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NOTE ON TRANSLITERATION

INDIAN MUSIC JOURNAL

It is hoped that the use of diacritical marks in transliteration of
Indian words will be welcomed by the general reader v?'hen he has overcome
the initial unfamiliarity. As far as possible tl:;e spellings arc‘kcpt f:l-:ase t;c:
popular usage. The scheme followed is mainly after Monier-Williams’s

1@'%:&':

Sanskrit-English Dictionary, except for ch (c) and ch Fch) and a few addi- BLISS IS HE
tions to represent certain sounds peculiar to South Indian languages. & i )

The plural sign ‘s’ of English, when affixed to Indian terms, is Number 7 April-May 1967
preceded by the hyphen (-).

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

VEDIC INVOCATION

7 a % k g d § m 34
AT 4 g kh g dh q. ¥
L i L : T UHISTOT gaT TfFaar-
i [ S _« | gutaasr fafgarat aanfy |
Eori 3 g gh g t m ¢ (Tamil) a >
T \ fa=afa =18 fazamst 9 27
~ BN =z n g th a | q TET ;
; \ 3 T A9AT G493 11
5 g ch g d z 18l o AN
% I g ch g dh o 1 (Tamil) %
w® I - 4 n g vorw
v (short)e gz jh q g §
g (long) 8 g @ % ph g sh
- g | Om
g ai 2 T b q
7l (short) o 3 th ¥ bh gz h The One,
st (long) 6 The colourless one who issues forth,
Sk ‘ By the manifold exercise of his power,
h (Visarga) Manifold colours; the repository of meaning;
Into whom dissolves the universe,
In the end, and in the beginning—
A . He is the God.
o distinction is made between anusvara and ardha-anusvara: ‘m’ May He grant us beaming intelligence.
‘0’ may stand for either. ERAUEN S . : ; 2

Om
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RAINDROPS

Sangita-jnanamant ffmhmn-
&ﬂanda-sﬁgarnmfdfm;

déhamu bhiumi-bharamu

The body that does not revel
in the ocean of bliss that music 1s,

‘ arth.
is a burden unto the eart — TYAGARAJA

Of all the arts beneath the heaven
that man has found or God has given,
none draws the soul so sweet away,

as music’s melting, mystic lay ;
slight emblem of the bliss above,

: irit all to love,
it soothes the sp —HOGG

4

Sangita-jianamu bhakti-vina sanmargamu galadé,

Music without piety is not the right path.
—TYAGARAJA

The highest art is always the most religious, and the greatest
artist is always a devout man.—A scoffing Raphael, or an irreverent

Michael Angelo, is not conceivable.

—BLAIKIE

#

Mamata-bandhana-yuta-nara-stuti sukkhama ?
Is it good to sing the praise of mortal man bound by ego ?
—TYAGARAJA

The only artist who does not deserve respect is the one who
works to please the public, for commercial success or for official success.

~—JACQUES MARITAIN

Bidangal ottup-pudumai taral vindai yenil
Nadangal $érum nayattinukku néramo ?

The fusion of the elements, ever anew, is a wonder, true ;
Yet, can it match the musical fusion of sounds ?

—SUBRAHMANYA BHARATI
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Essence of Indian Art

Each nation has a particular genius of its own and ther i-
cular way of self-ex_pression. The Indian mind e:&pressed ifsrofr:eiaingirgf
beauty in a way which suited the temperament and ideals of its people
They had always valued spiritual concepts and love of nature more than
anything else. So we find in the apperception and creation of the beautiful
nature plays an important role ; and in the painting of deities and human
beings, the inner dominant character overflows the created forms, ...

Nagarjuna distinguishes the phenomenal life of the

real sybstange of Buddha (Dharmakaya) which is inﬁnite.BlﬁfclLagnfir;tr:]g H;Z
historicity of the Buddha he emphasizes the spiritual fact of which the perso-
nality of the Buddha is but a symbol. AsSvaghosha again says that men see
in the historic body of the Buddha a conglomeration of gross matter, but in
itself it 1s nothing different from mind. The physical reality is tife mere
shadow or reﬂeutt_on. ... T'he Indian artist paid more attention to the under-
lying reality of things, their essence, than to what appeared in visible forms
before our eyes. In the pictorial representation also the same remark holds
good ; here also the artist paid his attention to the inner essence of his
subject than to the outward adumbration. ...

_ Again, when a group of composite figures were drawn in association
with the plants and creepers of nature, the seperate figures indicated nothing
in themselves. The artist was careful that he might not represent those
figures in such a manner that by their appearance they might disturb the
total effect that was intended to be produced. The aim of the artist was
ﬁxef:l not on the parts, but on the whole. The parts, therefore, were sub-
ordinated to the Interest of the total content. In the total confent, again
there may be one idea, one emotion that was the soul of the total represcnt—’
ation. This idea may be the idea of peace in the face of the Buddha or the
idea of the harmony and friendship between the human spirit and the spirit

of the world outside, that manifested itself through animals, birds, trees and
Creepers. ...

‘ The_Indlan artist always felt that the emotive moment of a trance-
image which he sought to represent was a moment snapped out of the
rhythmic flow of the creative joy that formed the essence of the artistic
impulse. ...The fact that the spiritual flow in meditation or trance is the
secret of all creative activity is well exemplified by many statemen‘s in the
scriptures. Thus it is said in the Upanishad-s that the supreme lord
entered into the warmth of meditation for creating the manifold world. It
1s not only the secret of artistic creation but also of the divine creation. It
is for this reason that the artist regarded spiritual intuition and the spiritual
grasp as the fundamentally determining feature of his artistic activity. ...

