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under a guru of the right type would help a student to material
prosperity and spiritual advancement. Only the Veda and Devara
patasalas reminded them of gurukulavasa nowadays. Certain traits
of it were seen in the asrams of Tiruvannamalai and Pondicherry.
Some young Vidvans were ashamed to own their gurus, while others
falsely claimed to have learnt under a teacher. Still others took
pride in proclaiming that they had no guru at all. No art learnt
without the guidance of a guru could shine, he added.

Tribute to Academy

Concluding, Vidvan Sambasiva Aiyar paid a tribute to the
services rendered by the Academy to the cause of Carnatic music and
said that at a time when there was a deterioration in standards, the
work done by the Academy was very valuable and necessary.
Everyone was familiar with the discussions held by the Academy in
respect of raga lakshanas and other subjects connected with music.
Vidvans should deem it their duty to see that these decisions were
implemented in practice. He invoked the blessings of the Almighty
for the success of the deliberations of the Conference.
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The inaugural session of the Conference concluded with the
President of the year himself performing on the Vina, accompanied
by Srimati Ranganayaki Rajagopalan on the Vina and Vidvan
Karaikudi Muthu Aiyar on the Mridangam.

Jubilee Souvenir

The Silver Jubilee Souvenir of the Academy priced at Rs. 2
(Re. 1 for members, musicians and music students) carried the
following articles: “Merattur Venkatarama Sastrigal ”* and * Sringa-
ram in Padas’ by Dr. V. Raghavan, “The Glory of Music” by
Sangita Kalanidhi T. V. Subba Rao, “ Art, its Dawn, Perfection and
Future Role” by Vidvan G. N. Balasubrahmanyan, m.A., * The
Folk-Music of Kerala” by Sri R. Vasudeva Poduval, B.A.,  Junior
Vidvans by Sangita Kalanidhi Mudikondan Venkatarama Iyer,
and “Vainika Maha Vidvan Brahmasri Karaikudi Sambasiva Iyer
Avergal ” by Sri S, Sethuraman.

It gave a summary of the history and activities of the Academy
from its inception and included lists of the Office-bearers of the
Academy, and members of the Executive Committee and Experts’
Committee from the beginning, photos of all the Office-bearers, past
and present. It contained in its pictorial supplement coloured
portraits of Sri Purandaradas, Sri Tyagarajaswami, Sri Syama
Sastri, Sri Muthuswami Dikshitar and Maharajah Sri Svati Tirunal
and photos of note-worthy musicians of the past and the present.

The usual annotated programmes of the concerts were also given.

THE SECOND DAY
20th December 1952

The meetings of the Experts’ Committee began only on the
third day.
(]
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THE THIRD DAY
21st December 1952

The Experts’ Committee meeting of the Music Academy,
Madras, convened in connection with the Silver Jubilee Conference,
began this morning in the P. S. High School Hall, Mylapore, under
the presidentship of Vidvan Karaikudi Sambasiva Aiyar.

Sama Gana

The President inaugurated the proceedings with a recital and
rendering of Sama Gana on the veena. After singing Raga and
Tana in Nata, he rendered the Saman as he had learnt it. According
to him the rendering came under the 22nd mela.

In accordance with the special programme drawn up for the Silver
Jubilee Sessions of the Conference and the arrangements made for the
demonstration of some of the landmarks in the history of Indian
Music, the opening with Sama Gana by the President himself was
very appropriate.

Tiruppavai-Tiruvaimozhi

From the point of view of the special programme chalked out
for the Jubilee Session, as well as that of the Margasirsha month, the
recital of pieces from Tiruppavai-Tiruvaimozhi which followed was
greatly appreciated. Vidvan B. Rajam Aiyar rendered them accord-
ing to the tunes set by his guru, Sangita Kalanidhi Ariyakudi Rama-
nuja Iyengar. He rendered songs in Nata, Gaula, Arabhi, Varali,
Sri, Saveri, Hamir Kalyani and Surati and a Ragamalika. The
President complimented Vidvan Rajam Aiyar on his rendering.

Research in Music

Mr. Alain Danielou (Siva Saran) then spoke on “ Research in
Indian Music . Dr. V. Raghavan introduced Mr. Danielou as one
of the leading musicologists now working on Indian music and author
of * Introduction to Musical Scales ’, two volumes on Hindusthani
music, a work of Yoga as a method of re-integration, and a catalogue
of Indian recorded music for the UNESCO. Dr. Raghavan referred
in particular to Mr. Danielou’s work at present as Special Research
Professor in the Music Department of the Benares University and his
collection of music manuscripts and preparation of detailed indices
of musical terms and texts. '

Mr. Danielou, who attended the Academy’s Conference as a
delegate of the Benares University, paid a tribute to the sustained
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work of the Music Academy and referred to the support which
fervent amateurs had lent it these twentyfive years. He said that the
Academy was conducting the most catholic music conferences year
after year and publishing an excellent Journal, *“the only high
standard Journal on music in India and probably the whole East.”

Indian and Western Systems

Mr. Danielou said that research on Indian subjects always touch-
ed problems of philosophy and religion because few subjects had been
cultivated except as primarily an intellectual advancement. Indian
music accordingly touched the most difficult problems of psychology,
religion, symbolism, mathematics, and acoustics. Contrasting Indian
music with that of the West, the lecturer said that in India we had a
system which acted as a form of magic to shape our emotions ; the
ragas seemed to penetrate deeper and deeper into our whole being.
Such an effect was possible only in a modal system and it was precise-
ly because of this did raga become a Sadkara. In this connection he
referred to the intimate relation which musical ratios had with emo-
tions and the full meaning the Srulijatis, set forth in Sanskrit texts,
had for one who understood them. The information found in Sanskrit
texts, the lecturer emphasised, was based on scientific knowledge and
could not be discounted as fanciful. He said, ‘ Music students of
to-day who pretend to deny these facts have usually no idea whatever
of what the basic numbers of ratios are.”

Pointing out the significance of Indian music to the world, parti-
cularly at the present juncture, when cultural values are facing a
crisis, Mr. Danielou said, “The world is now preparing itself to
receive once move the message of Indian music. Most of the music
of the West and the Far East to-day is either mainly mental or sensu-~
al. It does not change the heart, it does not uplift the soul. This is
just what Indian music can do, and whenever musicians in far away
parts of the world have had an opportunity of hearing some of the
best music of India, of learning something of its theory, it had open-
ed for them new horizons, new fields, which they are eager to explore.
India must not fail to deliver her message. Musicians of India must
be prepared again for this sacerdoce. It is-a difficult and immense
task, but it has to be done because, it is through teaching, that art
comes to life. In recent years we have seen some of the greater forms
of music gradually shrinking, dying, disappearing. The number of
truly great musicians has become dangerously small. But we may
hope that a new missionary spirit may give an impulse to preserve and
strengthen this unrivalled achievement of the Indian genius, a music
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vulnerable parts of the country, the radio, the films, the recordings,
etc., are seriously ill. The great mass of the Indian people still expect
that music as well as dancing and all the other arts should speak to
the soul,” he added.

“There is here a great work of collaboration ahead between the
musician and the scholar, between the artist and the philosopher,
between the technician and the thinker, between the man of wealth
and the man of learning, between the man of power and the man of
wisdom. I know the idea of bringing together musician and scholar
had been the very basis of the work of this Academy and we must all
pray that it may develop rapidly and be able to fulfil its great mission
under wise guidance. Praying, however, is not enough. We must
also see to it that it received the help and support it needs for its
purpose, which is the common purpose of all of us.”

The full text of Mr. Danielou’s speech is reproduced elsewhere
in this volume.

Thanking Mr. Danielou for his address, Sangita Kalanidhi T. V.
Subba Rao said that in the lecturer they had one who understood the
spiritual basis of our music, which revealed its secrets only to a mystic.
He also thanked the President for inaugurating the session with his
Sama Gana and Vidvan Rajam Aiyar for his Tiruppavai recital.

THE FOURTH DAY

22nd December, 1952
COMPOSITIONS OF TALLAPPAKAM AN'NAMACHARYA

When the Experts’ Committee of the Music Academy met this,
morning at the P. S. High School Hall, Mylapore, Sri R. Ananta-’
krishna Sarma of the Sri Venkatesvara Oriental Institute, Tirupati,
gave a talk and demonstration on the compositions of Tallappakam
Anmnamacharya. Vidvan Karaikudi Sambasiva Aiyar presided.

Introducing the lecturer, Sangita Kalanidhi T. V. Subba Rao
referred to his varied accomplishments in literature as well as in
music and the useful work he was now doing at the Tirupati
Institute.

The Tallappakam family of poets attached to the Tirupati
Venkatesvara shrine had composed a very large number of composi-
tions of which Annamacharya alone is said to have contributed no

less than 32,000 Sankirtanas on Lord Venkatesvara, all of which have
7
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been preserved on copper plates. Some of these had been displayed
by the Music Academy in the music exhibition held during one of its
previous Conferences. The Tirupati Devasthanam authorities are
bringing out an edition of these compositions and recendy Sri Ananta-
krishna Sarma had been setting the tunes to some of them.

Use of Rare Ragas

Sri Anantakrishna Sarma said that in the history of Carnatic
music, the compositions of the Tallappakam poets occupied an
important place. There was no division into Pallavi and Anupallavi
,and so far as the ragas were concerned, only 89 were found employed
and, among these, it was very interesting to note that while such
names as Mohana, Pantuvarali and Kalyani were absent, the
following rare names occured : Konda Malahari, Mukhari Pantu,
Bhallati, Surasindhu, Bauliramakriya, etc. The curieus name
“Telugu Kambhoji»” appeared in some pieces and the lecturer
suggested that there was probably some connection between this and
Tilak Kamod of Hindusthani music. Similarly, while Todi was not
found, the name ““Tondi’ was seen. Among other ragas the use of
ragas like Mangala Kaisika, Desakhi and Kannadagaula showed what
kind of ragas had greater vogue in those days.

Sri Anantakrishna Sarma said that Annamacharya’s life was
contained in a short Dvipada Kavya written by his grandson,
Chinnayya. The composer passed away in 1503 and he was devoted
to the three shrines at Tirupati, Ahobila and Vijayanagar. The com-
positions fell under two sub-divisions, Adhyatma and Sringara,
though in the latter too, it was devotion to God. His compositions
bore similarity to these of Sripadaraya, the Madhva saint, and those
of the Veera Saiva saint of the same period, Nijamuna Siva Yogin of
Chilakavadi. Amnamacharya had also composed one Suladi, which
has so far been discovered, in which Ragamalika and Talamalika
were both employed.. Referring to the ragas employed here, Malava-
gaula, Ramakriya, Varali, Bauli, Padi, Nata and Sri, the lecturer
said, the limited conception of the term * ghana *’ raga, now prevalent,
did not seem to have any great historical authority. ‘ Ghana”
seems to have referred to the style of rendering and any raga could be
taken for such exposition. Just as the Sringara Padas of Anna-
macharya were valuable for the history of that kind of composition in
the pre-Kshetragna age, the Suladi of Annamacharya was important
as representing that category of compositions in the pre-Purandaradas
‘age,
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The following pieces were rendered by them : ‘ Nambadiru ” in
Begada, ‘‘Karuniso Ranga” in Dhanyasi, ‘“Evare Hiriyavaru” in
Mohanam, “Hari Narayana” in Behag, “Kula Kula” in
Madhyamavati, “Narayana Krishna” in Bilahari, ‘ Venkatadri
Nilaya ” in Pantuvarali, ¢ Pogadiralo Ranga ** in Sankarabharanam,
“ Kaliyugadalli >’ in Chenchurutti and a Mangalam in a Ragamalika.

Sri T. V. Subba Rao thanked Srimati Lalithabai Shamanna and
her family for their devotion to the art and observed that the Kirtana
of Purandaradasa occupied an important stage in the history of
Carnatic music and they provided a lasting inspiration for later
generations of composers.

He introduced also Veena Vidvan Sri T. N. C. Venkatanarayana-
charyulu of Guntur who had produced more than one volume of
new Sahityas.

Svarakshara Sahityas

Vidvan Venkatanarayanacharyulu, speaking in Tamil, gave an
account of his new compositions, the Jatibheda-saptatala-sata-
ragaratnamalika, Sa-ri-ga-ma-pa-da-sa-ni pancharatna and songs on
Alamelumanga. Taking in particular the second of the above in
which the Vidvan had used the seven svara syllables alone for the
vocabulary of the Sahityas, the Vidvan gave samples of his efforts in
this direction and explained the meaning of the expressions.

The Vidvan then explained the Mattakokila Veena devised by
him and played the Tyagaraja kriti, Sudhamadhurya, in Sindhurama-
kriya.

THE SIXTH DAY

24th December, 1952
RARE KRITIS OF DIKSHITAR

At to-day’s meeting of the Experts’ Committee of the Music
Academy, Madras, held in the P. S. High School Hall, Mylapore,
Vidvan Karaikudi Sambasiva Aiyar presiding, Sangita Kalanidhi
Sri Justice T. L. Venkatarama Aiyar rendered select and rare kritis
of Dikshitar. There was a large and distinguished audience.

Sri Venkatarama Aiyar, assisted by Sri S. Srinivasa Rao of
ALR. Vijayawada, and Vidvan B. Rajam Aiyar, rendered Karikala-
bha in Saveri, Sri Quruna in Padi, Halakesvara in Bilahari, Mangala-
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devata in Dhanyasi, 8¢ Sundararajam in Ramakriya, Mamava Raghu.
vira in Mahuri, Jambupate in Yamunakalyani, Somasundasesvaram
in Suddha Vasanta, Sri Kamalambtkam in Sahana, T'yagarajam bha-
ja re in Yadukulakambhoji, Rangapuravihara in Brindavana) Saranga
and Dharmasamvardhini in Madhyamavati. He elucidated the
special Raga features in the respective compositions and rendered
illustrative snatches from other compositions like Avyajakaruna-
katakshs in Salanganata and Hiranmayim Lakshmim in Lalita,

THE SEVENTH DAY

25th December, 1952
ASHTAPADIS OF JAYADEVA

A recital of the Ashtapadis of Jayadeva by Sri Raghunath Pani-
grahi, a young man from Puri, opened the proceedings of to-day’s
Experts’ Committee mecting of the Silver Jubilee Conference of the
Music Academy, Madras, at the P. S. High School Hall, Mylapore.
Vidvan Karaikudi Sambasiva Aiyar presided.

Dr. V. Raghavan introduced Sri Raghunath Panigrahi and his
father, Sri Nilamani Panigrahi, who hailed from the Koraput
Agency of Gunupur in Orissa. Jayadeva, as he has himself said in
his @itagovinda, hailed from Kindubilva of Kenduli, a sea-side
village of Orissa but neither in Orissa nor elsewhere are preserved
unbroken traditions of the original ragas or renderings of the Ashta-
padis. Sri Raghunath Panigrahi, assisted by his father, has been
endeavouring to popularise Jayadeva’s songs by giving recitals over
the Cuttack radio and elsewhere.

Sri Nilamani Panigrahi first spoke a few words about Jayadeva
and G@ilagovinda and the tradition of rendering the Ashtapadis,
having been changed by the Kirtan style introduced later by the
advent of Chaitanya and his followers. He referred to the story of
how King Purushottama Deva composed a duplicate Gitagovinda
which, however, failed to evoke the acceptance of Lord Jagannatha.
Tllustrating the vogue of the songs of Jayadeva among the masses,
Sri Nilamani Panigrahi narrated the uplifting anecdote of the
cobbler who was polishing the leather with a salagrama stone singing
the refrain of the divine song and the Lord in the salagrama prefer-
ring that to the due rituals of worship at a Brahmin’s house. Sri
Nilamani Panigrahi mentioned also the Orissan street-plays of Gita-
govinda and the custom of the singing of Jayadeva’s songs in the

8
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temple of Jagannath by devadasis and Brxhmins, especially at the
time of the chundanakkappu (application of sandal paste on the
idol).

Sri Nilamani Panigrahi referred also to the tradition that spoke
of Padmavati, wife of Jayadeva, who contributed much to the Gita-
govinda, as belonging to the South.

The recital by Sri Raghunath Panigrahi that followed included
Harir abhisarati in Durga, Lalitalavanga in Vasanta, Pasyati disi
disi in Desh, Kathithasdmoye in Malavagaula, Yahi Madhava in
Bhairavi and Pralayapayodhijale in Ragamalika.

Simhanandana bPallavi

Another feature of the day’s meeting was a special programme
which the Academy had arranged for the demonstration of the highly
difficult pallavi in the Simhanandana tala composed by Maha
Vidyanatha Aiyar. Sangita Kalanidhi Mudikondan Venkatarama
Aiyar did this, accompanied by Vidvan Palani Subrahmanya Pillai on
the mridangam and Vidvan Lalgudi Jayaraman on the violin.

The programme which had taken a lot of effort to be got up,
evoked great enthusiasm and the choked hall was filled with musicians
and lovers of music, who listened with rapt attention to the demons-
tration which took nearly an hour and a half for its full exposition.

Vidvan Mudikondan Venkatarama Aiyar, explaining his theme,
said that it was Thiruvizhandur Kannusami Pillai who had accom-
panied on the tavil Nagasvara Vidvan Tirumarugal Natesan, who
taught him this tala with the Sol. Later he learnt the pallavi itself
along with other compositions from Sri Umayalpuram Swaminatha
Aiyar. The Vidvan then elucidated, with necessary quotations from
the text, the angas of tala. Of the six main angas, five were contained
in this pallavi. Vidvan Venkatarama Aiyar emphasised that the ideal
rendering of a pallavi would include a proper inco:poration of bkava,
manodharma and kalpana, all of which were evident in his own
rendering. The pallavi looked indeed very elaborate and intricate
involving many concentrations but the way in which Vidvan
Venkatarama Aiyar handled it both in neraval and svara, showed he
was negotiating only one of the simple talas like the Adi.

The pallavi was in 32 matras and 128 aeksharas, rendered in
¢ Four-kalai-choukam.” It was set in Kambhoji raga opening with the
words “ Sri Rajarajesvari.”
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rendered, the right hand being used for one tala and the left for the
other.

Accompanied by Trivandrum Hariharan on the violin, and
Tiruchi Raghavan on the mridangam, Vidvan Tinnaiyam Venkata-
rama Aiyar illustrated his Avadhana by rendering the varnam
Virsbons in Bhairavi for which he used Khanda jati Ata tala (chatu-

“‘rasra nadai) on one hand and Chaturasra jati Triputa tala (misra
nadai) on the 6ther. He next sang Biranavaralichi in Kalyani with
Adi tala and Tisra chapu. "Dasukovalane in Todi was the next piece

- sung by him maintaining Misra jati Jampa tala and Chaturasra jati

““Triputa tala. Vidvan Tinnaiyam Venkatarama Aiyar then rendered
‘a Bhairavi Pallavi Neerajakshi Kamakshs using Khanda jati Ata tala

" (chaturasra nadai) with the right hand and Tisra jati Triputa tala

(chaturasra nadai) with the left hand in the three kalas and also a

- short pallavi Velavane Ninathu in Todi, for which he used Khanda
jati Madhya tala and Chaturasra jati Triputa tala.

The president complimented the Vidvan for expounding the
Avadhana clearly.

Hindusthani Music
Professor Balakrishna Bua Kapileswari, Principal, Sarasvat
“Sangita Vidyalaya, Bombay, next gave a Hindusthani recital (vocal),
~accompanied by Desa Singh on tabla and Srimati Abhiramasundari
on the violin.

Sri T. V. Subba Rao introduced Prof. Kapileswari as a disciple
of the famous Abdul Karim Khan and as one engaged i running the
institution founded by his master in Bombay. On behalf of Prof. Kapi-
leswari, Mr. C.T. Srinivasan explained in Tamil the theme of his
exposition and the purport of songs sung by him. It was pointed out
that there were four main styles of recitals in Hindusthani music, the
Gauhar, the Tagar, the Kandari and the Nauhari and that each style
had its own distinctive Rasa.

Prof. Kapileswari rendered pieces in Natabyag, Jenjhoti, Madh-
yamavatisarang, Hori-Kafi and Sarpartha.

THE ELEVENTH DAY

29th December 1952
VEENA RECITAL BY KUMARI RAJESWARI

The President of the Music Aczdemy Conference, Vidvan
*Karaikudi Sambasiva -Aiyar, presented at to-day’s meeting of the
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:Experts’ .Committee at the P. S. High School Hall, Mylapore, a
‘vesna recital by his brother’s grand-daughter, Kumari Rajeswari.
~.She was accompanied on the mridangam by Master Krishnamurti,
«grandson of Vidvarn Sambasiva Aiyar's brother.

On behalf of the President, explaining the purpose of the recital,

‘Mr. S. Sethuraman said that it afforded an opportunity to musicians,
" music-lovers .and .students to understand the method .of the training

imparted by Vidvan Sambasiva Aiyar according to sampradays. The

recital opened with svaravali, junta vanrisa and gitas in Suddha Saveri

. and Nata, the gite in the'latter being a very old composition handed

down in the family. A wvarna in Sankarabharana was then rendered

and this was followed by Tyagaraja’s kriti Mundu venuka, in

Durbar, ‘an old Tamil kirtana in Dvijavanti on Ambal at Tirugo-

karnam (Manal-thuyarai) and :two pieces of Dikshitar in Begada and

Vachaspati. The recital concluded with Tiruppugazh.

Sri T. V. Subba Rao thanked Vidvan Sambasiva Aiyar for giving

-an opportunity to the public to know what the traditional methodology
of learning music ‘was and congratulated the girl on her faultless

recital and appealed to young men and women to practise-on the

sacred instrument praised by sage Yajnavalkya himself.. The

President said that musicians should observe the way the young girl

was playing on the veena and how the ephusitas and pratihasas were

evident at every step.

Recital of Compositions of Venkatagiriappa

In the afternoon, Veena Vidvan Mysore Duraiswami- Iyengar
gave a recital of select compositions of his guru, the late Vainika
Pravina Venkatagiriappa of Mysore. He was accompanied by Master
Syamasunder on the mridangam. After referring to the works of
Venkatagiriappa, Vidvan Duraiswami Iyengar recalled his efforts to
build up the Carnatic orchestra of the Mysore Palace, a demonstra-
tion of which he conducted at the ‘Academy’s ‘Conference in 1938.
Vidvan Duraiswami Iyengar rendered a few compositions suited
particularly to the veena—a varna in Hindola, a krits in Kapi, another
in the new Raga Prabhupriya, of the Natabhairavi mela taking Sa ga
.ma pa dha sa and sa dhapa ma ga sa as Arohana and Avarohana,
tillanas in Behag and Kamas, and two pieces in Bhuvanagandhari
and Hamsadhvam

Melakartas: Rabindralal Roy's Talk -and Demonstration

Sri Rahindralal Roy ‘next gave a lecture with illustration. Dr.
V.. Raghavan introduced him, stating that he was the :Head of
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“Srirangapate pahi mam’’ in Chaturassra jats Mathya tala (tisre nadas)
which his Guru, Namakkal Narasimha Iyengar used to sing. His
recital concluded with the Tyagaraja kriti, Bajonaseyu in Narayans
and a piece in Surati, Sarasadalanayana.

Bharata Natya

Vidvan Nallur Narayanaswami Aiyar thean gave a talk and
demonstration on Bharata Sastra. He first explained Laya and
the variations, jatis and advavus. Dealing next with Abhinaya, he
referred to the dance-dramas of Merattur Venkatarama Sastri and
demonstrated the dance pertaining to the patra pravesa of Lilavati in
Prahlada. He rendered the abhinaya of a padya from Usha also.
He emphasised the dance traditions of the Bhagavata sampradaya
and said that dance and abhinaya always went together. He
recalled the excellence of the rendering given by old Bhagavatars
like Uttukadu Swami Bhagavatar and pointed out that dedication to
God formed the basis of the Bhagavata tradition. He then took up
a Kshetragna pada ‘“ Kopamu saya” and expounding its theme and
abhinaya, pointed out that it was in songs which had for their theme
the emotion of love that great scope for abhinaya always existed.
He appealed for the maintenance of the purity of the art of dancing.

THE THIRTEENTH DAY
3lst December 1952

The 1l-day session of the Experts’ Committee convened in
connection with the Silver Jubilee Conference of the Music Academy,
came to a close to-day with a recital of Padas by Srimatis Jayammal,
Balasarasvati aad Savojini Kumaraswami accompanied by Sri
Viswauathan o flute and Sri Ranganathan on mridangam. Vidvan
Karaikudi Sambasiva Aiyar presided.

