet be out of it ’’—is the key-
note of his teachings. This is only a true reflection of the central
theme of the Bhagavadgita.

Ira béku Iradirabéku, Samsiradi Janakiddi Raja
Rshigalante.
(¢) Dust thou art and to dust thou returnest.
Mannininda kaya manninda.
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(v) A study of the Kirtanas takes us through the various
stages of the Désa’s mind:

Attachment to all worldly things brings in all kinds of
afflictions (Tapatrayas) and the true Bhakta turns to the Lord
and fervently appeals to him thus: ‘O Lord, seeing me thus
suffer, why do you forsake me? ’’

Kandu kandu yenna kai biduvare Pundarikaksa.

Still God is far away. He feels the separation very much
(Vyakula Bhava) and then with an inborn admiration to the Lord
he sings his praise, his soul is ennobled and he feels the
manifestations of the Lord. He enjoys with the Lord personal
relationships such as the Dasya (servant), Sakhya (friend),
Vatsalya (tender love) and Madhura (sweet love).

Purandara Dasa bursts out thus:
(i) ¢ O! Lord, make me a servant of yours.’
Dasana méadiko yenna, Swami. ...
(ii) Take oath that I shall not think of any other and that
you shall not abandon me.
Ninna bittu anyara bhajisidarenage ane, Ranga
Yenna ni kai bittu pddare ninage ane.
(ili) Why call you the.Merciful Lord? I have no confidence
in you,
Karunskara ninembuvadyitako Bharavasavillanage. ..
(iv) O! Ranga don’t go beyond the doorway. Haribhaktas
may kidnap you.
Pogadirelo Rango bagilindacege
Bhagavataru kandaretti kondoyvaro|

Then comes the stage when he resigns himself to the Lord
and feels so confident.

(a) To those who know the Lord Purandara Vithala where
is Papa and Punya?

Celva Sri Purandara Vithala Riyanna
Ballavarigellihudo Papa-Punyada lépa?

(b) What do we care about the pleasure or displeasure of
others when we have joined Him that reposes in the
Kgirasagar.

Yiru volidarénu namaginyaru munidarénu
Kgirasagara Sayiyadavana séridantha Haridasarige.
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Then the Grace of the Lord will come to him and through that
true knowledge which will lead him to salvation.

Thus we see that the Kirtanas of Purandara Dasa, the jewel of
the Dasa Group, are a mine of musie, religion, philosophy and
literature; undoubtedly he occupies a position among the foremost
poet-mystics of the world.

THE CHIEF OF ICHALKARANJI.
A GREAT PATRON OF INDIAN MUSIC.

Prof. G. H. RaNADE, Fergusson College, Poona.

The Music Academy of Madras was justly proud of having had
on its list of Life-members the name of the late Shrimant Narayana
Rao Babasaheb Ghorpade—the chief of Ichalkaranji, the Golden
Jubilee of whose benevolent rule recently celebrated here in
Maharashtra with great rejoicings, has unfortunately heen so soon
followed by his sad demise. By his wise administration and
benevolent rule, he had won the respect and affection of all
his subjeets and by his proverbially generous help and adviee to
all deserving persons and institutions both in and outside
Maharashtra, had become a nation-building institution in himself.

Shrimant Babasaheb was verily a prince among the princes and
was a great patron of learning and fine arts. Music in particular
was his very flesh and blood as it were. He had in his serviee
famous musicians like the great Balkrishnabuwa of Gwalior-fame
and during the last fifty vears, hardlv a week must have passed
when some musician like the great Abdul Karim Khan was not in
request at his Court. His donations to music institutions have
been big and many, and some of the best books on Indian Musie
could see the light of the day only through his generosity. His
State conducts a free Music School open to all, with provision
for imparting the highest and the best of music on perfectly
seientific and modern lines.

In his private life he was very striet and simple. In the midst
of many other engagements private and publie. he serupulously
performed the dailv round of prayvers and duties of a pious and
believing Hindu. He was seventy-one when he died.
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T. V. SusBa Rao

It is now 96 years since the mortal remains of the immortal
composer were enshrined at Tiruvayyar which has thereby become
the Benares of the music pilgrims of the south. The magnificent
development of Sangita in these years, unparalleled in the achieve-
ments of other arts, is in the largest measure due to the genius
of him whose glory we are here gathered to celebrate. We love,
indeed, to hear a variety of composers, only, however, to find that
there is something in the songs of Tyagaraja which distinguish
them as a class by themselves. They have an irresistible appeal
to our inmost being and we are unconsciously moved to tears
of ecstasy.

It is a unique feature of his personality that he may be esteemed
in any sphere of life and yet be found to take his place in the
foremost rank of its greatest men. You may regard him as a
poet and he will stand comparison with Homer and Valmiki.
You may put him in the company of the sages of the Upanishads,
and his lustre is no less than theirs. You may value him as a
prophet delivering the message of love, service and sacrifice, and
he is the compeer of Christ and Gautama. You may consider
him as a reformer of social abuses and his zeal is equal to that
of the natural leader of the suffering masses of India. As a
composer he is one without a second, the day-star in the firmament
of sangita. The barest mention of his name has an elavating

influence on us.

Those who feel that true poetry consists not in the metrie
formality of verse but in the beauty of ideas happily expressed,
will readily agree that Tyagaraja occupies a place of honour among
the great poets of the world. Imagination is the supreme gift
of the poet which transforms familiar objects into fancied shapes
of beauty and presents them to our delight and enlightenment.
The mind of the poet broadened by sympathy becomes co-exten-
sive with nature and no mystery can be hidden from its view.
Could any poet lesser than Tyagaraja have given us that fascinat-
ing picture of Rama in ‘‘Nada sudha rasa’’ wherein he is deseribed
as the incarnation of the ambrosial sweetness of sound, his bow
as the raga, the seven bells as svaras, the arrows as sahitva, the
varied (circumstances of action as sangatis and the worship of

* An address delivered at the Academy on the occasion of the
Thyagaraja Day celebrations.
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Him ag the great blessing in life; or the sustained comparison
in ‘‘ Banturiti ’> where the composer likens himself to a retainer
and elaborates the description in striking details. He who is not
thrilled by the similitude of ‘‘ romancha ’’ as weighty armour
must be dull to all that is emotional in poetry. Think of the
simple charm of ‘“ Rama nisamana '’ where Rama is pronounced
to be matchless, not for being the greatest hero, not for his
glorious reign of a vast empire, but for possessing the love of the
most devoted wife and sweet submissiveness of loyal brothérs.
Nothing short of the most daring poetic genius could have had
the courage to give us this evaluation of Rama’s worth. The great
merit of the poetry of Kalidasa is said to be manifest in his
similes. In the text of Tyagaraja’s songs this figure of speech
will be found to exist in equal if not greater profusion and eharm.
Many examples of it are Homeric in picturesque grandeur and
wealth of detail. In effect they are as profound and telling as
the best found in any literature. In lyrical exuberance few
poets can outshine Tyagaraja. In every one of his pieces the
music seems but an echo to the seat where love is throned. The
songs are brimming over with the highest of all sentiments, the
sringara rasa, in his limitless love for Rama; and the seven seas
appear too small to hold the overflow of his mighty heart. In
the use of suggestive epithets he is as delicious as Kalidasa and
as profound as Shakespeare. In describing Vibhishana as nissanks
he lets us fancy the heroie conclusion of a mental conflict between
earthly ties and supreme duty. Instances like this are a legion.
He is a poet of the noblest rank. He did not choose the form of
verse. He did better. He married his words to immeortal musie.

The Kirtanas of Tyagaraja abound in the basic truths of Hindu
religion and ethies. It is no extravagant praise that exalts them
as Tyagopanishad. They refleet every school of liberal Indian
thought, put the wisdom of the sages in a nut-shell ang present
the beauties of the epics and the seriptures in intelligible compass.
Above all they admonish intellectual vanity that grace of God
is the only means of attaining the enternal bliss of knowledge.
‘¢ Kaddanna variki,”” ‘‘ Tatva meruga tarama,”’ ‘‘ Emichesite
nemi ’’ are a few well-known songs of a class which interpret his
outlook on the problems of life. Some of the terse and significent
sayings they contain have passed into proverb. Some pieces like
‘“ Rama bana ’’ and ‘‘ Adamodi’’ are little epics in themselves.
Tyagaraja is the only composer of the south whose kirtanas can
bear translation into any language and be enjoyed in different
tongues. '

M—11
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His role as a prophet entitles him to the veneration of all who
love sincerely and hate cant, who exalt truth and virtue above
rites and ceremonies, who cherish inward purity of mind as dearer
than pomp and parade of religion, who value an humble and
feeling heart more than a wilderness of learning. His * Teliya
leru rama,’’ *‘ Manasu nilpa ’’ and ‘‘ Dhyaname »’ are typical of
his outburst against the hypocrites of religion. His emphatic
condemnation of jivahimsa in the performance of sacrifices could
not but subject him to persecution by formalists against whom he
breathes a mild protest in ‘‘ Nadupai.’”’” He cautions the crazy
world against unavailing research into doetrinarian perplexities
and exhorts them by parables and allegories to love the Lord and
earn His blessing.

His myriad-mindedness conceives with all the intensity of reality
every possible state and condition of man and translates the
experience into songs of imperishable beauty. These are the solace
and hope of suffering humanity. ‘¢ Etula brotuve,”” ‘¢ Ranidi
radu,”’ ‘‘ Tana midane ’ and ‘‘ Kaligi yunte ’’* are representative
of these pieces. Life even for the most favoured has more misery
than happiness. Thus the prince and the peasant, the learned and
the ignorant, the prosperous and the wretehed will all find them.
selves mirrored in them; for there is none too great or too small
to escape toil and trouble, pain and sorrow, disillusionment and
disappointment which if they come in battalions to some, yet at
least come single spies to others. The pieces contain thoughts too
deep for tears. But are not the sweetest songs those that tell of
saddest thought?

It is, indeed, as a eomposer that the admiring world knows him
best. In the domain of musie the quality of universality is entirely
his,' even as it belongs to Shakespeare in literature. His all-
embracing mind fancied the possible ideas of beauty in sound
and presented them in the form of kirtanas. They range from
the plainest divyanamas to the most elaborate pancharatnas.
The extreme simplicity of some of them has perhaps bewildered
a few critiecs. They little know the divinity that lurks in childlike
innocence. Simplicity is an attribute of universality. Even to
understand this, the mind has' to be leavened with sympathy. To
quote Tyagaraja himself ‘‘ Anuragamu leni manasuna sugnanamu
radu ’’. His divyanamas are in many cases refined versions
of folks songs and melodies.

In hig creations every familiar type of composition masquerades
as kirtana. Some of them are in substance unsophisticated gitas.
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Songs like ‘‘ Najivadhara ’’ and ‘‘ Sundari nidu '’ partake of the
character of tanavarnas. ¢‘ Kshirasagara’’ and ‘¢ Emineramu *’
resemble padas of Kshetragna. ‘‘ Endukaugalintura '’ and ‘‘ Bada
lika ”’ are illustrative of the javali mood. The pancharatnas are
master-pieces of the highest art and are in the nature of compact *
pallavis. A large proportion of his compositions, however, are
kirtanas in form and spirit and incorporate the best elements of
gita, thaya, prabandha and alapa of olden times, with the result
that these archaie types have become largely eclipsed. His inven-
tion and faney are so prolific that he could compose numerous
songs in the same raga and make each present a fresh phase of
melody. You could hear all of them and each a thousand times
and never know love’s sad satiety. The appetite would seem to
increase by what it feeds upon.

His compositions are ¢ bhavabharita ’. The music harmonizes so
well with the ideas, that it suggests by itself when rendered on
an instrument the significance of the sahitya. Movements of the
body, moods of the mind and even the atmosphere of situations
described, are reflected in note groupings and the phrase contex-
ture of music. Of the sense of song, the sound and music seem a
perfect echo.

In the improvisation of new modes his achievement leaves us
wonder-stunned. The magic of his invention produces countless
shapes of beauty. It may be that every one of them cannot be
deemed to possess all the essential attributes of familiar ragas,
but the melodic form in the pieces remains unimpeachable. It
is the separate rendering of the melody detached from the com-
position that is apt to make the novice trip. Few are competent
to sing it as raga who have not mastered the secret which gives
it individuality. The subtle microtonal variation of notes, the
stress of vitalizing svaras, the formation of phrases and the
linking by appropriate gamakas which impart distinction to a
new mode are possible of achievement only to a supreme genius.
You may examine ‘‘ Vina nasa ’’ and ‘‘ Santamu leka ’’ side by
side. There is no difference in the notes used; yet there is a clear
difference in their melodic complexion. Who but Tyagaraja ecould
work this miracle?

His tastes were most catholic. He loved the northern system
of music intensely. His admiration took practical shape in com-
positions like ‘‘ Manamuleda,’’ ‘‘ Nagumomu '’ *‘‘ Anathudanu
ganu ’’ and many others. His keen appreciation of westgrn musiec
produced similar results. ‘‘ Raminchuvaru,’’ the compositions in
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Kuntalavarali and Navarasakannada are translations into carnatic.
music .of the findamental beauties of western symphonies. With
him it was not a question of borrowing but assimilation; and the
result did no violence to that system of which he was the greatest
exponent.

One important change he introduced into ecompositions was the
freedom of movement. Melody was no longer to suffer under
the iron grip of rigid rhythm. It is perhaps to ‘‘ untie the
hidden soul of harmony ’’ that he employed the flexible adi tala
in a greater measure. In the appropriate parts of his pieces 'he
left ample elbow room within the limits of the avartana to allow
scope for the free play of imagination.

That merit which establishes the undisputed sovereignty of
Tyagaraja in the commonwealth of music is his institution of
sangatis with which he endowed his compositions. We who are
now so familiar with phrase variation can hardly realize the
magnitude of the change. It effects the most harmonious synthesis
between the bound and unbound parts of the melody in much the
same way that. Providence does by the interplay of destiny and
freedom in human welfare. The rage for sangatis is irrepressible.
Ewen the most discriminating part of the public will not at
present suffer a rendering without this embellishment. No com-
position of any Vaggeyakara can claim exemption. Even the
padas of Kshetragna have had to submit to the jurisdiction of
Tyagaraja.

It is said that truth must not only inform but inspire. Judged
from this standard few works of art can better stand the fest
than the songs of Tyagaraja. The mysterious contexture of the
pieces contains such subtle potentialities of suggestion that they
urge you to improvise. No singer is content even with the fullest
rendering. He must do the ‘ meraval ’ and seek to satisfy his
longing. Every sangati appears to hold out an invitation to you
for making further essay on the lines indicated.

Many are the songs of his devoted to the glorification of musie
as the highest knowledge open to man. Some of them are replete
with references to the technical aspects of sangita. A study of the
text of these songs is by itself a stimulating experience.

Tyagaraja was brought up in the highest traditions of sam-
pradaya in sangita. His songs are the most practical homage
to purvacharyas. It is remarkable, however, he was not content
to interpret the past only.. His constructive genius anticipated
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the developments of ages to come and has given us a heroic lead.
He united the apparently opposite qualities of conservatism. and
progress, of reverence for antiquity and impatience of restraint,
of the prejudices of the heart and the revolt of intellect. He is a
classic romanticist and a conservative radical. His life in ethics
and aesthetics is the evolution of perfect harmony and attunement
from the disearding principles of thought and action. Nothing
short of the absolute universality of his mind could have succeeded
in saturating his songs with that spirit of sweetness, peace and
bliss which lingers in our soul long after the sounds have faded
away. No analysis of his greatness can ever enable us to convey
to others the thrill of his songs which galvanizes our whole being.
Their power and beauty should be experienced and enjoyed each
for himself. They possess an undefinable charm for all. They
are of the very stuff of which life is made. No common mortal
could create such supreme excellence. It is nature herself that
presents her treasures of sound and sense in the person of
Tyagaraja. His voice is the voice of eternity.

‘ Just as the morning mists are dispelled by the rising sun,
so the veil of sound upon which the likeness of the real that lies
behind is limned may be thinned away and in places altogether
dispersed. Rents and gaps will appear through which the world
of value is directly visible. Through these rents the musician’s
vision will penetrate into the real world itself, and, for so long
as he remains in contemplation of it, he will share the privilege
of the mystie,”’

—C. E. M. Joap: Matter, Life & Value
(Oxf. Uni. Press, p. 308).