It is said that good and noble character with great powers of self-
control is absolutely necessary for the making of a good artist. For, unless
such a character is formed, the artist swayed by passions can never attain
the concentration necessary for contemplative intuition.

—S.N. DAS GUPTA in ‘Fundamentals of Indian Art’ ( Bhavan)
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excerpts from writings

Music Causerie

MUSIC AND THE MASSES SERGEI PROKOFIEV

was written for a handful of aesthetes.

Today vast crowds of people have cc{r’:me facietrc; fz;;i :i:geiier;?'lﬁ l:;lus;ltp 323
are waiting with eager impaticnce. COMPOSETS, Pl i

they will turn away from you to...vulgar music. Bu
;.f? gﬂutgggehgigfggm ygu will win an audience such as the ;vnrld ?t?’s ;;T;ieii
before seen. But this does not mean that you must pander Dd is an
ence. Pandering always has an element of insincerity about it an nfo m%
good ever came of that. The masses want great music, the Inusn:'t.1 of grea
events, great love, lively dances. They understand far more than some
composers think and they want to deepen their understanding.

The time is past when music

I consider it a mistake for a composer to strive for simplification.
Any attempt to “‘play down” to the listener is a subconscious underestima-
tion of his cultural maturity and the development of hgs tastes ; such an
attempt has an element of insincerity. And music that s insincere cannot
be enduring.

My chief virtue (or if you like, defect) has been a tireless lifelong
search for an original, individual musical idiom. I detest imitation, I de-
test hackneyed devices. ... In my view it is the duty of the composer, like
the poet, the sculptor or painter, to serve his fellow men, to beautify human
life and point to a radiant future. Such is the immutable code of art as I
see it.

Let us learn to appreciate really good music. And what is good
music ? Not cheap little tunes which sound nice when you first hear them
but which you soon get tired of, but melodies that have their roots in clas-
sical music and in folk songs. But why is classical and folk music consi-
dered good music ? Because that music has stood the test of time, it has
lived for tens and even hundreds of years and still gives us pleasure.

—Jfrom : ‘S, Prokofiev—Autobiography, etc.’
(Foreign Languages Publishing House, Moscow)

MANIPURI DANCE E. NILAKANTA SINGH

A word of caution is necessary for those who want to understand
and appreciate the distinctive style of Manipuri abhinaya. The well-known
French writer Albert Camus says somewhere that the true work of artis
the one which says the least. 1 wonder if it applies more correctly to this
particular tradition which is noted for its restraint and dignity in common
with the tradition of Eastern countries like Japan and Indonesia. Poet
Tagore found dignity in Balinese and Javanese movements and believed
significantly that it was the preservation of a very ancient Indian tradition
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MUSIC CAUSERIE

which was vanishing gradually in India. In a land like Manipir where the
kings and the queens compete with the common persons for participating
in the dances, it is no wonder that the underlying artistic principle of its
dance should be dignity and restraint, ...

To watch Manipuri dance for the Manipuris is, to paraphrase Bryl
De Zoete, not a matter of concentrated attention but is almost a state of
being, a feeling rather than an action. The book Gavinda Sangita Lila Vilasa
speaks about the classification of Nyitya into three, viz., Swanugata, Anugata
and Gamaka. Swanugata indicates the abhinaya based entirely on angika
abhinaya. ...And Gamaka nritya puts an accent on suggestion while Anugata
is just a bodily expression of the songs. One would come across a consi-
derable amount of Swanugata and Gamaka nritya in Manipuri style of
abhinaya which does not often care to give a gestural expression of the
entire meaning of the songs but somehow expresses the entire mood—
bhavasrayam, with the object of perfecting itself in Rasa in the heart of the
audience. Not expression so much but a dramatic reticence, a spirit of
restraint and a principle of dignity and even of nobility constitute the

Manipuri Dance tradition. Here music and dance meet art a higher level
of Rasa — Rasa-asrayam.

—from ; Symposium on ‘Gitagovinda’ (Sangeet Natak Akademi)

TRENDS IN PERCUSSION T. K. JAYARAMA AIYAR

The Mridarggh, Kajijira, Ghatam and occasionally a Dhalak or
Morsing are all Laya-Vadya-s used essentially as accompaniment in concerts.
The technique and the intricacies of laya-vinyasa have been developed to
an amazing degree of precision. The style and techniques of Dakshinamiirti
Pillai on the Kafjjira and of Sundaram Aiyar on the Ghatam are still un-
paralleled. These two great Vidwans who lived till about three decades
ago have inspired some of our artists to take to the Kadjira and Ghatam—
the two auxiliary percussion accompaniments.

Alaganambi Pillai, who also lived till about three decades ago, used
to play the Mridangam accompaniment in a throbbing style. His téka-s
and paran-s in double and quadruple tempo set in cross-rhythm to the
kriti and his crisp muktayi-s were designed to lend vivacity to the music.
This style has changed considerably now-a-days, giving place, generally, to
a style of playing in more or less the same tempo as the song. The old
style of animated accompaniment is worth cherishing.

It is usual to give opportunities to the percussion instruments to play
solo in the course of a concert of Karnatak music. In recent years, the
idea of presenting a Tala Vadya Kachéri has come up. T dla Vadya Kachéri
is an ensemble of percussion instruments in which every artist vies with the
other in the elaboration of a specified Ta/a. At the end of this health}: .
rivalry the instruments finish jointly in a grand finale. Tala Vadya Kachéri
is not only a sumptuous treat to those endowed with laya-jiiana, but also a
thrilling and wonderful experience for the average listener. It has been
appreciated in our country both in the South and the North. It has thril-
led western audiences also.