The recital comprised Suntasepu in Sankarabharanam, Pusada-
ram in Todi, Iddharilo in Kambhoji, Neyyamuna in Ghanta,
Meradopu in Sahana, Kuvalayakshiro in Gaulipantu and Payyada
in Nadanamakriya.

Concluding Function.

Bringing the proceedings to a close, the President of the Confe-
rence, Vidvan Ka-aikudi Sambasiva Aiyar, gave a resume of the
features, papers, demostrations and special recitals, which were held
during the eleven days of the Conference. He thanked all the Vidvans
and scholars, particularly those from the North, and emphasised the

10






PARTS I-IV] THE XXVI MADRAS MUSIC CONFERENCE, 1952 39

Shankar of New Delhi; to donors of medals for competitions, to
the Treasurer Sri K. R. Sundaram Aivar ; to the Secretaries Dr. V.
Raghavan, Sri K. Soundararajan and Sri C. K. Venkatanara-
simham; to Messrs. T. V. Rajagopalan, R. Easwaran, T. 8.
Rangarajan, M. D. Krishnamurti, N. Natesan, S. Satyamurti, V. P.
Raman, and S. Sethuraman ; to the Press and particularly to
THE HINDU and Sri K. Srinivasan, the Kalki, the Ananda Vikatan
and the Swadesamitran ; to the Central Government for affording
railway concessions to all the artistes and experts; to the authorities
of the Local Government, the Police and the Corporation ; to the All
India Radio, to the authorities of the R. R. Sabha and the P. S. High
School and to the Dhanvantari and Subrahmanya Groups of Scouts.

On behalf of the Executive, Dr. V .Raghavan requested the
President of the Conference to present a silver plate to Sri K. Sub-
rahmanyam who was in charge of the advertisements to the Silver
Jubilee Souvenir. The President next presented him the plate.

A group nhoto of the members of the Experts’ Committee and
Executive Committee of the Academy, and the musicians and
scholars who took part in the concerts and other proceedings, was
taken.

THE MEMBERS’' DAY
Ist January, 1953

The Members’ Day of the Music Academy was observed at the
R. R. Sabha Hall, Mylapore, to-day when a reception was accorded
to Vidvan Karaikudi Sambasiva Aiyar, President of the Conference
and Svi Kasturi Srinivasan, President of the Sadas.

After light refreshments, there was a programme of music by the
children of the members including the five-year-old Vegavahini,
daughter of Srimati Brinda. There was also a magic performance
by Scouts.

K. V. KRISHNASWAMI AIYAR

UNVEILING OF PORTRAIT AND TRIBUTE TO HIS SERVIOES TO
Tee Mosio ACADEMY

Dr. C. P. Ramaswami Aiyar unveiled in the afternoon a large-
size portrait in oil of Sri K. V. Krishnaswami Aiyar at Sri Sunda-
reswarar Hall, Mylapore.

The function was attended by a large gathering of musicians and
music lovers. MTr. Justice M. Patanjali Sastri, Chief Justice of India,
and Sri C. Rajagopalachari, Chief Minister, were also present.



ans, Members of the Experts’ Committee and other workers who took part
in the Silver Jubilee Confercnce of the Music Academy, 1952



40 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoL. xx1v

‘The portrait was presented to the Academy by Sangita Vidvans
in appreciation of the services rendered by Sri Krishnaswami Aiyar
as President of the Academy. It was painted by Sri S. N. Chamkur.

Sangita Kalanidhi Semmangudi Srinivasa Aiyar expressed his
pleasure at the appropriate manner in which the Silver Jubilee of the
Music Academy was celebrated, and said that the Academy was a
great institution which had first undertaken- the difficult task of
bringing all Vidvans together for holding discussions. They would
all be pleased to hear that a representative from France who had
attended the Conference this vear had said that the discussions on the
theory of music organised by the Academy were unique in the world.
The Academy, Sri Srinivasa Aiyar said, had done much to raise the
status of Sangita Vidvans. Sri K. V. Krishnaswami Aiyar had borne
the onerous task of assembling musicians on one platform, every year,
under the auspices of the Academy. The Vidvans thought that the
best way of showing their gratitude to him was to present a portrait
of his to the Academy.

Dr. C. P. Ramaswami Aiyar said that the honour conferred upon
Sri Krishnaswami Aiyar by the assembled musicians by presenting
a very faithful portrait, was a signal one and he considered it a
special privilege to associate himself with the function. Sri Sem-
mangudi Srinivasa Alyar had referred in his speech to the difficulties
of assembling vidvans and pandits for enabling them to co-ordinate
their efforts in anything. Indeed it might be said of authors, artistes,
writers and musicians that they were difficult people to please. They
had been so not during recent times or in any particular country.
This characteristic of theirs was derived from their artistic sensi-
bility and critical judgment of their own performances and that of
others. This faculty had been age-long. He was reminded of the
description of them by a Latin poet as an irritable group. And the
poet made it clear that the irritation sprang from an adherence to
great ideals and impatience with those who dragged down those
ideals.

* The Music Academy, a Touchstone of Taste "’

So far as musicians were concerned, Dr. C. P. Ramaswami Aiyar
said, it was no small thing that they made up their mind to honour
Sri Krishnaswami Aiyar. The Music Academy was a great institu-
tion in South India. It served the purposes of being the touchstone
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of taste and the true exemplar of an intrinsic and glorifying art and
at the same time guiding popular taste. Without such expert guid-
ance, art would degenerate into the common, the vulgar, and even
the improper.. The Academy stood for high standards and main-
tained such high standards. Music, it had been said, was the
ultimate form of art. It was one of the glories of our country,
especially in this part of India. Their music,. as a universal langu}
age, had taught them to be above divisions. ‘Let us remember
that the glories of our Carnatic music are expressed and translated
in the Andhra language and music is a universalising and harmoni-
sing factor in life.” The Academy had served the purpose of keeping
up the highest tradition of music and gathering musicians together.
It had made both the practice and theory of music more comprehen-
sive and far-ranging in scope.

Concentration of Effort

Speaking about Sri Krishnaswami Aiyar, Dr. C. P. Ramaswami
Aiyar said that he was a man who was difficult to please. He was
the harshest critic of himself and put upon himself a task and made
up his mind to fulfil it efficiently, thoroughly and in a businesslike
manner. In the performance of that task, there was no harsher critic,
no more meticulous Judge of himself. The concentration of effort of
Sri Krishnaswami Aiyar was supreme. He made up his mind over
and above the exacting demands of his own profession, to do some-
thing very well, Dr. C. P. Ramaswami Aiyar referred to Sri Krishna-
swami Aiyar’s services to the University of Madras and the P.S. High
School. Again, only on account of his continuous and strenuous
efforts, the Library movement was what it was to-day. Transcending
all these activities were his services to the Music Academy. He
raised it to a great institution with greater potentialities in future.
“ The combination of businesslike faculties with a - great and regula-
ted taste is the glory of Sri Krishnaswami Aiyar,” and it was to
this man they were doing honour, Dr. C. P. Ramaswami Aiyar
concluded.

Sangitha Kalanidhi T. V. Subba Rao, Vice-President of the
Academy, accepting .the portrait on behalf of the Academy, said:
* Friends,

I esteem it a privilege to accept the portrait on behalf of the
Academy. It will not only serve to decorate the walls of our insti-
tution but will constantly exhort us all to a high sense of devoted and
disinterested service. Sri Krishnaswami Aiyar never sets his hand to

11
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amy basiness ‘withowt maintaming discipline and promoting progreia.
Wein tire Achdemy are proud of his leadership.

“1 Interpret the présentation of the portrait by the mrusicians =8
unthistakable proof of confilence in the ability and -character of
‘$ti Krishnaswami Alyar to preside over the Histitution as well as of
wppreciatich of the work ft'has been 8oihg. Tithe was when profes-
soa] masicians looked upon e Acadethy with fear and -distrust.
“I'hie progress of 'years, however, has dispelled anxiety ; and today they
reéghrd 1t ‘as e JHi¥f instrutment ‘of their good. Tt 'has ‘now cotme to
e realived inore ‘thath ever that we Zre bt the trustees 2nd 'musicians
aid ‘miusic Tovers are the ttal bendficiaries. T accept this porerait
ndt only as 4 personal tribtite 'to the ‘President but dlso as appre-
cidtldn Of ‘the work -8f the Academy éhiring ‘querter of - ‘century.
Should the musicians and the public co-operite with ‘us in the same
generous measure as they have during the Silver Jubilee Celebra-
tions, I-have no doubt that the Academy is bound to have an even
thvire gioricus future. ,

““In conclusion let me add that the artist, Mr. Chumkur, who
painted the portrait deservés our warm congratulations for the
sincerity and love with which he has done the work.”

-Sangita Kalanidhi-Kuimbaktnem Rajamanickar. Pillai propoesed
a vote -of thdnks o Dr.-G. P. Ramaswami Jyer for unveiling the
portrait. He thankéd-also all the musicians who -had :contributed
to the -pértrait-fund, and Messrs.R. Isvardn, T. V. Rajagopalan and
Dr. V.Rughavan-for ‘the'help-rendered by them to-the musicians.

The Academy’s Sadas

Lateriin the "évéhing, ithe ‘Aeadenty’s Sadas was held:in:the:Sri
Sundaresvardr ‘Hall, ‘Mylapore, when theibiradusof ¢ Sangita Kabka-
nidhi’ was conferred'on the [Presidént of :the ‘Conferenee WVidvan
Karakkudi Sumbisiva /Iyer -and “Kotiour “was shown ito four wother
Expetts, ' SriKasturi‘Brinivasan, presided.

The large and distinguished gathering included Sri M.'Patanjali
Saitri, Chief iJustiee8f India, -81i'C. ‘Rajagopalachati, Chief Minis-
ter’and'Dr.'G. P. Ramiaswami - Afyar. Fhe :proceedings .commenced
in a true academic atmosphere with an invocation to the Goddess of
Learning by Srimati D. K. Pattamal, singing Sri Muthuswami
Dikshitar’s *“ S#i Sarasvati Namo’stu te” in Arabhi.

-Sri+K. *Soundararajan,. Sectetary of-the ‘Academy, ‘read .out the
preseribed: formula: convoking the Sadas,
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‘Tondaman; younger brother of Veena Subbarama Aiyar, both of
whom, carrying on the high unbroken Veena tradition of the family
for the eighth generation, and playing together as ¢Karaikudi
.Brothers ’, enjoyed a long celebrated career in the field from almost
their debut in their teens up to 1938; engrossed in daily acts of
devotion . and incessant Sadhakam, has been a model of the true
Nadopasaka; recipient with his brother of many honours from States;
the first Carnatic Instrumental Vidvan to receive recently the
National Award from the President of India.”

Title conferred on Vidvan Sambasiva Aiyar

The President garlanded Vidvan Sambasiva Aiyar, conferred on
him the title of Sangita Kalanidhi and presented him with the birudu
‘and insignia of that title. Dr. Raghavan put on him a Banares silk
-Ultariya on the borders of which were printed verses from Mooke
‘Panchasati, which he had specially got from the holy city.

Dr. V. Raghavan then presented in order Tandava Pandita
Bharatam Narayanaswami Aiyar, Vidvan Jalatarangam Ramaniah .,
Chetti, Vidvan Sri Papanasam Sivan and Vidushi Srimati Jayammal
and read eitations pertaining to each of them.

“Born in 1872 in Andarnallur in Tanjore District, of Subrah-
manya lIyer, a direct disciplein Natya of the famous Melattur
Venkatarama Sastri himself; learnt music under Umayalpuram
Krishna Bhagavatar, the direct disciple of Saint Tyagaraja; has taken
leading part in the dance-dramas of the Bhagavata mela sampradaya;
has taught Bharata Natya to many; equipped with knoweldge of
Telugu and Sanskrit, has specialised in Tala and Natyae Lakshana
and is a store of rare Kshetragna padas and other Natyalakshya; has
been honoured by His Holiness Sankaracharya of Kamakoti with the
title. ¢ Tandavapandita ’; is the sole.seniormost surviving member
of the Tanjore Bhagavata Natya tradition in its authentic form.



~
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“ 70-year old, Vidvan Ramanayya Chettiar was born of Sri Suri
Chettiar and Kanakavalli Tayammal, both devoted 1o devotional
Bhajana music; learnt under several gurus, vocal music, veena, flute,
violin and kanjeera; learnt Jalatarangam in which he became
specialist under Alvartirunagari Appadurai Ayyangar and Jalataran-
gam Subbier; has had a music career extending to forty years; has
taken part in many Conferences and music festivals and taught rare
masterpieces to many noted musicians.”

““Born in 1890 at Polaham in Tanjore district; came early in
touch with the devotee-musician Karamanai Nilakanthadasar at
12
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guished gathering assembled today here is of great promise for the
future.

“ The Music Academy has been doing an immense national
service by bringing into the limelight and honouring year after year
the greatest living musicians of South India. I am afraid it is the
only institution to have done so. It has taken upon its shoulders a
charge which should be that of the Government, of the country as a
whole. With great labour and wisdom the Academy has accomplish-
ed a task for which the province and the country and the world owes
them an immense debt of gratitude.

“ The great artist who presided over the Silver Jubilee Celebra-
tions and who is receiving the title of Sangita Kalanidhi this year,
Vidvan Brahmasri Karaikudi Sambasiva Aiyar, is one of the great
lights of the music of India and was already presented with the
National Award from the President of the Rupublic. The token of
love and admiration which he now receives was long overdue and
I am happy to be present on this great occasion.

“The names of Tandava Pandita Bharata Nallur Narayanaswami
Aiyar, of Vidvan Ramaniah Chettiar and of Vidvan Brahmasri Papa-
nasam Sivan are known all over the country and are naturally revered
by all of you. I can only say how once more the choice made by the
Music Academy shows the true understanding of its guides for the real
values of music and dancing.

“It is very specially pleasing to my heart to be present when
Srimati Jayammal is being hoaoured. To me the name of Veena
Dhanammal is an ever living inspiration; to all lovers of dancing
Balasarasvati is still as she was without a rival for the purity and the
dignity of her art. Srimati Jayammal has inherited the greatest art
tradition and has transmitted it. She is the very symbol of the un-
rivalled greatness of traditional art. The greatness of a musician
depends on his teachers, his own achievemeats and his pupils. In
these three spheres Srimati Jayammal has truly a unique place.

“QOur gratitude goes to those who direct the destinies of the
Music Academy, to its President, its Office-bearers, Staff and Secreta-
ries who are doing a unique work for the cause of music and most
particularly to Dr. Raghavan who though he has already to carry the
burden of being a Sanskrit scholar- with a unique international repu-
tation, still finds the time and the energy to work with such wonder-
ful capacity and generosity fo: the sacred cause of the great art of
music,
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“ As a stranger to this city I wish also to express my admiration
for the public of Madras; After all no art can live, no institution can
progress unless it-has public support. The large attendance during
this long week of concerts, the intelligent and cultured response to the
higher forms of music, has filled me with great admiration and hopes
for the future of music in this great city.”

Sangita Kalanidhi Karaikudi Sambasiva Aiyar -responded suita-
bly to the references made -about him, and expressed the hope.| that
the Academy would succeed in its efforts to reestablish sampradays
music in South India.

Bharatam Sri Narayanaswami Aiyar reiterated. his appeal that
the Academy and- those connected with it would strive for establishing
correct standards in the art of dancing.

Vidvan Ramaniah Chetti and. Srimati Jayammal also replied
suitably,

) ) Award of Prizes-

The President of E_he Sadas next distributed medals and prizes to
winners in the various competitions held during the Conference, who
were presented by Sri T. V. Rajagopalan. The following is the full
list of the awards with the names of the institutions and gentlemen
who contributed kindly the prizes : *

* Two of the Seeond Awarde given by the Academy. are endowed by
Sangitakalanidhi Semmanmgudi R. Srinivasa Aiyar in memory ef Vidvan
Semmangudi Narayanaswami Aiyar and by Vidvan G. N. Balasubramanyam
in memory of Bri G, V, Narayanaswami Aiyar. -

13



COMPETITIONS Dorors or Mmpars WINNERS
Violin Kasturi Ranga Iyengar Medal—donated by
8ri K. Srinivasan I Prize Srimati N. Vedavalli
Vina Donated by Sri M. Sudarsanam Iyengar I, . V. A. Mangslam
Modern Compositions | L. Muthiah Bhagavatar Memorial Medal—
donated by Sangite Kalanidhi ' Hon’ble
Mr. Justice T. L. Venkatarama Aiyar 1., . M. Jayalskshmi
Donated by the Musio Academy ) 1 . Rajalakshmi
{ " Santbanam
»  B. Sakuntals
Tamil Songs The Gramophone Company Medal—donated by
the Gramophone Co. I ,, Sri8. Govindarajan
Donated by the Music Academy II ,, SrimatiPadma Narasimhan
. m. Maharani Sethu Parvati Bai Medal—donated by
Svati T‘."fmd Mrs. Alamelu Jayarama Iyer I ,, 8riD, Pasupati
Compositions Donated by the Music Academy II ,, Srimati V. Dharmambal
Donated by the Music Academy I, K. Radhamani
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COMPRTITIONS

DoNorS oF MEDALS

WINNERS

Purandaradas Padas

Kshetragna Padas

Pallave Singing

Vocal - Ladies

Special Tyagaraja Kritis

Donted by Sri V. 8. 8. K. Brahmananda,
Tobacconist, Jaffne.
Donated by the Music Academy

Sri P. A. Ramaswami Iyer Memorial Medal—
donated by Sri P. R. Swemi Aiyar

Dr. Sankaranarayans Iyer Memorial Medal—
donated by Dr. S. 8, Krishnan
Donated by the Musio Academy

Sri A. Duraiswami Iyer Medal—donated by
8ri T. D. Narayana Iyer
Donated by the Music Academy

vDomtod by the Music Acedemy

Fiddle Govindaswami Pillai Memorial Medal—
donated Sri Srirangam Sundsram Iyer
—dn—
Donated by the Music Academy

11T
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111

”

”

”
»”
»»

Srimati P. S. Kokilam
» D. Pattammal

» Padma Narashimhan

Sri S. Govindarajan
Sri T. 8. Raghavan

Srimati D. Vimela
" K. Radhamani
’ M. Jayalakshmi

Sri 8. Govindarajan
Srimati R. Sakantala
8ri M. 8. Sadasivam
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Sangiita Kalanidhi T. V. Subba Rao then introduced the

uccessful students , of- the Teachers’ College of Music and the
remaentdlstn uted certlﬁcates% t%em. g o

00 I %F1T @) ! 10 18
Sbi K. Srinivasan

A The President qfthe Sadas, Sri Kasturi Srinivasan who then
addressed the gathering said :

“ | consider it a hI%h privilege to be associated with this year’s
presentation ceremon%/ when _persons of such eminence in the musical
world happen to be the recipients of the highest honour that it is in
the powerfthe Music Academy to bestow.

“First and foremost, | offer my felicitations to VIDVAN
SAMBASIVA AIYAR. | feel no happier choice could have been
made to Pre3|de over the deliberations this year; and no ong possesses
in a greater measure all the atfributes that go with the description
“Sangita Kalanidhi ”. His, devotion to TCarnatic music 1S only
matched br;]/_hls austere habits and it was with great difficulty we
persuaded him to accept our invitation and be an honoured recipient
R)l‘our humble token in appreciation of his services in the cause of

usic.

~“1 am one of those'who have had good fortune to hear and
enjoy the celestial music which flowed from the late Vidvan Subba-
rama Alyar’s Veena. It was a delight fo watch young Sambasiva
Alyar play on the Veena with equal facility and sweetness, to win the
approbation of his talented brother.

“ | cannot claim.to have had personal knowled?e of the attain-
ments of SRI BHARATAM NARAYANASWAMT AIYAR. He
was introduced to me only some years hack .and | have witnessed a
few demonstrations, of his art. We may correctly describe him as
representing the relic of an art of which Wwe gloried’in years past. He
nossesses a mastery of Laya and an intellect “sharp and incisive to the
point of being aggressive. He isan unsparing critic-of present-day
methods in music.

“ The Academy, in choosing to honour SRI RAMANIAH
CHETTI, has shown_its readingss to recognise that, for music; to
thrive and flourish in its best form, helpful and constructive criticism
Is essential, . .Sri Chetti, who was until some years-aqo, a profes-
sional musician, has come to be looked UP to asan authority to be
referred to on the subject of tradition and tampradaya.
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down. Our Vigvans, with eminent exceptions, are, I hope | am
not un?enerous, in saying, in a large measure responsible for this
sad state of affairs.

“ A properly trained human voice, | have heard it from no less
an authority than the late Tirukkodikaval Krishna Alyar, .is the best
medium for music. He used to,sa)( that instrumental music can only
take a secondary place in a musical performance.

“ Great as.he was with the violin, his greater ambition in his
career as a violinist was to produce music approximating to vocal
Mmusic.

“| have referred to this only to emphasis that all who are anxi-
ous to restore Carnatic music to” its former eminence and glory must
impress upon our Vidvans the importance of voice-culture

“1tis equally important that the voice is trained to sing in
three Slhayeea.

_“Itis perhaps necessary here to refer to the low Adhara Sruti
which our professional musicians have adopted in recent times.

“1 am unable to say from when this pernicious habit came into
vogue.
. “Thelow Sruti has had a blighting effect on accompanylng
instrumentalists and | am amazed that msic lovers have remaine
complaisant about it. 1t does not augur well for the future of music
that even Young aspirants and students of music colleges neglect this
aspect of the ait.

. “Ido hope that a Persm_tent effort will be made by organisa-
tions like the Academy to bring home to professional and amateur
musicians the importance of singing to a sruti which will enable
them to reach all the three sthayess,

“ 1t will also rescue the accompanists from the intolerable predi-
cament in which they find themselves.

“ | have also some observations to make on the tendency on the
Bart of musicians to |?nore the traditional Katehery Paddhati. It has
become a reqular feature nowadays to convert a music concert into,
If | may say 30, a tala vadya Katcheri. 1 do not think there is any
need for me to elaborate this point.

_“The musician’s profession isa noble one and | would plead
with him to help organisations like the Academy to devise measures
to maintain standards and to prevent our ancient heritage slipping
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Even in the case of an art like music the Indian thinkers have
evolved a theory that touches the most difficult problems of psychology,
of symbolism, of religion, of mathematics, of accoustics.

The true student of Indian music has to be conversant with all
these sciences. One can easily understand why so few have had the
daring to start work on such an inspiring but arduous path.

Greek View

More than twenty centuries ago Aristotle wrote in his  Politics
(4, 5, 8) that music was an important element in the formation of
the mind., He said, “ some modes incline people towards melancholy,
towards concentrated feelings, other modes inspire carelessness and
laziness, another mode brings to the soul calm and peace, while the
Phrygian mode (which you call I believe Kharaharapriya) stimulates
enthusiasm.” As for the Dorian mode (which you call Hanumatodi)
all are unanimous in recognising its character of gravity and firmness.
These and similar modes are adequate for the education of ‘the,
young, because they are an object of study and, at the same
time, they have a psychological action.

Plato considered that musical modes had a considerable social
importance and he said that “ one cannot alter the musical system of
a country without disrupting the order of the State.”

The modern West, which follows a system of music entirely
different from that of Greece, can little understand what the Greek
Philosophers meant by such fantastic statements ; for Western Music
is an architecture of sounds, a display of compDlex relations which can
charm the mind and please the heart but can have none of the
profound and lasting effects attributed by the Greeks to music.

Indian Theory

The meaning of the ancient philosophers is however -easy to
grasp when we realise that the music of Greece was but a branch of
the age-old Indian music and was not very different from the music
of India to-day. Here too we have a system of music which acts as a
form of magic to shape our emotions. We may take a technical
interest in the words of a song, in the niceties of vocalisation or the
technique of players, yet we know that these things are secondary.
The essential of the music is the raga, the basic mode, of which the
repeated notes gradually bring all the listeners in one mood, unite
them in one overwhelming emotion.
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exgressw_e effect of the sound. is very much diminished. This is why
the musician has to be “in.mood” to reach that super-human
precision which we call expression and which carries himself and .his.
audience across the blind mists, which shroud the true nature of things,
into a world of truth and light. [t 1s this precision alone which s the
secret of the effect of music, and the musician, to avoid any vagueness
which might blunt the sharpness of his arrows of sound, must be care-
ful of the Ornaments, mannerisms, vibrato that he may use, and which
alter the expression of the pure sounds. There are many performers
who by thelr technique appear to be great musicians and yet fail to
capture our hearts, while a stIe song'can sometimes move Us deeply.
The reason is easily given by the instruments that measure intervals.
Even in performaricé by thp"best musicians the difference in accuracy
I often considerable betvyeen the beginning when the intervals aré
always rather approximaté and the moment when the motion becomes
manifest and the precision of the interval becomes prodigious, where
a hundredth partof a comma appears as a vast difference to our
magnified perception.