THE WALAJAPET MANUSCRIPTS.
BY

Pror. P. SAMBAMOORTHY.

The Saurashtra Sabha, Madura, deserves the thanks of all
musicians and music-lovers on their having acquired the valuable
collection of palm-leaf manusecripts, notebooks and old printed
books in the possession of the descendants of Walajapet
Venkataramana Bhigavatar, By his skill in music and scholar-
ship in Telugu and Sanskrit, Venkataramana Bhagavatar early
attained a prominent place amongst the disciples of Tyagarija.
His son, Krishnaswamy Bhigavatar also was a disciple of the
great composer, and both of them earned the grace and blessings
of the sage of Tiruvaiyar. The long association of Venkataramana
Bhagavatar with Tyagaraja enabled him to learn and record in
notation a very large number of the Saint’s compositions. A part
of Tyadgardja’s private library seems to have come as a
gift to Venkataramana Bhigavatar. Suech statements as ‘¢ Sri
Pirvatl Tyagarajabhyam namah '’ and Sri Tyagarija Guruswiamy
Sahdyam ’’ occurring at many places in the manuscripts, shows
the great reverence they had for the composer. Venkataramana
Bhégavatar has paid his homage to the apostle of absolute musie
not only through songs like * ‘T%=u @& X " in Bilahari, but
also through Dhydnaslokas, the Adiguru Stotrapanchakem in
Sanskrit, Telugu and Manipravalam and a Maengalashtakam.

The leaves of the older notebooks, in the collection are of thick,
glossy hand-made paper. Though the bulk of the collection
relates to music, there are valuable manuscripts relating to
Ganita, Jyotisha, Ayurveda, Prosody, Vyakarana and house
construction. There are many palm-leaves containing the texts
of Purdnas. Most of the manusecripts are in Telugu script and
a few in Grantha script.

In some notebooks we find a few pages containing musical
compositions and the remaining pages containing matter relating
to other topics. In one of the bigger notebooks we find after a
few pages of music, Jaimini Sitra-tika, Ganakananda Grantham
(mtlam and tikd) and Sarvartha Chintamani Grantham (a work
on Jyotisham). Slokas in paisachika bhiasa and stray notes on
other topies are also found in some manuseripts.
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Of the manuscripts on musicology (science of musie) in the
collection, the following may be mentioned :— . .

1. Sangita Ratndkara ( Senskrit) by Hémanathaswami.
This work is different from that of Sarngadeva. It treats of
stri ragas and purusha ragas, géyaka ddshas and giyaka gunas
amongst other topics. '

2, Sangitamrite Candrikd (Sanskrit). *

3. Talagrnevae (Sanskrit) with Telugu meaning.

Musieal compositions (vocal exercises and concert pieces inclu-
sive) are found in both palm-leaf manuseripts and note-books.
Lakshana gitas in mela ragas and janya ragas are found in an old
palm-leaf manuscript. The Kanakingi-Ratnangi nomenclature is
adopted here. Songs of Purandara Dis and Bhadrachala Ramadas
and the padams of K§hetragﬁa are found in many manuseripts.
The raga and tala of each composition are mentioned at the top
and in the case of Kshetragfia’s padams, the following additional
details, viz. the character (nayaki, nayaka or sakhi) that sings
the padam and the context in which it is sung and the state of
the nayaki’s or nayaka’s mind, are mentioned. These details
enable a person to understand the real purport of the padam and
sing it with real feeling.

The following are some of the unpublished eompositions of the
early 18th and 19th century composers figuring in the collection.

1. Emamma daya judavu—Ahiri—Maitrubhiitayya.

2. Sri Narahari veri talakekki—Kalyani.

3. Bantudaitini parama bantudaitini—Pantuvarili.

4. Totave§indnipudu—Paruju (These three are by Merattur
Venkatarama Sastri).

5. Elagu daya vachchuno—Punnigavarili—(Mysore Sada-
siva Rao). ,

Mysore Sadasive Rao was a disciple of Venkataramana Bhaga-
vatar, and was present when Tydgaridja visited Walajapet. He
has immortalised the visit of the great composer to Walajapet in
a beautiful Kriti in Kambhoji raga, Jhampa Tala beginning with
the words: ‘¢ Sitd lakshmana sameta *’.

A number of unpublished Gitas, Tana Varnas, Pada Varnas,
Riagamilikdas and Tillinas figure in these manusecripts. These
manuscripts help us to correct the inaccurate sahityas found in
the published versions of Gitas and other compositions. "It is a
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well-known fact that, due to ignorance of the Bhiandira Bhisha,
scholars found it difficult to make out the sense of the sahityas of
older Gitas. They unnecessarily introduced corrections and
published almost Sangkritised versions of these sahityas. These
manuseripts reveal that the present sahityas of even such widely-
suhg Gitas as Ré¢ re Sri Ramachendra (Arabhi), Kamalajedala
(Kalyani) and Janaka sul@ (Saveri) are wrong in many places.

Tdnas are important etudes for vina. students. These studies
enable them to aequire facility in fingering and in plectral
technique. A detailed exposition of the raga is attempted in
these tanas, and these exercises have an independent value -as
authoritative lakshyas. Tanas for common ragas and tanas for
rare ragas like Gundakriya and Bauli are also found in these
Manuseripts. Tanas of eminent masters like Govinda Dikshitar,
Sonti Venkatasubbayya, Sonti Venkataramanayya and Venkata
Seshayya are given tn exfenso. Tanas are presented in their
several divisions as:—Ayittam, yedupu, muktiyi, udgriham,
makarini, sanchari, dvitiya sanchari, tritiya sanchari, Rishabha
Sthayi, Panchama Sthayi, Sthayi Tanam, Trisra Jiti Tanam,
Sarva Laghu Tanam, Dhalu Tanam, Pattu Tanam, etc. Bhramara
Gitas are found in one notebook, and in another notehook we have
the texts of the following two operas: (1) Draupadi Vastrapa-
haranam and (2) Tamradhvaja Raja Charitram.

TYAGARAJA’S COMPOSITIONS.

By far the most important part of the collection is the
manuscripts eontaining the precious songs of Tyagaraja carefully
preserved in notation. These manusecripts along with the copy of
Potana’s Bhagavatam used by the great composer for his daily
Pariyanam and the great composer’s Sandals reverentially pre-
served and worshipped by the Walajapet disciples, are going to
make Madura a place of musical pilgrimage in future. It is
certain that streams of mugicians, music lovers and rasikas will
be flowing into Madura to have a darshan of these articles of
historical and spiritual value. The letters of the hand-written
Bhagavatam appear almost like print. The thick foolscap size
paper on which it is written bears the following water-mark
impressions :—spade (trade-mark), 1824, 1825 (years of manu-
facture) and S. Wise and Co. (the name of the firm). The
Bhiagavatam was dictated by Tyagaraja and written by Venkata-
ramana Bhigavatar. Scholars of Potana’s great work may
usefully, consult this work for readings. After the colophon we
find the following ‘‘ Sri Tydgardje Guru charanaravindabhyam
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namah ’’. It is the study of Potana’s work that enabled Ty&ga-
rija to develop that simple, lucid, charming and sublime style.

The kritis of Tyagaraja are found in a number of notebooks
and in a few palm-leaf manuseripts. Some of these manuseripts
are more than a century old and it is certain therefore that they’
were written during the life-time of the composer. Some note-
books contain the bare texts of the songs while others give the
notation for these songs. The name of the raga and tala are
indieated on the top of each piece and in the case of rare ragas,
their arohana and avarohana and janaka mela are also given.
There is a separate notebook giving the arohana and avarohana
of hundreds of janya ragas, arranged in the order of the 72 melas.
The madhyamakala svaras are not indicated by lines as at. present
but by short vertical lines placed over such notes. After some
practice, one can become familiar with the manner of the musical
writing in these manuseripts and learn those numerous kritis
which have not seen the limelight of publicity. Pieces in the same
raga are grouped and presented one after another, and after the
first piece there is the indication tadrdgam, which means that the
raga of the new piece is the same as that of the previous piece.

Curiously enough, the names of rdgas have been twisted and
presented in many eases. An unwary reader is likely to think
that these names suggest new ragas. But the writers have been
careful to mention the correct names of the ragas in subsequent
cases. Thus, for two pieces in Savéri, coming one after the other,
the raga of the first piece is given as Vésari and that of the second
as Sdvéri. Other examples of such twisted names are:—

Vanamiti for Minavati
Harimala for Malahari
Ranchittanija for Chittaranjani
Maivamadhyati for Madhyamavati
Manoharivade for Devamanohari
Samayinohari for Isamanohari
Hamsabala for Balahamsa
Niyaralanagan for Narayanagaula
Champidrikarna for Pirnachandrika
Gavasvadhiri for Vigadhi§vari

This is a specimen of the eare with which they gaurded these
Art Treasures!

Mr. A. M. Chinnaswami Mudaliar, in his monumental work:
‘¢ Oriental Music in European Notation > has furnished us with
8 long index of all the compositions of Tyagaraja that came to

M—-13
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his notice. He had access to the Umaydlpuram disciples of Ty&aga-
rija and Wailajapet Krishnaswamy Bhéigavatar, but not to the
other disciples of Tyagaraja. It will not therefore be eorrect to
contend that his list of songs is either exhaustive or at any rate
even fairly complete. It is well-known that Tyagarija paired
off his disciples according to the capacity of their voices, and
taught not more than 200 pieces on an average to each pair. The
more ambitious disciples managed to learn more than a thousand
pieces from the ecomposer during the long period of their tutelage
extending over from 20 to 30 years. The fact that Mr. Chinna-
swamy Mudaliar mentions the following well-known pieces, as
pices for which music is nof {raceable, is proof positive of the
fact that he did not get at those disciples who knew the musie of

those pieces:—
1. Munnu Ravana bidha Todi
2. Parasakti manupa rada Saveri
3. Nadupai balikeru Madhyamaivati
4. Vinayakunivalenu »
5. Saranu faranu ”
6. Aparadhamula ménpi Darbar
7. Ménu juchi mosa bokave Sarasingi
8. Entanuchu sairintunu Yadukula-

kambhdji
Of the unpublished kritis of Tyagaraja, figuring in the collec-
tion, the following may be mentioned :—
1. Sarivedalina Parthasfrathini Todi
(This song was sung in praise of
Sri Parthasarathy Swimy of
Triplicane, ( Madras) when
Tyagaraja visited the temple
sometime before 1838.)
2. Peridi ninnu benchina-

varevaré Kharaharapriya
3. Dhana suta taruni‘parijana

saukhyamu Kamalamanéhari
4. Emani pogadudura Rama

nima mahima Kadaragaula
5. Vidhi Sakradulaku dorukuna Yamunikalyani
6. Deésikavara Saranagata S#aranga
7. Mutyéla Chavikyalo .. Gauri Kalyani

(Gawrt Kalyans is a new raga which
we come across for the first time).
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Mr. A. M. Chinnaswamy Mudaliar in his index mentions the
following four kritis as those for which music is not traceable:—
1. Inka nija bhakti 3. Nagumému jiipavu
2. Sitalakshmanasahitam 4. Undi émi urvi bhiramuga -
The music of these pieces is available in the collection.

There is a proof-sheet copy of a page of Chinnaswami Mudaliar’s
“ Oriental Music in European Notation ’’. This sheet contains’
the corrections made on it by Krishnaswami Bhigavatar.

The musical and historical value of these manuseripts lies in
the fact that they reveal to us the original musical versions and
the original sahityas. The raga for the piece Krupalevala is
mentioned as Nada tarangini, and not as Nadavaringini. The
Salagabhairavi piece Padavini, which was so much discussed at
the 1942 Musie Conference, begins only with the phrase: s r m P
and not with r g m P. The arohana and avarohana of the raga
aregiven assrmpds —sndpmgrs, and its janaka mela
as Kharaharapriyai. In the pallavi of the Chenchukambhéji
piece: IETSKoswmeo  we find ‘¢ $0RCSH 7’ mentioned instead of
“ 5B

TYAGARAJA’S DATE OF BIRTH is given in a palm leaf
at the end of the palm-leaf manuscript No. 1, along with that
of Venkataramana Bhagavatar, and the leaf is signed by Kavi
Venkata Suri, the author of Réma Natakam in the Saurashtra
Language :—

enguoawéaﬁn X859 4868 79 1689 mssa(_s: RosEYBo DB Do
25-3 Ea BTph- s-Fieedo Py sE@Fo Grxusrd
15} 3%l Y3 oxy Hobh =006,

¥DD0¥ ¢S50 Tow| T e,

Venkataramana Bhigavatar has reproduced Ty#garija’s
Nowka Charitram in Sanskrit Slokas. This work is known as
Samskrita Nowka Charitram. Nowka Charitram has also been
translated into the Saurashtra Language and this is knmown as
The Panchal Charitra.

Some valuable books on musie printed in the last century, are
also in the collection.

I must not forget to mention on this occasion that in Ayyampet,
many unpublished divyan&ma kirtanas of Tyagaraja can be heard
from Atiya Ramaswimy Bhagavatar., He belongs to the Sishya
Paramparid of Chowna Venkatdchalapati Bhagavatar, * another
disciple of Ty&agarija.



THE COMPOSITIONS OF PALLAVI DORAISWAMY IYER—PART III.
(continued from previous volumes.)

EDITED BY
C. S. AYYAR, BA.

The third part consisting of four more compositions of Pallavi Doraiswamy Iyer,
in Ragas Saurashtra, Kalyani, Pantuvarali & Saveri, is published. The genealogical tree
of his family with details of their education, is given below :—

GENEALOGICAL TREE.

Subrahmanya *Nayam Venkata Subbayyan
Suryanarayana (m) Venkataseshi
. L) . I
Pallavi Duraiswami Iyer (alias Subrahmanya) Setu Raman
b. 1762 A.D. (?) d. 1816 A.D. (?) (Given in adoption to his maternal grandfather)
l I l
Sabhapati Sivan (a pupil of Tyagaraja) Govinda Sivan. (a pupil of Tyagaraja)
Samba Sivan Male line extinct

b. Hevilambi 1837 A.D. d. Vijaya. 1893 AD.
(Violinist to Maha Vaidyanatha Sivan.)

Vidwan Sabhesa Iyer. b. 1872 A.D.
(a pupil of Maha Vaidyanatha Sivan.)
. (Kalanidhi of the Music Academy).

* Refers to his Veena style of play.
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watercolour by the composer himself : —
(1) Adinamma, (2) Dhoorjati, (3) Parahamsa, (4) Adbhutanatana, (5) Tattidhimita and (6) Mandugai.

Note:—Of the twelve compositions published hitherto as Parts I, II and IIl, the following six pieces had bzen illusirated in
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DHRUVA
A TYPE OF OLD INDIAN STAGE-SONGS

By 0. C. GaNGooLY

There was a class of old Indian stage-songs referred to
in our old dramatic literature as Dhruvas (941). I am afraid
1 must introduce the subject in the form of a poser, as I am
myself incompetent to expound and explain the character and
quality of this type of songs at one time very familiar to cld
Indian play-goers. I hope those who are learned in the secrets
of dramaturgy and music literature will help to explain the term
and its use and significance in Indian dramas. I shall only
confine myself to setting forth the available data, casually gleaned
from Sanskrit works on the principles of dramas and dramatic
composition.

Owing to an undue emphasis laid on the literary texts of
ancient dramas, a good deal of musical technique and embellish-
ments which were used and were an important part of the
representations of dramas, have been lost sight of and their
records and significance missed and lost to the present generation.
In this way a large body of musieal props (mise en scéne) and
embroideries which added to the beauty of dramas and formed
very integral and vital portions of dramatic representations have
gradually disappeared from the texts. If any ‘‘ players’ copies ’’
had survived, they would have most probably given evidence of
numerous stage directions for musical accompaniments of various
kinds of which stray fragments survive in cryptic and un-
intelligible forms. From' the naked literary texts which have
come down to us it is difficult to guess what amount of musical
assistanee contributed to the peculiar technique of Indian dramas.
These musical patterns were essential parts of scenic representa-
tions. This would be obvious if we consider the characteristic
definition given of drama in Naiya locana [Royal Asiatic Society
Ms. No. III. E. 158] f&fa§ Memy ¢ What is drama’? fid-qm-
q@H  TOTEREA: ¢ A representation of flavours of passions and
feelings accompanied by, (and interspersed with) voeal and
instrumental musie. In most old indigenous dramas, surviving in
Northern as well as in South India,—this musical element pre-
dominates. There are reasons to believe that essemtially our
Indian dramas, without being actual ¢ operas ’ were fundameéntally
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imbued with musical appeals. Two verses in chapter 32 of
Bharata-Nitya-$astra [Benares Edition] seem to clearly bear out
this view:

o aRd e A AR W)
oAy faaqr M9 A o q =i R |

¢« Just as a pieture without colours is not attractive or beautifying
similarly dramatic representations without songs are not attractive
on the stage ’.