—from : symposium, AIR ([963}
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Taste is Culture

The aim of education or culture is merely the devlelop[é:tent of good
taste in knowledge and good form 1n conduct. Thc;lcu t:llre 1man gr ]i;he
ideal educated man is not necessarily one who Is we Fafio oy e
one who likes and dislikes the right things. To know what to love and what
to hate is to have taste in knowledge. Nothing is more p?laliperat.mg than
to meet a person at a party whose mind is crammed full with historical dates
and figures and who is extremely well posted on current affairs in Russia
or Czechoslovakia, but whose attitude or point of view is all wrong. I have
met such persons, and found that there was no topic tha? might come up
in the course of the conversation concerning which they did not have some
facts or figures to produce, but whose points of view were deplorable. Such
persons have erudition, but no discernment, or taste. El‘lldll‘!ﬂl‘l Is @ mere
matter of cramming of facts or information, while taste or discernment is

a matter of artistic judgment. ...

An educated man, therefore, is one who has the right loves and
hatreds. This we call taste, and with taste comes charm. Now to have
taste or discernment requires a capacity for thinking things through to the
bottom, an independence of judgment, and an unwillingness to be bulldozed
by any form of humbug, social, political, literary, artistic, or academic.
There is no doubt that we are surrounded in our adult life with a wealth
of humbugs: fams humbugs, wealth humbugs, patriotic humbugs, political
humbugs, religious humbugs and humbug poets, humbug artists, humbug
dictators, and humbug psychologists. When a psycho-analyst tells us
that the functions of the bowels during childhood has a definite connec-
tion with ambition and aggressiveness and sense of duty in one’s later life,

or that constipation leads to stinginess of character, all that a man with
taste can do is to feel amused. ...

_ [t is well known that modern education and the modern school system
in general tend to encourage scholarship at the expense of discernment and
look upon the cramming of information as an end in itself as if a great
amount of scholarship could already make an educated man. But why is
thnugl}t discouraged at school ? Why has the educational system twisted
and distorted the pleasant pursuit of knowledge into a mechanical measured

uniform and passive cramming of information? Why do we place more
importance on knowledge than on thought ? ...

. The reason is simple. We have this system because we are educat-
Ing people in masses, as if in a factory, and anything which happens inside
a factory must go by a dead and mechanical system. TIn order to protect
Its name and standardize 1ts products, a school must certify them with dip-
lomas. With diplomas, then, comes the necessity of grading, and with the

I:::Iiiityt?f gradintg bcumc school marks, and in order to have school
arks, there must be recitations, examinat;
thing forms an entirely logical seqt & e e e e e

A ience and there is no escape from it.

mBl;trethfatg?nfﬁggeﬁgsimuigl}?mgrrm?ha"ical “Xaminations ‘“’g JEaLe ~are
RVREn €. For it immedi :

memorization of facts rather than on t ately throws the emphasis on

he development of taste or judgment.

—LIN YUTANG in ‘Importance of Living' (Heinemann)
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Verdict on Education

TOP HAZARD

High on the list of hazards found in almost all the universities leading
to psychological distress is the pressure of examinations, This is aggravated
by the difficulty of gaining admission to the university and the consequent
fear of failure. Very often the competition for university places leads a
student to join any college or course he can ; thus running the risk of find-

ing himself a square peg in a round hole and liable to further maladjustment
difficulties.

OTHER HAZARDS

The case for providing the student with an opportunity to find for
himself what he is capable of is further strengthened by the fact that the
decision about the academic programme he chqoses is, more often than not,
made by the family, the status and the employment and wage potential of
the course, with very little or almost no reference to the student’s own
interests or capacities to master a particular branch of knowledge. ... We
cannot help getting the impression that our institutions of higher learning
are full of ill-equipped, ill-informed, uninterested and impatient young men
who are only timing and fervently hoping for the ‘family dream® to come
true. (True of teachers as well,. —Ed.)

DISCIPLINE

The purely negative concept of ‘discipline’ with its emphasis upon
mere restraint and the maintenance of law and order on the campus is now
out of date. Discipline should be given a more broad-based and positive
content. There is urgent need for reorienting the activities of the proctorial
or disciplinary staff and a shift from the *punitive’ or ‘emergency’ approach
to the ‘diagnostic’, “clinical’ or ‘preventive’ approach.

TEACHER

The capacity for original thinking and sound scholarship should be
accorded a high priority in the appointment of staff at every level, but other
things being equal, preference should be given to a person who is much more
likely to involve himself, in a creative manner, with the problems of students.

STUDENT

Increase in enrolment without a policy of selective admission or reten-
tion may not only prove to be a drag on welfare programmes but may also
lead to increased wastage and a dilution of academic standards.

RATIO

A measure of educational facilities which has become fashionable in
India (as well as elsewhere) is provided by the mystic number called the
teacher-student ratio, for, it is claimed that it accurately describes what is
called the ‘burden of teaching’. (What an admission ! —Ed.)...It cannot be
argued that the lowering of this ratio, even by appointing a large number
of mediocre teachers, instead of using other methods of teaching and learn-
ing, is worthwhile so that the teacher can communicate, as one cynical Presi-
dent of an American university put it, his mediocrity in an intimate
environment !