. The ancient books give all the correspondences of the musical
intervals with all the aspects of the natural world, with all the forms
of emotion, all the rasas. The knowledge of these subtle connections
explains the importance of the Indian musical theory and the reason
wh){ it means so much to the world, for it js the key to all music, to
all the forms qf the magic of sound. There is no other musical theor
no other existing musical Rractlce_ which has entered 0 deef)ly into
the mysterious relations which unite interval and emotion. 1t true
that we have to accept that almost all the books which referred to this
science as such are now lost. But from the texts referring to the aPpll-
cation of the theory and ofwhich many still exist we cdn without too
great difficulty reconstruct the system. We have all the charts of
correspondences of the infervals of Sounds with emotions, with colours,
with deities, with, the articulate sounds, etc. The application of these ,
equivalences is evident.only in the raga system and this is_found to-
day mainly in India. The remalnln? branches of the family are but
minor_fqrms of the same system. Tndian music itself has' become
more limited than it used to be in ancient times, It _has lost most of
its.orchestral forms, many of its instruments. Yet it is still for the
musician and the student of musical theary, a unlt%u_e source of inspi-
ration. It has maintained the essential féatures of its ?reatness, and
it will require only little effort to bring back its creafiveness wher-
ever it h]%s lost some of its impetus.
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This unlt%/ however cannqt be re-created through a mere scholarly
approach of the ancienf books. It requires a true understandln? of
the principles underlying the whole ‘system of music. And_this
unders_ta_nd_ln% can onlg be the fruit of g Very Profound study.  This
study, ITitisto producé quick results, will have to be carried into three
main branches of research which must be co-ordinated and which we
might call scriptural, archaeologlcal and ethnologlcal., They will
refér to manuscripts and books, then to monuments, paintings and
other remnants of the ancient ages and finally to the popular tradi-
tion of the various. peoples, castes and tribes all over India. It is
?eneral_l very difficult to arrive at a ?roper,mterpr_etatlon ofavailable
exts without the other sources of information be_m(_i explored, For
example we have representations of musical instruments in the
sculpture of temples, we have their description in ancient books, and '
often find that they have survived almost unaltered in some tribe of
the Nilgiris or in some people of the Himalayas ; and it is.only when
we can co-ordinate these three images—the “description, the picture
and the actyal use—that we can come toa proper mterPretatlon ofthe
texts.  Similarly the notations of ancient ragas and talas can only be
understood by reference to still existing forms found somewhere in
the .country. ” Until these are properly” studied, the interpretation of
ancient notations will remain uncertain.

The ancient hooks tell us for example that the oldest music had
a descending and not an ascending scale. - This for us has little
practical meaning and we cannot study its implication until we dis-
cover that some of the ancient Popula_tlon of Northern India pushed
far into the Himalayas by northern invaders have keptto this day
this ancient conception of the scale which we can study now, and we
immediately find that this implies profound differences in the whole
pattern of musical structure and expression.

An efficient work of Research should thererore mean the study
and phptograph%/ of monuments and ancient Ramtmgs, the collecting
and editing of the main treatises on music, the recording of popular
traditional” music and study of popular ‘instruments and musical
technique.  There is no other country in the world where these three
elements are found together with such abundant richness. There is
therefore no country in the world more impgrtant than India for the
stud}/ of the history and development of music. . Indian music is the
key 1o all the existing systems of music. . India is the treasure-house
of music. Let not this treasure be buried under the fearful weight
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of modem i?norance but on the contrary let us fry to have it listed
and brought to light for the enrichment 0f ages to Come.

|f research on al] the aspects. of ancient and traditional music is
undertaken on a sufficient scale it will be,PossmIe and even easy. to
bring back to. light some of the most brilliant treasures of Indian
musical _theorY and this will be the only sound means of preserving
the music itseff. _ _

In the field of practical research however there are a certain
number of immediate problems which have to be faced first and
should draw the attention of the educational dei)artmen_ts of the
different.Governments in India as well as that of all those interested
in Indian music. The first one refers to the problem of preservation
and accessihility of man_uscn?ts. o

Sanskrit literature is by far the Iargest of the ancient literatures.
For nearly fifty centuries”it has produced works of |mP_ortance in
almost evéry field of human knowledge and artistic creation, works
which weré generally far in advancé of those produced in other
countrigs at the time.” The libraries of India were at ong time the
Iar?est,ln existence and a cause of wonder to foreign, visitors. But
folfowing the invasions from Central Asia, the Middle East and
Europe, an enormous amount of the ancient books has been want-
only- destroyed, and much of what was left was allowed gradually to
disappear through neglect and decay. The neglect of ancient [iter-
ature and ancient monuments continues to our'day and constitutes a
serious challenge to the culture of an age which Claims to be one. of
progress and efficiency, Priceless documents for the,history of civili-
sation are allowed to disappear without being even listed.

There remains all over India a vast number of manuscripts
belongmq to all branches of Sanskrit learning_as well as similar Works
In thé other ancient Indian languages. These are dispersed- in
public and private libraries, many of which have no catalogue, some
of the Iarqer ones not even a clasSified list of their Possessmns. . Most
have a atalogue covermg only part of their collection, the rest being
unclagsified and never Spokén of. Private collections and States
libraries are often entirely cut of reach. In many of these as well as
In some public libraries the manuscripts are not adequately protected
and are allowed to be eaten by insects and spoiled hy moisture.
Madras State is_the only one where libraries are well képt and the
manuscripts easily accessible. But as soon as ¥ou g0 out of this most
favoured and enlightened province manuscripts are difficult to reach
and conditions often appalling.
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We often hear people in India complain that a great number,
of books have been taken away and are in foreign libraries from
where they should be brought back. This is altogether a misconcep-
tion. The foreign collections of Sanskrit manuscripts are relatively
small, even the German ones, much too small indeed when compared
to some of the huge Indian ones. The manuscripts in foreign
countries are usually well preserved and comparatively safe and
it is extremely easy to have them microfilmed or photographed.
Because of the Indian climate and the great antiquity of most of
the important works, hardly any Sanskrit manuscript has a historical
value in itself, Available manuscripts are almost invariably copies
of which only the contents are important. We must consider that,
from the point of view of Indian research and learning, the manus-
cripts in foreign libraries have been so far much more at hand than
those for example in Bikaner or Darbhanga or Banaras or even
Trivandrum. I speak here from personal experience.

The students of Art and history all over the world have begun
to realise that India has played a considerable part in the progress of
civilisation at all periods, that almost every impertant development
in the history of mankind had its origin in this country. Every
concept of Chinese philosophy and every technical term of the Far-
Eastern musical art can be traced to one of the Indian systems. And
it is only recently that it has been put forward that all the principles
of the great Gothic architecture of mediaeval Europe were the direct
outcome of the Hindu Mediaeval temple architecture. So that people
may more fully realise the extraordinary influence of Indian thought
and learning on almost every period of human civilisation, a con-
siderable effort will have to be made to recover and publish the main
treasures of Sanskrit technical literature, as has been done for Greek
and Latin works, since the 16th century. Literature here does not
mean merely poetry, philosophy and religion, but all the technical
treatises, all the works concerning the Arts and Sciences in which
India was always proficient. At present, even in those sciences still
generally studied, such as Astrology and Medicine, the books in
common use are mainly school books, and are late compilations. The
original ancient works, when they still exist, lic abandoned and un-
published in some dusty corner of a library.

In the case of music alone the number of works about which we
have references or of which we have fragments must be nearly one
thousand. Of these about two hundred would be accessible. “But if

public and private collections were really explored a larger number
17
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of books would probably come to light, and, in any case, numerous
additional manuscripts would be obtained which would make critical
editing possible. In other subjects the number of works is naturally
immensely larger.

The problem now is to find a method by which, in the context
of present day possibilities, one could proceed to recover the more
important works of the Sanskrit litérature, particularly those on music.
After a number of years of work in this field I came to form some
ideas which I should like to place before the musicologists and musi~
cians in this city : )

(1) Since private individuals cannot interfere with the organisation
of public libraries one should see that the Central and Provincial
Governments take positive action so that all libraries be properly
catalogued without unnecessary delays, and former State-libraries
made rapidly accessible. This is not a costly undertaking and should
have been done long ago as a matter of routine. It certainly must
form part of the plans of the present Government and the only thing
to be gained is its quick implementation. Every scholar will endorse
the suggestions which Dr. Raghavan made in this connection in his
Presidential Address to the Classical Sanskrit Sectiorr of the 15th
All-India Oriental Conference, Bombay.

In almost everyone of the former States the manuscripts have been
considered as the private property of the former ruler. It should not
be forgotten however that the property of national treasures can
never be more than a trust. Education Ministries must now bring
pressure on the princes so that they be ready to make arrangements
and provide copies and facilities to scholars. The present attitude of
the custodians of many of the State or semi-private libraries is quite
irresponsible and detrimental to scholarship.

(2) Private information should be co-ordinated. It should be
possible to a great extent to pool together the information which the
different scholars and amateurs doing research in the same field may
have accumulated. This would obviously be in everyone’s interest.
There should also be a conference to decide upon and standardise
methods of work so that information may easily be made available in
the most convenient form. '

(3) A machinery should be developed for having all important
manuscripts copied or microfilmed and making them available to
scholars and libraries. This would require a small capital to start
with but would be an almost self-sufficient enterprise since a great
number of Foreign libraries would be likely to want copies. Know-
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ledge is not found in Books alope. The same problems that face the
preservation and edition of books apply to the more fundamental
form of cultural inheritance that is oral tradition. Our age has given
us a new kind of writing, the missing link between oral and scriptural
tradition, that is recording. We must without wasting time start
collecting and preserving some of the ancient techniques of music now
often reduced to a mere folk art, yet of tremendous importance for the
study of the original schools of ancient music. This is a most fascin-
ating and fruitful task and it is essential that necessary facilities be
given to this Academy and that together with the written books, the
message of oral tradition be also preserved.

None of these things requires much money but a certain amount
of genuine interest, organisation and co-operation. Much can be
done for the recovery of Sanskrit literature through genuine collabor-
ation between scholars, amateurs and professional musicians. The task
to be performed is so vast that no amount of isolated work can achieve
even the most elementary survey of the available material. And with-

-out such a survey being completed, no really serious work can be
started. At present many individuals are busy doing at great pains
parallel work without sufficiently knowing of one another’s efforts.
Much more ground would be covered if the work was divided.

Topics for Research

It would be also very important to direct students, who. wish to
make a thesis, towards a narrow field of study. I have became rather
allergic to a kind of books, articles and theses sometimes sent to me,
which almost invariably cover the whole field of musical history
since its creation by Brahma, explaining, without any sort of technical
evidence, the meaning of some technical terms, giving as an establish-
ed fact a series of ratios for srutis invented by some music amateurs
not quite conversant with the theory of intervals nor the laws of physics,
the whole thing being linked together by peetic comments on the
progress of mankind ! T feel universities and schools of music should
make it a rule that any thesis or article should be limited to the study
of a particular technical problem. Good subjects would be, for example,
¢ The difference of Kaku and Amsa in Mediaeval music”, ¢ The
names of certain types of drums in ancient works and in modern
Indian languages”, * The evolution of the significance of the terms
Vadi, Samvadi, etc.”, * The evolution of musical notation in India >’
etc. These are already broad subjects and if we are to make some
progress they could be even made narrower.
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Institutions and Government

It is a great and magnificent work to recover a country’s past.
In this undertaking one should not wait for the Government to do
everything. In most countries institutions of national interest are
started by private agencies and the Government comes in to help only
later. The Government fails in its duty only if it does not support
institutions which have proved their worth for the country. It is very
important that the available means be concentrated on the people
and institutions who already possess experience and can do actual
work.

In spite of the difficulties which may face pure scholarship in a
country having so many immediate needs and urgent problems one
cannot deny that there has heen during the past five years an impro-
vement in outlook. Time seems to have come now for practical steps.
These however should be taken without too much delay, for every
year lost may mean, especially in Northern India, the disappearance
of a number of irreplaceable works.

Message of Indian Music

There is to-day in the whole world a musical crisis. Most
systems of music have gradually gone further astray from the natural
laws of sound and the purpose of musical creation.

We should not be misled by the force of expansion of certain
forms of Western music. This tendency to expand is the very sign
of weakness. It is when we lack confidence in ourselves that we most
try to impose our creeds and our ways upon others.

The musical crisis born from a misconception of the purpose of
art is not limited to Europe and America, it extends under different
circumstances to the Russian world and the Far-East, and has almost
destroyed the music of the more vulnerable Middle East countries.
Though India is suffering from a similar disease which, however, has
remained so -far superficial and limited enly the most vulnerable
parts of the country, the radio, the films, the recordings etc. are
seriously ill. The great mass of the Indian people still expect from
music as well as dancing and all the other arts that they should
speak to the soul, to the intellect ; still be in the words of Bharata
a fifth Veda meant for the uplift of all.

wRidemE g Qo ey |
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This art of Natya will: be the fifth method of sacred knowledge.
There will be found together the lessons of morality, of pleasure, of
prosperity, the explanation of all sciences, the inspiration of all the
arts and the lessons of history. This is the message that all nations
again expect from Indian music, from Indian dancing, There is no
country to-day which is not anxious to know more about India’s great
musical art. It would be a tragedy, if India, for the first time since
the creation of man, should fail to deliver her message. In the words
of the Law-giver, ¢ Itis from the wisdom of this land that the world
should learn age after age.”

But to be really efficient this message cannot be merely a
practical one. It is not only the art of music but the science of
Indian music which the world needs. There is here a great work
of collaboration ahead between the musician and the scholar, between
the technician and the thinker, between the man of wealth and the
man of learning, between the man of power and the man of wisdom.

I know the idea of bringing together musician and scholar has
been the very basis of the work of this Academy, and we must all
pray that it may develop rapidly and be able to fulfil its great
mission under a wise guidance. Praying however is not enough. We
must also see to it that it may receive the help and support it needs
for its purpose which is the common purpose of all of us,

18



*On Transformation of Sthayas by Alteration of Sruti
and Consequent Importance of 32 Melakartas
as Specially Suited to Musical Composition’

BY
RoeinprAaLAL Roy,
Head of the Music Dept., Patna University.

When we study the old methods of classifying Ragas we find two
parallel methods of classification which indicate not only the methods
of understanding Ragas but also methods of thinking that guide
musical composition. The first is the method of classifying Ragas
according to Melas or Thatas or Scales indicating Aroha-Avaroha or
Ascent and Descent, rules creating the Jati of the Raga out of a
parent scale. The second is the Sthaya-classification which is quite
old and exists under such categories as Gauda-Bhedas, Barati-Bhedas
Todi-Bhedas, Nata-Bhedas, Karnata-Bhedas, etc. Even at prqscni
trends in composition of new Ragas take these two lines: some
musicians are introducing new scales or melas not frequently used
formerly; others, and among them experienced miusicians of the North,
are introducing new varieties or Bhedas sueh as a new Gauri, a new
Mallar, a Kanada or a Todi or a Kalyan, in already familiar scales.

1t may be observed that these two trends are complementary to
each other: the first gets Sthayas or musical phrases out of the rule
of Aroha-Avaroha from any given parent scale or Mela, while the
second and more important, converts phrases or Sthayas into different
forms transforming the same phrases getting different Scales out of
them. The question posed hereis to what extent a Sthaya can be
altered retaining its link with its previous form. To explain this
question in some detail I may refer to one of the varieties mentioned,
say, in Parijata. Take for instance the varieties of Gaudas or the
Natas. The general form of Gauda and Gouri is indicated by the
omission of either Ga or Dha or both in Aroha, the avaroha being
generally Sampurna. This gives us such Sthayas or phrases as Sa Re
Ma Ga Re, Pa Ma Ga Re Ma Pa, Ma Pa Ni Dha Pa, and so forth.
But Sruti values of the svaras used are different for different Gaudas
and hence they belonged to different Melas. Kedara Gauda was in
our present Khamaj or Hari-kambhoji Mela while Malava Gauda
was in original Gouri corresponding to our Bhairava or Mayamalava-
gaula mela. In both Ragas the Sanchara in the lower part of the
scale has Sa Re Ma Pa Ma Ga Re and obviously similar Sthayas
like Re Ma Ga Re, Pa Ma Ga Re Re Ma Ga Re Ga Sa. But the

*Paper read with demonstration at the Conference, 1952.
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Shree of the North as indicated in the beginning. And both are
very well established and powerful Ragas, and others are Deshi,
Jeunpuri, Gauri of our Bhairava Mela, which in the lower half of the
scale retain the Gauri feature,

Now the question arises how far could we change the Srutis
without disturbing the musical aesthetic effect of the Sthaya or phrase
in question. Could we for instance raise the Rishabha further to the
place occupied by Komal Gs and thus transfer the phrase to Suddha
Nata of Parijata or perhaps the Chalanatta parent scale of the South.
In North Indian notation this would be sung as Sa Gs Ma Pa Ni Ni
Pa, Ma Pa Ga Ga Sa. I hope it is obvious that the effect is far
removed from the original phrase we considered and matters could
scarcely be improved by calling Komal-Gandhar, Shatsruti-Risha-
bham. (Demonstration Dhani Tilang Bihay Jog sruti created by
Sthaya Bhimpalasi.) But this isu ! in Jog which may be regarded as
one of the variation of Bihay, or 'i.lang.

If we put the question here why the effect is so different we may
arrive at two explanations. First this phrase Sa Ga Ma Pa MaGe Gs Ma
Pa is already associated with Ragas like our Bhimpalasi Pilu ctc. creat-
ed by an independent process. To change a Gauri so far is to encroach
into other established ideas. The second is the influence and absence
of Langhana, that is the technique or jumping over a note or two or
more either in the Anuloma or Viloma, that is Aroha or Avaroha.
The above transformaiion of moving the Ri to the so-called Shat-
sruti-rishabha displacing the Anuloma Langhana to Sa which was
prominent from Re Ma Pa omitting Ga and introduces a Viloma
Langhana in Ga Sa which in effect jumps cver a large number of
Srutis. The phrase thus becomes mutilated and loses its link with
the original Gauri phrase. Similarly, again if we lower the Ga to
the position of Chatuhsruti Ri we lose the length of the significant
Viloma Langhana Re Ga Sa which now becomes Re Re sa, Thus
the scales or Melas arrived at by the overlapping of Shatsruti Ri and
Komal or Sadharana Ga or of Suddha Ga and Chatuhsruti Ri hamper
a most important technique of transforming Sthayas by alteration of
Srutis within aesthetic limits, which has been responsible for creation
of a system of Ragas belonging lo different scales but retaining mutual
association through a common Sthaya.

The question may be asked here whether this technique is really
of very great importance. To me it seems to be the most important
both in history and in contemporary practice continued by eminent
musicians, as a long standing instinctive habit in the North Indian

19
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system. Thus, those :‘Melas of Venakatamakhin that use consecutive
semitones canno tbe used for this kind of transformation of .a'Sthaya,
particularly where subtle change of phrases by means of srutis occur.
While this technique of developing new musical ideas is instinctive to
the musician, our grammarians have taken little or no notice of it
though they have mentioned the varieties or bhedah prevalent in their
own age.

Though such names as Saveri end Suddha - Saveri - are sugges-
tive I cannot convincingly prove the predominance of this kind of
thought among Southern or Karnatik musicians. However, this
technique is inherently present in the very nomenclature of the notes.
Why should, for instance, twelve notes on even the twenty-two
srutis have seven names with a range of movement allowed for each
note, In the practical field of musical execution it appears that the
same phrase is transformed into different shapes and different scales
arise in consequence. Past Bhupali was based on Sa Ri Ga Pa Dha 53
with komala Ri, Ga and Dha; today it is sung with the same Sa Ri
Ga Pa Dha sa in notational nomenclature but with our present
Suddha R, Ga and Dha. Or take the relation between old
Meghamallar and Mallari in Parijata the first had Suddha, the second
komal Ri—Dha, both having Sa Re Ma Pa Dha sa in Aroha
obviously giving similar Sthayas or Phrases. Similar instances should
occur in present practical rendering of Ragas also in the South.

Excessive empasis on Aroha and Avaroha as a rule by itself has
done some harm to the creation of good musical sthayas or
phrases because generally Aroha-Avaroha gives us indifferent and
sometimes bad phrases. For instance, a mere succession of closely
packed notes in one direction only are evidently bad sthayas such as
Sa Re Ga Re Ga Ma or Pa Dha Ni. As musical ideas they are
evidently incomplete. This probably is a psychological fact because
an expression without its reaction or contrast in an opposite direction
combined in it is incomplete. In the language of Bhavas Anuloma
harmonised with Viloma Bhavas tend to be more complete expressions.
Hence Sa Re Ga Ma Ga, or Sa Re Ga Ma Re, or Ga Ma Pa Ma Ga
are decidedly better than one-directional phrases cited above. _

But the best of phrases have both the Anuloma and Viloma
movements and Langhanas in addition. Thus Re Ga Ma Pa Ma Ga
Ga Pa Re or Re Ga Ma Pa Ma Ga Re Pa Ga where we have jumps
like Pa Ga, Pa Re Re Pa. And Langhna tends even to beautify one-
directional movement such as Re Ga Ma Pa sa orsa Ni Dha Pa Re.
We.can eve. say that a musical phrase has two units : a meledic unit
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moving over closely situated notes and a harmonic unit occurring in
Langhana. Langhana is a harmonic unit because it establishes direct
relation between notes situated far apart and thus tends to find notes
in harmonic relation of different grades : sa Dha sa - Pa, Ni - Pa,
¥i - Ma, Dha Ga, Pa - Re Sa - Ma, Re - Pa, Ma - Ni etc. are power-
ful Langhans without which mest of our powerful phrases would
become lame and groping.

From this point of view eight of the thirty-two scales enumera-
ted above which have Komal Nishada but no Suddha Ma become
unbalanced. The Komal Nishada has no harmonic relation with Sa,
Ma is missing and it has only a weak relation to Pa and naturally
these scales are not to be preferred by musicians,

Thus whenever we find such scales in use we invariably need both
Madhyams as tn our varieties of original Natas now known as Chaya-
nata, Kedar, Kamode, Hammeer, whose common feature was and
still largely is sa Dha Ni Pa Ga Ma Re Sa. (Demonstration). Where
Komal Ni does not occur Suddha Ma is not absolutely necessary.
as in Kalyan Nata. The Langhana frem Ni to Ma is often avoided in
order not to encroach into Mallars where Dha Ni Ma Pa is a signifi-
cant phrase or sthaya.

The establishment of the Amsa svara or Vadi again largely
depends on Langhana, a point which would be somewhat irrelevant
here to discuss in detail. We may say in brief that Langhana gives
Alpatva to the notes neglected and thus automatically establishes the
importace of the notes used. Sa Ma in Kedar establishes the
importance of Ma without any so-called Bahula prayoga, Jsimilarly
sa Ma or Pa sa establish the limiting notes as powerful. In Chaya-
nata Re Ga Ma Pa Re establishes in the Langhana Pa-Re both Pa
and Re as powerful notes which can be regarded as Vadi and
Samvadi. It is possible to demonstrate significant sthayas of all
highly established Ragas justifying their Vadi and Samvadi in this
manner. In Bilawals for instance the phrase Dha Ga Pa Ni Dha Ni sa
justifies Dha and Ga as Vadi-Samvadi in the biggest Langhana in
the sthaya.

Summing up, I may say that from the point of view of musical
composition and creation of associated phrases or musical ideas
known as Sthayas, the elaboration of the Raga by the use and crea-
tion of fresh sthayas, and the importance of Langhana, twenty-four
parent scales are most suitable, namely the sixteen already shown
with suddha Ma and eight with Pratimadhyama : Mechakalyani,
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Latangi, Dharmavati, Simhendramadhyama, Gamanasrama, Kama-
vardhani, Suvarnagi and Subhapantuvarali.