M s@a: g9 g w4 At & aenem agfa i)
MY = T T gags A2 a FaREE | 28R 10

‘ Pirst and foremost, efforts should be devoted to songs or
musical airs, for songs are said to be the beds or receptacles of
dramatic representations; if songs and musical accompaniments
are suitably inserted, the production of dramas never eomes to
grief . One of the evidences of this insistence on musical
accompaniments in dramas is furnished by the class of songs
known as ¥al (Dhruva). The Nitya-sastra devotes a whole
chapter (viz. the 32nd chapter called the Dhruvadhyaya)*
describing and illustrating different classes, divisions, and sub-
divisions of dhruvds and their uses. Without an actual familiarity
with their praectieal illustrations it is diffieult to gather from these
elaborate descriptions the nature of their musical qualities and
characters. They appear to have been a class of versified
metrical compositions. The gloss of Abhinava Gupta (Gaekward
Edition p. 228) suggests that it is a class of songs in a special
kind of metrical setting:

F)-Fagiffar @?) frfied ada o |

They are incidentally referred to in the rules and technique of
the Purvaranga (Chapter V, slokas 61ff), where a Dhruva song
of the variety ecalled Utthapani is prescribed:

Fffarat @wami avame 99 & |

SR qafer agor w3 R0 &g 0
571 AR aHATATY T |

fiopr aoanfy Fral gl g4t Il &R

It probably means that a song of the class of uithapani dhruvi

*The references and quotations are from the Benares Editidn of the
Natya-$istra unless otherwise stated. '
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is to be used for that part of the prologue technically known as
utthapand (IAGN).  Accodring to Bhava-prakasikd, uithapand
is one of the 22 elements of the preamble to a drama, which comes
shortly before the Nandi. Bharata defines the uithdpand, a part
of the Plrva-raniga in the following verse:

TEITATA=TA FAWT AfZUISHT: |
&R T g W@storaargans &ag || 3 1

The metrical structure of the utthdpani dhruva® is thus indicated
by Bharata

MR 2 T g AAEAFER T |
el sTfarare REEEER 0 & 1

In the preamble (SQ=WI) after the utthdpand comes the
partvartana ('T&ﬁﬂ) the ceremony of worshipping the deities
presiding over the eardinal points, thus indicated by Bharata:

JEre S RE g |
Feta agafea aera aRadem i

This part has also a special verse set to music known as parivartani
dhruvd, the structure of which is thus indicated:

I @ 7Y g neg |

a@i 29fq qaio 398 A 6 |

WRf Sarg & gar af@dd n <R i

In the 32nd chapter, Dhruvas are defined as follows:

gETaI aify egig-9gafi: |

Marwrie aiftr Rfgw=RsT 1 g 0

N FF: AOF AT GI-ENFAT T |
qE-SW-AAT00 9 & gAARERET 1R 0

This passage seems to suggest a class of ¢ hymnal songs ’ of seven
different types. In a later verse, dhruvds are distinguished from

cognate forms of compositions:
q-atg a1 Jar fgaeg-afafifasr: |
Praeg vE®a, 39 TIIET T o

* On this the Abhinava comments as follows:—

i TG Fo-erel- e TBrRmadT Gd-gdifa  qenk-
Hll|




PARTS I-1V] DHRUVA 105

Dhruvis are again divided according to their metres into jatis:
(1) usnig, (2) anustubh and (3) brhatl, Another classification
is suggested under the headings: (1) sthitd, (2) avakristi and
(3) prive§ikd. And Bharata proceeds to exemplify each of these
classes under different names and subdivisions. We will cite here
only one example. Thus the first Dhruvd known as Sri ()
is thus defined:

TR ae: §9-9Ry e |
MR -t Ffr s g1 0 8o 1
ToT-—34 T |
%i.l' il'% It «° || Kavyamala Edn,

In a verse in the sixth chapter, Dhruvis are classified under five
varieties according to their dramatic uses and applications:

- A1 eI e Heneat |
WA q=fRg J@ ga-An-aatEa e |l

With the help of the gloss of Abhinava Gupta, one can have some
idea of the significance of the five types of dhruvas named
(1) pravesa or pravesika, (2) akshepa or dksiptika, (3) niskrima,
(4) prasidika and (5) antaram. We give here a free translation
of the text of the commentary.

The ¢ Song of entrée’. The first is the song sung by the actor
on his entering the stage indicated by his song, his character, his
feeling and his situation (91d& S7).

The ¢ Revelation ’ Song. The second, dksepa, is the song used
to reveal the flavour of a particular situation. (T TmaT-

aw)
The ¢ Exit * Song.

The third, niskrama, is the song sung when the actor walks out
of the stage (Tae frresadr g fereehRy-T11 )

The ¢ Touching’® Somg. The fourth, prasidild, is the song
designed .to convey to the audiencc, in an attractive form, the
inward feeling of an actor so as to touch the heart of the hearer.

(sRwar T Rra-af e Siy seRfig S4fig SaR W) |

The ¢ Stop-gap ’ Song. The fifth, antaram is the song intro-
duced during the interval of the actor, moving and walking about,
and inspecting something on the stage. (e ﬂﬁr-w&a:fmfm-
oy % AR A, I 1)

M—I14
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Those familiar with the survivals of Indian dramas in Bengal
and in the Kanarese countries, as also the old forms of Orissan,
and Telugu dramas are well acquainted with the practices of
actors entering into the arena, or going out of the stage, with
a song on their lips. In the old Bengali dramas known as ydtras,
the youthful heroes, and heroines, Narada and other suitable
actors enter the stage with a pravesike song. In some of
the southern dramas, now current, nearly every actor comes
with a song on his lip, resulting in a préponderance of
music which lends the character of an ‘‘opera ’’ to the whole play.
But the older practice seems to have been not necessarily to
place the ‘ Song of entrée ’ on the lips of the actor himself, but
to get somebody else to sing it behind the scene. This is what
seems to be suggested by an actual example in a Sanskrit drama.

In the well known play Anargha-Ragheve by Murari, (who is
believed to have flourished not later than the middle of the ninth
century), in the Prastavana (preamble), Act I, in the course of
a long prologue, where the sitradhare talks with an actor, a song
is sung in prékrita, behind the wings. I quote here the song and
the whole passage, indicating the Sanskrit chayd below the text:

[Nepatthye Giyate]
Dina-ara-kiranukkero pidaro kohavi jiaaloasya |
Kamala-maulamkavilikia mahuarakaddhana viaddho ||
(Chaya)
Dinakara-kiranotkarah priyakarah ko ’'pi jiva-lokasyal
Kamala-mukulankapali-krta madhukara-karsanah vidagdhah ||

Sttrdharah (Adkernye): Kathamupakrantameva narttakaih
yadiyam daSarathotsangdd ramabhadrakarsino Visva-
mitrasya pravesiki dhruvi |

The drama has been edited and printed by Jivananda Vidyasagara
(Caleutta, Second Edition, 1389) and by Pandit Durgiprasad
and Pansikar in the Kavyamila series (Bombay 2nd Edition,
1908). Both the Editors comment on the pravestka dhruva in
almost similar words quoting the authority of Bharata:
Note by Jivinanda: Pravesiki Dhruvd = PraveSa-siiciki—
Dhruva gita-viSesah | s3 ca pancadhi |
Note by Durgaprasid: Prave§iki praveda-sticiki Dhruva
gitibhedah| Tatra Pravesikl jneyd pravefe gina-yogatah ||
anayd slicanapi vrtta ¢ asficitasya patrasya prave§o naiva
yujyate ’ iti Bharatah || )
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In the Natya-locana* a short work on dramaturgy, the author
incidentally refers to dhruvas and quotes the 31st verse from the
6th chapter of the natya Sastra cited above, but in the course of
his meagre comments emphasizes the importance of dhruvé songs.
I quote, here, the author’s somewhat cryptic comments:

Tatra geyam Dhruva-pradhinam| Gitaviseso Dhruva |

Sa ca viSesena chandasd usnigadind nibadhyate| Praména-
viSesanca tatra bhavati| yathd tryagryam vimiSram
Caturasramiti praminamiti| Tatra Anargha-Raghave pathita
Dhruvéa: ¢ Dina-ara-kirannakkero ityadi |’

According to Bharata, chapter 31 (verse 15) the tryasre and
caturasra are the different talas (rhythmic metres of time)
applicable to dbhruvd. A ¢ Vimisre dhruve’ is probably a song
sung at a juncture, interval or pause. In the concluding portiou
of the 32nd chapter (verses 435-436) Bharata prescribes the
melodies (grama-riga) which particular classes of dhruvas
should be set to. Thus the dhruva suitable for the mukha
(opening) should be sung in the madhywnegraémae melody ; for the
pratimukha (Progression), the Sadja (melody); for a dhruva in
the midst of an act () the ‘ sidharita ’ melody; and for a
_ juneture or interval (F¥) the melody pancama should be
chosen.

The treatment of Dhruva (Dhruvaka, Dhruva) in Sarnga-
deva’s Sengita Ratndgkare (1210-1247 A.D.) is somewhat meagre.
He devotes a couple of dozen slokas to them in a short chapter
in the fourth section (Poona Edition pp. 344 to 347). Referring
to the two classifications of suddha (pure) and chiyilaga (vulgo
salaga = transitional) he assigns dhruvas to the later class, and
emphasizes their metrical and rhythmical qualities, treating
them as exemplifications of t{alas. Ratndkara expounds the rela-
tionship of khanda, dvikhanda, ndgriha and dhruvaka. ITe names
and deseribes 16 kinds of Dhruvis: &ekhara, utsiha, madhura,
nirmala, kuntala, kamala, chara, nandana, candrasekhara, kimoda,
vijaya, kandarpa, jayamangala, tilaka, lalita. Many of these
names resemble those of rdgas. Ratndkara assigns the sixteen
dhruvas the use and applications of appropriate sentiments (X@)
thus: Adi-talena S"rwgdre jayento giyate buddhaih. The com-
mentator Kallinitha remarks that the letter values preseribed in

® Available {n a fragmentary recension in a Bengali Ms. in the
callection of the Asiatic Society of Bengal No. Ms. III, E 158. The date
of the composition of the work is probebly the 10th or the 11th eentury.
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the 16 Dhruvas cited in Ratnikara arec not met with in the
dhruvas current at the time of the commentator.

Another work which deals with dhruvas is the Rég@rnave which
is not available.

The data available in Ragarnava is, however, summarised in
the well-known book of anthology and ecyclopaedia known as
Sa’/mgadhara-paddhati, composed in 1363 A.D. It somewhat extols
the status of dhruvas in musical compositions:

Na vivekam vind jfianam dhyanam natma-rasam vini |.
Sraddhaya na vina danam gitam na Dhuvrakam vina|| 2%
(Peterson’s Edition, 1865)

He notices threc varieties, one of six lines, one of five lines and
one of four lines (peda), each line of different length varying
from 11 to 26 letters. Then he procceds to name and describe
the sixteen dhruvds identical with the list given in the Ratnakara.

Dhruvis are no doubt dealt with in other musical texts but as
I have not been able to make anything like an exhaustive
investigation I shall econtent myself in this essay by citing a work
of early eighteenth century. I refer to Sangite Damodara, by
Subhamkara. In this work, the matter is very summarily treated
He secems to follow the Ratndkara and explains that Dhruvaka
comes after udgréha. He however furnishes the additional
information that in the @bhoge section (coda’) of the song the
name of the author of the drama and the name of the hero should
be introduced. Uktem dvi-khanda mudagréhe divikhandam dhru-
vake matam. The author then proceeds to cite the names of the
16 dhruvakas with this variation that in place of Chara and
Nandana he cites two alternative names of Jay: and Sukhada,

In common parlance, Dhruvaka, and Dhruvi—understood as the
section and subdivision of a song (M) —is known in Northern
India as dhuyd (99) a ‘ refrain’, a segment, or a couplet to
which the singer returns from time to time in the manner of
fibhoga (coda).

It has been suggested that these ancient forms of padas known
under the name of dhruvakas or dhruvas, may have developed
into the types of classical songs now known under the form of
dhruve-pedas well-known under the diminutive form of dhru-
podas, dhrupadas. But in the present state of our knowledge of
the ~Eistory_ of Indian music and the data available, such a sugges-
tion is a matter of pure speculation.




PIANOS IN STONE
BY

T. G. ARAVAMUTHAN

The sands of the deserts of Arabia and Libya are known to
‘ sing ’; they boom or they wail with the wind. If some of the
sand is put into a basin and stirred with a rod, there arises quite
an audible note. Tiny grains of quartz,—free from admixture
and angularities,—rubbing against one another, as they must in
a sandy mass blown upon by the breeze, grow definitely, though
modestly, musical. Curious is nature in even her sands.

A skilful carpenter who has a taste for music and yet whimsi-
cally chooses to limit himself to the tools of his own job holds
his hand-saw firmly between his knees, bends the blade with his
left-hand,—now more, now less,—and with a violin bow in his
right plays music on the saw. A less skilful brother of that
profession fashions a °fiddle’ with a scries of iron nails of
varying sizes and he persuades the instrument to make music for
him. Endless are the devices of those whose tastes are out of the
ordinary.

Perhaps the humble man of the woods who built himself a
cottage of thatch propping up the verandah with posts of bamboo
or shafts of other wood, found that if he tapped a post lightly
it responded with a hum,—rather short, feeble and dull,—but an
unmistakable hum. Perhaps to provide a more substantial
support at a turn of the verandah he set up a pillar, lashing
together four or five shafts of bamboo or other wood, and he
found that when his children frolicked about and tapped the
shafts cach hummed a different note. Fruitful of ideas prove
even the frolies of children.

The Egyptian of long ago evoked compound pillars by binding
a number of papyrus stalks together. That piers similarly
fashioned were old dévices in India by even the 2nd Century B.C:
is attested to by a gateway to the ancient stupa of Bharhut. It
is not clear, however, that the ancients developed the idea born
of the frohcs of their children: they do not seem to have fashioned
plllars that yielded musical notes. Fated are some, ideas to
blqssom slow.
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‘When after centuries we reach the days of the Kings of
Vijaydnagara, famous for their patronage of culture, we find the
faney transmuted into exuberant fact. In the Mandapas of some
of the temples built in their days in South India, or under their
influence, we find the idea elaborated in ‘ clustered columns ’—
cach being a group of a number of thin columns of stone eluster-
ing round a centrally placed stone pillar of massive dimensions,
and functioning as a pier and taking the load and the thrust
inevitable in a Mandapa. These complex piers evoke a two-fold
admiration. Their merits as architectural pieces are considerable,
for, not only arc they well worked and finished but they are also
carved, almost invariably, out of single blocks of stone into
stylobate, central pier, clustering columns and eommon capital,—
all to make one complex pillar. They have musical attainments
as well: each of the thin columns yiclds a musical note when
tapped lightly and the note of each column is diffcrent. The notes
might indeed be as many as there are shafts. From pillars
scrvilely and silently bearing heavy loads, clustercd columns have
turned into great pianos. As ‘ the notes given by these pillars
extend over a range of one full octave ’, a party of four or five
musicians playing upon at least the exterior shafts will raise notes
audible enough to serve as accompaniments to the tuneful psalms
which in these mandapas used to be sung by the temple choir and
expounded by the dancers through dances. In such a temple
as that to Pampapati-iSvara at Hampi,—the Vijayanagara capital,
—in which ¢ there are musical pillars all along the courtyard ’,
there is no doubt but that these pillars were played upon ‘ as the
dancer or dancers danced up from one end to the other ’. Vanished
indeed has much of the stirring emotion and the profound harmony
and the soulful glamour of the divine services in the temples
since these pianos ceased to pour forth their rivers of melodies, the
voices of psalmodists faded away and the graces of the dances
departed.