—Jfrom : ‘Student Welfare in Indian Universities’ (World University Service, 1966)
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The ‘Superman’ of Aurobindo

. Life, not a remote silent or t;igh-g;;;l{;l::?l igzs(t:;:; ?fgggi;k)ﬁft yalgtr_lea,
is the field of our Yoga. ... There lies DEIOIE e e bl
new birth ; there can be an ascent 1nto a higher an lw: 1 End S
and its descent to transform his members. An enlarg ill :

' eSS 1 sible that shall make of him a liberated spirit and a
;{élr]t?;;?e??;ze:sagf if spread beyond the individual, 1t m}:ghtfevcn consti-
tute a divine humanity or else a new, a supramental and t_ erefore ?1 super-
human race. It is this new birth that we make our aim : a growth 1nto a
divine consciousness is the whole meaning of our Yoga, an integral conver-
sion to divipity not only of the soul but of all the parts of our nature.

ur purpose in Yoga is to exile the limited outward-looking ego and
to entgrung GPnd in its pglace as the ruling Inhabitant of the nature. And
this means, first, to disinherit desire and no lang._er_ accept the_ enjoyment
of desire as the ruling human motive. The spiritual life will draw its
sustenance mot from desire but from a pure and selfless spiritual delight
of essential existence. And not only the vital nature in us whose stamp
is desire, but the mental being too must undergo a new birth and a transfi-
guring change. Our divided, egoistic, limited and ignorant thought and
intelligence must disappear ; in its place there must stream in the catholic
and faultless play of a shadowless divine illumination which shall culminate
in the end in a natural self-existent Truth-Consciousness free from groping
half-truth and stumbling error. Our confused and embarrassed ego-centred
small-motived will and action must cease and make room for the total
working of a swiftly powerful, lucidly automatic, divinely moved and guided
Force. There must be implanted and activised in all our doings a supreme,
impersonal, unfaltering and unstumbling will in spontaneous and untroubled
unison with the Will of the Divine. The unsatisfying surface play of our
feeble egoistic emotions must be ousted and there must be revealed instead
a secret deep and vast psychic heart within that waits behind them for its
hour ; all our feelings impelled by this inner heart in which dwells the
Divine will be transmuted into calm and intense movements of a twin
passion of divine Love and manifold Ananda. This is the definition of a
divine humanity or a supramental race. This, not an exaggerated or even

a sublimated energy of human intellect and action, is the type of the super-
man whom we are called to evolve by our Yoga.

In the ordinary human existence an outgoing action is obviously
three-fourths or even more of our life. It is only the exceptions, the saint
and the seer, the rare thinker, poet and artist who can live more within
themselves ; these indeed, at least in the most intimate parts of their nature,
shape themselves more in inner thought and feeling than in the surface
act. But it is not either of these sides separated from the other, but rather
a harmony of the inner and the outer life made one in fullness and transfi-
gured into a play of something beyond them which will create the form of
a perfect living. A Yoga of works, a union with the Divine in our will and
acts—and not only in knowledge and feeling—is then an indispensable, an
Inexpressibly important element of an integral Yoga. The conversion of
our thought and feeling without a corresponding conversion of our spirit
and body of our works would be a maimed achievement.

—SRI AUROBINDO in ‘On Yoga—I’ (Sri Aurobindo Ashram)
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The ‘Freedom’ of Bharati

Bhirati was no doubt a patriotic poet. But he was soms=thing more
than that. He was an inheritor of the great sages and Rishis of this land.
He was a nationalist to the core. But that was merely an accident of
history. This fact is less realised even in these days. He no doubt cried
for freedom, but freedom in his songs is an elemental thirst, a basic aspira-
tion and need of the human soul. To catch Bharati the Nationalist and
reject Bharati the sage would not be understanding the poet correctly.

The poet Bharati is acclaimed as the liberator of the Tamil language
from shackles of the Pandit class. It can also be added that he revealed

the Yogic path in pure, simple language. He boldly declares in his song,
The Conch :—

“Blow ye, Conch, the eternal truth

That people who aspire for paradise after death
Are fools and their fallacies are mere

Blabbers of the demon, and pay no heed.

Blow ye, Conch, the eternal truth

That this very minute can bliss be attained ;
Let glory be theirs, who dwell in that ecstacy.”

And he really attained it. In such great moments of ecstacy the
plurality of lire is lost, and he sings thus :—

“I see your complexion Oh ! Lord !
In the crow’s dark feathers,

I see the divine green Oh ! Lord !

In the lcaves of all the trees.

“T is thy music, Oh Lord ! that I hear
In all the sounds of the world.”

Though his physical body was revelling in the world beneath, his

intellect was always fluttering its wings in the space of wisdom and bliss.
Like Plats’s cave-man he calls on humanity to follow his path and attain
that wonderful experience while living.

“Roam about in endless space,

Swim across the whirling air,

Drink the measureless wine of the light

That flows for ever from the Azure sky”...

“‘Oh may you escape all shackles and revel in liberty
Like the sprightly little sparrow.”

Even the best translations are only the second best and the spirit of

the poetry gets evaported. People like Bharati are world citizens, and they
should be understood in the real perspective On the other side of the
golden coin of Nationalist Bharati, is inscribed the massage of the sage
Bharati. The country should realise the significance of the observe side to
‘march towards a brighter inner life. This will enable us to reach a better
social order.

—T.S. RAJU (condensed from Ramanavami Souvenir, Howrah, 1961)
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WITHER ? MAN !