From the above considerations it would appear that it is not by
mere accident that certain scales become more used than others.
Also we cannot just establish a new scale in use by forcibly intro-
ducing it. Hence through Venkatamakhin worked out 72 scales the
established popular ones are scarcely more than fifteen or sixteen. I
understand that in order of the number of Ragas included by them
they are very much the same as present in the North, Mayamalava-
gaula (our Bhairava), Harikamohoji (our Khamaj), Natabhairavi
(our Asavari or Jaunpuri), Dheerasankarabharanam (our Bilawal)
Karaharapriya (Kafi), Hanumatodi (Bhairavi), Mekhakalyani-
(kalyan), Kamavardhani (Purvi), Gamanasrama (our Marva), and
Subhapantuvarali (our Todi). These are the Ten Melas accepted
by Bhatkhande and placed as the base of the Northern scale system.
But we need more than ten Thatas or Melakartas because as we have
scen there are twenty-four possible good transformations of a Sthaya
and hence ten are too few while seventy-two are too many to
indicate the Melas that musicians may artistically use in composing
Ragas. In addition to the above general ten we have used in the
North Suryakanta(for our Bhatihar), Chakravak (for Aheer Bhairava),
Bakulabharanam (for our Vasant-mukhari)‘ Keeravani (for our Pilu),
Charukesi (for Zeelaph}, thus fifteen in all. The other nine which I
further suggest as likely be artistically employed are: Sarasangi
(Bilawal-Bhairavi), Gauri-Manohari (Kafi-Bilawal), Kokilapriya
(Bhairav-Khamaj), Dhenuka (Bhairavi-Bhairava), Latangi (Kalyan-
Purvi), Suvarnangi (Todi-Marva), Nataka-priya (Bhairavi-Khamaj),
and the remaining two Dharmavai and Simhendramadhyama which
are not expressible by combinations. Some of the eight rejected may
however be used by addition of Suddha Ma.

Thus it is not difficult to see that any Sthaya could be transferred
from one scale to another and from any scale to any other retaining
the association of ideas between them. Thus the above Gauri phrase
in Harikambhoji Mela can be transferred to Subhapantubarali
mela in spite of the fact that the two melas have different Ri, Ga,
Ma, Dha, Ni, thus having the maximum amount of sruti difference’
between all the notes except Pa. I will try to demonstrate the forms
side by side to show that a new Gauri in the Todi-Thata is not bad
to hear and has its association with other Gauris like Shree which is
in Purvi or Kamavardhani Mela. (Demonstration)
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Kavi Jayadeva’s Gitagovinda is very popular in the South, in
Orissa, Bengal, and also in Bihar as a kavya to be sung and to be
danced to. Musicians in the South are well conversant with it. In
the North it is different. It is mostly students, scholars and lovers
of Sanskrit literature who read and enjoy it as a Lalita-madhura
rasapurna kavya. Musicians are often blissfully ignorant of its
existence.

It was a profound musician and Pandit of the well-known
Gwaliar Gharana in the last century, Ragunath Rao Talegonkar of
the latter part the last century,who set to music Jayadeva’s ashtapadis
and taught them to a couple of pupils of his. From master to pupil
they descended down and were received by Pandit Rajabaihyya
Poonchwale. I have had the privilege of learning some of them frow
Pandit Rajabhaiyyaji. The rendering is in typical Gwalior style.
(The lecturer then sang two Ashtapadis in Ragas Khamaj and Bahar,
Sakhi ya ramita (16th) and Vadasi yadi.)
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THE RAGAMALIKAS OF SVATI TIRUNAL

BY
S. VENKITASUBRAMONIA IYRR

Introduction

The term ‘ ragamalika,’ which literally means a string of melodies,
is applied to such musical compositions as have different ragas for
their different parts. In a broad sense the term can be used to
denote any such composition irrespective of the song type to which it
belongs. But in a restricted sense it is applied to the song-type which

_is divided into a certain number of similar sections each having a
separate raga and chittasvara, the last portion of which isin the raga
of the first section which can therefore be conveniently used asa
pallavi for the composition, and the last section usually having
chittasvara for all the ragas in the song in their reverse order thus
ending in the raga with which the piece commmences. Many of our
famous composers like Muthuswami Dikshitar, Syama Sastri and
Painam Subrahmanya Iyer have produced ragamalikas. Svati
Tirunal Maharaja also is the author of several popular ragamalikas
which include Svarajati, Varna, Kirtana, Pada and Sloka.

Pancharagasvarajati
The Svarajati beginning with “Sa, Ni Sa Ri Sa’ in Kalyani and
well-known as the Panckaragasvarajati as it has five ragas—Kalyani,
Begada, Athana, Surati and Todi—is a production of Sri Svati
Tirunal. This is cemposed in Tisra Triputa tala and the first section
has twelve avartas of which the first four contain the °pallavi’ and
the rest have eight each.

No Sahitya for this Svarajati was known, but a few years ago I
chanced to hear it sung with a sahitya which I am giving below :
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I got this version with the sahitya from the late Sri R.
Vaidyanatha Iyer of Krishnancoil in South Travancore who had
learnt it from one Mahadeva Bhagavatar, who, in his turn, is reported
to have learnt it from the famous musician Coimbatore Raghava
Iyer. This Raghava Iyer really belonged to Munchirai in South
Travancore and was the disciple of Parameswara Bhagavatar who
adorned Svati Tirunal’s court.

This Sahitya is in Sanskrit and it is in praise of Lord Sri Padma-
nabha, It fits in with the dhatu beautifully well and bristles with
Svarakshara embellishment. Its ideas and style very much resemble
Svati Tirunal’s own, and but for the express statement of the author
at the close of the text that with his head bent down in reverence he
is giving a Sahitya to the dhatu conceived by Svati Tirunal Maha-
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raja, one would easily mistake it to be His Highness’ itself. The
author prefers to remain unknown. Could he be Raghava Iyer
himself or his guru Parameswara Bhagavatar who is the author of
some musical compositions in Sanskrit ?

Two slightly variant versions of this Svarajati are seen, one
given by S. Ranganatha Iyer in his Sangitavidyarangam and the
other given by Dr. Muthayya Bhagavatar in his Sangitakalpadrumam,
Part I. The version given above differs from both these to some
extent, but it has closer agreement with the first. This Svarajati has
a graceful flow and some of the noteworthy features in it are the
entire absence of Panchama in Todi and Gandhara in Surati, and of
characteristic prayogas conteining anyasvaras like ¢ Pa Dha Ni, Dha
Pa’ in Begada and ‘Dha Ni Pa’ in Athana, and the presence of
visesha prayogas like ¢Sa Ni Sa Dha, Ni Sa’ in Athana, ¢ Ma, Dha
Ma Ga Ri Sa’ in Begada and ‘Ni Dha Ni Sa’ in Surati.?

The Varna ‘ Sumasayaka’

Among the ragamalika varnas, the best known is Patnam
Subrahmanya lyer’s Navaragamalika varna ‘ Valachi’. This has
scparate ragas for Pallavi, Anupallavi, Chittasvara, Charana and
each of the ettukada svaras. No varna of such a sort has been composed
by Svati Tirunal, but it is noteworthy that his beautiful varna
* Sumasayaka’ in Kapi raga Rupaka tala® has in its last ettukada svara
a ragamalika with two avartas each in Kalyani, Kamas, Vasanta and
Mohanam, the latter part of the last avarta being in Kapi. This
varna is one of the most beautiful of his compositions.

There is a very similar varna in the same Rupaka tala in Bhai-
ravi raga beginning with * Nirajakshuda™™ in praise of Kulasekhara-
bhupala, that is Svati Tirunal, by Vadivel, one of the foremost
musicians in His Highness’ court. In its last ettukada svara we find
a ragamalika in Kalyani, Kambhoji, Kapi and Mohanam. This
varna has Sahitya for the chittasvara but not for the ettukada svaras,

1. It may be noted, however, that in Ranganatha Iyer’s version
¢Ma, Pa Ma Ga Ri Sa’is seen instead of ‘ Ma, Dha Ma Ga Ri Sa’
in Begada and ‘Pa Ga, Ri Sa’ instead of ‘Pa Ga Ma Ri Sa’in
Athana, and that in Muthayya Bhagavatar’s version Gandhara is
quite conspicuous in Surati, since ‘Ma, Ga’ appears in the place of
‘Ma, Pa’ in the fourth avarta, ‘Ri Ma Ga’ instead of ‘Ri Ma Ri’
in the fifth and ‘ Ma Ga’ instead of ‘Pa Ma’ in the seventh., '

- 2. The varna is given in notation by Dr. L. Muthayya Bhaga-
vatar in his * Maharaja Svati Tirunal Kritikal’, Part 1.

3. 8ee S. Ranganatha Iyer’s Sangitarajarangam, Part 1.
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and in the ragamalika, after Mohanam there is part of an avarta in
Bhairavi.

Dasavatara Ragamalika

In the Ragamalika proper we have the Kirtana ¢ Kamalajasya-
hrita’ and the pada * Pannagendrasayana’by Svati Tirunal. The
first is called the Dasavatararagamalika® since it deals with the ten
avataras of Vishnu. It has, therefore, ten sections and these are in
the ragas Mohanam, Bilahari, Dhanyasi, Saranga, Madhyamavati,
Athana, Natakurinji, Darbar, Anandabhairavi and Saurashtram. It
is worthy of note that the song begins in Mohanam in keeping with
the quiet heroism of the Matsya and ends in Saurashtram, the
mangala raga of conclusion. The other ragas are also suitably
chosen. The use of Saranga for the terrific Narasimha is following
the traditions of Kathakali music in which this raga is used for Vira
and Raudra rasas. The tala is Adi® and each section has four
avartas, two for sahitya and two for svara. The second avarta in
the svara is in the madhyakala and its latter half is in Mohana and
is constant for all the different sections. The last section has four
avartas more since it has svara, half-avarta each in the madhyakala,
for all other ragas also in the song in the reverse order. Prayogas
like ‘Sa Ni Sa Dha, Ni Sa’ in Athana, ‘Ma PaDha Ni Pa’ in
Darbar, ‘Sa Ri Sa Pa, Ma’ in Saranga and ‘Pa Ga,RiSa’ in
Dhanyasi® and the absence of Panchama in Natakurinji deserve
attention’.

4. Text in notation given by Dr. Muthayya Bhagavatar, op. cif,
Part I1.

5. This is the tala found in the printed version. But it is
reported that the late Vidvan Pazhamaneri Swaminatha Iyer had
with him a version of this song in Tisra Triputa. This is the tala
found in Chidambara Vadhyar’s edition of the sahitya also, where,
however, it is given as Adanta which is not different from Tisrajati
triputa. It is difficult to know how the chittasvaras as we have them
at present would fit into that tala. Still it is worth examining that
version if such a one is really available.

6. This occurs several times in the varna ¢ Ha hanla vanchi-
taham.’ :

7. In his other compositions in this raga, as for instance
* Paht janani’, Panchama is prominent (vide the writer’s article ‘ The
Navaratrikirtana of Svati Tirunal’ in the Journal of the Madras
Music Academy, Vol. XXIII).
22
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Pannagendrasayana

The ragamala ¢ Pannagendrasayans’ ® is even better known than
¢ Kamalajasyahrita’. Based on its contents it must be classed as a
pada’. It is addressed by a Nayika te Lord.Padmanabha and
represents her diverse feelings during the eight watches of the night
in the ragas which are most suitable for the particular time of the
night and the particular feeling. Thus, it starts with Sankarabhara-
nam, the raga generally sung at nightfall, and ends with Bhupala,
the raga generally sung at daybreak. Between these two we have
Kambhoji, Nilambari, Bhairavi, Todi, Surati and Nadanamakriya.
It is composed in the Rupaka tala, and each section has sixteen
avartas, eight for sahitya and eight for svara of which the last four
are in the madhyakala. The last two avartas in every section are in
Sankarabharana, the raga of the first division, and their dhatu is the
same for all. The last section has twenty-two avartas, the first eight
of which are for sahitya as in the other sections ; of the rest, four are
for svara in Bhupala in the Chowkakala, eight are for all the ragas
in the composition in the reverse order, that is from Bhupala to
Sankarabharana, at one avarta for each raga and in the madhya-
kala, and the last two the constant Sankarabharana svara. By the
appropriateness of the ragas and the excellence of the bhavas this
ragamalika stands out not only as one of the best of Svati Tirunal’s
compositions, but as one of the best in Carnatic music itself. The
sanchara. upto tarasthayi Rishabha in Nadanamakriya and the
absence of sancharas containing anyasvara such as ‘Sa, Ni Pa Dha
Sa’ in Kambhoji and ¢ Pa Ni Dha Ni’ in Nilambari are some of the
features worthy of mention in this song.
" Unlike many other ragamalikas, those mentioned above do not
contain the names of the ragas in the Sahitya. But Prof. P, Samba-
moorthy points out a duplicate sahitya for ‘ Pannagendrasayana’ in
Telugu,” presumably anonymous, beginning with ¢ Pannagadrisa
Sankarabharana’ etc.' found in the Telugu work Gayakasiddhanjanam
Part II, in which there is sahitya even for the chittasvara portions
and the names of the ragas also occur, According to this, the last two
sections in the song are in the ragas Ahari and Bibhas respectively
instead of Nadanamakriya and Bhupalam. As for Bibhas, as the

8. For text in notation see Sri Svati T'irunal Kriti Malai by
Semmangudi Srinivasa Iyer.
9. Vide the writer’s article ‘ The Padas of Svati Tirunal ’ in the
Journal of the Madras Music Academy, Vol. XVII,
- 10, See his arrtcle : “The Bibliography of H. H. Svati Tirunal’
in 8ri Svati Tirunal Centenary Souventr,
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Professor himself observes, it is only a difference in name, since Bibhas
in Hindusthani music is the same as Bhupala in Carnatic music. But
as for Ahari he adduces the evidence of a manuscript also in its favour
and says that ‘the chittasvara when rendered in Ahari is found to be
perfect and correctly delineates the ragabhava’ and that ‘since the
tara shadja is touched in the chittasvara part of this section, the raga
cannot be Nadanamakriya.’ The chittasvara goes even to tara rishabha
but we can find other instances also, though rare, of Nadanamakriya
where the sanchara enters into the higher octave, Still it is quite
possible that originally the rasa of this section was Ahari. Though
this raga is not generally used when the raga i3 Sringara as in the
case of this song, it is justifiable on the ground that Svati Tirunal
himself has used it for two of his padas ‘Enanermizhi’ and ¢ Manass
dussaham.” Then why was Ahari replaced by Nadanamkriya ? The
reason appears to be this : Evea now there.are many persons in
Trivandrum who sing this ragamalika early .in the morning along
with the kirtanas and slokas they recite in thei: piety soon after getting
up from the bed. The author could not have meant such a religious
purpose for it, but somehow or other it acquired a significance of this
kind, and, therefore, the necessity of replacing Ahari, the singing of
which is prohibited in the morning, must have arisen and the melodi-
ous and highly devotional Nadanamakriya came to be conveniently
adopted. It appears that there is no objection for singing padas in
the morning, since in the Padmanalhaswami temple there is a group
of paid musicians for singing the padas in Jayadeva’s Ashlapadi every
morning.

Hindusthani ragamala.

Among the Hindi compositions of His Highness there is a raga-
mala Dhrupad in chowtala. The ragas in it are Deep, Bibhas,
Mathar, Manirang, Eman, Kanada, Saranga, Gujjari, Hindola,
Athana and Syam. The names of the ragas occur in the Sahitya itself.
The following is the text :— '

W, . i,
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Ghanaragakirtanamala

Among the group compositions of Sri Svati Tirunal, the Ghana-
ragakirinae form a set of eight songs in the Ghanaragas. The
following compositions are included in this' :—

In Chidambara Vadhyar’s edition of the songs the tala for
Kamajanaka in Gaula is given as Jhampa, but it is now rendered
only in Aditala.

There are several other kirtanas of Svati Tirunal in these ragas,
but they are not included in this group.

No. Beginning Raga Tala
1 Pahi Saure Nata Rupaka
2 Kamajanaka Gaula Adi
3 Mamava Padmanabha Varali Chapu
4 Sriramana Vibho Arabhi Adi
5 Reenamadadrita Sri do
6 Sarasiruhanabha Kedara Chapu
7 Paripalaya mam Ritigaula Rupaka
8 Tapasamana Saranganata do

Generally Narayanagaula and Bauli are also taken as Ghana-
ragas thus making their number ten, but compositions in these two
ragas are not found in the above group. All these songs are in praise
of Lord Vishnu in his incarnation as Krishna. They are uniformly
sparkling in their sahitya and delightful in their music. They have
always been popular in Travancore and the kirtanas in Gaula and
Ritigaula have gained much popularity outside as well. The song in
Saranganata is one of the rare specimens for that raga.

Slokas

Svati Tirunal is the author of many ragamalika slokas also.
They are all in praise of Vishnu and the names of the ragas figure in
them. The slokas given below are the best known among them :—

e T T Rl qrataprfet
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11. The texts of these in notation are available in the following
works :—No. 1 in Ranganatha Iyer’s Balamrilam, Nos. 2 and 7 in
Svati Tiruual Kritimalai and the rest in Maharaja Svati Tirunal
Kritskal, Part 1.
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Recently some more slokas of this kind have been brought to

light by Pandit V. Venkatarama Sharma,'* and among these occur
rare ragas like Dindira, Tarangini, Revagupti, Ghanta and
Mangalakausika.,

Conclusion

We are, therefore, able to see that as a composer of Raga-
malikas, Maharaja Svati Tirunal stands out prominently in the
field of Karnatic music. He has applied it to almost all types of our
music-forms and with remarkable success. The chittasvaras provide
valuable Lakshyas for the ragas, and the harmony with which the
chittasvara in each section is led on to svara of the first section and
the naturalness with which the svara in the different ragas in the last
section are woven into a continuous chain, are admirable. Many of
these compositions are bound to be brilliant monuments of the
creative genius of this musician-monarch.

12. Vide °¢Sangitakoti’ in The Svati Tirunal Centenary
Souvenir.
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A STUDY OF SRI TYAGARAJA*

BY
S. PARTHASARATHI

I am one of those who believe that music is not a thing the
beauties of which can be described in a lecture or an essay. Being
an art that can be enjoyed simultaneously by the artiste and the
listener, a music recital can perhaps do much more than a hundred
addresses. It will therefore be more appropriate if we celebrate the
day sacred to Sri Tyagaraja by singing or playing as many composi-
tions of his as possible than by speaking of their beauties. However,
I am very grateful to the Rasika Ranjani Sabha for giving me this
opportunity to pay my humble homage to the Saint Compo-
ser whose compositions have a unique spell and charm.

I must at the outset say that it was the late Dr. T. Srinivasa
Raghavan, closely linked to Tyagaraja—a prominent sishya of the
saint through his uncle Tillaisthanam Rama Iyenger, who gave me
an insight into the wealth of musical art contained in Tyagaraja’s
kritis. What little appreciation of Tyagaraja I can lay claim to, 1
owe to his guidance.

Raga is the essence of our music. It is preserved in the compo-
sitions of great composers. It is therefore necessary that we should
try and learn these compositions as they were originally conceived so
that we may pass on authentic versions of 1agas to our next genera-
tion, Itis wrong in my opinion to compare the works of the Musical
Trinity beyond a limit and draw conclusions. They were all indivi-
dually great, each in his own way. Comparisons cannot take us far.

Tyagaraja holds a unique place in the history of Carnatic Music.
If melody is the soul of music Thyagaraja is the soul of melody ; his
was a soul that had found itself. In his music not only do we find
tradition but invention too. His life and art were so intimately mixed
up that they cannot be studied separately. He lived what he prea-
ched. For fertility of imagination, variety, richness and grace, and
insight into human nature his songs are unsurpassed. His kritis are
frequent reminders on the love of God. He appealed to everyone
with the zeal of a missionary to have faith in the All-powerful Divinity
that shapes our ends. He had noticed even in his day that man was
losing faith in God. His words are :

* An addrees delivered on the oocasion of Sri Tyagaraja Day celebrations
organised by the Rasika Ranjani Sabha, Mylapore on Jan. 5. 1953,
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Faith in God cannot better be urged than in his own words :
sodararsaCs s_sarger Carfl 5 asrdiw

Describing the Lord in Vaikunta Tyagaraja says that ¢ He grants
boons only to those who have faith in Him.” In another place he
asks “Can you let down one who has placed such implicit faith in
you ?”.  Firm faith in the Supreme Being in times of prosperity and
adversity is the hall mark of a true Bhakta. “uregpéRer cﬁ.@p@ac
Susale s 8.7

No study of Tyagaraja is so enchanting as his interpretation of
Sangita and Nada. Internal evidence would indicate that he was an
emissary of God sent to spread the gospel of Nada. He refers to this
in his Todi Kriti *“ Dasarate.” His “ Kuntalavarali > kriti ‘“Kalina-
rulaku’® would seem to suggest that it was an uphill task that he
undertook. ¢ What use is it to explain your Mahima to men of
Kaliyuga?” But the Ganavaridhi kriti “Daya Joochutaku’ declares:

s Rarar HéRear wpoy gwQsnrd
wsevrsrs fgrenaps swalSeygy.
“I have performed the task assigned to me wholeheartedly,
conscientiously and steadily. Now is the time for you to take me
over.”

Here is enough proof of a mission assigned, undertaken and
fulfilled too. Isit not our duty then to understand what this musical
missionary has told us and follow him to the best of our ability ?

The supreme purpose of music is to sing the praise of God.
Tyagaraja would not dedicate a song to a man. He says that even
the Trinity Brahma, Vishnu and Siva were nadopasakas and is
emphatic when he declares that one who cannot float in the ocean of
musical bliss is 2 mere burden on earth.

Wrrus B mrswréfs s serar vp

Lrapwrsig evrasbgh Csapap ylurrgp.
The Bilahari kriti (Intakunnandamemi) says :

—s0CissenCe Caanr @i 5w
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Music has a divine appeal only if it has the background of bhakti.
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Thus we see the significance of his Dhanyasi kriti ‘¢ Sangita
Gnanamu ”’; ‘ without bhakti no music can lead us to the path of
liberation.” He therefore asks for ¢ Bhakti Bhiksha >’ and Sathwika
Bhakti too. Bhakii should also be combined with Prema. One more
quality that raises bhakti to a higher level is “Nishkamya”. Bhajana-
para of this type need have no fear of death, he declares :

Heaw_ Carlo Baixy sCsngair_ureh
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He goes further in his Mukhari Kriti “Kshinamai”,

Ciaran srs yodsrsr Cas
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will not free us from rebirth. But bhajana dedicated to God with
single minded devotion will take us on the path to realisation.

Nada is the transcendental music (music that cannot be heard)
continuously produced in the body by means of the life process. It is
the resultant effect of a yagna, so to say, the holy fire (creative ele-
ment) at the mooladhara (navel region) being kept alive by the
sacrificial ghee (life principle) from the head region. This union or
samyoga of prana and anala produces pranava nada or AUM from
which the seven notes are born. Tyagaraja refers to this in his
Saramati kriti ‘“ Mokshamugalada.” One who can experience the
nada born at Mooladhara realises the Infinite, says Thyagaraja in
 Svara raga sudharasa” The hridaya sthana is the meeting place for
the two essential elements. The significance of this hridaya sthana
will now be clear. Kritis such as “Kshinamai”’, ‘“Nama Kusuma”,
“ Siva Siva Ena Rada > “Bhajana parulaku” and ‘“Marubalka’ urge
the worship of God residing in the heart. Tyagaraja’s choice of
Rama as the Parabrahmam is explained by himself as the combination
of the jeeva aksharas of the Siva and Madhava mantras. Perhaps
there is a further secret in it. # is the Sakthi beejam and wd is the
the Siva bheejam. Their union produces srw, what Tyagaraja
describes as ‘‘ Atma Rama” in his Kharaharapriya kriti “Nadachi
Nadachi Joocheru” wherein he indicates that Srirama resides in the

"heart (Atma Rama in the company of his consort Seeta, the life giving
element).

yoBevog cvgpryen.. QeeaCe
Uigwd gier srapf & gur
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Tyagaraja naturally laughs at those who cannot experience the
pranava nada in themselves but would go about arrogantly claiming
that they are experts in raga and laya. He refers to this in his
Chenchu Kambhoji Kriti.

svas g1 @ apiéee Cugaoe
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The seven svaras, Tyagaraja says, have a divine origin. They
were born of the five faces of Siva, according to his Chittaranjani
kriti ¢ Nadatanum.” Nada from the nabhi produces the swaras as
it goes up through the heart, throat, mouth and nose. This is
explained in “Sobillu”. Rama is described by Tyagaraja in the
Arabhi kriti ‘“Nadasudarasam’” as Nada in human form. The
Kalyani song “Bhajana Seyave’’ records in the descending order the
various things derived from Nada.

ons urewe ewigevas Qe safew
et 1 yrren B s gmas aparg sare Cusap aelCs

Nada is all pervasive Akasa., It is Godhead. Tyagaraja wor-
shipped God in Nadaroopa. He found a special fascination for the
name Rama. He identified Godhead with Rama whom as he explains
in several kritis, he conceived as the Parabrahmam, the Supreme
Being above the trimurthis, a ériguna atita, who alone can release man
from the cycle of births and deaths. He dedicates his Saurashtra
Mangalam to this nama roopa. Nama is heard while roopa is seen,
What a grand conception of Nada ? The Lord of the Seven Hills
(Tirupati) is referred to as the sthulic symbol of nada.