The most elaborate examples of these columns are perhaps
those found in the popular temple to Sri Nellaiyappar at
Tinnevelly, but they do not seem to be known to many experts
in music and architecture. Blind to the obvious are they who
pursue the recondite or seek quick returns.

The Mani-Mandapam in front of the sanctum of Sri Nellaiyappar
is supported mainly by such columns, but two in the front row
are uneqnalled for size and complexity (See Sketehes 1 and 2).
Each is about 8 feet in height and is about 5 feet square at the
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base, and has integral annexes, and seems to be cut and carved
onut of one solid block of stone. From the base spring a gentral
pillar and no fewer than 48 shafts, the thickness of the shafts

N

1.—Plan of south-eastern pier.

being only 3 inches, and their shapes varying greatly,—ecireular,
oval, square, rectangular, octagonal, polygonal, and plain, fluted
and spiral. The workmanship is of flawless perfection, the lines
being true and the surfaces smooth. Each shaft yields perhaps
an exclusive note. The size and the shape of each column serve
obviously to determine the character of its note. The closest
analogue is the Jalataranga, though only in the principle. So
numerous, however, have the shafts proved that they have had to
be crowded in row behind row: no musician could ever have
hoped to reach many of them in an attempt to use the piers as
pianos or organs at a service or festival in the temple. Condemned
to futility stands the contraption by its complexity.

When one sees shaft behind shaft turned out true and exquisite
and the central pillar too cut true to plumb, eorrcct in every
angle and smooth in every face, though the stone-cutter’s chisel
could hardly have managed to reach them,—much less to hew and
cut and trim them into shape and smooth and polish their faces—
one iz tempted to question whether each of these eclustered
columns, so massive and so complex, was carved out of onc
huge block or was formed by grouping together different
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members round each central pillar. The latter view would be
the only probable one hut for the circumstance that even the
trained eye stands baffled and is unable to point to the joins of
the blocks of stone which should have been put together on this
hypothesis, When art is skilful, cautious does criticism grow.
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At the entrance to the shrine of Sri Nellaiyappar’s Consort
stand two similar pillars, smaller, fewer columned and less
finished, but more delicate, more complex and morc musical.
Occasionally, a shaft is made to take off from another, and rarely
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the branch is joined to the parent stem by a tiny ligature, no
more than an inch or two in length and no thicker than an
orange peel (See Sketch 3),-it is hard to conecive of a bolder
incorporation in architecture of a special feature of musical
instruments,—that of frets,—or a more elegant elucidation of the
principle of frets in all its ramifications. No pleasanter or morc
instructive pastime can be imagined than that of disentangling
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3.—Diagram of part of pier. 4.—Seation of portion of pler.

the different strains of the melodies rising from so complex a

choir. For hours one could stand playing on these columns,—

parent and offspring and brothers, all sprung of the same stock,—

and listening to the variety and the range of the whimsicality of

the separate and the mingled notes. A gentle tap at the offspring
M—15
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makes it wake up with a tremulous note and, at the same time,
sets the parent responding with a lullaby: a light tap at the
parent makes it tuneful and makes the offspring hum. It is a
revelation how these shafts of hard and unyielding stone,—which
have won liberty to tremor, though not to vibrate,—are yet
- instinet with a mutual understanding and sympathy which
establishes among them a unison that transecends in perfection
and spontaneity the unanimity we find in the most soulful
of choirs. The pier is eloquent in affirmation of the architeet’s
craftsmanship in his own art and connoisseurship in music.
Evidently, this pair came to be neglected when the graﬁd pair
before Sri Nellaiyappar’s shrine was set up, but time has equalised
fortunes, for the deecay in musical tastes has cast this too into
oblivion. Evenhanded is public forgetfulness in its injustice.

Much more interesting is another pair of clustered columns
standing in a Mandapa in a temple some twenty miles off to the
south-east,—that at Alvar-Tiru-Nagari, famous through its
association with Saint Nam-Alvar,—though this pair is mich less
elaborate, each being furnished with no more than about a score
of columns round the central pillar. The columns seem to vibrate
more freely and they do yield richer notes,—even though there is
nothing in the shapes or the dimensions of the columns to cause
the difference. Each eclustered column here embodies two
prime features. Through the stylobate—the common base on
which the columns stand—is eut a channel about 2 inches in
diameter: it runs a sinuous course, now rising and now falling,
and here turning to the left and there to the right. To all
appearances it wanders about without aim or purpose and is
liable to be adjudged a freakish whim of the architect. The second
peculiarity to come to light on serutiny is that a column at
one corner declines obstinately to respond with a note to a tap:
it is the one Calvinist in this crowded choir. Considerable scru-
tiny is required to discover that this column is really a distinet
piece, being severed from the pier at both bottom and top and
that a very simple device (See Sketch 4) enables it to be taken
out of the pier at will. It is an imposter pretending to be a
member still attached to the family, whereas it stands cut off
from the common stock without a shilling out of the musieal
heritage. 1t is the severance of the column from the rest of the
pier that has made it mute. The channel which winds its way
through the stylobate without an apparent purpose, is in faect an
ingenious and deKberate trick for converting the solid pedestal
into a Fesonator which would amplify and modify the notes pro-
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duced by the vibrations of the columns,—the extent of the modi-
fications and amplifications being determined by the proximity,
lateral and vertical, of the base of each column to the channel
below. Each bend and fall and rise of the channel must therefore
have been fashioned with a cunning which knew in advance how '
each turn of the channel would moedify the note of each column.
The architect must have designed this pier in architectural
elucidation of some of the cardinal principles on which musical
instruments are constructed. Useful is it as a leaf out of a
curious text-book on music.

Just a few of these pianos are known, but they have not been
studied to discover if they do in fact testify to any consistent
system of music. Perhaps an investigation will unravel the bascs
of musie as practised in the days of the Vijayanagar rulers. These
pianos, with strings, resonators and frets that are fashioned out
of a material which weather cannot warp and time cannot destroy
should certainly preserve unaffected the standards of the notes
as accepted and, perhaps settled, in those days of great musie.
Good cheer to the enthusiast who takes up the study.

NOTES

1 A paper on this subject, in the ‘Hindu’ of Madras, of August 6,
1939, by Mr. P. Sambamurti, Head of the Department of Music in the
University of Madras, deserves careful perusal. I am thankful that it
came to my notice at least as this paper has been passing through the
press. The quotations in this paper are from Mr. Sambamurti’s.

2 Sketches 1 and 2 in this paper are based on rough drawings which
were kindly got prepared for me by Mr. R. Mohana-Rangayya Naldu,
B.A,, B.L., the principal lay authority of the temple. Sketches 3 and 4 are
only diagrams: they elucidate the principles and do not picture the
objects they refer to.

3 Each of the pillars of the eastern Torane at Bharhut has obviously
been made up by bringing together four octagonal columns crowned with
circular lotus capitals,—such portions of the capitals as protruded beyond
the outlines of the base and the shaft being trimmed off to permit of the
square bases of the columns coming together without any interspace.
That this arrangement points to a prototype in which the four colutnns
clustered round a fifth is being shown by me elsewhere,

4 Clustered columns in the churches of western Europe are said to
date from about. the 10th century A.p., and to become common about the
13th century A.D., being employed as piers separating alisles.

6 _One wonders whether the protruding ridges of the bands of bond-
stones which are prominent features of many of the clustered columns
of western Furope are not the remote descendants of the ridges which
are ineffaceable in the shafts of bamboo which must be among the earliest
types of posts employed in human dwellings.

6 The suggestion advanced here about the part,that musical pillars
have played in the services of temples had been dimly perceivpd by e
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years ago in more than one temple, but obsessed by the denseness of
my ignorance qf music, I would not allow the suggestion to attain in my
mind ‘the status of even a hypothesis. Mr. Sambamurti’s expert know-
ledge has reassured me and I may be permitted to subscribe to his
theory.

7 The device by which the loose shaft in the Alvar-Tiru-Nagari
temple is made detachable consists in two tricks: (a) the socket in the
capital being cut to a depth and to a width greater than necessary to
accommodate the upper tip of the shaft, and (b) the lotus capital of
the shaft being placed lower than in the other shafts, though by so
trifling a distance that the variation is not apparent. These features
permit the top of the shaft to be slid up slightly into the socket and
inclined just enough to enable the inner edge of the lower end of the
shaft clearing the edge of the stylobate,

e —

C. E. M. JOAD ON THE SIGNIFICANCE OF MUSIC

% % Music rightly regarded, does not convey anything other than
itself which can be thought about. Music in fact has no meaning, in
the sense in which a thing may be said to have meaning which symbolizes
or stands for or refers to or is explicable in terms of something other
than itself. * #* And just because this effect cannot be translated into
terms of some other effect, just because the emotion produced by Music
cannot be likened to or described in terms of some other emotion, I say
that music is meaningless, or, rather, that we cannot say what its
meaning is, or, indeed whether it has one at all. * * * When the
listener thinks * * only of music, I shall say that he is listening
‘properly’ and that the music is producing its ‘proper’ effect. Music
which produces this effect, I shall call ‘ significent’ music.

The assertion that the emotion aroused by music is unique, and music
1s, therefore, meaningless when it is listened to in the proper way, should
not be taken to imply that it cannot be listened to in other ways, nor
that, when listened to in other ways, it will not produce effects other
than its proper effect, which are also pleasurable and are not meaningless
in the sense defined. On the contrary all music may be treated
representatively; it may be regarded, that is to say, as expressing
meaning, conveying information, or communicating some intention on
the part of the composer, as standing, in short, for something other.
thap itsclf; most music is, indeed, incapable of being regarded in any-
other way. In so far as music performs these functions and permits
itself to be so regarded, it ceases to be meaningless, and ceases, therefore,
to produce its own peculiar and unique effect. There are, in other
words, a number of incidental, pleasurable effects any of which may be
produced by music but none of which are produced exclusively by
musi¢g; * * * they are not what I have called its ‘proper’ effect.
‘What is more, music which lends itself easily to representative inter-
pretatioh is rarely the greatest music. The preduction by music of effects
which arée of the same kind as those which ean be produced in other
ways seems in fact to be inimical to the evocation of its proper effect.
To regard a piece of music representatively Is to debar oneself frém
regarding it aesthetically. * * (Continued on p. 121);



GAMAKA SIGNS IN MUSICAL NOTATION
BY

Mrs. S. Vipya, B.A., L.T.

‘‘ Gamakas ’’ are the essence of our music. They are not only
the oscillations of the svaras, as they are generally thought to be,
but also the way in which most of the plain svaras are reached
and handled. Gamakas, in faet, bring out the svarupa of the
raga; and as each raga has a definite ragasvarupa, it is evident
that the handling of a particular svara in a raga is different
from that of the same svara, which occurs in another raga.

In his voluminous work ‘‘ Sangita Sampradiya Pradarsini ”’,
Sri Subbarama Dikshitar has tried to express the various gamakas
in the notation of Sarigamapadani. It is true that the under-
standing of the ((amaka signs requires a mature mind. One may
say that if one is thorough with a raga, one could easily learn
a musical piece in that raga, written down without the gamaka
signs. But the gamaka given to a particular svara in a certain
musical phrase might be different from the gamaka given to the
same svara in another phrase in the same raga. The composer
might have purposely chosen a certain gamaka, which the learner
could have hardly thought of. Hence these signs enable us to
preserve the tradition of the lip-ear method, which we Indians
are proud of. Primers evolving the use of easy gamakas may
be written to enrich the beginner’s knowledge, giving him scope
for self-education. To the artist and the student of musie, the
work on notation evolving all the gamaka signs will be of immense
value, in preserving his -original standard and rescuing his art
from the stagnant level of self-sufficiency. And it renders
possible the transmission of our musical heritage as a hody of
literature which can grow from day to day.

The explanation of the gamaka signs need not necessarily be
given in terms of the technique of a definite ‘musiecal instrument.
Subbarama Dikshitar has pitched upon the Vina, because it is
our standard instrument, and our musie is Vina Music.

An instrumentalist can understand the science of the gamakas
better than the voecalist, because the musie of the former is of
a more concrete type and since he has the instrument before him
to demonstrate the exact movement-and place of the gamaka-svara,
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Even the instrumentalist learns the gamakas only in an abstract
form (ie.,) learning by voice or memory, and then produces them

on the instrument. So I hope that my explanation of the gamakas
would be understandable to every student of Musie.

Gamakas may be classified under two heads:—

(1) Gemaka-sambandha Ganmakas: Those of a wavy type,
which are commonly understood as Gamaka; and

(2) Janta-sambandha Gamakas: Those which are sung with
a stress.

In the former, we fecl the shake in the svara, and in the latter,
instead of an oscillation, only the svara is touched upon. The
following symbols have been given for the enumerated gamakas in
Dikshitar’s book :—

Kampita ™M Khandippu v

Sphurita .. to be Vali o
changedto A .

Pratyahata °." tobe Errajaru /
chz‘mged to ¢ Erakkujaru AN

Nokku w Odulkkal x

Ravai A Orikkai r

These can be classified in my opinion as:
(a) Gamaka-sambandha, which are Kampita, Pratyahata,
Nokku, Vali and Odukkal; and
(b) Janta-sambandha, which are Sphurita, Khandippu, Erra-
jaru; Erakkujaru, Ravai and Orikkai.
Regarding the signs for Sphurita and Pratyahata, it is better
we adopt A for .. and A for °.". As dots above the svaras
nowadays denote the tara sthayi, the above alteration helps us to
differentiate the sthayi sign from the gamaka sign in notation.
Another point I wish to suggest is that the straight lines used
for representing the Kalas (time measures) may be drawn below
the svara-line so that they may not obstruct the gamaka signs.

Most of the gamakas may be written down in svaras in dvitiya
or tritiya kidla. But, when we say out the svaras of a musical
phrase, we do not pronounce the enusvaras; but we sing with the
latter. So we should try as far as possible to evolve these signs
in notation, instead of explaining the svaras with the anusvaras
with single or double lines under them.



PARTS I—1IV] GAMAKA SIGNS IN MUSICAL NOTATION 11.9

(1) Kempita: Kampita means a shake. Generally, when
we speak of a Kampita gamaka, we mean the oscillation. from
a higher to a lower svara. For example, in the phrase ga maa pa
in Sankarabharana, the gamaka svara is pa me pa ma in a wavy
fashion. This gamaka is usually oscillated twice. In cases where'
we come across more than two oscillations, a wavy line may be
added for every further oscillation.

There is another type of Kampita, which Dikshitar has not
differentiated from the ordinary Kampita. The second Kampita
is the oscillation of a svara from a lower to a higher svara; for
example, in the charana of Jesinadella—Todi, in the first words

gn;, ; é’?x, ; the gandhara is oscillated from the rishabha. As-this
Sri

Ra ma

gamaka cannot possibly be negligible, I should like to introduce
a sign for this Kampita, viz., a two-curved wave (mw) above the
svara, the other being a three-curved wave.

There is a third type of Kampita where the movement does not
extend to the piteh of the next svara. It is of a larger range than
a ‘ tremello ’. The small sign O of a single curve is suggested
for this. e.g.—Notice the ri occurring five times as ri ri ri ri ri—
for Cheluvamira in the Anupallavi of the Kriti Alagalella of
Tyagaraja in Madhyamavati.

(2) Sphurita: /\ Sphuritam is the stress given to the second

svara of the Janta-svara-prayoga. In sa é'}s,, the second sa is
supported by the lower svara ni. The phrase is really sa 2 sa.
This sphurita oceurs not only in Aroha (ascent) as Dikshitar
says, but also in Avaroha. Even in avaroha, only the lower svara
is touched before uttering the second janta-svara. In playing
sa sa ni ni da da pa pa, the vina player at first has his fore-finger
for the first svara; and for producing the seecond svara the fore-
finger is drawn back to the fret behind, and the middle finger
comes in its place. This backward movement of the fore-finger
brings thc stress given to the second svara. Similarly, on any
other instrument to give the stress to the second svara, the lower
svara is touched, which is really the background between the
two svaras.