Man ! You appear now in the role of a Master Wizard,

And your wand has made the lowliest dust _
frightful with its tremendous burden of meaning !

You have, from the bottom of the sea beyond the line of chart,
raised the fisherman’s vase,

And unsealed a genie of colossal stature and power—
but tell me, what for ?
For your own utter, abysmal undoing ?

Of what avail is the meaning of the brightest Star,
If it not means the Light Eternal
beyond the dark of your confounding arrogance ?
Of what good is the power of the radiant atom astir,
If it not unlocks the casket of Life’s priceless treasure
of innermost Significance ?

The meaning of your counting and sorting Wonder,
Not enlightens but darkens the Inner Sense Serene,
The power of your nuclear magic and miracle

not assures and cheers the yearning soul,

but astounds and appals !

Serenity and Sanity ; Comity and Amity ;

Humility and Service ; the Light and Love of Life Divine—
All you demand as the cost

of your eluding and deluding applied Scicnce lead,
And your deluging and drowning titanic power-hoard falls !

You search for outer rhythms, but seal

Your ears to the music of the celestial spheres,

The atoms and stars you knit together with your snappy laws,
But miss the Harmony Divine that knits

with golden thread the hearts and souls of all that breathe !

You raise the storm of evil passions

and founder on the lurking rock of sinister fears,
When your Bark of Communing Hope

is sailing o'er Life's solemn main,
And your desired Haven from afar eagerly greets !

When you are in such perilous pass,
and your very being and all your values
await the crack of doom,

Will you not halt the fatal precipitous drift
of the crash-all *“Brink of War™
and even deadlier “Cold War” boom ?

Will you not turn to Saving Grace, Light and Love,
Which dawns on Spirit alone,
draws and melts the core of heart ?

SWAMI PRATYAGATMANANDA SARASWATI
in “‘Science and Sadhana’
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educational fiction

A SCENE IN SATYA-LOKA

[ Brahma at the wheel of creation. Enter his spouse, Saraswati, goddess of Learning.]

BrAHMA Bharati! Why have you returned so soon? It’s just a week
since you left here to stay with the children. You could have
stayed there for two more weeks. What happened ?

SARASWATI What's this Lild, my beloved Lord ? Don’t you know the
reason yourself ? Do you need my telling ?

BraHMA Well, let me hear from your sweet lips, my dear !

SARASWATI (_bashfuﬂy.) They are yours, my Lord, Lord of Satya-loka !
It is to preserve their purity that I have returned from the
metropolitan centre.

BRAHMA Why? Are n’t they interested in Truth ?

SARASWATI Not that bad, generally. But they are more interested in their
salaries and superficial courtesies.

BrAaHMA If it came to a question of choice ?—a matter of duty ?
SARASWATI Thbey have no use for Truth.

BraHMA Pity. How did this come about ?

SARASWATI You know that they change the matron every five days ?
BrAHMA Yes, | know.

SARASWATI The matron who took over last week has a mule’s head. She
had earned it in her previous career. She has no thought for

the children and their needs.

BRAHMA The sisters ?

SARASWATI Ah, they just dance attendence on the matron—you know, she
is in charge of the larder. They simply crawl before her.

BrRAHMA Then ?what happens to the children ? Don’t the sisters wash
them

SARASWATI Very much Indeed—they colourwash with jargon, cliche and
dogma.

BRAHMA Don’t they clothe the children ?

SARASWATI O, yes, rather nicely, I should say—with decorous words to
hide their thoughts: I expect they will do even better under the

next matron. She'’s a thoroughly goody goody type.

BrAHMA Do they feed the children ? .
SARASWATI O, yes with great pressure ! They spoonfeed for diarrhoea.

BrRAHMA And now, what are the children doing?

SARASWATI Busy breaking heads !
BRAHMA ( after @ moment's pause.) Dearest ! Will you kindly go at once to
Tyaga-loka ? 1 shall be there in a minute.

SARASWATI As you wish, my sweet Lord ! (Exit).

—SADAGOPAN
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Tamil Song
MUSICIAN’S PARADISE LOST

Rhythm : Three Melody : after Nandavanatiil orandi

Nada va nattilor andi — avan

naniiru $anmamai nadanai véndi nal-
vasanai petruvan dandi — adai

vidiyi lé vitru verungaiya nandi.

Bhiva va nattilor andi — avan
padum ti ramaiyai véndippet randi
tapamin dri rasit tandi — pinbu
tanmayat taiyilan dé tavit tandi.

Raga va nattilor andi — avan

ravum pa galumai Ramanai véndi
méghavan namadain dandi — pinbu
mélach chi raippattu naindu pé nandi.

Tala va nattilor andi — avan

Déviyai nalum tu dittu van dandi
tapnirkku dam ondru véndi — petru
tadhingina tomengdru pottudait tandi.

In the garden of Nada* was an andi®.

From the Lord, through fourhundred lives of prayer
he got and brought a t6hdi® — alas, p
he hawked it off,

and made his hands so empty.