CusAlsrwrsmy ewishwar

srs Hefu
Over the flight of steps (seven svaras) the Paramatma
is seated as a beacon light. Srirangam, the temple of seven
prakaras around the pranava Vimana represents the sookshmic image
of nada, corresponding to the seven notes encircling the hridaya.
Describing the Vaikunta in his gadyam Tyagaraja uses the expression
“en0 g@uowlrrars” and Srirangam is “Boologa Vaikunta”

With such a conception of nada Tyagaraja could not be expected
to use sangita to sing the praise of a mortal being.

Tyagaraja’s compositions offer a variety of musical fare. It is

not correct to say that they are all of the lyrical type. His “Sri
24
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Raghuvara Aprameya” in Kambhoji is a svarajati in form while
“Saadinchine” in Arabhi looks like a varnam. His Pancharatnas are
epics in the five principal ghana ragas and offer examples of tana
singing. Some kritis are padas in pattern and movement. Pieces.
like “@Arrgev~gn’ or “evvger gans” are simple ones which evena
child can sing while ¢“Dorakuna”, “Najeevadara®, “O Rangasayee”
or “Karuvelpulu” can put the mettle of an experienced singer to the
test.

Tyagaraja is known to have used Kharaharapriya and Hari-
kambhoji ragas for the first time, discovering their possibilities and
scope. In addition to these, several unfamiliar melas like Vakula-
bharana, Charukesi, Sarasangi, Denuka, Shadvidamargini, Naganan-
dhini, Gangeyabhushani, Sulini, Vagadiswari etc. have reccived a
lively form in his kritis. One must study them carefully to find
out where the individuality of each lies. That Sarasangi for
example is not Sankarabharana and Mayamalavagaula merely
mixed up will be clear if one studies the kriti * Menu Joochi;”
That Vagadeeswari is not just Harikambhoji with the rishabha alone
altered to Shadsruti will be clear from his “Paramatmudu”. The deft
handling of the vivadi melas like' Kanakangi, Ratnangi, Vanaspati,
Manavati etc. will be noticed in this kritis in these ragas. Why rare
ragas? The present tendency to mix up sangatis of even Bhairavi
and Kharaharapriya or Kalyani and Sankarabharana will be correct-
ed by a study of authentic versions of the classic compositions.

The uniqueness of Tyagaraja’s kritis lies in their bhava without
which no music can be said to appeal to one’s heart. To say that a
kriti is touching is to appreciate and react to the fine musical portrayal
of a mood or situation, Bhava is two fold-sangita and sahitya. Only if
one understands the purport of a kriti can he realise the music given
to it and interpret it correctly. Tyagaraja’s kritis were spontaneous
outpourings of a bhakta yearning to realise God and this spontaneity
has invested the kritis with this excellence of bhava. The words and
the music came out simultaneously. A working knowledge of Telugu,
enough to understand these kritis, is not difficult to secure at all. It
is a valuable advantage to get this knowledge.

Speaking ‘of bhava I may mention that this is an essential
characteristic of our unrivalled dance technique, Bharata Natya.
Tyagaraja’s kritis offer a fertile field for exploitation in Abhinaya
provided of course the artiste can reach supreme heights of spiritual
conception.

The only and proper way of studying his kritis is to do it against
the background of bhakti. Only then can their bhava be realised
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and appreciated. The changes in the attitude of a bhakta ar¢ all
reflected in the kritis and form an interesting study. A devotee is
immersed in meditation singing the praise of God. He gets impatient
if he is unable to get the vision he is after. He is depressed. He
pours forth his sorrow in helplessness and is desperate in his search.
He cries, “ where shall I find you.”” He starts thinking of himself
and introspects on his imperfections and satisfies himself that he
has not qualified himself to reach the goal. Suddenly he gets a ray of
hope as it were and sings and dances in joy. The vision disappears.
He gets despondent again and wonders whether an imperfect being
like himself can be redeemed at all. Soon he consoles himself that
God is all merciful and so is bound to guide and take care of him and
he goes on with redoubled vigour in his attempt at self realisation.
These subtle moods of a bhakta find a true musical setting in
Tyagaraja’'s kritis, Our homage to Tyagaraja will be sincere and
true only if we make an honest effort to understand this combination
of bhava and interpret it while rendering his krits.

The words, the raga, the tempo, the tala and the eduppu
have all something to do with this bhava. The Malayamarutham
kriti, ¢ Manasa Etulorthune”, for example, is one of introspection.
Addressing the mind not to be led astray by temptations he implores
¢ Can’t you listen to me and follow the simple path to liberation.””
The Mohana kriti ¢ Evarura”, I understand, has similarly an eduppu
different from the one now in vogue, which is aggressive in spirit and
certainly not in_tune with what the song is intended to convey viz.
“ Who is there but you Rama to protect me ? The Vakulabharana
kriti ¢ Eramuni Nammithino > truly portrays despair and self-intro-
spection. ‘ Have I not been praying to that great Sri Rama whose
exploits fill up the pages of Ramayana ? Or have I not used the
proper kind of flowers for my puja ? Why have I not got His grace
yet.” How well Ahiri has been used by Tyagaraja to depict sorrow
and despair can be vividly seen in his * Etula Kapaduthuvo ™ which
is a cry from the heart. Chakravaka has been employed for a similar
sentiment in the other kriti “ Etula Brothovo”. An illustration of an
appeal to God not to deceive him is found in the Gurjari kriti
“ Varalanduko”. * When you know that I ask only for the gift of
bhakti is it fair on your partto say that I can have any boon I like?”
““ Nayeda Vanchena Seyakura ” is another kriti with a like sentiment
in a different raga ‘ Nabhomani”. Nilambariis used by Tyagaraja
not only for Lali and pavvalimpu but also to entreat God to talk to
him (wsrire Gand). The pace, tala and movement of “#CGsgursrs’
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also in Nilambari, are true to the sentiment ¢ O Rama, without your
grace will I succeed in doing anything ?”

His kritis in Sankarabharana and Todi are so varied in bhava
that one is astounded at the manner in which he has employed the
same raga for different moods. ‘‘ Emineramu” has a slow tempo,
beginning at the madhya sthayi shadjama, implores for God’s mercy
while ¢ Evidamula  is quicker in movement and shows impatience.
“Can you not somehow take me over under your protection ?”
‘“ Ethuta Nilachite ”* expresses the liberty, which only a bhakta can
take of God. He asks ‘“ What will you lose if you come and stand
before me ? >’ The same Sankarabharana has been used in a lali
which so finely represents the swing movement. In Todi, for example,
‘¢ Varidhi ” has an appropriate eduppu in Mandarasthayi. Itisa
song of entreaty. Prahlada asks of God of the Seas to find some way by
which his life can be saved. *“ Endu Dakinado’ expresses
Tyagaraja’s grief at the loss of his favourite idol. He sings, “Where
are you hiding yourself ? When will I again see you ?”” * Kanu-
kontini” is a song of joy. ‘ Rara ma intidaka’’ welcomes Rama
home. Every kriti has thus a bhava to be understood and inter
preted.

The balanced distribution of words and the development in
sangatis, where necessary, are also factors contributing to the bhava
of a piece. The spirit of a kriti can be very easily spoilt by im-
provising new sangatis or by incorporating the sangatis of one song
into another. The tempo of a kriti also reflects the bhava. The
Kharaharapriya kriti *“ Sowmitri Bhagyame Bhagyamu > in praise of
Lakshmana serving the Lord as sesha talpa in the role of Adisesha
sung in the vilamba kala truly reflects the movement of the swing
indicated in the kriti, Fast tempo is bound to mar it. It is a pity
that several kritis have got mutilated in raga or tala or both
in the course of one century. The brilliant Kalyani kriti “Sundari
Nee Divya Roopamuna * has been twisted out of its original shape.
When and why Shadvidamargini kriti ‘‘ Gnanamosagarada’ got
changed to Poorvakalyani it is difficult to say. Kritisin Adi tala
(tisra nadai) have been changed to rupaka tala. Plain Adi tala
kritis are now rendered in tisra nadai thoroughly inappropriate to the
bhava of the pieces.. That Tyagaraja used the Desadi tala for
several kritis does not seem to be known to many for these kritis have
all been converted to the plain Adi tala. Not only does the movement
of a kriti get altered by this change in tala. What is worse the
sahitya gets completed in the middle of the Adi tala and mere akara
has to be introduced to fill up the rest of the tala. Pieces in Vivadi
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mela ragas have been changed to other ragas which are better known.
Naganandini has thus been changed to Hankambhoy by some and
to Sankarabharana by others. Jamkharadhwani and along with it
Chittaranjani have became Kharaharapriya and its janya.

While this kind of a liberty ‘is being taken with Tyagaraja’s
kritis known to us there is on the other side an attempt to reconstruct
some of the. rare ones by setting them to music. I cannot conceive
of a greater disservice to Tyagaraja than to improvise méttu for a
newly discovered - kriti. I am a -conservative in these matters and
must emphasise that if we are not fortunate in discovering the authen-
tic music_ of a kriti we must be content with doing parayana of the
words alone.

Tyagaraja says in his kriti * Makelara Vicharamu ” that Rama
is a Sutradhar ruling men and things with a never failing rhythm.
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In “Koluvamaregada’ he refers to pujain ghana and naya ragas
(Ghana'and Naya are artistic adjuncts to our sangita). In another
pPlace he emphasises the need for singing God’s praise in kritis
displaying nava rasa. God is described by Tyagaraja in the Arabhi
Kirtana ¢ Saadinchene” asa “Sangita Sampradayakudu.” God is
also referred to asa “Rasika Siromani” in the Todi kriti “Dasarathe™
Heis a “ svarewr SepiésCepavad s .

Apart from the high philosophic thought contained in hlS compo-
sitions, the artistic grouning of words with prasa etc. make an artistic
musical offering to God. Tyagaraja will stand out as a permanent
reminder on the high nurpose of Sangita. To him sangita was a
sadhana, a yogic practice. In these days of democratisation of music
with the resultant lowering of standards a close study of Tyagaraja
and his compositions can never be over-emphasised. His kritis in
general and those on Sangita in particular require to be studied with
seriousness and reverence, with a disciplined mind and singleminded
devotion and faith in God.. Let us pray wnth Tyagaraja for the gift
of understanding what real Nada is :
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Let us .all shower ﬂowera on Sri Rdma and sing His praise so that
we may all get closer to Him cutting away the bonds of this earth.
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GIRIPAI OF TYAGARAJA
a8 By

T. V. SusBa Rao.

Tyagaraja’s carcer as pathfinder is no less glorious than as
composer and musician. He taught mankind not to lose themselves in
the wilderness of phllosophxcal dlsputauon but to pursue the gentle
path of love and music and so win the grace of God. He not only
conveyed the message through his ambrosial songs but lived a life to
exemplify his teaching. His profession and practice were in absolute
harmony.

The tenth day of the bright half of the month of Pushya early in
1847 marked the culmination of a great and noble endeavour dedica-
ted to the  service of God and man. After the daily worship
Tyagaraja sat in sad contemplation and in the angulsh of his soul sent
a silent prayer, Lord, how long ? The prayer was answered.
Tyagaraja saw. What he saw is revealed in ¢ Giripai ’.

There are few songs in the realm of music that equal Giripai
in loftiness of thought, depth of feeling, richness of melody and charm
of rhythm. The initial word Giri seems to furnish the clue to the
understanding of the mysterious profundlty and musical grandeur of
a composition which as song and poem is epic in quality. Like the
mountain it envisages it stands deep upon the rock foundation of the
enduring elements of Carnatic music, nay world music, at its best,
and rises through its massive strength to the summit ol supreme heights,
leading heavenward with the sacred message couaselling faith and
patience and vouchsafing fulfilment.

It may be useful to translate the song into English for the benefit

of those who are unfamiliar with the language of it. The following is

a free rendering: I saw with unerring aim Rama well stationed on

the hill. His retinue stood with flowery fans outspread, servmg and

praying. The Lord noticing the thrill of my body, joyous tears in

my eyes and the speechless confusion of my state, promised salvation
after ten days

The - song is the direct expression of the rarest of experiences,
the experiénce of true God-vision. Lest unbelievers should scoff he is
carcful enough to use ‘the phrask ‘guri tappaka’ which ordinarily
means, with aim unmissed, in other words, with absolute certainty.
He is anxious to make known that what he saw not a day dream but
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undoubted reality. He then describes what ‘he .saw. The Lord is
established on the hill top. There is little doubt that the hill referred
to is Bhadrachala. The initial stanzas of Prahlada Bhakta Vijaya
make this. matter clear. The Lord is surrounded by His followers.
They fan, serve and entreat Him. Tyagaraja’s heart yearns to join
and be one of the followers and so serve him like them. The Lord
sees him in sweet confusion speechless to express his wish ; and in His
magnanimity understands him and promises to take him to Himself
in ten days, It is impossible to describe the state of mind of Tyaga-
raja upon assurance thus given. Relief for ever from the unending
cycle of birth and death has been granted. Eternal existence with
the Supreme has been secured. The ultimate aim of life has
been achieved. Tyagaraja easily reached the goal for which
Rishis and sages performed penance for countless ages. A
song voiced in the high ecstasy of direct God-vision cannot be
a common piece. Itis a composition that knocks out unbelief and
engenders faith in the unbeliever. No other composer of modern times
or any mystic for that matter, has experienced the ananda of Divine
Revelation to translate the feeling in song or speech. It is not un-
common for bhaktas to address their prayers to God in the belief that
their words are heard by Him. In the present instance, the experi-
ence of actual darsan and the words of God dispensing grace are real
facts. The phrase ¢ Guri thappaka’ not only confirms the objectiveness
of the phenomenon but is suggestive of many beautiful ideas of
grandeur, solemnity, merit and virtue. The occasion of the song
was the sup:emest moment in the life of Tyagaraja and the composi-
tion is.one thoroughly befitting so rare a context. The song is a wonder
of the expression of the inexpressible by a few simple words. It shows
the power of word painting at its best. The poet composer conjures
up before our mind’s eye an exquisite picture of what to him was the
great reality,

Though Tyagaraja’s faith in the divine grace . of libreation after
ten days was unshaken, yet he seemed disturbed by an early predic-
tion of an eminent astrologer that he had to pass through another
birth. He was at a loss how to reconcile the conflict. In these
circumstances he was advised to become a sanyasin, the change of
asrama being considered equal to rebirth. The advice was followed.
His mind became easy. He was full of peace, joy and light. Even
in the days that followed he did not ccase compesing. To sing the
praise of God was his very life breath. °‘Syamasundaranga’ and
‘Paritapamu’ are among his last known pieces.
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-The peoplein Tiruvayyar ahd all the villages around became
aware of the great event that was to happen on the ddy of pushya
bahula panchami.in 1847. They gathered in thousands to witness the
most memorable occurrence. 'High on a seat sat Tyagaraja surroun-
ded by his disciples, admirers and . devoted followers. ' Rama nama
was on the lips of everybody. The scene was most solemn and awe-
inspiring. All eyes were centered on the saint-composer and all
ears, filled with the music of the most sacred name, the quintessence
of Madhava and Siva mantra, As the crowds were watching in
breathless silence, there rose from the head of the immortal singer, a
blinding flash of light that ascended heavenward. Eye witnesses of
this most moving scene were alive in the early years of this century.
The great darsan, the promise and the fulfilment are authentic
incidents in the life history of Tyagaraja.

No composition may be esteemed truly meritorious unless the
music of it i not only of supreme quality, but is also in perfect
consonance with the bhava of the song. The melody even by itself
should echo the sentiment of the sahitya. Bhava and Raga should
act in mutual harmony to heighten the total effect.

The raga of the song is known as Sahana. The name of the raga
pronounced with a palatel, sibilant has no. meaning. The ‘S’ should
be sounded dentally as S’ in the word, song. TFhus pronounced
‘Sahana’ means patience, sufference and endurance., It also. means
strength, courage, steadfastness and self-possession.. . How well does
the name of the raga bear out the central idea cf the song which is
no other than the exhortation of the Lord to Tvagaraja to be patient
and wait but for ten days for the final beatitude. Tyagaraja in sorcow
bewailing separation implores for reunion. Rama says, “eadure for
a while and you will come to stay with me for ever.’ . The object
seen by Tyagaraja is the hill with the Deity thereon. There is no
grander thing on earth to symbolise with powerful effect the mighty
qualities of strength,  endurance and faith. The word Sahana signi-
fies nothing but these qualities. ' The keynote of the bhava is struck
by the word ¢ giri’, as the name of the raga expresses the sentiment of
the melody and sahitya. How perfect is the consonance !

It is not enough if the name of the raga alone reflects the rasa.
The emotional content of the mode should also harmonise with
sahitya bhava.. It, therefore, behoves us to enquire into the nature’
of the raga. Sahana is essentially a rakti raga of fine and delicate
feeling. If modes are divided into ghana and naya, Sahana would
fall into latter category. - It cannot be said -that the melody as it is
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now rendered is of remote antiquity as Sankarabharana and Vasanta
.are. In this respect it stands in the same class as Saveri. As
Saranganata was the progenitor of Saveri, Dvijavanti, as it is called
in the South, is the parent of Sahana. The Dvijavanti of the Carnatic
- music is slightly different from the mode employed by Muthuswami
- Dikshitar in his inimitable kirtana ¢ Chetasri Balakrishnam bhajare.’
The primitive Dvijavanti also used the flat gandhara resembling in
this respect the raga of the kirtana of Dikshitar, but in other respects
was. identical with the modern Sahana. It seems probable that
Muthuswami Dikshitar fashioned his song more after the Northern
melody commonly known as Jaijaivanti than folk Dvijavanti.
- Jaijaivanti is a current raga in Hindusthani music and also makes use
of flat gandhara occasionally. It is well to note here that there were
several melodies which had a folk version as well as a classic version.
Saurashtra, Ghanta, Saindhavi, Gopikavasanta, Punnagavarali,

Anandabhairavi, Kapi and Jhanjuti, to name but a few, continue to
maintain both the versions. Sahana derives its origin from the folk

type of Dvijavanti and as it is rendered at present by classic musicians,
avoids the flat gandhara and. takes only the notes of the 28th scale.
It has many vakra sancharas which impart.the characteristic colour
to it. It is a mode of deep feeling. particularly of grief at separation
of the beloved as well as hope of reunion. Composers of padams
like Kshetrajna and Sarangapani have made extensive use of this raga
for expressing Vipralambha sringara rasa. Likewise, Tyagaraja too
has used it for similar sentiment as in the simple song, ¢ Vandanamu.’
Tyagaraja’s handling of it in © Giripai ’ is a miracle which no studied
effort but only divine inshiration could produce. Delicate feelings of
“love, pathos, patience and hope are indeed presented by the music
of the song. The marvel, however, consists in the fact that the same
fine mode is pressed into service for representing a scene of unsur-
passed grandeur, deep solemnity and massive faith. The masterly
treatment of a naya raga to perform a duty to which the most power-
ful ghana raga would be unequal will be evident to-those who make
4 careful study of the pallavi. -Starting from the mandra nishada the
music progresses in slow tempo through remarkablé gradations,
reaching step by step the tara sthayi madhyama suggesting the
precise feeling that one would have of a vision of a great mountain
slowly riging from its foundation on solid earth and presenting
its crest illuminated with all the. glory of the morning sun.
Forget the words. Contemplate only the music. Something massive
seems to rise with astonishing brilliance. To produce so amazing an
effect, the phrases of music well perfected in sequence are made to
26
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start from the bottom and hasten slowly to the heights with the
master touch which is beyond analysis. It is just possible that to
those who are familiar with lighter phases of the melody such: as are
found in javalis and padams, the Sahana of ¢ Giripai® should be
somewhat mystifying. It must-be remembered that Tyagardja was
under a necessity to turn a fine mode into one of tenderness and
power. The achievement of the dual purpose by the same melody is
an unparalleled accomplishment. In the lower reaches thé¢ melody
goes down to mandra madhyama and upwards it extends to tara
madhyama. This unique range is suggestive of the vast space from
the bottom to the summjt of the hill. In exception to the common
rule, the tara sthayi sanchatas are incorporated in the pallavi itself to
produce the impression of vastness and magnitude. Ordinarily, oaly
in the anupallavi the tara stayi is reached. The variation in the
kirtana is in harmony with the theme of the pallavi. In the con-
cluding part of the pallavi the music corresponding to the word,
¢ Kanti,” meaning I saw and in particular to the syllable ¢ ti* with its
vowel extensions, resolves itself into three symmetrical phrases,
gmgrgrs,nsndndp,gmgrgrs, of high aesthetic charm
adding richness of colour to the raga. More than all they seem to
emphasise the experience by reiterating I saw, I saw, I saw. In
other words the music of the tripple phrase would imply that what
Tyagaraja saw was truth, the whole truth and nothing but the truth.
The fusion of raga and bhava herein is of beauty unsurpassed.

The tala of the song is theperfection of rhythm. Both the
syllables of the sahitya and the notes of the music blend most naturally
with the time element, The slow tempo with a briskness peculiar to
the compositions of Tyagaraja is well calculated to enhance the
effects produced by sahitya and raga bhava. A simple chaturasra
gati would be the best foil for this rare gem. Like double time in
Shakespeare’s plays, the double tempo in the kirtanas of Tyagaraja is
a feature that adds liveliness to them. The tala is Vilamba or in
dvikala, but the music is in madhyamakala. This is a reason why
one never tires of listening to his songs in any number.

I cannot conclude without recalling an incident in connexion
with this song an account of which I have received from authentic
source. Mahavaidyanatha Iyer was particularly enamoured of this
kirtana so much that he never missed an opportunity of rendering it.
The power and beauty of his voice imparted high excellence to it.
On one occasion he heard the famous musician of Bikshandar Coil
sing it. He was enraptured beyond description. He confessed to
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himself that he could never do that full justice to the song which the
singer of Bikshander had done. He vowed never to sing it any
longer. When asked tosing it he would say, it was Bikshandar Coil’s
.property ; he had no right to handle it ; a noblé song ~so nobly
rendered could not be touched by another ; to render it with less
effect would be sacrilege. Such was Mahavaidyanatha Iyer’s concep-
tion of the most magnificent kirtana.

In the concerts of the present day ¢ Giripai * is conspicuous by its
absence. The musicians cannot be under a self-imposed obligation
not to sing it as Mahavaidyanatha Iyer was. A revival of interest in
the great pieces of Tyagaraja is the best guarantee against deteriora-
tion of standards of taste in classic music.
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- RHYTHMIC ASPECT OF PHYSIOLOGY AND PSYCHOLOGY
' BY '

RosiNpRALAL RoY
Head of the Music Dept., Pdina University

The importance of psychological time emphasised by Bergson

and of physiological time emphasised by Dr. Alexis Carrel are very

‘ fundamental departures of modern scientific thought from its space-
~bound Euclidean history. In Indian music physiological rhythm is
of the utmost importance. - The conceptioa of physiological rhythm
is however as old as the Upanishads developed later in the Yoga-
systems in Pranayama. Musical operations are both physiological
and mental operations. The vocal production of the note changes
the fundamental rhythm of breath and arrests the movements of
thought, hence it is not surprising that we find the ancients giving
such a high place to sound and sound-forms in their mental life.