(3) Pratyahata:  Pratyahata is the wavy gamaka given

to the seeond note in the avaroha and aroha janta-svara. In the

A A
Kalyani varna (Adi tala) sa sa, sa ni da—ri sa ni—ni da da pa

ma—ga ma the ni ni da da is ni seni daanide. This kind of
jantasvara, where the higher svara is sought help of, is Pratya-
hata.
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(4) Nokku: W: Nokku is a Kampita where the time given
w

for the oscillation is very short. In singing sa ri ga ma, in
Mayamalavagaula the svara ga arises from ma and is usually
‘given a pull on the svara ga itself on the Vina. In view of the
fact that the pull given to the svara makes us feel the presence
of a stress, we can classify Nokku under the janta-sambandha
gamaka also. In avaroha, the oscillation becomes a slow slide
from the higher svara (e.z.) ma ma, ga ri sa in Begada. When
the slide is very slow, it is better we indicate the gamaka by
writing the svara from which the slide takes place with Erakku-
w DB.‘

jaru sign \ as ma m;aaga ri sa.

(5) Ravai: /\ In some combinations of svaras, pa ma is

A

sung as p;a ma where before coming to ma, the pa itself is
repeated softly with a touch of sphurita. The pa ma comes to
pa ma, pa ma. This gamaka is more common in avaroha

(descent).

(6) Khandippu: V Khandippu is also more common in
avaroha (descent). It is practically a nokku with a pause
between two alternate svaras backwards. The pause is marked
by the intermediate svara which is the khandippu. f/n singing the

v, . . . .
phrase ma ga pa ma ga rii sa in Surati, or pa, ma ga ri, sa sa in
\ \

Kalyani, there is a slight break in breath or the presence of a
fresh breath after ma. The ri has a slide from the intermediate
svara ga. The khandippu svara is nof pronounced but there is
the existence of the intermediate svara in that phrase. The ravai
and khandippu are not gamakas to the svaras in a musieal phrase,
bhut to the anusvaras. These anusvaras are writien in small letters
above the svara line with their respective signs.

(7) & (8) Errajaru and Erakkujaru: ( /, \|) are respee-
tively the slides in ascent and descent of svaras. The slides may
take place between any two svaras. In cases where there are a
number of intermediate svaras, all possible intermediate svaras
are not sounded. When we say sa, we reach that svara from
somewhere else. In some places the starting svara of the slides is
distinet. In such places, the anusvara is written above the line

pa
with the jaru (e.g.,) sa, ni da pa ni Anandabhairavi. In places
where the slide starts from the preceding svara in a musical phase,
only the sign is shown.
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(9) Odukkal: X Odukkal is a kampita of the second
type m. The time given to the oscillation is very.short. There
is only a single oscillation. In. odukkal, we have a strong landlng
on the lower svara and reach the higher svara by a slight
oscillation. As Nokku resembles the first type of kampita ( Am)
in its single wavy motion, so does Odukkal resemble the second
type of kampita (m) in a single wavy motion (ga é‘a ri sa) e.g.
for Odukkal the last charna-svara in Bhairavi varna (Ata tala).

(10) Orikkei: r Orikkai is in a way a janta sambandha
type of Odukkal. There is a feeling of a kampita because of the
w r r
whirl in the combination of the svaras (e.g.,) ni da pa

Thu la sl dalamu
w

(Mayamalavagaula kriti) is really ni Pa,, da ma ,, pa. In Odukkal
Thu

the gamaka svara is reached with an oscillation, whereas in Orikkai
the gamaka svara is only touched upon plainly. The time given
to the landing in the previous svara is the same in both Odukkal
and Orikkai. In both, the anusvara is the lower svara and the
time given to this lower svara is fairly long; and the anusvara
is nmot written down, as in Ravai and Khandippu.

‘We have a second type of Orikkat gamaka, where the anusvara
is the higher svara with a slight Errajaru. In Sankarabharana
da ni saa—sa da pa the ri is touehed after saa. I should like to
introduce the sign A (an inverted form of orikkai) for this.

(11) Vali: ™ The Vali ccecurs generally with a long svara
with two or three matras. The svara by itself is not given an
oscillation. It has anusvaras before and after the gamaka svara.
Landing in one svara, there is a circular movement by which the
effect of one, two or three svaras is produced. It generally occurs
in Punnagavarali, Ahiri, Asaveri, where long svaras going over
two or three svara intervals are produced.

SIGNIFICANCE OF MUSIC—(Continucd from p. 116).

Musie, I repeat, has no meaning which is explicable or décribable in
terms of anything else. Further more, the emotion which it arouses
is not akin to the emotion which we feel for the events and objects of
the sensible world, since that for which the emotion is felt does not
belong to the sensible world. Hence the ‘ proper’ effect of music cannot
be described or acecounted for in the language which appertains to the
events and objects of the sensible world. * * (Continued on p. 144)

M-—-16



SRI MUTHUSWAMI DIKSHITAR®*
BY
N. RAGHUNATHAN

‘What manner of man was the Dikshita? His sahityas tell
you something about him—if you read between the lines: for no
man was less concerned to express his personality in the typieally
modern spirit of exhibitionism. He had at his ecommand the
entire body of our ancient learning. Almost from infaney he had
a sense of voeation which neither grinding poverty nor hope of
worldly advancement could obscure. Music and devotion were
in his blood. And he prepared himself for his life’s work as
conscientiously as Milton had done; but unlike the English poet,
nothing could sour the unvarying sweetness of his disposition.
Even Sanaischara, for whom the layman has rarely a good word,
gets from him a tribute which reflects his philosophie temper and
his faith in Providence as much as his astrological intuition. If
Sri Dikshita passed through any strong emotional erisis, any
spiritual storm and stress, it has left no trace in his compositions.
There it is all serenity and poise; so much so there are those who
complain that he is too cold, that if he had been a little more
human he might have moved us more profoundly. This eriticism
rests on a basic misconception of his mind and art, as I hope to
show presently. It will, however, be generally agreed that his
musie makes its greatest appeal to the eontemplative element in us
and its prime virtue lies in strengthening that tendeney.

The subject of his compositions seems at first sight narrow and
the treatment almost pedestrian. Every song is a hymn of praise;
the ineffable bliss of the One without a second, the infinite merey
of the Saguna Brahman, the homelier graces of its many mani-
festations in Archa form—this is the ever-recurrent theme. The
singer’s life is one long pilgrimage; at every shrine he makes his
offering of song describing with loving detail local customs and
traditions, focussing attention on the special attribute of the
Lord that finds- expression in the local deity, withal, never losing
sight of the wood for the trees. He is no sectarian. His catholi-
city is, however, not a cloak for indifference; it is the outcome

* An gddress delivered at the Dikshitar Day in the Academy on
6-11-1943.
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of true spiritual realisation. He who has apprehended the One
in the Many delights in every one of Its holy manifestations,

His language, as befiits his theme, is spare and austere. It
reflects his deep familiarity with the mantre and yoga sestras. It
is full of echoes: thus the cheranas of the Gowri kriti ‘‘ Gowri
(Yiriraja Kumari ’’ reproduce almost word for word a famous
stanza from the Soundaerya Lehari. While utilising to the full
all the musical resources and metrical devices of language, he
does not aim at reproducing the complex and specific thythms of
poetry. Where musical effect demands it he does mnot hesitate
to sacrifice literary elegance. What Hudibras said of rhyme—

Rhyme the rudder is of verses

With which like stars they steer their courses—
may without irreverence be applied to his conception of the
sahitye in its strictly utilitarian aspect. It is not an end in itself.
It is merely the indispensable framework ol the musie.

But that is only half the story. A great composer need not
necessarily be a great poet. But he must be a true poet, how-
ever subdued his poetry may be to the purposes of his music. I
am not unmindful of the fact that doggerel or even meaningless
jingles have been utilised by some of the great virtuosi of the
past for improvising pallavis. But serious composers do not go
to work in that slapdash fashion. Their purpose is to make
visible the lineaments of Truth. They have willy-nilly to use
words and they see to it that the words do not distract attention
from the music or set up emotional cross-currents but echo and
reinforce its burden. Sri Dikshita achieves this in two ways—by
sticking to what we might call conventional themes but which to
him and to his audience had all the vividness of felt truth and by
paring down words to their melodic essence. His Balagopale, for
example, reads like a poetic summary of Sri Krishna’s life, a
kind of Sankshepa Bhagavatam; sung, the same words are trans-
figured into haunting melody.

Other great composers have followed somewhat different
methods and achieved striking success. They have been great
poets as well as great musicians. They have attempted
to portray the trials and tribulations as well as the triumphs
of the human spirit and in this task their sehffyas, enshrining
striking incident or vivid experience and surcharged with
emotion, have powerfully aided them by enabling them to
establish direetly and immediately that sympathetic reaction in
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the listener’s mind which pure music does not attempt, but
which may nevertheless serve as appropriate background to such
musiec. Each composer must decide for himself, according to the
laws of his temperament, in what proportion the purely poetic
and the purely musical elements shall be combined. But combine
they must and combine harmoniously. Poetry that stands out
as extraneous ornament or that goes against the grain of the
musiec will in a song be bad poetry and also make for a bad

song.

‘“ All art *’, said Walter Pater in a famous essay, ‘‘ constantly
aspires towards the condition of music ”’. For, as he went on to
cxplain, it is the art of music which most completely realises the
perfect identification of matter and form. ‘‘ In its consummate
moments,’’ he said, ‘‘ the end is not distinet from the means, the
form from the matter, the subjeet from the expression; they
inhere in and completely saturate each other; and to it, therefore,
to the condition of its perfect moments, all the arts may be
supposed constantly to tend and aspire.”’ Of all the other arts,
lyrical poetry comes nearest to achieving this perfect identification
of matter and form; for in it ‘‘ we are least able to detach the
matter from the form, without a deduction of something from
that matter itself.”’ One thinks at once of the great padems of
a master like Kshetragna; there the sehityas are not merely
lyrical poetry of this type, they are perfectly fused with the
musie, and to detach the language from the music would be to
make the language and the music alike infinitely poorer.

At the same time it must be borne in mind that music and
poetry are different arts, each with its own laws and conventions,
each normally working within the limitations of its own medium
though freely borrowing from the other those graces that may
be transferred without peril. Thus assonance, alliteration, rhyme
and metre, which are essentially musical devices, have long been
part of the poel’s stock; and musie, art music at any rate, has
borrowed from poetry much of its architectonic skill. The kriti
of the Tyagaraja era is as elaboratc a formal achievement as the
Greek ode; Dikshita’s magnificent Manirangu Fkriti Mamave
Pattabhirama for instance, has all the attraction of great archi-
tecture. In their immediatc appeal, again, music and poetry
seem to awaken response from different centres of consciousness.
Poetic 'emotion, the product of the poetie imagination, is
something different from musical emotion, the emanation of
the musical imagination. For purposes of ¢onvenienge the
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resas germane to poetry have also been used to deseribe the
varieties of musical emotion. But this identification has no
essential validity, as will be -obvious from the very limited success
that has attended attempts to identify a particular rage with a
particular rase. It is more profitable to look for the characteristic
bhava of a raga. It would not be very easy to describe this in
current musical terminology. The gestures with which a sensitive
artist like the late Prof. Abdul Karim aeccompanied his alap
perhaps expressed the rage bhave more vividly than any merely
literary desecription in terms of rasas could hope to do; for the
gesture-language, like the bhava, is integral. Bhave in this sense
clearly transeends the classification of emotional categories. If we
may usc an imperfect analogy, the rege bhave is the constant
aroundswell, while the rasas are the billows on the surface of
the sca.  And as billow and groundswell go together to form the
mighty symphony of the sea, so the specific rasas evoked by. the
words of the sehitya and the bhave of the rage in its myriad
manifestations combine to form a perfect whole in the musical
comnpositions of the great masters.

How exaectly this fusion is cffected is still largely a mystery.
All arts seem to have a common ultimate goal, a kind of
Brahmaloka beyond their special worlds, where they arc reconciled
and made one. The modern psychologist would perhaps locate it
somewhere deep down in the psyche; the aesthete of yesterday
called it the realm of the imaginative reason; in the philosophy of
St. Thomas Aquinas it is the intellect, corresponding presumably
to what the Gita calls the Buddhi; in the language of Indian
mysticism it is known as the plane of Brahman-Consciousness.
Our poets, singers and artists of every description knew that this
ultimate goal could be grasped omly in a state of heightened
awareness, however that might be brought about. Some attained
it through bhakti, others through dhyana, others through dharmae
(Dharmenavekshate gatim is Valmiki’s deseription of his own
peetie process.) Svi Dikshita’s way was the way of dhyana. A
key to his mode of composition is perhaps fo be (ound in the
manner in which the maker of sacred images went to work. The
iconographer, too, must be an expert in dhyane-yoge. Dhyatva
Kuryat is the injunction of the Silpa sastra. By the act of
dhyana the artist contacts the supra-mundane levels of reference
from which all the forms of art are derived. ‘¢ All musie,”’ said
Plautinus, ‘‘ is an earthly representation. of the music that there
is in the rhythm. of the Ideal Realm.”” If these ‘ unheard
melodies ’ are to be .brought dewn to mortal ears, the artist has
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to employ the golden stairway of words. And the Dikshita, an
ardent upasaka of Sri Vidya whiech describes the Devi as Vak
and as Matruka Varna Roopini, relied on the incantational power

_ of the word rather than on its intellectual or emotional content.
"His sahityas are thus in effect dhyana slokas rather than lyrics.
To the properly attuned listener they are a support of contempla-
tion. They start a train of vibrations which finds its consumma-
tion in the wordless ecstasy of the melody.

Reverent study and meditation on his sahityas is thus
indispensable for all who would partake, in however humble and
fragmentary a manner, in the vital experience that produced the
words and the music and their perfect blending in the Varma
mettu. That is perhaps too much to ask of the man in the street
who, if we are to believe the cinema, the radio and the stars of
the musie-hall, has no use for art which has no entertainment
value. But we have a right to ask that the average audience
should at least make an cffort to understand the plain or surface
meaning of the sahityas. With a composer like the Dikshita
that should not at all be difficult; for, as I pointed out at the
beginning, his language is mostly made up of words that have
become familiar to the masses from centuries of devotion to our
mantre and stotra-literature; the devotional ideas they enshrine
are, again, part of the mental climate of the land. True, Sri
Dikshita’s sahifyas are in Sanskrit, a language which, we are told,
is dead and, what is worse, does not deserve to be revived. Be that
as it may, it is surely cutting the nose to spite the face to say that
you will make no attempt to understand the general drift of the
sahityas because they are in Sanskrit; it is almost as bad as saying
that you will not listen to Sri Dikshita’s musie because he did
not compose in your mother-tongue. The true composer has, as
will be obvious from what has been said above, really no option
in full panoply, clothed in the appropriate words which fit it
a sort of spontaneous combustion. The Dhafu and the Matu are
not laboriously put together by a process of intellection; nor do
they form a mechanical mixture. When a new musical form leaps
to birth in the mind of the composer, it is, like Minerva born
in full panoply, clothed in the appropriate words which fit it
as closely as the skin, fits the body. These words are determined
not so much by conscious choice as by the whole bundle of
vasanas to which the artist is heir and the Semskara of which he
is the end-product. Sanskrit as par excellence the language of
meditation, the language of the mantra sastra came unbidden te
the Dikshita who expressed himself in it as naturally as the lark



PARTS I—IV] SRI MUTHUSWAM! DIKSHITAR 12'7

does in its trills. But he had no antipathy to Telugu or Tamil,
as will be seen from the few compositions in each of these tpngues
he has given us.

The artist must not be coerced. Neither politicians nor self-,
styled arbiters of taste have any right to tell a singer that he
shall eompose in this or that language any more than they have
a right to tell him that he shall confine himself to the composition
of what is called light music. If a horn singer ean find his
natural medium only in Tamil nothing will prevent him from
expressing himself in it and his eompositions will, without anv
adventitious aid, command the heart’s allegiance that is aceorded
“to all aunthentic art. You eannot produce a musical genius by
taking thought. Great composers in Tamil or any other language
for that matter will not be ushered into existence by any kind of
ballyhoo. What we ean do is to maintain conditions propitious
to their emergence. And the first of these conditions is that
musical taste should be widely diffused by the reverent study and
the constant practice of the highest types of music which are
enshrined in the works of the great Vaggeyakaras. Could anv
amount of grinding at the grammar of music give us that organie
conception of the raga, as a grand and majestic whole, that the
Dikshita’s kritis pre-eminently reveal?