In the garden of Bhava* was an andi.
He prayed and got the talent to sing,
and sang from soul unfettered — alas,
he strayed and lost the way to look in
and frustration set in, '

In the garden of Raga was an andi.
By day, by night, he prayed to Rama®,
afndhgor the Beauty

of the trailing cloud of glory — al
jailed by Méla®, he ﬁiﬁea’. 4 o

In the garden of Tala was an dndi
He war.fhipped Dévi? daily, L
be.s'egchmg her for a water-pot
receiving it, alas, :
he broke it beating tadhinginatom ®

—SESHADASA

1. Musical Sound 2. Fakir 3. Pot i
. a 4. F i
6. Scale 7. or Sakti, Cosmic Mother 8. rr%ltgfnetsi;:al'r]h::rclg;l];ggﬁm i
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PROBLEMS IN MUSIC EDUCATION

Hartley D. Snyder

PHILOSOPHY OF MUSIC EDUCATION

Problems in Music Education can be discussed only in regard to aims
related to the philosophy. To have a problem, one must seek the fulfil-
ment of a goal. To me the problems which music educators face in many
countries of the world as well as in my own country result from bringing
into completion the wish that music serve its function of expressing the

most intimate emotions of man. ‘It is only through music and not verba-
lization that true feeling can be expressed.”

Secondly, there is a desire to haveall people share and become increa-
singly sensitive to the power of musical expression,

Thirdly, the musical growth of the individual must follow a creative
path, each step according to the meaningful satisfaction of the individual,
There is a place for everyone; for the child; the average man; and the
artist. But most important, there must be a “felt” satisfaction at each step

of the ladder.
PROBLEMS OF MUSIC EDUCATION

In most of the music educational systems which I have observed,
there is an imposed process seeking only the talented. The result is an
“intellectual” musical elite of comparatively small numbers. ]_]uth the

erformer and listener have been educated through a process of imposed
standards. To them satisfaction comes mainly from an “mtcileqtual“ pro-
cess and not first from the heart which results in the aesthetic through
artistic refinement. The “intellectual” elite are few in number and have
little sympathy for any level of musical agtainmept below the hlgf}ﬁt f:_:srms.
They fail to recognize that music came into being through man’s desire to
communicate with the beauty and the mystery of his universe. They fail
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to recognise or even to sense that the greatest in music is simplicity of
thought conveyed through expressive sound.

HOPEFUL SIGNS

' nuine movement in many countries to include the study
of the?::sr eilisgzng:ral education. The development of the individual in the
Fine Arts (including music) is the fourth spoke in the educational wheel
along with sciences, social sciences and the humanities. If a musical edu-
cation within the general education programme is through creative involve-
ment rather than through verbal imposition (ti}ﬂ lecture method) there I8
hope. Another hopeful sign is the change of attitude of our greatest musi-
cians towards music education. Leonard Bernstein, cn_nductqr ut: the New
York Philharmonic Orchestra, reaches thousands of children in his regular
broadcasts. Sir Malcom Sargent of London has produced many fine edu-

cational films.

The finest performers are anxious to bring music to the schools. It
is only through the aural process of association with good music, rather
than contrived music, that makes possible the aims of music education
stated above. I recently observed a remarkable music education programme
in Israel aimed at all levels of music education. Especially significant
was the use of mandolins in groups of twenty or more, for children to play
not only the folk music of their country but artistic music of every style.
In Israel everyone is involved in the process of music education, the pro-
fessor in the University, the conductor of the orchestra, the Minister of
Education and his colleagues, as well as the conservatories and the acade-
mies. This is a hopful sign for a country trying to assimilate several cul-
tures into a unified whole through music.

It is 2 hopeful sign when we are concerned about the value of music
for the individual, especially the child. Musical learning at all levels is a
process of refinement. This, of course, implies that there is something to
be refined which, in my opinion, is the “felt” experience resulting in and
from the music. For many modern music educators the creative involve-
ment of the individual rather than a series of logical musical problems sug-
gests the method of teaching. Psychologists tell us that the intelligence
level is Jargely formed by the fifth year of life. It is in the primary grades
and in the nursery (home or school) where we need our best music edu-
cators. Improved communication, the increasing use of social instruments,
and the various ways, in addition to formalized music classes, bring hope
for an increasing musical world. It is only through a rich musical environ-
ment in which expectations are satisfied, and new experiences are satisfying,
that true musical enjoyment results. It is then the function of the music
educator to bring about this environment.

THE TURNING POINT IN HINDU
CULTURE

K.V .Soundara Rajan

Nations, as much as men, are the cumulative end-products of the
continuous chain-reactions developing within the social fabric ; and in
India, in particular, a greater part of its past, as the culture historian un-
ravels it, manifests itself as largely the eras of encyclopaedists, of vanguard
movements, of men of God, and of intellectual ferment. Thinkers and seers
do not live for one community or place or time alone, and a succession of
them revolutionises as often as consolidates society, in certain directions.

More than four millennia ago, the misty dawn of civilization was
heralded in the rolling plains of Sind-Panjab (of undivided India), symbo-
lised to-day by the semi-desiccated mounds of Mohenjo-daro, Harappa and
Kot Diji (all now in Pakistan ), as well as Kalibangan and Lothal, in
Rajasthan and Gujarat respectively. The civic status of these ‘Indus Sites’
was as sudden as it was phenomenal. The foundations of such unprece-
dented burst of civic consciousness should, doubtless, be traced to the
accomplished agricultural prosperity of this society. After the tale was
told, one wonders if its degeneration and decay was not also due to the
attrition of its farm output. The lesson that technological specialists might
produce a civilization, but only the peasantry can sustain them by produ-
cing food, was learnt the hard way in those distant days.