The Prasnopanishat gives us the names of five vital principles :
Prana, Apana, Vyana, Samana and Udana. In musical treatices
(Ratnakara for instance) we find the same names repeated. Nada,
it says derives from Na meaning Prana and Da meaning Agni, and
thus sound is produced by the co-ope:ration of ‘Agni and Prana, the
two fundamental principles that cause life. In the Prasnopanishat
we find that the three basic vital fires are Prana, Anana and Vyana
of which the Apana is the most fundamental a.d worshipped as
Garhapatya Agni which, in the ritual called Agnihotra, has a special
place. This fire dues not go out in the body aad with it the other
two work even when we are asleep. The word Nada thus seems to
mean the union of Prana and Apana (the basic fire). Praiais the
Lord of the system while the others are appointed by him.

As Apana is identified as the down-going movement we can
locate Apana as the movement of the intestines with which secretion
and elimination are associated. The other two vital fires or energies
may be identified with respiration (Prana) and pulsation or circulation
(Vyana which spreads). We know the rates of respiration which in
the adult is about eighteen per minute, and of pulsation which is 72.
The rhythmic relation is 1:4, But we do not know the rate at which
the intestines (i.e., peristalsis) move.

These five vital energies however are identified as separate beings
and this is discussed in detail in the second question of the
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.Prasnopanishat.. ‘We ordinarily feel that these vital ‘energies are just
slaves of the senses af action but modern physiology shows that these
'visceral fiinctions continue independently of :the central nervous
-system : - Thusi—:. =

" The viscera although dependent on the central nervous system
‘aré in some me=asure indepeident of it. ~ It is possible to remove in a
siigle mass, the lungs, heart,- stomach, liver, pancreas, intestines,
spleen, kidneys and bladder with theic blood vessels and nerves
from the body of a cat or a dog withaut the heart ceasing to beat, or
the blood to circulate. If the visceral entity is placed in a warm bath
and oxygen supplied to its Jungs, life continues. The heart pulsates,
the stomach and intestines mave and digest their food. The viscera
can be. e¢ffectively isolated from the central nervous system in a
simpler way, as Cannon has done, by extirpating the double sympa-
thetic chain from:living cats. The animals which have undergone
this opecation continue to live in good health as long as they live in
cage. But they are not capable of a free existence. In the struggle
for life they can no longer call their heart, lungs and glands to the
help of their muscles, claws and teeth. (Man the Unknown::
Carrell).

"We can thus only ask our visceral energies to help us in our
work and activities and we feel that we are masters so
long as there is response to the call for help, and we are suprised
whei suddenly the help ceases to come and our will fails to operate
in action. The Indian philosophers gave primary importance to ‘the
vital principles. whose wishes have to be understood and fulfilled.
These vital p-inciples act and guide o ir actions without our know-
ledge, compel us to seek food, sex-satisfaction, a kind of work or- art
suitable to thesr norm. The ordinary conscious will is thus little
more than a beggar eking out an existence for the life of these
different souls living in the body. The problem of the miad is there-
fore to work .in harmony with these different principles with a single
parpose and then the ordinary conscious will loses the egoism of being
the master of the whole body. The particular line of expression that
the visceral consciousness needs is thus the most important in our
lives, in choice of work and art. We cannot just do whatever we like
with the functions of the. body.

Ordinary- arts and crafts : the various Karmas try to obey the
the visceral needs. in -excretion, secretion (sexual), manufacture
(silpa), movement (gati), and speech (Ukti), the five Karmas or
duties summarised in the Sankhya formula : ¢ Visarga-silpa-gatyukti-

27
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yharsna tosbemchihathyath.’; Mhey coricern:the five argdnofiacsivil.
2 MOS8 -8, Rctivity, . pdactiseto by rthe s mamicien-without  exemraial
- Telations, hasmonised. the! fivd .. basibrseceds: nf karmma, .. It Helps-all
these outgoing processes of the body, the rhythms-of:.ctitrolled out-
going breath and hclp the .ingoming. pracesses . by, : inhadation.
"K fny'thnuc re§pu-auon is thc mest fundamental point, in,.oyr,.vgeal
‘musxc wfucly;lsg in Pranayaapa. aLwayghacl, the mast, jmportant.place.
_'The spentaneous, rhythmic.breathiag given. by singing, with; resylting
.mental, and, physiglogical. ‘harmony .gave . to musig. thc VETY ; lnah
; Rosmon it ha;L qg,bpt,h art apd science. ol
:...We can.sea'from.our phitosiphical and: mml ‘exts mrgedm.l
sthatino particulai importande  was -attached : to :the: locality: of *the
<headin. classifying:the divine (dévatas): or-vital: precesses of the body.
-By: . eonvention. physiclogists ¢all . the..censral nérvous. systorn “as,
.primeny and theivisceralisystem- asi 'secondary. -which. ' misléads ws: to
(thin} that oun:individual constioys mill: from the brain:is of primary
-impontande.. | We hawve: seen.above that the viscera is larigedy-Indepen-
«dent, of; the: braim. in:its. physialogical: existenre. Now:we may. quote
.the: sasne’ autharity. as to the entine deperidencé. :of: :the. biain. on, rhe
viscera :

Lo Howa.remove.a, dags kidnay, leave it orithe tablefor an’ hour
andpthan seplent itin the animal, the kidaey is. nov disturbed by the
temposary-deprivatipn .of bleod but resumes its - functions dndsworks
.indefinitaly; in @, aormal .manner....Neithor : does : the ' suspension : of
.circulation in.alinghy. for: thuee -of four - houms,. have ahy ill- effects.
The brain. hewever is:much.more sensitivé te lack ;of oxygen.- VEhen
cirqulation;is stopped and; anemia. complete. in.-tiis organ for about
swenty mpinotes, déath always itakes:plaee: . After: only ‘ten' mimites
anciig, prodiies seribus.and - often. irrepirable disorders.: Thus:it
dg-impossible tp :bring -back. to-nommal life.an: indjvidiial: whose brain
has heenj gompletely deprived -of : circulation : for- & wéwy: short-time.
Lowgring; of the bipod pressiird is.alip drngerous. .. Brain- and:nther
organy. dgmand -a certain tension of the blogsk: Gur.eonduet and the
guality:of our-thoughts. depend,. in.a large: méasurean: the.statesof
our clrculatory dppasatus....”’ (Ibid,: p« 86;: Policam),

Now by‘our tradition we do’ not’ atta‘cﬁ pninary impOrta,nce
to the brain as having any power over ‘the viseeral“fiifictions ‘beyond
disturbiing :them .as: the! same anthwr: also psintsout:im the sasme work.
We:are advised: by the Upanishads: te - pay .greatest- attehtion. ito thie
viscexal: life, while. . our Yogadystems: advise’ npt “mltiplication bat
suspension. of thought. '~ We shall refer to: thisipoint . ;grester detal)
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siny inedbistnading: (the: soveens of ~ateative thought fmare:  Peeple
1cbreeptamy  with yogid miiracles:imayipeint out ' that: adépts. have
sspesded iveulation byfng:-sithi n éhe: soili for days: and ¢omé:back:tp

) syl dife!.. Baditho:teehniemehais beerm in thhing:the! mantum
las onndalini to the:braifi| a powes.cutsidd ordinary activitics. - -

SRte o a‘nﬂtdmjn as’ wéfind datlined ir mustal texts, is not fﬁe
anatomy of space But'a’ ‘wholly temporal’ ariatordy ‘which locates the
seats of the mind as the,inper. orgap.of conscousness,- Such concep-
tions are based on Tactual and Auditory experignces of; our minds
and not on visual or spatial arrangements of organs of the body.
“Thiat thie visual'sehema 6f dur ‘organs' id' whetly - piftial and'‘uhsatis-
factory’has been -very- eruphatically pointed-out by Pr. Garrd’in the
“work quéted before.  The reader'is referred o this work ds a whqle
to find how the foundations of modern anatbmical science are fn
.principle.misleading. and, ynsound, . We may just indicate. the - trend
of-his analysis.hy-a:shert extract. before. we. proce,qd 10 outline musical
l9ecult anatorny. Thus :

“.Theinside of ¢nr body does ot resémble. the. mum of
.daaslcal anasomy. This . science has. ‘donstiucted: ‘a schema: gfs the
‘humambeing: that 1s purely structural: and quite unreal. It is:mot
-mergly by epeaing. a:corpse. that one:giay learn. - hew man. is: Gomsti-

* The- kidfieys:appear to the: anatomist: as ‘two dlstmct glahd?
From a physielogical point of view, however, they are a-single bérdg'
If 0.1¢ of them is removed: the size of the other at unce incréases. A

organ.is not limited by its surl'aqc ...... »o
Jtis-true of gourse that. whqn peqplc try: to. opgrate on other
pcqples bodies. they have. to.- know anatomy, ay a. syrgeon should,
But that is a casc of emergency, which arises out cf. our own ability
tQ. keep t.he, various_functions of. the body. harrpomsqd The: opcplt
descnpth'ls coneern how %e should try to fepl qur. bodies wn,h .85F
inner toqch |c1§e thch obvmusly ‘WE; canpot, see. By the, gc:m:ra.l
agreement of experiences, for thousands of, yeass, \th;.s Taculasghcxpa,
has comé into existence and as we shall see the schema . is; dynamic
and rhythmic for it names the various centres as Chakras (wheels with
which mwovement:is’inseparably:-‘associated).: Also it idontifies the
normof{tlwmrgythau‘mom in-the)body as kemdalini: or: edergy
“Fhete:tavorbasic.notons: thuus irefer ondy 10 the lwmg dyaanidn

of tke:b’odv and:@ot :t:its. dpace.form as’a. corpss,. - s
-These chakras'whith as such:dre Movements, are ldcatvcd accor-
dnng'w wotlis'on Hatha-yoga.in six locatitiés of the body; the ‘Sha't-
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.chakma as they are called.’ .©Qur musical texts however, identify a
.further three, having a tetal. of nine. - It is' enough perhaps:for
physxml wellbeing to. tackle the.six. chakras but for mental. harmony
.mine have to be-tackled, the tenth being the common ultimnate:goal
for both systems, called the. Sahasrara, - The potential. position -of
the energy coil or Kundalini is located in the space below the spinal
colunn in. bctween the rectu‘n ax;td the sexual, organ :

Asti Kundallm bramhasaktiradharapankaje.
Abramharandhramrjutan ncetcyamamntapraaa

- This lotus-wheel has four Ppetals. of. plea.su.re (Ananda) : Parama-
nanda, Sahajananda, Veerananda and Yogananda. Thus the first
awakcmpg of the energy is associated with a four—cycle rhythm as
also quadruple tempo.

"“‘The next chakra, the Svadhisthan in the lower ‘abdomen, ‘is
the seat-of sex:energy having six petals and obviously a six-cycle
rhythm or a six times tempo always used in music. The mental
states -associated are Prasraya, Krurata, Murchha, Garva-nasa,
Avajna,  Avisvasa; of which Krurata (crookedness), Avajna
(contemipt) and Avisvasa (anxiety combined with suspicion) are
definite sources of human 'misery, invariably directing the sex-domi-
nated mind. The rhythm cycle of six matras first locates the
mind at this centre and then releasesit-when.the movement of this
rhythm ceases to be an obsession. This is the. simplest rhythm on our
music that first comes naturally to. the untrained mind.

The next higher chakra is the Maninura near the navel with ten
petals associating Sushupti, Trishna, Irshya, Pisunata, Lajja, Bhaya,
Ghrina, Kashaya, Moha, Vishadita, of which Irshya (envy), Pisunata
(searching faults without considering virtues in othérs), Ghrina (hate),
Nishadita (worry) aré¢ important sources of misery whileLajja (bash-
Tulness), Bhaya (fear), Trishha (thirst) are sources of weakness. The
rhythm of ten (Jhampa Tala in the North) has thus a releasing effect
on' the miseries of ‘this centre. Thls is one of the’ fbnr important
l‘hvthms in higher mu51c

‘; The next higher cha,kra at the chest-is: Anahata with twelve
pg:tals in agre¢ment with another: most unporta__nt mausical rhythm
(Ektala, €hautala). The: associated mental states are daulyapranasa,
Prakata-vitarka, Anutapita, Asa, Prakasa, Chinta, Samecha, Samata,
Dambha, Vaikalya, .Viveka, Ahankriti, These are ,associates of
ambition and self-assertion.and on-a happier footing than the last.
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It might be argued whether such a rhythmic schema of the body-
mind system js acccptablc. From the rhythmic patterns used in eur
own music and clsewhere wc find that the cycles of the Chakras
universally agree with the ‘usual rhy;hms—pattcms of musie . and
poetry. The cycles of three, four, six,. eight, twelve, sixteen' are
universally accepted patterns. The cycles of five,..seven; ten and
fourteen are perhaps peculiar to our own country and that agajp only
‘in the more complex patterns of classical music -and dancing. But
when systematically cultivated they have on us as strong a hold as the
“three and four matra-patterns. Artxﬁcxal constructions . like: eleven,
“thirteen or ninteen matra-cyclcs never came to be generally used in
spite of the fact that the history. of -our Tala system shows. that all
possible cycle-patterns, were cxperuncnted with. giving 108 or more
varieties. of rhythmic patterns or Talas. ~
_ The  association of the various psychologlcal states with the
vanous petals of each cha.kra including instinctive feelings like hynger
and thu'st again does not seem at all unreasonable. It is possible to
locato them both by .introspection and observation of behaviour.
Erotic songs that are intended to have a direct sex appeal along with
verbal refinement are spontaneously composed in the six-cycle
rhythm, andeven religious songs composed in this rhythmic pattern
‘do not tend to sublimate the lower vitalistic appeal invariably asso-
‘ciated with this rhythmic pattern.” It ‘would be 1mpossxble to point
out"really good musical compositions in this Tala perhaps in any
system of music. Equally erotic songs are however, compased in the
seven or fourteen' cycle rhythm in large numbers as in the Horis
‘(Dhamar) of the North Indian musical system ‘and the effect at once
changes the direct sex appeal which is now sublimated to a higher
planc of feeling. From this the great psychological and physiological
importance of Chhandas so elaborately developed in’ our anciéent
culture would be evident. The same song ‘with the same words adjus-
ted to different . rhythms thus have: different ‘psychological effects.

This technique is practically employed. in our musical execution.

The seat of consciousness again changes its location in the
plan of the rhythmic scheme. Thls, even when regarded as theory, is
strongly supported by the fact that the same persan at dijfferent times
attachcs different values to dlﬂ'erent emotional ;experiences. . The
conscious mind attached to the lower centres called. svadhisthan and
Mampura feels and acts accordmg to the sclﬁsh and circumscribed
demand of those regions. Hence the music he likes is that which
Supports_ and encourages them, Also  those. musunana.. .who are
unable to get free of the rhythmic patterns natural to- theae centres
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operate. from. these centres. of eonsciousness. ‘Those who have a
versatile command of the various rhythms change the basic pattern
_of the vulgar rhythm even when using them, -In'other words. these
. thythms are external to the consciousness of the versatile artist : while
using them he is not overwhelmed or circumscribed by them. "
When we consider the combination of words and rhythm we find
-similar curious results. Very good poetry with a versatile sublime
appeal fails to have any corresponding effect- when adjusted to ‘a
vulgar rhythm, say the cycle of six. Viery cheap poetic expression
- adjusted to a complex and versatile rhythm, as in the Horis, has an
elevatmg effect in freeing the mind from the sufferings of the lower
centres. - Voices again have characters and appeals special to the
.centres from which the ego operates irrespective of the  fact whether
it is that of a musician or not. - A sublime or loving voice even when
_expressing irritation, anger. or spite does not hurt, while a g'reedy,
selfish, jealous temperament becomes hypocntlc in cxpressmg the
emotions of the higher centres.
-The seat of the Jiva or the Indmdual ego acoordmg to our texts is
in the Bramhagranthi in a twelve petalled wheel at the navel (Nabhi-
chakra) and normally it has in the twelve matra cycle both the four
‘and six, matra-rhythms of the first two chakras having suffering and
_happiness mixed up. The cycle of twelve thus is of great importance
in music in giving the ego a robust support in realising its physical
norm.. This also is the rhythmic pattern of the Chest centre where
the mmd manifests in ambition and self-assertion in keeping with
socml va.lues
) From. 1ts normal seat in the Nabhi-chakra or navel in the Bram-
,hagranthx jeeva or Indwxdual ego ascends and descends to and from
the Bramharandhra in inhalation and exhalation respectively the two
opposite activities of the Prana. Ordmary respiration has no break
‘between inhalation and exhalation. In Pranayama Puraka (Inhala-
tion) is followed by Kumbhaka (holdmg the breath) and Rechaka
‘(Exhalation). The duration of each process is measured in matras
and related in miultiples such as 1:4:16, gradually mcreasmg
the duration of Kumbhaka. The obvious object is to hold the ego at
‘the higher level after inhaling. In musical utterance the intake of
breath is very short in relation to which the holdmg of breath is very
large. Morever the vibrations due to the ‘musical note cause a
minute breakmg up of the breath into a rhythm which must Qbmus-
ly replace the’ irregular rhythms of. thought The total eﬂhct thus is
1o éxpress the Jeeva in musical utterance’ at the higher . centres of
consciousness, : o
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The whole #namasw of physiglogy is asspcjated: with. a, psychological.
!}pr:;n and the two cannot be dissgriated from gach. nthcr. it e

- *Wd: Have: not 'considered - hete. - the. :very:-fast thousandr-spoke»
Sahasrara 1 Now . adivision of 'a:big'matra ifito - thousand 'paris no:
longer-theans-a rhythm but:a soumd. - For, -a::foiir-heartbeat: unit is..
roughly! four seconds- and cai;rhythm 'of- 1000 per-four seconds which:
can be executed by the'fivh or:ego is: only by sound produced from thie-
voite:’ Fhis meahs ainote of about 250 vibratiéns -pér second:: - Thus:
ot period: of respiration-divided by 1000.gives us-our persondl funda-
riental and naturatly womenrwhose personai tinie is faster andimanifests
as pulsation should: have a-higher fundamental.. The normal limit-to
‘the'veice thus 18 between> slowest respiration period divided: by 1060
and' quickess pulsation- divided. by the same number : 41000 and
1/1000 second !or:250 and 1Q00. freqéencies of roughly twe octaved.:{i
it - In the-coneeption. of the ¢hdkras We find thé. organic .association
of the lotus indicating that:.the¢ rhythmic wheels -are..not mechanical
wheels but- have. petals of .thd flower as.. their: spokes .or: :lgaves
(patrakas). In fact the petals.of,the flower have in.their configuration
the wheel farm, and the spiral process of blossoming is evident in the
uncoiling process of the petals-as in an ordinary rose. We know also
from the common and sudden experience of. vertige. that - there, is3
circling mpvement in. the body as, a whole and in parts. In ordma.w
normal  heglth we, are npt conscigus of thqe movements bccause the
ming iiself,is ideptified. w:,t.h thejr . movements in thought processes. It
seems that grdinarily our audifory - apparatus is tuned. fo these m_pye-
ments and’ henge. we retajn our physical equilibrium by means of the
semj-cizculay canalg of the car.. The.organ of hearing -is; pot merely
intended. for soynd:but for comprehendup,g sijent time as rhythl,n whu;h
sextends ﬁ‘om camyehension of seconds. 1o reckonm,g of la.rge mtervals
of time in days, months and years.

-..-Physicisty and even, physiologists tend to regard the sense o,f snght
a.s a more 1mportant organ, a bellef ansmg probably out of the mlstake
 that the range. of vision_ is numernca.lly blgger in | billions of vnbra.tlons
whqrea.s it, coversless than one octa\e of ;ensuous range But thenr

._im:peg;mental findings give us the data for. con(r:ludm,g that the sénse of
hearing is directly related to "sexual sefection’ which ° contmms the
spec;es as source of life and sense of dlrectnon that gmdes movements

iThe followmgns mstructt‘ve Cod R i

X courted ina sor; of smgmg qr rather chlrpmg contest he whu ehrrps
29
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Bt Vs tHE prizt THEHS BHibe' ittt thilk Wd st apgeal ™
operates through’tht séis¢'0F Webivild ‘ndy; fBY fstanée,  Wirought
sight ot smelh dince. the/femalelcan ba exicited by telephonesy:if thedmale
can ‘be: guisuaded to-chinp: at ons- ‘end of ia: télephonev lide, . a:female
at the:other ‘end will jjump-inito .the air .and! settle! down-to listen.in:
froni¢ .of | the reoeiver:-: ; The 'miale dan:-also fbe. seint: up- inva balloon;
when the femaies follow: to listm: to him:.. {Fnided moré. mormal edneli-
tionidl thei female: flies dircetly: %6%ards. thiat - male which auiticts. lier
st i :Bat-ift the: mombranies just beldw: -her':; knee-joints.. are
punotured or ddstrioyedshé can ng longer: hear anything and nio: such
flight: taliey:place: ;! [T orlly .ome of: dve". two :membrarids. in‘destroynd. the
fernsile deeld: her dmale;cbut ver ' yense: -of his direction is Jost ; she.flies
in & fopsidéd way ‘and-only findichim after & succession of miisdireqted
flights®. (Scientd:and Musio 1 Jeans. « pi 251. Camhridge).: :: ~ ¢
4+ (ar-ancient philésdphy of seund. diready associated :ssund; with
Hirection iti “human -beings in: thé. Sankhya formula: ' Dik-kalau
axasadiBhya.* < Directior- and ' TPifhe-sense: :.come fiom -akasa
(and ‘Gthers) ‘dkasa being - the spaéequality of sound. (also callad
Yyott). ' Even visual space 4s-we sée as emptiness is the: manifesear
tfoh of cosinit souttdl betow our: diidible Liniit * as ‘we have indicated
béfore. 'The association of sounid with erotics is‘evident in the con-
Eepition of Nadd or sourid as’ the Kathakala (erotics) ‘and: Kundalini,
tHé Eéndrgy ¢oll behind teé sexual drgan, as'we have jast discussed. It
thay Fowever 'be gued ‘that the ‘deaf person’ has yet a'sense of dires-
o, Bt dedfiiéss’ does ot ifitear & wholesale destruction of‘ the
additory Spparattis bit 'only & partial lesion i the éar. ‘As'we have
afteady sdid the'serisdtionis oveétlap and- we' can hear-everi through vur
kin.” 'if we hold 4 pinih the fingers'on to 'd rotating' gramdphone
‘Mt uid stop ot edrd e miay hear the musie Yiiite distitictly through
the arm. (FRETIEY RPN EITRENTIS I N
" This, our ability fo stand oif two legs dépends on’the extended
Taculty of the auditory appératus in the attachéd semi-gircula# ‘tdnals
"and our continuation of species is'related with our’ voftes and'ears in
.sex-appeal and unioh. InTact’the séed (Binidu) is’ conceived 4 the
)qeritreof a soundform‘(Na‘.da)m the' Nada-Bindli tdea ‘of ouir
};hllols‘?i)hy. P ) ‘;f.,;J,‘i_i:”TA-):"‘_;.””“‘i. . ‘»: o 1 . Lo
~ Time-sense however is not peculiar tg our heingy )éé a,.vxhelg:) ;l‘gut
(gxists in.pur; very cells,  While, our own westernised dactors are yet
4nayare of the importanee of tope in human physiolggy beyind count-
_dng.pulse-rate during fever, modern physiologists’ are fast iscovéring
the importance of time, and Dr. Alexis Garrell déyotes 'a whole
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alupter to Jaward- Tisue int lig populat:-werk 1o whidh we arerepea-
totily sefenring hare. : ,Hmbmm that,. evenpeld mxmauons mark:
ml.l']"‘—‘ Sl A LSO P Pl e \.’,(\'-'--::;'1::',. R DI LT TSI PO P W
e msmg.ar duration bwes ity existehes and its eharacmssmy
G’ a’teri’auk type of brgunidation-oft‘aniriate mutder. It dppears: Y’
966 as''d poktion ofsphce: eonwmxfg living celly beconies ‘rebatively:
iS6lated fioth thicdstife world.....: .. A celt eoléniy! beging to- reeord:
tifiie ‘as soon asits Wasee préﬂucts ave allowed! to stagnate ard thus to
dlter its surrotmdmgs ..... .. When ‘the tottpesition of the' medlun:r s
ﬂ‘rain'talﬁed <constaiit -tHe ‘eelt toldnies rémain i’ the 'same’ state of
acuvx‘ty “THey record time' by qagmtitative “and nét by quafitative-
hatigey. 1f'by an ‘appfupriate tethhique their volime is ‘prevented:
from ‘ncreasing they néver grow GRI:CCéloniesobtained from @ heart
frag‘rﬂcnt re’n‘roved ih Jamlary 1912, from a ¢hick'embryo, are grow‘mg
as’ actn(zcly tbda.y as' twehty-thrce years ago In fact t«hey are
fmmortal..,. . L. U
. . ' From our pomt of’ v1ew the mmute ells pecuhar toan o;gan ‘have
in them the conﬁguratmn and thc rhyt'fun ?f that organ Thc rhythm
of brcathmg for mstance is due to the rhythm gf its specnﬁc cells, anjcj
30, gach organ has its spccxffc rhythm This’ rhythm s should be depi:
dent on ;hc fates of cell.-multlplu:auons with whlch elemmatxon, of
wast:e-prqduc!;;Y iy 1qseparably rcla.ted chce, if wc couid get eﬁ
rates at which, a. [r,a)gmcht of human lungs and'a human heart froqt
the same body grows by, thc techn;qucs quotcd abovc the rates, sflould
be rc,la;pd, as 1:4 which i lS the relatlon bethcn resplratlon and puka-
tion., This, we have scen 1s the musma.l tcchmquc in rhytﬁmlc
cx,ptessxon and Q:;prcssxon is 2 a mean ehmmatlon as also physucal