So much for the composer. What ahout the listener? It is
contended that it is too much to ask of the ordinary man in the
Tamil country that he shall learn Sanskrit or Telugu in order that
he may appreciate the works of Sri Dikshita or Sri Tvagayya.
This is to exaggerate out of all proportion a difficulty whiech may
be easily overcome with a little effort; for these great artisis
employ vocabularies which are, comparatively speaking, ¥imited and
which contain many words familiar to the Tamil by long usage.
If there is a residuum that is unfamiliar and if the general drift
of a song cannot be understood without some help, why should
not those who are keen on music take the necessary trouble?
After all an illiterate does not expect to be enlightened by merely
looking at the printed words in a book. He knows he must learn
the alphabet first. And nobody seriously believes that he ecan
fully appreciate the beauty of Bharata Natyam without a modicum
of knowledge of the gesture-language of abhinaye. Why should
it be assumed in the ease of music alone that it must make no
demands whatever on the intelligence or industry of the listener?
Those who demand the exelusive use of the mother-tongue in
music seem to overlook the fact that many words used Dy the
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great Tamil bymnists and singers down to Arunagiri and
Thayumanavar. are as much Greek to the average Tamil audience
as Dikshita’s Sanskrit or Tyagaraja’s Telugu.

. Another favourite argument with those who have raised this
controversy is that the mother-tongue is unrivalled in the
immediacy and fervour of its emotional appeal. Nobody will
deny the force of that contention in its proper sphere; the appeal
to the heart of poetry in the mother-tongue is unique and
untranslatable, But in musical compositions the words of, the
sahitya are, as I have tried to show, merely the scaffolding; musie
has its own independent langnage in its combination of notes and
it is this language that stirs the musical emotion. The rapturous
delight with which Tamil songs at a concert are received by a
miscellaneous audience is put forward as incontrovertible proof
that it is the Tamil that makes all the difference. This is to
confuse cause and effect. What moves the audience is really the
catchy tune to which these songs are sung or the personality of
the particular artist with whom it is speeially assoeiated. The
foremost voealist among us to-day used for many years to give
the Kudambai Siddhar’'s song as a regular item in his concerts.
-The audience was invariably thrilled, not beeause it understood
the profound symbolism underlying that seemingly simple song,
but because it was strangely moved by the lilt of the melody,
the magie in the singer’s voice and perhaps, too, by the rustie
charm of such contrasted words as Tavaram and Tevaram.
For somewhat different reasons Sadasiva Brahmam’s Broohi
Mukundeti has achieved a meteoric success in recent years in
spite of the faet that the democratic patrons of the cinema and
the musie sabha are supposed to be averse to hearing any song
composed in that outlandish tongue Sanskrit. This type of
audience equally ardently takes to its bosom the current imbecilities
that the cinema imports so generously from the North. It eroons
to itself lovingly Hindi or Bengali words of the meaning of
which it has not the slightest idea, simply because the eheap and
flashy tunes to which they are strung have for it all the exotie
faseination that syncopated music is said to have for the
sophisticated erowds of Paris and New York. To do it justice,
we should remember that it is not the audience that is to blame;
it is the purveyors of musical entertainment who debase taste
by playing down to the lowest common level of musical
intelligence. Even the uninstructed multitude instinctively
recognises greatness when it sees it. When Pushpavanam of
fragrant ‘memory transported us to the seventh heaven c¢f bliss
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with his elaboration of the Anupallavi in Sri Subrehmaenyaya
Namaste or the Pallavi in Kshirasagara Sayane-or that, great
artist Konerirajapuram Vaidyanatha Iyer thrilled us to the
core of our being with such Pallavis as ‘‘ Pannirukayya
Murugayya *’ did -anyone stop to think for a moment of the’
language of these songs? To raise such issues as Aryan' vs.
Dravidian, Tamil vs. Telugu in the sphere of music is not merely
pointless; it is to interpose wilful barriers to the ocean of
aesthetic enjoyment to which all lovers of heauty should have
access as of right.

I am. afraid that I have strayed far from the subject of the’
day’s discourse. My plea in extenuation must be that I am
more familiar with eurrent controversies than with the intricacies
of Sri Dikshita’s music. As a layman, may I, however, make a
diffident appeal for a more adequate rendering of his magnificent
kritis? There are brilliant exceptions, of course. But, barring
a dozen celebrated compositions, the average performer is apt
to shun them as too difficult or to render them woodenly. Voice
training that would enable the singer to render the mandra and
tara sancharas in their proper saptakas being conspicuous by its
absence in this part of the country, many of our professionals
seem to be altogether defeated by the combination of low notes
and slow time they have frequently to negotiate in Sri Dikshita’s
compositions. In these awkward places they go into a kind of
peaceful trance from which they wake up with a start when they
come to the charanas that take a quicker time. The unity of
impression is thus inevitably lost. It is not for all to eommand
a great vocal range; but every earnest singer may with practice
master the gamakes in which so large a part of the beauty of the
Dikshita kritis lies. And those whose voice is poor should learn
the vina sufficiently to accompany themselves on it and eke out
their inadequacies with its subtle resources. It used to be done
in the past. Why ean it not be done now? Who that was
privileged to hear Dhanam’s Akshayae Linga Vibho and Chintaya
Makanda will ever forget that wonderful experience? May wo
appeal to the Music Academy which has played so large a part in
the popularisation of Sri Dikshita’s kritis to use its best endeavours
to see that the vinw is restored to its proper place not only as a
solo instrument but also as an admirable accompaniment which
almost seems to have been specially designed to bring out the
beauties of Sri Dikshita’s music?
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MERATTUR KASINATHA, A COMPOSER OF
SABDAS OF THE 18ra CENTURY AD.
BY
Dr. V. RAGHAVAN

During my visits to Merattir and other Tanjore villages to
witness the musical plays of Venkatarama Bhagavatar and others,
I had noted the Bhagavatars singing during the preliminaries some
Sabdas; during the preliminary procession of the local deity, on
one night I heard them sing the Gajendra moksa Sabda. Subse-
quently, I listened to several Sabdas and on enquiring one
belonging to this tradition, Bharatam Nallur Narayanaswami Iyer,
I learnt that these Sabdas and many more were the compositions
of a musician of Merattiir named Ka§inatha, the Mudrd which
I could then recognise in many of those Sabdas.

It is well known that the third item: in the usual programme
of the Sadir is called the Sabds. The Sabda which is sung
generally in Kambodi, takes off with rhythmic syllables, to which
the dansuese dances her Nrtta, and passes on to a Sahitya which
she then renders in gesture. Passages of the Sahitya are varied
by passages of rhythmic syllables.

Following the example of Merattlir Kasinatha, other composers
belonging to the Bhigavata-groups of the villages of Uttukkidu
ete. secem to have composed Sabdas on their local deities like
Kaliyanartanapperumal, and these Sabdas seem to form, so to say,
the largest bulk in this class of composition.! In these Sabdas the
rhythmic and the textual parts alternate generally in short
frequency, but there are also portions where the periods of both
are longer. The Sahitya is always in praise of a deity or a patron,
who is & Zamindar or King. It goes on elaborating in epithets
the qualities, acts and glories of the deity or patron and ends by
exclaiming ‘¢ Salute unto thee >’. ‘ Padman@bha Saldmu re ’ ends
a Sabda of Tanjore Vadivelu Pillai on Sri Padmanabhaswami at
Trivandrum, which has been familiarised to us by the Sadir.
Many others exclaim at the end ‘¢ Pardku *’, ¢ Attention ”’, giving

1 Through the help of Sri Ramachan_dra Sarma of Uttukkddu, I had
collected many Sabda manuscripts of Uttukk&du, which I, later, gave
away to the Adyar Library.
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the picture of the deity or patron eulogised as arriving or sitting in
court or going in procession, being announced by the bards.
This feature points to the affinity of the composition Sabda to
such specimens of court-panegyrics as Ratigaghosana and Biruda-
vali described in later Sanskrit Rhetorise. Sabda itself means in

P

Sanskrit ¢ YaSogiti,” ¢ a song praising one’s fame.’

With a view to know more of the Sabda-composer Kadinatha,
I secured some extracts from his compositions from Sri Bala-
subrahmanya Sastri of Merattar, who had copies of some of
them. These extracts showed that KaSinatha invariably signed
his pieces with his name; from one extract we learn that he sang
of the deity, Aeyuta Varadarija, at Merattiir, otherwise called
Unnatapuri,

Acyutajaladhicandra Varadaraja ninu nammitini. (a Sabda
in Caturasra).

In two other extracts occur the names of the composer and the
King of Tanjore, Sarabhoji. There are others in which the names
of Tulaja and Pratdpasimha occur, but not KaSindtha’s name.
Sri Balasubrahmanya Sastri further informed me that there were
Sabdas on Gajendra moksa and Sita kalyana with Kaginatha-
mudra, and Ka§initha composed also Sabdas on Rama patta-
bhiseka, the deity at Merattar and Sri Nataraja at Chidambaram.

In the June of this year, myself and Sri T. L. Venkatarama
Ayyar visited Tiruvariir to search for manuseripts of the compo-
sitions of Sri Muthuswami Diksitar. Sometime later, Sri N.
Mahadeva Ayyar, ex-Government Pleader at Tiruvarir, but for
whose help we could nat have seen any manuseript at Tiruvariir,
sent me a bundle of palm-leaf manuscripts belonging to the family
of a Nagasvarakara of Tiruvarir. Among these manuseripts,
I found one written in Grantha secript containing a large
number of Sabdas and marked on the first leaf ‘‘ Svaminathan’s
Sabda Manuscript.”” The manuseript opens with five Sabdas in
Tamil, two on Subrahmanya, one on Visnu, one on the Ganesa
at Tiruvariir and another on Ganapati again. The rest are all
Sabdas in Telugu on different deities and patrons, among whom
is included the King of Travancore Ramavarma; these are
evidently by different composers, and I shall take another
opportunity to deal with them. That the manuscrip} was written
at Tiruvarir is borne out by the words ‘¢ Tyagarajare Tunai ’’ at
the end of each Sabda.

By far the largest number of the Sabdas in this manuscript
are those of Kadinatha, so identifiable by the mudri of his name
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found in them. Some of these end with Salamu and some with
Pariku. From this manuscript we learn a few details about the
natare of the composition called Sabda. While the manuseript
gives the Tala of every piece in the margin, of no piece does it
give the Riga. There are four Sabdas called in the margin
Rakti Sabdas, and in these four cases neither the Raga nor even
the Tala is given. Of these four Rakti Sabdas, one is on God
Rama, one on King Pratipasimha and one on King Tulaja.
Instead of mere eulogistic epithets, some Sabdas have a little
Bhava also introduced.

The following is an Index of the Sabdas of Kasinitha, having
his Mudra, found in this manuseript:
Tala. Subject of eulogy.

1. Adi King Sarabhoji

¢ Ora Kasinatha qutiéa * ¢ Fka maha-
rija tanuja Sarabhojt Maharaja
pariku.’’

Sarabhoji’s talents in musical composition arc thus
referred to here:
‘ Sakalabhﬁgalayandu nitakamuna pada padye-
mulanu sarisitilyakara viracineidi.’

2. Adi A patron named Narasimhappa, whose wife
was known as Tafijam and whose residence
was on the banks of a tank called
Siiryapugkarini.

‘“ Kanaka Tafija nayaki prane$a- Kasi-
natha vandita sarvesa - Dinakara-
puskarj:,ﬁ tira vasa « Dhira vira Nara-
simheppe deva.”’

3. Adi King Sahaji .

‘“ 8ri Kasinatha nutia Coladeéa pari-
pila Ratimadanaldla Séhe bhipala
Salamu.’’

4. Adi King Sarabhoji

“ Kafinitha sannuta Bhosala kula
candra—Sarabhoji mahardja pardku.’”

5. Adi King Sahaji _
““§ri Kaéinitha nuta bhilpa Ekarija
kumara Sghaji raja gambhira.’’
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Téla. Subject of eulogy.
6. Miéra On Gajendra Moksa.
7. ” God Prasanna Venkatesa.
8. » God Rama.,
9. ” ”
10. ” God Prasanna Venkatesa.
11. ” God Rima.

12, .. King Sahaji.

The last in an important piece as it refers to the manifold music
compositions of King Sahaji and his musical gifts. Sahaji’s
devotion to God Tyagardja (of Tiruvarar) and his mother
Dipamba are also referred to this Sabda.

‘“ Tam dhinnandhittam Tharikutaha—
Atita * vigamamanigatamu samamandu
Suramu SALAMU Daruvulu * *

Jati taruva * * Siladi * ¢
Sangatika janaranjitamai Kuravameciyu *
Tyagarajakrpanu veladini prakatamuga bahu natikalan-
karamulu raciyificidivi—ammamma satatamu SambaSiva-
bhaktiyanugala

Dipambé garbhasudhakara * *

Kadinathanutendra sadgunasandra Bhosala-candra Sahe
bhiipalure ’’

In the compositions mentioned in the above Sabda, we find one
called Soldmu; evidently this Salamu is another name of the
Sabda whieh, in many cases, ends with the expression ¢ Salamu ’
or ‘ salutation ’ to the king or deity.

That Sahaji was a prolific composer of various types of eompo-
sitions can be verified by the manuscripts in the Tanjore Library.

Such a composition of Jati-Sabdas woven with Sahitya-§abdas
seems however to be common to the whole of this country; for,
some years back, I listened to and witnessed the dancing of a
composition like this on Krsna belonging to the Kathak school by
one of the members of Srimati Menaka'’s troupe.

Fortunately Kasinatha has given us the clue to know the time
when he flourished, by the mention of the kings eulogised by him
in his Sabdas. We do not know who.the Narasimhappa oeruring
in one of his Sabdas is, but we know the patrons whom he has
praised in some of the other Sabdas, viz., the Mahratta-kings of
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Tanjore well-known for their musical patronage, Sahaji and
Sarabhoji, sons of Ekoji and Dipamba. Sahaji is the greatest
ruler and patron of the Bhosala Mahratta dynasty of Tanjore,
and he ruled between A.D. 1684-1712. His younger brother
Sarabhoji I ruled between 1712-1728 A.D. In some of the
Sabdas in this manuscript, as well as in the manuscripts with
Merattar Balasubrahmanya Sastri, there are Sabdas mentioning
King Tulaja and King Pratapasimha. In a slightly longer Sabda
in Misra in the Tiruvariir manuscript, oh the story of the
Ramayana, there are greetings to Tulaja (II), (1763-87) son of
Pratapasimha (1741-64), and Pratapa. Ramacandra which is
perhaps Amarasimha (1787-98), the son of Pratdpasimha by a
concubine, If this is also by Kasinatha, we must take the composer
to have enjoyed a long life; but these pieces do not have
Kagkinatha’s Mudra.

In two pieces Kasinitha qualifies his name with the words
Vasika.vara, which might mean that he was also a flute-player.
In his Sabda in Mifra on Sitakalyana, his Mudra is found thus:
‘ Veda Kasinatha ’. That he was proficient in dance is known by
the attribute which he gives himself in another Sahda, in Misra on

T

Prasanna Venkatesa, viz. Bharata Kasinatha (Tiruvarir ms).

The most renowned Sabda of Kasinitha appears to be his
Gajendra Moksa Sabda which is otherwise called the Mandiika- or
Frog- Sabda. In the Tiruvariar manuscript, the marginal note
calls it the Mandiikasabda. The Sabda contains a long sequence
of rhythmic syllables in which the poet tries to eapture the sound-
effect of frogs croaking in the lotus-pond where the (Gajendra
gets caught. I have heard Bharatam Narayanaswami Ayyar
recite this portion and verified the strikingness of the effect of
this passage. This article on Kasinatha may be closed with the
reproduction here of the relevant portion of this Sabda.