Closely succeeding this and partly overlapping with the twilight of
the Indus Valley culture, and symptomatic of the vacuum existing then in
the Indian cultural scene, took place the waves of ‘Aryan’ movements into
India (in the second half of the second millennium B.C.). These men
settled down first in the Brahmavarta — comprising the cis-Himalayan
Panjab plain — and spread later into the Indus-Jamuna ‘doab’ and beyond.
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Operating unde

In the latter part of such an age (second half of the ninth century

' ; tpada.

the great Advaita philosopher Sankara Bhagavaty
%111:]; wﬂa:ﬂkba{:'?s highl%t analytical mind propounded the almost c_.llmtr.:.al]y
perfeet Monistic thought, his spiritual vision did not deter him from
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worshipping many gods at the same time. Evidence on hand would tend

to make Nﬁrﬁyaqa-\fishuu: however, as his private deity. This state of
affairs was reflective of a simultaneous evolution taking place in metaphy-
sical and spiritual in Hi

_ _ around his times; and the
dichotomy between Advaita Védanta in philosophical doctrine and djurna
practice gave rise to a void in t

_ he cockles of human heart, and rendered
kargna and b{u{kn secondary and aimless. The fulfilment of a craving for
social and divine service was sig

nalled only by the advent of Ramanuja

(second half of 11th century A.D.). Takir::g l’ifis stand four-square on tl_;e
Véda-s, the Gita and the sayings of the Alwar-s, he consolidated the
supreme E.I:'_l'd_ humap note of bhakti, adumbrated the inalienability of
ri_and Narayana as one cohesjye single entity, as obtained in early
Bhagavata stage all over India, and proved the accessibility of God by
self-surrender and not self-abnegation. His harmonisation of the Ubhaya-
Védanta—the spiritual heirloom of the Véda-s, and the lyrical, devotional
outpourings of Alwar-s, notably of Sadagopa (Sathakspa in Sanskrit) of
Kurugiir, so endearingly known as ‘Nammalwar’ (our own saviour)—draws
him out as a great healer, a convincing evangelist. This genius for
synthesis, as of Ramanuja, as compared to analysis, as of Sankara, was
more in tune with Indian ethos.
But the rumblings of intern
animus, the impact of iconoclas
mind into a fight for survival,
were already prevailing in th
These tend to dim the lustre o
and spiritual regeneration so pan-

Indian scene, and the era that ended with him reduced the national elan in
the socio-religious plane to a lower key for ever. The age that followed
was one of acrimonious conflict (physical and moral), of imitation and
extravagance, of reaction to religion and reform, of boon-based and

parochial worship, of pedantry and pomposity in the realm of letters, and
of paganism in thought.

al schisms and internecine sectarian
tic, expansionist Tslam hardening the Hindu
and the over-elaborations of cult-minutiae,
€ conlemporary scene around Ramanuja.
f l’hlt‘.' grand mansion of emotional exaltation

In the spectrum of intellectual flashes within the cultural
of a country, we sometimes come to detect the ‘critical peri
turning point or, as it were, the point of no return. This ‘critical tem-
perature’ was perhaps reached in India, if it ever did, around the time of
Ramanuja, and his own achievement was its only culture-resid ue.

continuum
od’ or the

The mould of conformity, regimentation of form, and casuistry in
credo threw an oppressive pall on the whole of the ‘mediaeval’ period.
Valiant individuals like Véadanta Desika, Mirabai, Appayya Dikshita,
Bhadrachalam Ramadisa, and Tyagaraja, however, refusing this tyranny

of mind and matter, dissolved themselyes into a ceaseless colloquy with
God, through poetry and music.

‘The point of no return’, however, was not in the temporal sense,
but in the shape of attrition in the values, Evolution would, of course,
have its own pattern of selective weeding out of incompatible elements in
any given environment. But the permanent values, so convincingly
adumbrated by the seers and saints of the past, were gradually jettisoned
as being too lofty, and the common man came to believe that materialism
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:active for him to work for, in the transi_ept existgqce
WHL & Bend W e sed into 'compact political entities

vouchsafed to him. The masses, organi _ :
i been put to the unenviable state of choosing
of regionsl character, Hoc A ht by Imperial or centralised hege-

ween composite nationalism Wroug : i
:;ny and in%ividualisﬁc regionalism born of geographico-ethnic factors.
Religi:m, in such a context, at best plays only a role of shock-absorber,

i i | ision itself had been
her than a foundational basis. Besides, formal religion itse :
::;r:rand more frowned upon, even by mtellectu_a]s, in recent centuries,
and an eclecticism — which 1s inherently a negative impulse of uniform

indifference to all religious creeds — 18 currently fashionable.

While there is no need to be unduly pessimi_sfic about the state of
religion, the moral fabric of society is truly being .wo]ent!y tampered with,
resulting in loss of perspective, tolerance (_;f ew!, and fragmentation .uf
family and clan structure. This very condition might, of course, give rise
to a restoration of higher values — as it indeed seems to be doing in some

regions — although one cannot argue in favour of a set pattern. Dedicated
leaders, royal and otherwise, had truly envisioned this rupture and South
India, because of its peninsular character, had w:tnessgzd a more phleg-
matic absorption of this virus into it blood stream. It is due to this that

the end of the Vijayanagar empire is sometimes thought as the last battle
fought in India on behalf of vibrant Hinduism while, in Upper India, this
crash took place already around the close of the 12th century A.D., in the
second battle of Tarain, and the triumph of Mohammad of Ghor. It is
commonplace that the Northern Indian plains, so open to waves of
invasion of varied kinds, had developed an apathy for social homogeneity,
notwithstanding political resistance being amply displayed from time to
time. Whenever ultimately the resistance was shown, as against the
formidable British colonial empire, it came out of a purely religious
issue, as the ‘Sepoy Mutiny’ reveals to us. Even in the recent decades,
the nature of the induction of God and religious force into politics had
often been swinging from sublimity to sanctimony. Thus, in the ultimate
count, it would seem that the reinstatement of the individual, at his grass
roots, would alone restore supernal love and universal humanism on their

high pedestal.