. From the! rhyl:hmtc deseriptions .of thc chakras outlmcd abow 1t
is mbablb that there are ten basic.chythms.in. the body related as
436510 12 16 :1124:3,5, L6: 6: 1000. The. last; being the
thythm of the Bahasrara .is: the fastest.and. should .indicate that, the
Ytain:celld elinpinates waste pooduct as,thought, whose emanantion we
‘do Wot see, atia very rapidrate. - Hence, it is;s0- quickly dead when
blesd: is-witheld from: it by arrested- eirculation,.; Those who can
stand-absence: of circulation ' in the brain as in,the. ease. ofi the Yogi
i’ the krance or ‘cataleptic . state 1Jasting -sometimes. for days. wuhou;
physicat ‘pulsation, can possibly do'it by -freedom from. thought.,. By
‘arresting thought,; wirch is:the deelared ohject of Yoga, the. waste
‘praducts. neithdr- form nor is there this. rapid rhythm of elimination
and hence itishould. be: posslble to.vetuen - to. nonma.l -ponditiony q.ft.ar
such a long: trances o v v g g N ' i



116 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Von. xxm

¢ {This very ability of drfestinfgthought in the brain:does not:mpain
thatithe powers of ‘créative: thought should' be great in'sach minds,: As:
we shall see in analysing artistic expression high thought surges up:froms
the visce;'a and not, ﬁ;om. the lloca,ljty of the head.. We hpligv; through

thought of a far, highar. nrdcr than conscmu&khabswal ﬂmushh and
more exact.., It appracs clear, thys that we do not traditionally: agccept,
the dualism of mind and. bedy.and attribute power of a higher,
consciousness to oyr minutest.cells and eyen smaller,. partlclw of .gyr.
being. . They.are all-conscious.and, all-knowing and all-powerful and
immortal. We bring about;senscience and death by.creating d,lshar-
mony.between them through our, faulty mental training o thu}k ip
ways that oppose #their harmonisad .workings.. This disharmony i .
created by our nom-rhythmi¢ verbal thoughts, by our a.ru,ﬁ(:lal ambn-
tions that are contradictory to and. ous; of tempo with, the, vlsccral
thoughts and rhythms. Given the chance they can think fqr us when
we stop | the activities of our so-called intellectual minds. T
' Intellcrt as we know in thc educatnonal and’ pcdagoglczrl world is
t.hus a hmdrance to any hlgh thpught Tins is clcarly evident in
musncal cxpresswn Dunng §mgmg For instance 1t is usual to leave
the “composmo'l and rhythmlc techmque whoily to the’ ‘reflex aéiion
an,d movements of the voice wfnle the thmkmg mind ‘cih wc‘)rk épa-
rately observing the audienice 6r m thmkmg about matters wholly
dxsconncctcd with’ musw This anscs not ﬁom repetmdns of set habits
for set habits 'cannot be repeated by the’ reﬂexcs which' ‘thmk out
always new forms and often ¢ en‘mg in such repetmons of set ibrms a
Such reflex thought is not pccullar to music but exists"in every
kind of psycho-physwal activity. The best tennis players cannot think
or decide by conscious thoughtihow:to hit the balls.- Fhe hand: thinks
and is directed by the reflexes. ‘No twostrokes can’ be:.identical in
strength and no opponént can be anticipated ‘by any sét ‘habit. :and
cven the same opponent is always «creating a new! situation,:: It .ds
of ‘course true that the game itself is in a.sense artificial-and :has to be
consciously learned but excellence is.never:-reached till the. reflexes
take charge of the thinking operatiens. .-Soinetimes the! reflexes do.mot
accept such pleasures artificially crested’ by the mind and people.after
trying for sometime give it up as it.often happens with non-instinctive
musicians afso. - Or take the wholly! intellectual game of chess. - By
conséiotis'analysis we decide ona: imove, we almost touch’ the:: plegc
but the hand warns that it is”a' wrong: movey: and reeoils. :'This
happens so often that ‘touch-move’ had to be declared asa.-rule of
the game. Even in writing we plan an essay by conscious;theught and
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yet when~woprepesd: the. by - guisied 2y wiscersl | eo®gy takes us
away from the original plan and the product is widely different from
what was consciously contemplatéd. Hence again memorised speech
becomes stale and insipid whilt messorised music completely loses its
freshness and is considered unworthy of good musicians.

As a pypho physiological activity culdvation of music is hot
meant to _conirdl the voice or émotions aocordmg to sét- formulae of
-stale thought-forms but to adapt the voice and the mind to the inke-
. zent norms of visceral thought or emotional urges, What now contes
to be known as the Unconscious (after Freud) has been long éstablish-
ed in our traditional thought as located in the visceral centres. Only
it is not yet noticed that the vocal organ associated with the Visud.
dha-chakra is giving the suppressed and fepressed sufferings vocal
utterance in a harmoniousmanner, As is. common knowledge dvery
physical pain as well as meatal ageny has a tonal vocal utterance,
and the most real ones have no necessary verbal fotms asdociated
with them, It is thus possible to realise the groat importanto of the
_five Pranas, or the five fires as energi¢s and the cultivation of hvasical
‘thought as directed by their expressive urges. Accordmg to thd seat
of action of the basic vital energy (kurndalini) the expressive forms-afe
oriented in the differeat assoctated rhythms in the grosser and inténal
musical configuratinns in the subtler expressions.
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'SOME NOTES ON' KANDYAN DANCING*
. By
: . ! -Geopen Knyr
Kandyan'Dhncing is undoubtedly an extant fragmentary aspect
of a imich more complete art which has died out in Ceylon. The
"..Kandyan independence which ‘lasted till 1815 and the subsequent
- period of comparative: immunity fromEuropean’ contamination in
‘the culture and social ‘customs of the Kandyan country are alone
- responsible for the existence of Kandyan Dancing today, precarious
+ as'that existence is at prcsent where the preservation of its authenti-
—clty is concetned.
"~ Kandyan Dancing is not folk art but a people’s art, full-blooded
*.and vigorous; deriving from classical sources. It must be understood,
+however, that as popular art, it is characteristic of -a -society which
.though rural is nevertheless traditionally sophisticated-in a sense
< which is not associated with village life as we have been taught to
.regard it elsewhere, particularly in. Europe. Nor must it-be confused
with that superficial sophistication in the urban life of Ceylon which
:is mostly of European derivation, often a mere -mimicry, unlinked
iculturally.or otherwise: with- the true life of the people. Ifits position
is provincial among the highly cultivated classi¢al and creative dances
of India, it must nevertheless be a dance of great distinction display-
ing a grace not easy to emulate. It cannot be put into the category
of folk art although the spontaneous beauty of folk art is not absent
in it
What exactly the classical sources are from which Kandyan
Dancing derives it is difficult to state. That the sources are Indian
is obvious. It is but natural that this should be so. Not only are
there many movements and gestures which recall forms of Hindu
classical dance, but many Matras in the drum rhythms are identical
with those of Bengal, and the chanting and singing of some of the
Vannams recall the Kirtanas of Bengal. There are constant
references to dance in the old literature of Ceylon, but there is no
clear indication as to the nature of the dance, although some poems
mention the Lasya dances and what would appear to be ballet. The
Chula Vamsa mentions Lilavati, the Queen of Parakrama Bahu of
Polonnaruva, as being an accomplished dancer. '
But the eclectic nature of Kandyan Dancing, like the language
of Ceylon itself, originating from the Prakrit of Western India and

*By courtesy ¢ The New Lanka’, Vol. IV, January 1953, No. 2.




_PARTS I-Iv] . | SOME NOTES ON KANDYAN DANCING 119

taking on other Indo-Aryan dialects, from immigrants since the time
of Panduvasudeva, and classical Sansknt in medieval times, makes
it difficult of investigation except in the hands of good dance and
music rescarch scholars from India. Th.mgs are rendered further
confusmg for the layman by the probable absorpnon in Kandyan
‘Dancing of aboriginal or pre-Buddhistic ritual dance forms. One
may surmise that Kandyan Dancing took on further and special
_influences from South India’ during the reigns of Vimala Dharma II
and Narendra Sinha, the Kandyan kings with wives from South
_Indla, like Raja Sinha II too, particularly during the subsequent
dynasty which was purely South Indian, beginning with Sri Vijaya
Raja Sinha, the brother-in-law of Narendra Sinha., The Queens
came with great retinues which i in their turn had large followings,
including relatives and . servants and skilled artisans and weavers,
'Undoubtedly many more followed. in their wake, apart from the
gentry, and the arts and crafts must have proﬁted The accomplish-
ments such as dance and music could not have been absent. The
last dynasty in Kandy undoubtedly revitalized and enriched the
mutilated and declining cultural trends by an 1nd1rect Hindu mﬂuence
which was aesthetically and otherwise authentic. Narendra Sinha
was a great lover of the dance. He was an aesthete who lived away
from distraction in Kundasale. A Vannama in his name isstill sung,
and he is remembered with great affection by dancers to this day.
Dancing girls from South India were an institution which lasted to
the time of Sri Vikrama Raja Sinha. The Maduva for them was
still in existence when the British came.

Kandyan Dancing as we witness it today is generally conﬁned
to a particular community, although the forms of dance, excluding
Ves alone, may be, and are in certain ways, .indulged in by other
communities, and the gentry itself. For - instance, the -dancing
done in Pideniya exorcism ceremonies.is led by a necromancer who
. may be of the Bandara class, but the drumming is not done by one
of that class. Until quite recently Kandyan Dancing was mostly .a
feudal occupation. The dancers and drummers are usually peasants,
but their life as artists does not exclude them from the ordinary
duties of the peasantry.

The traditional art of Kandyan Dancing is never an occupation
apart from life but js mostly in demand in the rituals and social
festivals of the life of the village. So it follows that the most import-
.ant performance of the art, confined to a special community, has

1. See Dr. V. Raghavan, Kandyan Daneo. Journal of the Muale Aoademy
_Madras, Vol. XXI, pp. 215-222. Ed.




120 THE JOURNAL OF “THF MADRAS ‘MU¥rc 'ACADEMY :[VoL. ¥xtv

-always been a Hituallstic' dance. of great elaboration and teremoniial
“called Kohomba - K'ankanya, ‘done by Ves-tancers and the best
- drummers assembled from thany villages and areas of the ‘Randyan
-country. ‘It is a propitiation of the spirit of the Kohomba or Margusa

tree and Is supposed to -have béen first performed in the 5th century
B.C. in order tocure King Panduvasudeva from the affliction
brought about by the aboriginal princess Kuvanna—reborn asa tigress-

‘who had been wronged by King Vijaya, the uncle of Panduvasudeva.

’

 This splendid night-long ritual—usually in payment of a vow by some

‘village notability or mlddle peasant—is supposed to result in nunrerous
“incidental benefits too. With its amazing feats of dance and coricer-
‘ted drumming, where the effects of Vadita Sangita are achieved, this
-ig the mest magnificent of all Kandyan Dancing. It is as arule
~performed in villages, in structures specially - built and decorated and
‘eontaining the altars and iconography of the Kohomba spirit and his
‘three subordinates. Those among the Ves dancers who are well
“versed in the ritual, after years of experience, are entitled Yakdessa.
“The initiation ceremony of the candidate for Ves is most im;ressive
‘and takes place in a Buddhist temple. :

- Ves dancers never appeared in pubiic till about twentyfive years
ago when Nugavela Disava created the precedent by getting them to

.porform in the great Maligava section of the Esala Perahera in Kandy.

But although Ves dancers nowadays perform any sort of dance, the

‘beautiful Ves costume is still held to be sacred. It consists of the

following :—The Head-dress : this is composed of the Sikhabhandane
or patterned silver plates whieh stand out round the forchead; the

‘FTodu Patra or mango-shaped silver sheaths covering the ears; the
‘Nesti- Mala or silver plate over the forchead which holds the Sikha-
‘bhandane; the Painpote or silver bands which hold the Sikhabandane
‘in place by connecting them with the Jatave or lacquered wooden
‘bell-shaped: erest on the top of ‘the head. The Sikliabhanddne is
funther embellished by-litéle scintillant Bodhi leaves of silver loosely

hanging frem them. The body ornarenits: these consist of the Kara-
mala or throatley; the: Devramala of cebra-shaped Sheaths on the
-arms near the shoulders; the Avulhara or the drnaments on the chest;
the Bandi Valalu or bracelets on the arms; the Kayi Metta or Btele
batterfly-shaped ernasnents.on ‘the: wrists; the Hasts Kada or Bohdi-
leafshaped.ornaments on the back of the hands; the Bubul Patiya or
belt on the waist with glebular patterns; and the ¥na Hada or great
omamented gindle with iss tapering pendant. The clothing, which
is. aply, from, the waist dawn, is called: Hangala, snd: consiats of the Ul
Udaya or main white Dhoti cloth;.the ‘Pothopethaya er red-cleth
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‘round the waiit; the: Devalla or cléth round:it, “holding it in’ plice;
and the Narupothuval or pleated strips of five' cloths, frilled at the
‘top, and hatiging down rounid the waist. On the feet ' there are the
Siftambu. or loud anklets of very old: pattern. i

* Apart from the Ves, the other.ddrive’ forms ‘are the Udeklu the
‘Panteru, thc Naylyandl ‘the Raban, the Kadu, the Kala Gedi and
the Likeli.

“The Udekki ‘is so called because-the- dancers who perform it
accompany themselves on the Udekki or small lacquered hand druria
resembling an hour glass. !This drum is the Indian Damaru and is
one of the symbols of the god- Siva. The- Saiva Sanyasins however
sound it more like a rattle. Later on the Udekki performers were
reciters of the Vannams, for the recitation of which this particular
drum is very suitable. -Eventually they took to dancing too and their
art became famous for its grace. Like Raban, Kadu, and Likeli, the
Udeklki dance had its own rhythms and : steps and songs But thls has
long ceased to function. :

In Nayiyandi, there are twoforms of dance, the Tam Kaccl'n
and the ordinary Nayiyandi. The former is, as it were, a dance on
the way to being Ves. Except for the head-dress, the costume is sis
milar to that of Ves. The rhythm, steps'and songs aré identical. The
ordinary Nayiyandi was-originally a Lasya or female "dance and was
actually created by a woman. - It is now-danced by men. But to see
it danced by a woman like Ransinha of" the' Amunugama Nrittya
Mandala is an experience never to be forgottén. Although the drum
rhythms and steps are its own, they are related to those of the Tanl
Kacchi form of Nayiyandi.

The Panteru dance is performed with the Panteru, a kind
of brass tambourine. The Panteru “is caught in one hand
while being rhythmically passed on to the other. Originally the
Panteru was merely used for beating time. It was then used as an
accompaniment for Seth Kavi or verses to the Gods to avert misfor-
tune in puberty ceremonies for girls. It gradually developed into a
dance form. It has no special rhythm or steps. ~ The Panteru dance
is also’ performed in the Pideniya ceremony.’ It has a special beauty
all its own. “The upward movement of the hands with the Panteru
above the head and the face looking up -towards it is very impressive,
and the song sung at intervals ‘with graceful movements, soundmg
the beat with the Panteru, is a  charming’ performance '

The Raban dance may be put into the category of Udekki.
It is performed with shallow flat drums which are held in the left
hand and played uponr with the fingers of the right and while

31
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dancing. There are in .addition to the ordinary Raban dances
the recitative feats of improvised verses known as Viridu Kavi and
the acrobatic display of marvellous balancing of the Rabans while
they are revolving. Moving songs are sung as an accompaniment.
This dance is not usually accompanied by the special drums used
for dance. The spectacular side of the acrobatic interludes of this dance,
where some of the dancers continue to beat upon their drums and
sipg while others do the balancing feats, is enhanced by the graceful
poise throughout.

The Kadu or sword dance is traditional in a special way, because
it was customary for such dancers to accompany armies on the march
to battle. The rhythms, steps and costumes—they also have sham
swords in their hands—are not related to those in other dances. This
is purely descriptive and very limited in its movements, though
spirited.

The Kalagedi or the dance with the water-pot was originally

done by women dressed in white, but owing to tumultuous times in
the Kandyan country women kept away from public performances,
and men dressed as women did the dance. Nowadays, however,
women have resumed this dance. In olden times this dance was
done to the accompaninent of the Pana Drum which was smaller than
the usual Geta Bera. It gave out sharp abrupt beats. Kalagedi is
now danced to the usual Geta Bera. Little brass pots are held in the
hands of the performers, which they play with and throw up in the
air while dancing. The steps of this dance are in the style of Nayi-
yandi, but the rhythms are long drawn, that is to say to twelve
Matras. There are charming descriptions of this dance in folk
poetry. _ ,
The Likeli dance derives from folk dancing and it superficially
resembles the Ras of the villages of Northern India. The ancient
form of it in Ceylon, which is still danced, is known as Savaran. The
Likeli is danced with sticks in the hand, and of the two forms of it in
the Kandyan country the Savaran is the more authentic. The
dancers here never strike each others sticks but make as if they are
about to do so, striking their own sticks instead to the. rhythm of the
dance. This dance has its own drum rhythms, varying for each of
the two forms of the performance.

As there is now no Vadita Sangita to accompany the dancing, all
the musical effects are derived from the Geta Bera (Ghata Bheri)
the long drum shaped like a jar, and the Talam Pota er the small
‘brass ¢cymbals known as Kartali in Northern India. The Geta Bera
is strapped to. the waist of the drummer who is dressed in the tradi-
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-tional -manner with his wide Uramala or turban anéd long Kundalas
‘or ear-ornaments. He always plays standing. The drumming is
done both with Raga and Tala, that is the drummers who do the
music, 50 to speak, are accompanied by other drummers who previde
or emphasize the rhythm: It is astonishing to hear what d wide
range there is, and the varying tempo, pitch, staccate afid sustained
notes, achieving even Sruti or grace notes, show possibi‘litiesilittle
imagined. All the rhythms are strictly according'to set Matras, and
improvisations never break -the rule. There are said to be about
thirtytwo Matras used altogetlier for dancing.

The descriptive song for the dance is known as Vanriama
(Varnana). The set Vannams are eighteen in number, that is, the
chief Vannams. They are the Gajaga, the Nayiyandi, the Kirala,
the Iradi, the Udara, the Sinharaja, the Hanuma, the Ganapati,
the Sevula, the Gahaka, the Vairodi, the Mayura, the Turanga, the
Surapati, the Musaladi, the Ukusa, the Uranga, and the Asadrusa,
But there are other Vannams too, in addition to these improvised
and in the process of improvisation, such as oecupatiosnal songs which
are pure folk ; and dances are also done to snatches of elassical and
folk poetry. These songs, the above cighteen, are very old and
worded in the ancient obsolete prakrit known as Elu which is still
used for poetry. The influence is both Buddhist and Hindu. The
Ragas are usually Pilu. But the Kirala, the Udara, and the Musa-
ladi are in the Kalingada Raga.

In none of the dances is the cloth worn in the style of the Dhoti
except in the Ves and in the Tani Kacchi form of Nayiyandi, and in
all of them, except in the Nayiyandi and the Panteru, the body is
generally decorated with bead ornaments. Insome of the dances, such
as Udekki, the waist is decorated with three frills, bordered with red,
and the head-dress in all, except Ves, is the turban. There are
steps and movements common to all, and a superficial observer
might see little difference between some of the dances which invari-
ably begin with declamation and slow gestures end get worked up to
a high tempo with great whirls and leaps. But nowhere are the set
movements and the time and the grace ever impaired by the virile
force displayed in this truly masculine or Tandava form of dancing.
The Mudra appears to be seen at times in the hands, but they
actually happen to be abstract movements and are not intended to
convey any spscial description or message. The descriptive move-
ments one sees nowadays, such as mimicry of the rabbit or the
monkey, are crude and not authentic, and appear to be modelled on
recent improvisations. They greatly detract from the beauty and
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.dignity.of the dance and can be very embarrasing and bérihg. - Ttiis
.to the credit of the . Kandyan.Dance that inithe ‘absenc¢ of the
.marvellous Mudra languagé of: limbs,’ eyes: anid facial expression,
such asin the Indian Bharata Natya and:Kathakali, there yet should
.be something so beautiful, and convincing:in all that is expressed in
‘what is after-all a series of mere Tythmic gestures while the Vannama
is being declaimed. The Mudras: in.thie Kohomba Kankanya are
genuine, but they are not Sanskrit Mudras.

- The present position of Kandyan Dancing is chiefly noteworthy
for its growing recognition both ‘hére in-Ceylon and abroad.. It was
not twenty years ago when this. wasmot the case outside the confines
of the Kandyan country, except for a handful of corinonsseum who
accepted it. And in recent years Kandyan Dancing has had oppor-
tunitiés of development. too, and the.status .of the dancers has
improved . with recognition. . Side by side with the traditional art
there has arisen a creative and interpfetative aspect, and howéver
much, this latter may show signs of abuse and' debasement in certain
quarters, responsible Gurus in.organisations like the Madhyama
Lanka Nrittya Mandala of Amunugama are doing good work in their
endeavour to preserve the.distinctive character of Kandyan Dancing:



AROHANA AND AVAROHANA K4LA SVARAS OF 94 CARNATIC RAGAS TAKEN FROM
THE VIZIANAGARAM MUSIC MANUSCRIPTS

BY
Prof. Vissa Arpa Rao

- In Vol, XXIII of the Journal of the Madras Music Acadciny of 1952, I gave some details of eleven old music
manuscripts of the Vizianagram Carnatic School of Music.

I now give below a tabular statement containing the arohana and avarohana svaras for 94 Carnatic ragas
along with the arohana and avarohana Kala svaras. (ri indicates higher ri and ri with a stroke at the bottom indi-
cates lower ri. The same method is followed for all the five svaras ri ga ma dha ni).

The Kala Svaras form a unique feature of these manuscripts. The individual characteristic lakshana and
sanchara of each raga is indicated by these Kala Svaras. Along with the arohana and avarohana Svaras the Kala
Svaras will be very useful in the elucidation of the evolution of raga lakshanas. It is interesting to note that some

ragas like Regupti, Samanta, Bhinna Panchamam, Gumma Kambhoji have gone into the background. These
Kala Svaras would therefore help us to know what they were like.

Arohana
No. Raga and ‘- Arohana-Avarohana Kala Svaras
Avarohana :
1 Regupti Sa 7l ga pa dha Sa ri gaa ri ga paa ga dhaa pa
Sa dka pa ga Sa dhaa pa ga rii pa ga rii saa
2 Suddha Saveri Sa ri me pa dha Saa ri maa paa ma dhaa pa
Sa dha pa ma 1j 8a dhaa pa ma rii pa ma rii sa
3 Yarakala Kambhoji Sa ri ms pa dha Saa rii ma ga ri maa ga ri paa ma dhaa pa
Sa ni Jha pa m8 gg 1 Sa nii dha pa ma ga ri ga rii sa paa dha pa dha saa

Sl



No.