Mandikaéabda—Gajendramolsam—Misram * *

‘¢ Takkinamkina-Taku Taganaka Theku kamalatatadkamuna
Mandiikadabdamu - Taga nanakanakapakana - nakanakana-
kajha - jhegana - nakanakanakana - nakanakanakajha -
tagananakanakanakajha - . jhegananakananakajha tagana
nakanaka - jheganannkanaka - tagananaka - jhegananaka -
kinanaka '

(indappadi madhyamakélam; kinanakatirechi orutaram)
bagugayiligughd mapdiikamulu ghogimpagd * *

e e



THE RAGAS IN KERALA
BY
Dr. V. RAGHAVAN

It is well-known that the Kathakali or Ramanattam of Kerala
was the offspring of what is known as the Krsnattam, Krsnpa
nataka or Krsna gitil This latter is 2 Sanskrit composition in
songs and verses, composed in the style of the Gitagovinda, on
the life of Krsna, by a Zamorin of Calicut named Manaveda.?
This Krsna giti which has been edited in Devanagari by Pandit
P. S. Anantanarayana Sastri for the Mangalodayam Co., Trichur
(1914), was according to a chronogram given by the author
himself at the end of the work, viz.—* STl &gfmiy®: ' —finihsed
by Minaveda on the Kali day 1736612, corresponding to A.D. 1657,

In the history of carnatic music this was the period of
Venkatamakhin; and it is of great interest to the musical
historian to know what Ragas were handled by Manaveda in his
composition, Krsnagiti. The following is a Raga-Tala index of
the 68 songs in this work:

Raga Tala

1. Pati Eka.

2. Samanta malahari Campa.

3. Bhairavi Eka

4, Meccidbauli »

5. Kanakkuriiji »

6. Ramagiri ”

7. Gambodhi »

8. Indifa Campa.

9. Pantayiri Paficakari.
10. Kedaragauda Campa.
11. Pati Eka.
12. Sankarabharana Campa.

13. Malahari

”

1 See my article on Kathakali, Triveni, Vol. VI. No. 2. and Kerala
Theatre by Sri K. R. Pisharoti, Annamalai University Journal.

2 Another Gitagovinda-link in the Kathakali is the singing among
the Kathakali preliminaries of a Gitagovinda piece, “ Manjutara”. See
my article abovie mentioned, and Sri R. V. Poduval’s Art of Kathakali,
p. 18, *
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14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24,
25.
26.
27.
28.
29.
30.
3L
32.

33.

35.
36.
37.
38.
39.
40.
41
42.
43.

45.
47.
49.
50.

51.

52.
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Ahari
Sankardbharana
Mukhari
Pati
Kambodari
Saurastra
Nadaramagri
Samanta malahari
Bhiipila
Ghantaramalava
Malavagauda
Sankaribharana
Kedarappantu
Indisa
Nadaramagri
Saurastra
Ghantara
Kedaragauda ..
A Ragamaliki in -Bhairavi,
Bhiipila, India, and
Kanakkurifiji.
Kiamodari
Gambodhi
Dhanasi
Kedaragauda
Kambodhi
Piti
Malahari
Sankarabharana
Mukhari
Nitta
Bhairavi
Malahari
Kiamodari
Mukhari
India .
Kedaragauda
Sankarabharana
Bhairavi
Ghantara
Pati

Téla
Eka,.
Campa.
Eka.
Paficari.
Eka.

Paficakari.

Eka.
Ttiputa.
Bka.

Paiicakari.

Campa.

»
Eka.
Campa.

Paficakari.

Eka.

Paiicakari.

Ata
Eka.

”

Campa.

Paficakari.

Campa.
Eka,

”

Campa.

Eka.

Paficakari.

Eka.
»
»

»

Campa.
Eka.

(VOL. X1V
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Raga Tala

53. Kanaklkurifiji Campa.

54. Kurifiji - »

55. Malavagauda s »

56. Ahari \ Eka,

57. Mukhari s ol »

58, Sainkarabharana e »

59. Natta Campa

60. Gambodhi .. Eka.,

61. Bhairavi e Campa.

62. Kaianakkurifiji oo "

63. Samanta malahari . Eka,

64. Ahari Campa.

65. Kedaragauda .o Eka.

66. Ghantira oo ”

67. Gambodhi . Paficakiri.

68. Indala .o ”

An analysis of the above pieces will show that among the
well-known Régas,
Nos.
in Pati, i.e. Padi, there are 5 songs, (1, 11, 17, 38, 52).
,, Bhairavi ‘5, (3, 32 43, 54, 61).
,, Meccid (Meca) bauli 1 song, (4).
, Ramagiri (Ramakari 1 , (6).

or Ramkriya)
., Kedaragauda (or -la) 5 songs, (10, 31, 36, 48, 65).

,, Sankaribharana 6 , (12, 15,25,40,49,58).
,» Mukhari 4 | (16, 41, 46, 57).
, Sauréstra 2 , (19, 29).
» Nadaramagri (-kri or 2 , (20, 28).
-kriya)
» Bhipila 2 , (22 32).
,» Milavagauda (-la) 2 , (24, 55).
», Ghantdra (Ghanti) 3 (30, 51, 66).
,, Dhanisi 1 song, (85).

,» Malahari 2 songs, (39, 4).
,», Kurifiji 1 song, (54).
,, Ahari (Ahiri) 1, (56).

Sometimes a tendency to adopt a pointless literarisation of the
Riga-names manifests itself; a form which would satisfy grammar
and give some meaning is adopted; and this tendency has played
havoe in the field of Riga-nomenclature. It is usual in Kerala

M~-18
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to call our Kambodi or Kambhoji, Kamodari; in Sri Svati
Tirunil’s Krtis we find Kamodari and Yadukula Kamodari.
¢ Yadukula ’ again is a fine example of this literarisation, the
eorrect name being ¢ Erukula > meaning ¢ of the Erukas ’, a Telugu
name of the gypsies, from whom this melodie type has been taken.
To satisfy us that it is this pointless tendency to literarisation that
has operated we having only to look at a Tila-name like Ata in
Sviti Tirunal’s Krtis, where it is given as Atanta.

In the abve list of Ragas in the Krgna-giti we find a single piece
in Kambodhi (37), 3 pieces (18, 34, 45) in Kiamodari, and 4 pieces
(7, 34, 60, 67) in what is written as Gambodhi. Is this Gambodhi
what we know as Gavambodhi, the 43rd Melaréga, or is it only a
different kind of literarisation of Kambodhi? When we find
some in Kimbodhi and some in Kameodari, not only in the
Krsnagiti, but also in Sviti Tirunal’s Kucela and Ajimila
Upakyanas (6th in the former and 1st in the latter), are we to
assume two Rigas here or one? Probably only one, for in these
same Upakhyinas we find three pieces in Yamunakalyani and one
in what is written Yamankalyini, where we know for certain
that the latter word Yamankalyani is correct, and the former
Yamunakalydni, now well-established, is an absurd Sanskritised
form. That in the same manuseript the same Raga appears in
different name-forms is only due to the erratic nature of the
scribe or the irregular enthusiasm- of some pedant.

Leaving these instances of possible corruption in well-known
names, No. 68 Indala is only the Tamil form of Hindola as found
in-the Devara hymns. Samanta-malahari, a new Riaga claiming
here three pieces (2, 21, 63), Ghantira-malava, another having
a single pieee (23), are but products of well-known Ragas. There-
fore the rare Riga-names which have to be specially noted are

Kanakkurifiji which has 4 pieces (5, 32, 53, 62).

Indifa 3 , (8 27,47).
Pantayiri 1 piece (9).
Kedarappantu 1, (26).

If the prefix Pantu in the well-known Pantu-varali stands for
a special Riga-content, we can understand two of the above four,
Kediarappantu which may be Kedara + Pantu, and Pantayiri
which may be Pantu -+ Ayiri or Ahiri. In the Srigarasankirtanalu
of Tallappikam Annamicirya (A.D. 1408-1503), piece No. 163

<



PARTS I—iv] THE RAGAS IN KERALA 139

is in Mukharippantu.* Kuranji is a well-known Raga; the form
Kanakkurifiji has an unmistakable Tamil ecomplexion, and so, also
is IndiSa of which we know nothing.

_ If we have only these Raga-names in manuseripts or books, the
question may not be of so much importance; fortunately the
practical value of it is ensured by the fact that the Krsnagiti is
still sung and danced to in the month of Margasirsa by a special
band of musicians and dancers maintained by the Zamorin of
Calicut. I am making arrangements to get one of the singers of
this troupe to go to Madras and show us the form of Samanta-
malahari, Ghantara-malava, Kanakkurifiji, Indisa, Pantayiri and
Kedirappantu,

The interest of the Krsna-giti is not confined to the Ragas. If
we go through the Tala-names, we find in no less than 11 pieces
(9, 18, 20, 24, 30, 32, 37, 44, 45, 67, 68) the Tala as Paficakiri,
which is once written as Paficdri also. It will be worthwhile
to know what this Tala also is.**

In the Ajamila of Svati Tirundl, the fourth song is captioned
Dindi and the index includes Dindi as a Riga; it is the name of a
metrical composition, the Marathi Dandi (Saki, Ovi, Dandi ete.).
In the same composer’s Sangita Krtis, the index makes a similar
mistake regarding 139th piece marked Abhang, which is not a
Raga, but the name of a Mahratti song-type. That Svati Tirunal
adopted these song-types from other parts of the country is shown
by his great linguistic interest and in his Ajamila, he has a song
in the Dhrupad-form (No. 6). In his two Upakhyanas, there are
four songs (4th in Kucela and 2nd, 3rd and 8th in Ajamila) under
the caption Bilandi, which again may be an exotic song-type. The
Raga of the very first piece in Kucela, Khat, is a North Indian

Raga.

*Prof. P. Sambamurti drew my attention to this Mukharippantu,
Other rare Rigas in the songs of Tallapakam Annamacirya are Konda-
malahari, Gitanita, DeSadla, Bauli Ramakriyd, Abali, Telugu Kamboji,
a Mencubaulli as different from Mecabaull (songs 86 and 225 in
Srhgarasankirtanalu) and Rayaganla. See Vols. II and III of the
Tirupati Devasjhanam Tallapakam Telugu Works, Annamicarya's
Adhyatma and Srhgira Satkirtanalu. ’

*% In a ms. in the Tanjore Library (No.13943), there isa Telugu song in
Mukhidri of which the Tila is given as Paficaghdte-which seems- to: be
the correct name of this T3la.

-
yt————



MUSIC IN PALKURIKI SOMANATHA’S WORKS
BY
Dr. V. RAGHAVAN

Some scholars opine that the Telugu author Palkuriki
Somanitha flourished in the 12th Century A.D., but the more
generally current view is that he wrote in the last quarter of the
13th and the first quarter of the 14th Century A.D., and was a
contemporary of King Pratiparudra of Warangal. It will be
useful to glean the musical information in the writings. of this
author, the Basavapuranal and the Panditiradhyacarita.2

In the former Purana, Somanatha gives an epitome of musie,
mentioning the elements of music, kinds of instruments, and a
series of Riagas. The following varieties of Vinid are mentioned
here:—

Ravanahasta, Brahmaving, Lavanyavini, Kailasavina, AkaSa-
vind, Pindgkivind, Sdarangavind, Karmaving, Svayambuvavina,
Gauriving, and Kinngriving.

Of these, those in italics may be traced to the musical works.
Besides these Vinas, Somanitha mentions also an instrument
named Janaka (p. 89). He then speaks of the 7 Svaras, 22
Srutis, 7 Gamakas, 3 Sthayins, Suddha, Salaga and Desi Margas,
3 Layas and Thayas.

The list of Ragas which follows speaks of :—

Deéaksi Varali

Dhannasi Kambhoji

Defi Gaulapaiicaka (5 Gaulas)
Nita Bhangila

Sakala Gurija

Ramakriyé Bhairavi

Lalita Badapaficara
Salanganata A (8a7) ranga

1 Edn. Veturl Prabhikarg’ Sastri. Andhra Patrikd Office. 1926.
2 Edn. Ch. Narayana Rao. Andbra Patriki Office. 1939. There is
also an older edn.; and there are some variants in the Rigeinames in

the two edns.
I am thankfyl to Dr. N. Venkataramanayya for helping me to collect

the information in thig article.
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Gujjarl Gundakriya
Megharaiiji Kaugika -
Velavali Devakriya
Citravelivali Madhyamaivati
Maslavi Todi

8ri Avanata

The classification into Stri and Purusa Ragas is also mentioned.

In the Panditarddhyacarita of the same author, there is a
special sub-section devoted to Sangita, Dance and Music, called
the Bharataéastralaksana in the Parvataprakarana. Pp. 437-459.
Andhrapatriki Office Edn. Leaving the dance-material, I am
noting down only the musical information from this section.

The Vinds mentioned here are numerous: Brehma, Kaildsa,
Saraiga, Kirmae, Akasa, Pindke, Ravana, Gauri, Gandharva,
Bina, Kadyapa, Svayambhii, Bhujanga, Bhoja, Kinnara, Trinari
or Tripari, Serasvati, Molla, Manoratha, Saradhi, Gananitha,
Kumara, Anivani, Rivanahaste, Tipiri, Sakane, Vali, Vicitra, Nata,
Sagarika, Kumbhika, Vipa#icikd, Sara, Parivadi, Mallari, Golasthi,
Svaramandala, Ghogdvali, Anuviddha, Audumbari, Tantusigara,
-and Ambuja. In the above list, those in italics may be
traced to the music texts® or can be related to some musical
legend or reference. These Vinas are said to accompany vecal
music, and other instrumental music, and Mukhavininuga and
Drutanuga. Mukhavina is the diminutive pipe used in the dance,
and Mukhavindnuga may mean Vinid accompanying dance. The
meaning of Drutanuga is obscure. Then 19 different aspects of
Vina-playing are given: Tantrulu, Karanikalu, Dandi, Citra,
Mrdu, Lali, Madhurya, Ullasana, Sayathina, Mugasala, Sukala,
Hayathana, Da§ahara, Sarana, Pottavaniga, Tiruvu, Varti, Tala-
patte, and Kartarl. Of these Sarana is Sérana and Kartari is
well-known. Sukale may be Sakala and Sarngadeva deseribes
Sakalavadya in VI. 98-100. Karanikalu may refer to the
6 Karanas, Ripa, Krtapratikrta, Pratibheda, RiipaSesa, Ogha,
Pratiuska. (Sangita Ratnakara VI. 110-120). Tiruvu may be
Tirupu.

Somanitha then gives a list of the 108 Talas. Then follow the
22 Gatis of singing: Alapa, Helana, Vyipti, Bedangu, Salana
Sulike, Jhara, Mimpu, Sempu, Anuvu, Tiravu, Jaya, Anujaya,

3 Besides the Vipd-section of the Sangita Ratnd3kara, Ch. VI, see also
same book, Ch. III, éls. 208-210. .



142 THE JOURNAL OF THE MUSIC ACADEMY. [VOL. XIV
Kompu, Unavina, Vali, Bhajamana, Pamvu, Sevana, Vahani,
Savyangula vakini and Adhara vahini.

7 kinds of Alapa are then given: ‘Arohi, Avarohi, Cakravila,
Sampada, Pravyakta, Suvyakta and Lalita.

After mentioning the 22 Srutis, Somanitha mentions 22
Gamakas: Dirgha, Lalita, Dirghika, Adirgha, Dirghollasita,
Dirghakampita, Ullasita, Samollasita, Ullasita, Ueccarita, Sphurita,
Mirdhniksipta, Komala, Aksipta or Ksipta, Bhramita, Ahata,
Lalitottama, Lalitaprastuta, Gumphita, Siksmanta, Kuficita, and
Karasthita. After this 7 more special Gamakas are mentioned:
Kampita, Sphurita, Lina, Tribhinnottara, Andolita, Ahata and %,
which are well-known.

A list of 108 Ragas is then given, after which mention is made
of the 4 kinds of Sarira, Bambala (Bombaka), Narata, Misra and
Khavula. Then are given two items called Sarivicakas and Anu-
vicakas, 2 Sarivicakas, Jaya and Ujjaya, and 12 Anuvicakas
Hayi, Suhayi, Ganayi, Gadhayi, Gadhayi, Vayi, Dendyi, Bahulayi,
Badiyayi, Nibidayi, Coksdyi, and Diksdyi. Then follow some
other interesting topies: 6 Svadus, 9 Svadus, 5 Jayas, 12 Tiruvus,
7 Kanthagatis, 11 Vahanis, 32 Thayas, 15 Salaga Talagatis and
6 Alattis.

All these give one the impression that the ancients had a wide
repertoire of critical vocabulary to appreciate the several and
minute aspects of our music.