Raga
Kedaragowla
Kambhoji
Navaroju

Sankarabharanam

- ngeri .

Bhairavi

Pantu Varah

Maruva

Ananda Bhairavi

Ka’lylahi '

Moukhari

Arohana
) and
.- “Avarchana

$a 7 mh pa

Sa ni gha pa M8 ga ri
Sa & gams pa dha

Sa ni gha pa'ms ga ri
Pa aha<qi sa'rl ga me
Pa me gy ri-ga ni- dba
Sa i ga ma pa dka ni
Sa ni dha’pa ™8 ga A

-Sa ri ma pa dha .

Sa oi dha pa ms ga i
Sa ri g8 @& pa dba ni
Sa ni dha pa ma ge ri
Sa ri ga ma pa dba ni
Sa ni dha pa ma ga i
Sa g2 ma pa ol
Sa ni dba pa ma g8 rf
Sa ga ri g8 ma pa ni
Sa oi dba pams ge 5
S4 ri'ga me pa-dha ni
Sa 7i dba Pa ma ga ri
Sa ri me pa dbs
$a ni dba pa ms g8 xi
S £ T S

Arohana-Avarohana Kala Svaras

Saa ni sa 1i ga rii ma pa nij~
84 ni'dha paa ma garii ga rii saa
Saa il gaa mid paa dha nii'dha pa dha saa nf dha pa dhaa
pa ma ga'riisa ri gaa ma-ga rii sa nii dha pa dha saa
Sa ni dha ga-rii‘ga ma paa -
Ma ga ri sa nii dha pa dha nii nu sa dha ni saa
Sa rii gaa ma*pa dha'nii sa rif sa’ ‘
Ni sa dha pa dha maa ga rii sa ni sa dha ni saa
Sa ri-maa pa dhaa pa dha
Saa ni dha nii dhaa pa maa ga rii-sa dha saa -
Ga ri ga ma pa dha niisa i
- Nii dha pa nii- dhamaaga rii sa nii dhamru ‘saa
Sa. ri gaari ga-ma pa dha nii: :
Sa nii-dha pa dha maa ga rii sa (nu) ni dha ni rii (n) saa
Sa gaa ma gaa ma.pa-nii - s
Samldhapamgansamxdhapammsaa
Sa ga ri ga ma paa ni sa ni nii
Sa ni dha paa maa gaa ri ga ma ga rii sa
Sangamaaganmapadha
Nii dha ni saa ni dha paa ma ga pa maa ga rii saa
Sa ri gaa rii ma pa dha saa ni dha paa

-Maa ga, rii sa ni,dha saa
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19

21

z
23
24
%

%

Todi
Bl!aharl

Saurashtra

Punnaga

Sa ri ga ma pa dha ni
Sa gj dha pa ma ga T
Sarigs pa dha’. . J.,
Sa, ni ni B,T:a pama ggri
Sa " ga M pa dha ni
Sa ni dha pama gs ri
Sa ri gd ma’ pa dhn_

Nl d’ha ;pa me ma ga I'l sa.

Chandrlka Bhairavi Bha i sa rf g8 ma’

Natakuranji
Megharanji
Kuranji

Kapi

Il’?orvi

§uddl_1a Saranga

Kannada

Ge s s4' 0i‘gha e

84 7l ga ™2 pa ™a gha D

$4 ni pa dfia ™5 g4 52
Sa ga /s Bisa
Ni- ;e ga fisa

¥i sa pi gh /M8 pa
Dhapaﬂjgansanl
Sa ri rl;gp 2 P dha ot
Sa nl Pa ma I'l gaa ri sa
Sa. ﬂ gs m&pa dh& ni
Sa i.‘i dha pams ma gati
Sa Y g& ‘ma p&d.ha ni
Sa ni dha. pa ma & ri
Saia mnpamsdham
Sa n,'!. d'lla pa mﬁ gva’ i,

Saa ri gaa ma dhaa paa dha ma pa maa ga ma dha dha
ni pii sa ni ri saa pii dha pa ma pa ma gaa rii saa
Sa ri gaa pa ma ga pa dha saa ni pii saa .
ni,dhaa pa dha.maa ga ri sa pi dha saa
Sa ri gaa ma pa dha ni saa ri ni rii saa
ni dha nii dha pa ma dha paa ma ga rii ga ma garii sa
Ni sa ri gaa ri ga maa pa dha nii dha paa
Maa'gaa rii sa nii sa ri gaari rii saa |
Nisariga maa gamaagarisa’
ni dhaa ni sa ri ni rii saa
Maa gaa ma ni dhaa ni pa dha ni sa ri ga maa ga
Sa ri'sa ni'dha ni pa dha ni saa
Sa maa ga'ma'nii ni‘saa ni‘ri sa'nima ma ga 'ri-
gaa 7ii 3a nii ni ssaa -
Sa ni sa ri'ga'ma pa dia paa maa gaa rii ga ri
Sa ni nii-saa "
Paa dha nisaa-.ni paa rii ga ma pa dha nipaa
" mari gaa ri sa nirii saa -
Ga ma dhaa pa dha ni sa rii sa ni dhaa pa ma
ga rii ga maa ga rii sa ni rii saa
Ri gza ma pa dhaa ni sa rii sa ni dha ni sa dhaa
pa ma ri ga ma pa ga rii sa
Ga ma dhaa nj sa dha ni sa dhaa pa ga ma pa ga
ma rii sa ‘

15U VBLERIOTRNVIRVOIRAN VAN OWNIVIZIA,. THI), Of AL ARIVd

I%Le1



27

28

29

30

31

32

33

34

35

36

37

Huseni
Hayiri
Sahana .
Hindolam
Arabhi
Sri

Varali
Gaula

Narayana Gaula

Samantha

Puri Kalyani

Sa ri g ma pa gha ni

Sa ni dha pa me ga rj

Sa ri gaa ma Na dha nii s
Ni dhaa pa ma gaariga
Ri ga me pa gha Bi

Sa ni dha pa ma gaa
Sa ga M8 dha ni

Sa ni gha ms gg sa

Sa ri ma pa dha

Sa ni dha pa M8 gq ri

Sa ri ma pa ni

Sa i pa ma 7j ga rj sa
Sa ri gasa ma pa dha pisa
Ni dba pa ma gea risa
Sa ri ma pa pj 53
Ripams rigamarisa
Ri ma pa bi gpa ni

Sa ni gha pa M8 gq Ti

| ma g Ma i

Sa rii g8 ma pa dnaa ni sa
Sa i dba pa M8 ga 1i sa
Sa ri ga ma pa dha ni

Sa ni dba pa ma ga fisa

Ri ga ma pa dha pa maa pa dha ni saa ni dhaa
Pa maa gaa rii ga sa
Pa ma ga pa dha ni sa rii sa ni dhaa pa ma gaa
ri sa i saa
Rii ga ma pa ma dhaa ni sa dhaa pa maa gaa rii
ga ri sani rii sa ni dha ni saa
Sa ga ga maa ga ma dhaa nii sa nii dhaa nii
dha ma ga ga maa ga ga sa
Rii maa ga ri ma pa dha saa ni dhaa ma ga
ri sa ni dha ri ssaa
Ri ga rii ma pa ni saa ni pa ma rii gari sa
ni sa ri gaa rii sa ni rii saa
Dha'pa dhaa ni sa ri gaa maa pa dha ni saa ni dhaa
Pa maa gaa rii sa nii ssa sa
Pa ma ga ma rri sa ni pa ma rii
ma pa nii sa rii saa
Ri ma pa ni dha ni paa ma ga rii maa ga ma
ga rii sa nii saa

Sa ni dha ni sa ri ga ma ga maa paa dha ni
Sa ni dha pa ma ga ri sa ni saa

Sa ri gaa ri ga maa pa dha nii sa ni dha pa
saa ni dha maa ga ri ga maa ga rii sa

831
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No
8 38.

39.

41
42

43

45

46

47

Raga
Malahari
Andhali
Nata
Padi

Desakshi

Vasanta

Salaga Bhairavi
Gaulipantu
Kedara

Bhauli

Arohana
an
" Avarohana

Sa l'i ma pa dha

Sa_dEapatﬂigal;isa

Risa ;i gas W8 rj 8 pati

Sanii pa 08 £} gg D8 £ 52

Sa i} ga ms pa dha ni

Sa ni pa me risa

Sa #i ms pa oi

Sa'ni ni pa db dba pa ma risa

Sa ri ma ga pa dha sa

Nl dha pa ma ga ri sa

Sa gari ga me pa dba ni

Sa ni dba pa dba pi dha
ma ga ti ga sa

Sa ri.ga m8.53a pa

Pa sa nighapamegerisa

Sa ri ma pa ‘ni

Samﬂ?apam_niazi

Sa ma g3 ma pa nj

Sa nj pame ga Tisa

Sa 't ga pa dba

Sa ni sa aii dba pa g ri

Arohana Avarohana Kala Svaras

Sa ri maa ga rii maa paa dha sa dhaa
pa maa gaa rii sa dha rii sa

Ri sa ri gga maa ri ga maa rri ma pa nii saa nii paa
maa rii ga maa rii sa ni ri sa

Rii sa ni pa dha ni sa.ri-ga maa pa nii sa ni
pa ma rii sa ri sa nii ssaa saa

Pa dha saa ni pa nii saa ri ga ma pa nij sa ni
Pa ri nii sa paa ga paa ma ri sa nii sa sa

Ri sa sa ni dha paa ma gaa pa dha saa ni paa
dha saa ) -

Sa ri gaa ma paa ma dhaa ni saa nii dha paa maa
gaa pa maa saa ni dha maa gaa rii ssa

Ga ri saa nii dha saa ri ga maa paa dha saa ni
dha pa ma gari sa

Sa ri ga ri maa pa nii saa ni dhaa paa
ma ga rii ga risa

Pa ni sa ri sa maa maa ga ma pa nii

~ sanipamagarisa

Sa ri gaa pa dha saa ri ri ga ri ri

sa ni dha pa ga dha pa gari saa

:
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&

51
52
53

54

55

87

Sama

Purva Gaula

SBindhy Megha

Dhavani

Vasanta Bhairavi

Nagadhvani
Riti Gaula

Purva Bhairavi

Kapnada Gaula

WNata Narayani

Malava Sri

Sa"mpaa'ﬁa sa
ﬁaPat'!"glm‘gamsa
aa"""‘stﬁzoﬁpadha
sa .l!a &a ma ga n sa
malﬂpa al:h
Sa Eﬁﬂﬂip&ﬁa fna
m'ml?a*"gansa
Sa H sy gy o8 gha ni
Sa"'dhav‘pi M8 go ri 53
Sa ma g2 me pa & 3&a m
Samdhaﬂﬂgg m‘u

ua sa
Sa 85 i g6 ma ni dha ni

Sa“lasamtgamapa
o
db4 Pa ma g4 ] sa
Sa BGHA pa dha di
Sa*“ﬁapamea g8 1isa
8a l‘lﬂl ﬁa Bi
Sa ni dha ni sa il dha
m., B'i Eé. Cﬁm §a
Sa ni dba sa 7 T | " pa dha
Sa dha pam geisa
&h ‘s ¥ita ‘ni #ha ni
Sa 0i dka pa i Ja we

‘gasa

Dha saa ri ma ga.yi maa pa dha saa dha
. pamagarisadhasaa
Maa garisagarisani dha pa ma dhaa saa rii
gaa rha pa ma gaa rii saa ni dhaa paa sa saa
Bhaa nii pa dha saa nii dhaa paa maa gaa ma ga ma
nii dha ni dha pa maa gaa ri sa ri ga ma pa dha ni saa

Saa nii dha nif saa rii saa maa ga ma dhaa
i sa #ii diraa an pa ma ga il saa
Saa ni sa maa ga ma paa ni dha ni saa nii
dha ni paa dha ma ga ma i g4 Saa ni nii saa

Pa ina ga ri gaz ma | ga ri sa ni pa ni saa ga ri ga
ma ni dha ma ga ma pa dha pa ma ga ri saa

Sa gaa ma pa ni dha ni saa nii dhaa paa
maa pa gaa rii saa

Saa sa nni ni sa ga ma pa ma ga maa ni dha
ni sa nij haamapamagaasaa

8a dha sa ri ma pa dha paa mga ga rii sa

 ri maga risanidha saa.

8a ga ma pa ni dha ni sa fa ga sa sa ni
dha ma ga 53 ni dha paa ma paa paa.

(11 |
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58

59

61

62

63

65

66

Raga
Vegavahini
Gumdrakriya

Jayantisayana

Ardradesi

Saranga Nata
Salaga Nata

Manirangu
Putindga Vatali
Hijjiji

i
ot

Ghantaravam

I
11

Arohana
and
‘Avarohana

Sa & b3 pa 5l pa dba sa
g_i,ﬂiu-gﬁr_i:sa

Sa ¥i pa dha nisa

Bl g5 ms pa me 1ige 28

Samsadhapam‘!‘"'sa

Sa'é‘i‘ﬂllpa‘“

Pa wh da: g maTi 89 -153

i §a #'ga nibpa db dba

mnn:a pamso"‘ sa

sagnl‘:':’qmdha

Pa dha 'ni g3 "ni dh. dba wa g8
sagsrisa

Gaﬂgsm&padha .

$s 5i dha pa e §2 5l 52

Arohana, Avarohana Kala Svaras

8a ma ga nia ri ga ma pa ni dha ni saa P2 dha nii
dha pahaa gah rii saa

8aa paa pa dhaph dha sah ni dia paina ga maa
ga ril mé ga'ri ssa

Rii'ga ma paa dha-nii ssa hi paidia ni'pa ma tii
ga na rii 'saa

| ASer SIS

Saa dhda pa dha sxa’| sa Hha ni sa ri ga maa dhaa
pa maigari man gun ri sa

Diia pa dha'$ah'rii‘4a 'sithaa’pa dha pa tha ga
r#i pa ‘nid'ga Fi §a ni saa
Rii ga. ri sa hi'pa dha pa ma ga ri ma pa ima ga
fisa
Ni sa ri gaa 1i ga. ma pa dha fifi dhaa paa maa gaa rii
. saa nii gaa l'l ﬂl ;aa
Sa maagapaa.mamdha mrummpa dha ma
Pa ma ga ni dha ma ga sa ni rii saa

!+ SNPEOSNNYTE. COSONy P TVIRNNNIZN, AL .

Sa gaa ri gan ma pa-ma ni-dhaa pa sda-ni
dha pa.mea gaa rii ga ni dha jpa-ni:misaa

1



67

69
70
71
72

73

74
75
76

71

Nilambari

Dilanyasi
Devagandhari
Chaya Gaula
Udayaravi Nata
Velavali

Abhogi

Sa ga ma pa ni sani

Pa 7} dha mizpa ma ga ri
" ‘gasa

Pa ni salmga sa

Ga ¢4 ni ni pa ma R& sa

Sa g2 ms pa dha pa o
Sa i pa dha pa ma ga i sa
Sa ri ma ga ma pa gha
Sa dka pa 8 dha M ga sa
Pa Jha ni sa ni dha pa
Mngansapamsgamm
Sanmpasamﬂpa dha
Sa ni dha pa me ga i sa
Sa ri ma dha sa

™
Dha ms ga 7 sa

Chmna Panchamam Sa riga'ri ma pa ni (?)

Sriranjani
Ghurjari

Nayaki

Sa ni dha ma gari sa (?)
Sa ri ga madhani (?)
Sanidha'magarisa (?)
Sa rigg pa dha
8a 7ii sa dba pa e garigy
$a 7i.gsa ma pa aha nii
Sa nij dRa pa ma gea rii
ges ma 1l sa

Sa gaa ma pa nii ni saa ni dha ni paa ma gaga
_maa ri ga ma pa ma ri ga ri ma gaa saa

Saa ni sa ma ga sa ni pa ni sa pa ma ga sa sa
sa ni ga ga sa ma ga sa mpasaasaa

Ga ma pa ni pa ni saa | ga tii saa ni saa ni
dha paa ma gaari sa

Sa ri ma ga maa pa dha saa dha pa ma ga saa
dha dha sa sa rii sa saa

Ga ri ri sa ri ga ma pa dha ni sa dha. nii saa
ni dha paa maa gaa ri ri ga rii saa

Ma gaa rii pa ma garisa | nii dha pa'maa pa ga
ga ma ga ri sa ni dha saa

Sa ri maa ga riri ma maa dha dha saa ni dha

maa ga ri rli ga'ri rii saa’

Sa ri paa maa dha pa sa ni saa ni saa nii dha pa
maa’ga ri sa ni pa nii saa _

Saa ni ga ma’ ga ma dhaa ni saa dhaa nisari
ga ti ‘gaa maa dha ni sa ni saa

Saa dhaa paa dhaa'ri sa ni saa ri ga paa ma
‘'ga sa ti sa ni dhaapa gaa pa dhaa sa saa

Nii sa rii paa maa pa dha ma pa dha ni rii saa

471
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No. -

® 78
79
80
8l
82
83

84

85

Raga

Balahamsa
Saix.ldhavi
Nadanamakriya
Poorna Chandrika
cumma Kambhoji
Malavi Gaula

Asaveri

Surati

Arohana
and
Avarohana

Sa ri ga ri ma pa nii

Sa i gha pa ma ga ri g8
ma pama gari sa

Sa ge ;i ga ma pa dha Ri

Sa nj dha pa dha ma pa
g2 Mma ga ri sa

Sa ri gaa ma pa dha ai

Sa ni dha pa dba i dba
pa®apam ma g; ri sa

Sa 1i ga ®a pa dba ni sa

Nl pa m3 yi.sa dha Fii sa
nii sa

Sa ri ga pa dba ai dba pa
dha sa

Sa pii dba pa, dha pni dba
pama ge i ri sa

Sari ga ma pa dba i

Sa nj dba pa ma ga * ri

Sari ge ri ma pa dha‘

Sa nj dha pa ma g2 ©

Sa ri ma pa Di 53 ri

Sa ni gha pa me sB i

Arohana, ‘Avarohana Kala Svaras

Ri ma rii sa ri sa sa ni saa ni sa ri sa rii rii ma maaga ri
mapaaniidha.pamapadhani dhapa ma ga, rif pa ma
paa dha maa ga ri ga ma pa ma ga rii saa

Sa ri ga ma pa dha ni sa dha saa ni dha pa ga ri ga ma
garisa

Sa ri gaa ma paa dha pa maa pa ma ga ri gaa ma pa dha
ni saa ni dha paa dha pa maa pa ma ga ri gaa pa ma ga
rii saa

Dhanisariga ma dhaa Pa maa rri ma ri sa ni pa
dhaa rri ni rrii saa

Sa ri gaa paa dha ni dha paa dhaa | pa dha pa ma gaa
pPa maagari saa

Sarigama dh_aa pa dha ni.sa rii sa ni dha pa
ma ga rii ga ma ga rii sa

Sanmdhaapadhamssamsadha ni
dhaa pa ma gaa rii sa :

Saa ri pa ma nii dha pa sa nii dha
Pa maga rii 33
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No.

86

87

88

89

91

92

93

Raga

Atha.na

Begada

Darabari

Madhumavati

Bhupala,

Pharazu

Manji

i/fanga.la ‘Kausika

Sarangs -

Arohana
de'! .
. _ Avarabana.

Sa i ma pa diwa pa nii

Sampaaha ma i gaa
PSR

Saag. 23 pa i s2

Ni dba pa B ga 5 Sa

Sa i gpa ma pa dke B

Salg;m Pamagama
wex.

Sa rima pani sa

Ni diga pa 8 yisa

. Sarigepadha

Sa dha pagari

Sa ga ma pa dha i

Sa wi dba pa ma dha wa

Ri g® ma pa dha ol sa-

Ni dha paa mea gas 3

Sa ge wa.dbani | .

Sa ni dba ma | ga Za pa
™2 g tigh 18 ga

Sa ri ma pa Bi

Sa ni pa e 7} 9a

Arakana, Avarohana Kala Svaras

Ni sa,ri ma pa a2 dhaa pa ma pa sa sa rii
.sani sa dhaa pa ma rii sa 5i dha ssaa

Ni sa gaa ma pa nii sa ni dha pa dha
maa ga ri sa

Sa ri gaa ma pa dha nii sa nii dha pa
ma gaa rii sa ‘

Ma pa nii sa ri maga rii ma pa dhaa
pamarisa

Sa ri. ga pa dhea, .-
sadhga pagarisa

Sa ri ga ma pa dha nii,

sa nii dba;pa maa dha ipacﬁamaga ama ga rii saa

Ri ga ma pa nii dha pa ma ga maa.

. gaarisea |

Samnsam.agaapamagagama
dha ni sa nii dhaa maa ga rii sa

Sa ri ma pa nii 38 ni ps ma rii
Pa ma rii sa

14} ]
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WHY 1S, THE MRIDANGA, SQ.- GALLED ?
o ,
‘ Dr V RAGHA.\!AN

. The dmm-nam: Mudanga weturally excites one’s, curicaity smd
one desires to know itysignificanes and kow the peccussion instrument,
so well-known as the main Tala-accompaniment in our concert, is
called ““one an important part_ (anga) of whose make-up is mud
(mrid).” The first explanation ‘which jumps t6 ‘ané’s mind is that
at one time Mridanga was a dsum-variety whoas botty-wa a mud pot
or cylinder which had leather stretched over its face. Indeed, such
mud-drums are in vogue among folks in some parts of the country
In fact, as I have shown in my note on * Music in sime Jain works >’ in
a previous volume of this Jowraal (Vol. IX pp. 40v$}} Vinayavijaya,
a late commentator on the Ka\ga Sutr&qf Bhadrahqhu, Aays that both
Panava and Mridanga were mud-madc wh M 1 g we: |
g2 999g: § @ |

But a close mvcsngatlon of ancient Sanskrit texts would show
the real meaning of Mrid- -anga, dnd give us the mformatlon ‘what
exactly this Ingredient * mrid * was aftd ‘where it was.

The name Mridanga was originally applied by Bharata to tﬁe
drum called Pushkara. Says Sarngadeva

Aeh FEKTRA FOAT THTIR, |
Sangitaratnakara VI. 1025,

The Pushkara, which was quite in vogue in Kalidasa’s time and was
not in Sarngadeva’s, was more fully called, as found in the above
quoted line of Sarngadeva, Pushkara-traya, a three-faced drum. Its
three faces, the right side, the left side, and upward one in the
middle were tuned to different svaras in the three different
‘marjanas’, Mayuri, Ardhamayuri and Karmaravi (Natya Sastra,
Kavyamala edition, XXXIV. pp. 416, 421). This drum was also
called the Bhanda-vadya and a small but very- good sculpture of this
three faced vessel-like drum, with two faces on either side and one on
top, with the divine player, is found straight in front of the shrine of
Nataraja at Chidambaram, at the centre of the series on the high
basement of the shrine ha\nng the urdhva-tandava figure of
Dakazajm;
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Now what is more relevant to the inquiry on hand is Bharata’s
description of the make-up of this Tri-pushkara. In Natyasastra,
XXXIV. pp. 114 ff., Bharata goes on to describe the Mrittika or
mud, We are’ how familiar with the dark miaterial called soru
made of powder of kitta-stone and gum of cooked rice applied in
a disc-forrm on the right side of the Mridanga. In Sarngadeva’s
time too, some such material was applied (S. R. VI. 1027). But in
Bharata’s’ time this was really ‘mud’, mrit, the fine bluish mud
deposited at the waterbrink of rivers,. The Natya Sastra says:

st gRITIRG TRd ¥ Pl |
fa:ad ffamar * *

* % *

* %  amer 497 fkeer |
Fawraga Teqr aqr $1t g awer |
OO TR 0 AT oA |
NIRRT T ST g AT Y|

* *thnﬁl

It is this mud-apphcauon that really gives the sound to the drum-face
and hence is the drum .called after this essential ingredient mrit, the
MRID-ANGA.*

¢ Seo also the Tamil artiole elsewhere in this issue on Musio and Danoce
. in Kalidase.
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BY
" Dr. V. RagBAVAN
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* Part of this paper {ormed the basis of an. AIR 'l‘alk by the writer
on 24-2-53.

On this subject see alsa: Sardar Majumdar; lat.All India Oriental
Conference, T, L. Venkaterema Iyer, Journal of Oriental Regearch, IV.
PP. 351-365 end K. V. Ramachandran, eame Journal XVI1II pp. 116-136.
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