Now the list of 108 Rigas mentioned in this section by Soma-
natha, which are said to be classifiable into Sadava and Auduva,
Stri, Purusa and Napumsaka, and Sanga, Raganga, Kriyanga and
Riipanga. The text in the two editions has some slight differences
in the Raga-names which also I note here. The list has a few
cases in which we are unable to decide the correct name, as in the
cases of some compound-names:

Sriraga Paficama gandhari (jati)
Andoli Devagupta '
Citrangi Srikasika gupta

Lalita or

Saura Srikalika gupta

Gauli Giandharl gupta
Sankarabharana Sadharana gupta
Gandhari Kannadika

Madhyama gindhari Deéi

Rakta gandhari (jati) Kumbhaka
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Kamodi

Desaksi
Madhukari

Divi or Dimi Megharafiji
Ranga varali
Tarangini
Bahuli

Bangala

Mahuri
Brahmini
Suddhavahini
Brhati
Devakriya or Devapriya
Riipa

Sohala or Sohari
Saindhavi
Suddhavarali
Saurastral
Sohaha Saindhavit
Saurastra Saindhavi
Pauriani

Bhinna paurani
Utpalapada
Patijara
Nagavarali
Nagadhvani
Kuraiiji

Nata

Trinetri

Milavi Gaula
Ramakriya
Chaya Gaula
Dravida Gaula
Karnata Gaula
Saurastra Gaula
Degala Gaula
Bhairavi
Sarangabhairavi
Nandayanti (jati)
Nadottari
Suddhahira

Anya Saindhavi
YVasanta -
Meghaechali
Saundari
Takka
Chanhari5
Rakhasi
Somaraga
Maruva
Pallala
Kailindi
Dhaivata
Ghantarava
Nyalindi
Defali
Abhrapaficama
Gandhi kamodi
Srikantha
Kambhoji
Sindhuvarali
Kausika
Piirna nita
Gujjari
Sauragtra gujjari
Malahari
Kolahala
Malavi
Gaulikda
Madhyavibhinna
Salanga nita
Bhiipila
Chaya todi
Sauvira
Hindola
Turuka todi
Divyavati
Gundakriya
Natanariyani

1:43

Rsabhi (Argabhi jati)

Nartaki
Velavali

4 The later edn. omits these two.

6 Absent from the first edn.
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Kaitaki Citravelavali
‘Vyabhiedri Malavasri
Karmari (Karmaravijati), Madhyamavati

¢ Many of the names here are well-known, and could be traced
through Sarngadeva to Matanga himself. Only a slight difference
in the forms of the names are noticeable; as for instance Paurani
and Bhinna paurani may be Paurili and Bhinna paurali; Trinetri
may be Trinetrakri; a few, so marked, are Jatis; Pallala may be
Pallava; Piirnanita may be Piarnata, Citrangi, Saura, Brhati,
Meghacchali, Saundari ete. are other names in this enumeration
which, it will be worthwhile to trace in the musical treatises.

SIGNIFICANCE OF MUSIC—(Continued from p. 121).

The aesthetic value of music depends upon the significance of the
phrase announced and upon the skill with which it is developed; * *.
The intensity and quality of the ‘proper’ effect which it is capable of
producing * * is explicable, therefore, entirely in terms of its intrinsic
characteristics, and not in terms of the feelings which any person or
body of persons may entertain in regard to it or of the experience which
they may bring to it. * * the significance of music is other-worldly
* ¢ the nature and extent of the listener’s experience in matters not
related to music is irrelevent to his appreciation of musie.

It is in' this respect that music is most sharply distinguished from
literature, * * *

Our appreciation of music depends upon our ability to perceive intui-
tively the righteous and inevitability of certain combination of sounds
* * * And since the emotions which we feel for music are different
from any of the emotions roused in us by life, no experience in the
emotions of life is required to enrich and enhance our appreciation of
music. !

*® L] » o L L [ ] L ]

The function of music is not to represent the objects of life or to
arouse the emotions which are aroused by life, but simply and solely to
achieve significant form.

" . . . »* - "

And this, we may presume, is what Schopenhaner meant when he
affirmed that even when the visible and sensible worlds are swept away,
music (not the sounds, but the patterns) would still remain. Music,
sald Schopenhaner, is not representational; * * * * Music is the
purest of the arts, purer than painting and purer than sculpture because
the reproduction in sound of combinations of the real is less distorted
by matter than it is in paint or stone. Sound is a less gross material
to overlay and to conceal the likeness of the real world. Thus in the
appreciation of music we approximate to a pure contemplation undeter-
mined by any subject-matter, which is surpassed only by the direct
vision of °the mystic. ¥ * * (Continued on p. 146)



SOMA RAGA
BY
DR._ V. RaGHAVAN

Soma is a well-known Raga in the books. The Sangrahacuda-
mani and Sangitasarasangrahamu deseribe it under the 14th Mela,
Vakulibharana. Earlier works also deal with it. The Sangita
Ratnakara, A.D. 1210-47, defines it in eh. 2, verse 167, as born of
Sadji Jati and as suitable in Vira rasa.

g GEERE: SRR e |
g et 4R aRAewe: |

One of the authorities mentioned by Sarngadeva is Someévara,
and this writer may be King Some$vara of Kalyan who compiled
in 1131 A.D. the encyclopaedia called Manasollisa or Abhila-
gititha Cintamani, which contains a substantial section on Musie.l
This encyclopaedia of Somesvara was taken up for publication in
the Mysore Oriental Library Series, but was not issued beyond
a portion. It was later taken up for publication in the Gaekwad’s
Oriental Series, Baroda, and two volumes of it have appeared in
that series under the editorship of Sri G. K. Shrigondekar, M.A.

On pp. 19-20 of his English Introduction to Vol. II of the
Manasollisa, Sri Shrigondekar draws attention to some rare
musical information in a section of Some§vara’s work. In
book III, ch. 11, Some§vara deals with the subject of progeny
and describes here the Samskiras for the pregnant queen, child-
birth, Samskaras for the child ete. The editor says: ‘‘ At the
time of the Simanta ceremony the Sastrakaras say that the
Vinavadins should sing songs in praise of Séma, but here King
Someévara actually advises that they should play the Soma
Raga ..... "

The text as edited by him reads in the place referred to

g TaEmArn gieef: |
Yfidatzafze S (@) e 1l
Sloka 53. p. 108, Vol. II.

Sﬁ Shrigondekar quotes 'in this connection the Sitrakaras
Agvalayana, Paraskara, Apastamba and Hiranyakesi, all of whom

1 See the Journal of the Muﬁlc Academy, Vol. 3, p. 27, my article
on Early Safgita Literature.

M~-19

L ]
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specify only this much that during the Simanta ceremony, Vinpa-
players must sing in praise of the deity Soma who is well-known
as Raja.

That according to Someévara Somariga should be sung or played
seems to be a mere fancy of the editor, based on a defective
reading of the text before him. The line in Some§vara may as
well be in reality

iRRATgata awuarEE

meaning ‘‘ with Vainikas playing music which propitiates the
deity Soma R&ja.’’ Thus Somefvara is saying here nothing more
than what the Sastrakiras themselves say regarding music on
the occasion of the Simanta ceremony; and Soma Riga might not
have anything to do with Simanta.

o e———

SIGNIFICANCE OF MUSIC—(Continued from p. 144).

Thus, while true aesthetic emotion is the same and is changeless in
every age, the improper appreciation of music is subject to fashion
and changes from one age to another. * * * .

In Vernon Lee’s words: ®* * * * Music thus awakens two different
kinds of emotion—a dramatic one referred to its expressiveness, and on
aesthetic ome connected with the presence or absence of what is known
as beauty_ » [ ] * *» * . [ ]

To convey meaning is * * essentially the function of literature
* * music is vastly inferior to literature as a medium for the expression
of meaning, and this is true also of music considered as a vehicle for the
communication of a particular emotion. * * It is only by a misuse
of its true function that music is ever employed to express meaning at
all, and that to put it to this use is to conatrain it to do badly what
literature does well. ‘Music is neither the slave nor the mate of poetry,
nor, when she is constrained to run in double harness, can she do her
own work. g * hd * * .

As a general rule the more meaningless the words the more successful
the songs; * * for the same reason Masses and oratorios tend to be
superior from the musical point of view to operas, the words in a Mass
being few and conventional * * * * thus the music, undisturbed by
the meaning of the words to which it is yoked, can develop freely
according to the laws of its own nature. Even so, however, the human
voice, in so far as it makes articulate sounds, must be regarded as an
intrusion a fact which was recognised by the early English musicians
who used it in articulately like a music instrument. The only pure
form of music is the instrumental.

—MATTER, LIFE AND VALUE. Part II. Aesthetics as the
Awareness of Beauty. ii. Significance of Music pp. 283-299.
(Ozford University Press).
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[The piece is on the deity at Vallalarkoil near Mayavaram. The Patha of this
piece is from Vidvan Keeranur Subrahmanya Ayyar.]
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Srt Ranga Gana Sudhodayam—Compositions jin Tamil by
Sangita Vidwan Brahmasri Nerur Srinivasachariar—Copie§ ean
be had of Thompson & Co., Ltd., 33, Broadway, Madras.

Under the above title, Sangita Vidwan Brahmasri Nerur
Srinivasachariar has published sixty-eight kritis, along with a good
number of gitas, svarajatis and tanavarnas, all in Tamil, in simple
notation, with the mudra ‘¢ Srinivasadasa ’’.

It is noteworthy that these compositions of this talented
musician stand unique in striking contrast to most of the available
works of other contemporary composers in Tamil, in respect of
diction, gradation of sangatis, richness of musical conception,
exposition of all shades of ragabhava and sublimity of thought and
import. An analytic study of his songs ‘‘ Vishvaksena *’ in Todi,
‘“ Mayane idu >’ in Kharaharapriya, ‘‘ Yadugirithai >’ in Darbar
and ‘‘ Hayagriva ”’ in Kalyani ought to confirm the above opinion.

Further, ‘Brahmasri Srinivasachariar has indeed achieved a
rather enviable degree of suecess in the matter of originality of
raga-portraiture. A composer who attempts to ecompose in
obscure ragas has not much of the musical experience of pionecrs
to draw inspiration from; he has only to ransack his own musical
resources. If in gpite of this handicap he succeeds in shaping
sweet melody-moulds, his success is rather remarkable, For example,
the Simhavahini kriti ‘‘ Jaganmatave *’ is a type by itself for the
tollowing reasons: The sahitya is very simple and the words are very
tew and naturally there is a profusion of vowels. (vide p. 86).
When we look at the sahitya alone, we get the impression that
it is a very simple kriti; but the truth is that he has cleverly fitted
this simple sahitya to a very beautiful and majestic dhatu, and
has shown clearly that in musical compositions music ought to
play a predominant part and the words should merely act as a
vehicle helping the composer to express his musical thoughts.
The majesty of the first sangati itself starting with the phrase
“GMP;pmgRsnDN S;’ suggests an elaborate treatment;
it is simple in setting, leaving ample scope for the later variations.
The second and third variations treat the laghu and the fourth one
is a crowning and spectacular elaboration of the whole scheme of
the pallavi. The anupallavi has three sangatis. "They are in the
best order and succeed one another quite naturally, The charanam
based on the phrase ‘““D; P; D P; M G R S; " serves more or
less as a commentary on the musical setting of the pallavi
beginning with G M P; etc. Rendered on a fine gamaka £arira,
the piece ought to leave a deep and pleasurable impression in the
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mind of the listener, since at every stage the raga is éiven a
scholarly and classical treatment; and it is highly entertaining.

JIn short, the book on the whole shows itself to be the product
of many years’ labour in music. And inasmuch as it has cogently
graded preliminary svara exercises and good gitas, varnas, ete.
arranged so as to take the student through an intelligent and
practical course of -elementary musie training, the book can be
used as a text book for techmical as well as melodical coaching
in music. Although lovers and students of music can benefit a lot
from this publication of his, yet, unless and until one listens to
these songs sung by the author himself, one can never hope to
appreciate the poetry. music and emotion he expresses in the songs.
It is earnestly hoped that Brahmasri Srinivasathariar would be
adequately encouraged by the discerning public to compose many
more songs.

P. K. RajaqoraLAN, Dip. Mus.

Art of Kathakali. By Gayanacharya A. C. Pandeya. Kitabistan,
Allahabad. Price Rs. 5-4. )

~ This well got up volume on an interesting subject raises mingled
feelings of interest and disappointment. Thanks to the efforts
of Poet Vallathol, Udaya Sankar and others, Kathakali has
attracted world-wide attention and art-lovers are eager to know
more about it. Except stray articles by different authors,
no authoritative work has so far appeared in English on the
subject and Mr. Pandeya’s attempt to meet this demand is
really praiseworthy. But we regret we can only congratulate
him on his intention and not on the execution thereof. He suffers
from two serious handieaps for taking up a work of the kind.
His lack of first hand knowledge of Malayalam and the cultural
traditions of Malabar has led him to one error after another so
much so that the reader is more confused than convinced about
his exposition. He has been misled to believe that Kathakali is
a Travancore Art. Art criticism in India is being developed on
strange lines. Theoretical criticism by itself leads us nowhere.
Practical artists are unable to understand or expound the theories
underlying their practice. So far no one has successfully com-
bined theory and practice. That is why even an artist like
Gopinath who writes the introduction commits the fundamental
error that Kathakali is a folk-art. Kathakali is gverything except
a folk-art although it may be possible that some of its features are
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founded on folk-practices or demonstrafions particularly its dance-
modes. The author confuses Kottarak‘kara Raja with Kottayattu
Raja (p. 33, 34). The former wrote the Ramanattam series and the
latter the four famous Kathakali plays, Bakavadham, Kalyanas
sougandhikam, Kalakeyavadham and Kirmeeravadham, The inci-
dent related in the note under page 33 of the book has nothing
to do with Kottarakkara Raja who lived at least 150 years before
Kottayattu Raja on whom the distinetion of having perfected
Kathakali Art is usually bestowed. It passes one’s compre-
hension how the Cakkyar Kifttu in which only the narration of
puranie stories is donme by Cakkyars, once professional actors of
Kerala, could be associated with Kathakali (p. 44). They are
poles apart, Kitiyattan again performed by Cakkyar is on a
different footing.

In the chapter on the Technique of Kathakali reference is made
to certain other secular recitals like Tullal, Mohiniyattam,
Kaikottikkali and Pathakam, p. 54. The first three are different
types of dance but the last one has nothing to do with it. It is
agaih like Kiittu a narration of puranie stories done by Nambiar
who can have it even outside temple precincts while Ciakkyars’ art
(Kattu) must be confined to its four walls. There are similar
mistaken remarks on the make-up also: Ravana is taken to be both
a Tadi and Katti (p. 11B); evidently the author has mistaken
the white border painted on the actor’s face as a beard. It is
only an artistic finish for the green and Zatti varieties and nas
no place in Tadi. It is unnecessary to add to the list. Malayalam
words like Cenda are mis-spelt,

The language of the book is also badly in need of revision.
‘ The verses which are acted, are designated by a Kalasa.” What
the author means here by the word designate is not possible to
conjecture. If ¢ followed ’ is substituted it makes some meaning.

C. A M
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‘The Indian Ezpress : ‘ The r1esumption of the
Journal is an event of the first mngnityde in the musical
world.”’ T \1: -

Thé Hindu: * The revival of thisvaludible Fourpal.
devoted to the study and promotion of Indian-Musie
will be welcomed by all lovers and exponents of the art.’’

The Magras Mail: ‘ XV@ ave glad to note the revival
of the Journal of the Madras Music Academy (a quar-
terly :devated to. the advancement of the science and
art of musi¢) * * * Fulfiiling as it dees a real
need of music lovers, we are sure all lovers of art and

3

culture will sugjport it.”
H. H. The Maharaja of Dharompgr : “* * Hig

Highness is alswydplighted to read theé aiiclgg in your
magazine“%’ i ";a'i‘fé"m.thgul'ri ediv veryﬁter%%ing and

instructive.

1\ He is. al¥8plecscd 1o rcad the proceedings
of the Academy’s Music Conference *

* 9
.

The Adyar Bulletin: ¢ The resuxeption of the publi-
cation of this journal devoicd to ihe promotion of
‘research in the field of music nust g Welepmed by all
lovers of Indian culture. The Jourgakfulfils a real need
as it is the only Journal of its mcg‘in India.”’ )

. S. N. Bhattacharya, Benaypes gindu Untversity:
¢ A glance at the Index for the ]{a’s’t {8 years’ articles in
your Magazine revels to me thy kelgg interest in Musie
taken by the South Indiahs: Therd® no such Jourhpl
in North India.”
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