HOMAGE TO TYAGARAjA
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excerpts from writings |
Aspects of Tyagaraja

T. L. VENKATARAMA AIYAR
THE MUSIC ija and why is he so popular ?

in li atness of Tyagara) ‘ R S
Th Wh: l:}mn::;s}-t?:at%rrees which go to make for his greatness th
ere ar

s int and they regard his compositions as
the fact that TFagﬁFag_lag;ﬁﬂji ﬁiﬁ::i a pure and spotless lge 3!1%3‘?;’5;: ?Efg:::é
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SADHANA V. RAGHAVAN

The control of breath, mental absnrption, a_nd thi@;inﬁnaﬂnce lg:e:
blissful state have all made S?h_is_ art og r}:}g?p ascx;f;:)tlasb;cssi gc:l : o figni't i
the later evolved Tantric, Saivite an ic SC s ey e

2 hip in spiritual realization.
to Nada and accept the efficacy of its wors el iy S

jjiana Bhairava Tantra says that the mental absorption pr d
g:{l:?: ‘;radually leads to the realisation of oneness with the Divine Spirit...

ings i ized in the begin-
The substance of all these teachings 18 found summarize {
ning of all music treatises in Sanskrit. Our saint-composer was _al.cqua‘:]ntﬁ.
with these books and had, in practice, realised the trutlimtta::ld E:llaos&ci’rglnygue
ida Yoga. One music treatise, the Svararnava, Wwr ‘
;ﬁ:een gS?va and Pdarvati, which, trad:%u_n says, Ntar?#ea :I::ins:}fh%:v:n Itlg
aja, is taken as mentioned by Tyagaraja, a (

}ﬁf:;?gaa-mdhﬁ-mm, and as having been studied and understood by htm: ‘

—from *The Spiritual Heritage of Tyagaraja
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TRUE DEVOTION

N. TYAGARAMAN

_ Tyﬁgarﬁ_ja lived and worked at a time when the ideals of Hindu
soc:e;y wefre 1ntalctlqu an ﬁ*me influence. Even so he found a large
numoer ol people living a life of hypocrisy. Onpe of th Ama-
bhakta-s India has ever known he ha ! i

_ ] s bequeathed to us in his compositions
a potent instrument for regulating our |

fe and conduct. The pic o
a true Bhakta that emerges from them may be thus briefly del:;crtif:d. fj
Bhakta has nothing to hide ; his heart is always open. He knows no fear.
He is practical and full of wisdom : a true benefactor of his kind who
knows the needs of the times and acts accordingly. He knows by intuition
study and experience the truth b ’

eX ehind the various ‘facts’ of life and
expounds it in such a way

that the common man can understand and
follow it. He knows that Bhakti alone

leads to abiding happiness.
does not scorn the comforts of life but will not allow the I%}ve ngCDrifﬂrtI;Ig
stand in the way of his pursuit of the ideal. The true Bhakta is no slug-
gard, nor does he throw on the Lord the burden of doing every little thi;g
for him. His Bhakti is of the kind tha

or I _ ; ( t purifies a man inside and out,
vitalises and endows him with physical s

: _ | trength, intellectual vigour, moral
grit and an influence that makes itself powerfully

: I _ felt by the society in which
he lives. Sri Tyagaraja was a Bhakta of this type.

—from ‘The Hindu®
HIS POETRY T.S. PARTHASARATHY

If Tyagaraja had not been the versatile musical genius he was but
bad presented his compositions to the world as devotional or didactic
songs, would he still enjoy the same reputation he does today in the realm
of Karnatak music ? Had his pieces not been such marvels of coalescence
of art music and melodic richness but were mere hymns clothed in simple
but lilting melodies (like his Utsava-sampradaya Kriti-s and Divya-nama-
Kirtana-s), would he yet be deemed eligible for the place of honour he

occupies in the musical world ? The answer to both these questions is in
the affirmative. ...

Tyagaraja displays considerable poetic gifts within his limited scope
as a vaggéyakara or composer of music. Among the celebrated major
composers of Karnatak music, he is perhaps the only one who can be
called a poet, barring Kshétrajiia who stands in a class by himself, There
is a school of thought among Telugu scholars that maintains that
Kshetrajiia composed his padam-s as lakshya-s to the lakshana-s of the
various types of nayaka-s and nayikd-s enumerated in a Telugu work
called the ““Sringara Rasa Mafijari”. Tyagarija revels equally in gorgeous
descriptions of heaven and the celestial beauty of the Lord who resides
there, as in his pen picture of the village Tiruvaiyaru (of his time) and the
river Kavéri which flows nearby. “Dorakuna” in Bilahari is one of the
pieces in which Tyagaraja excels himself in describing in ornate language
the abode of his God with angels and liberated souls enjoying the supreme
bliss of His presence. The three charana-s of this kriti comprise a raptu-
rous outpouring which will dispel all doubts regarding Tyagaraja’s mastery
over Telugu idiom and the grandeur of his poetic conception.

—from Sangeet Natak Akademi Symposium
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The ‘Moksha’ of Tyagaraja

To attain Moksha, meaning the blissful state of liberation, one does

not have to wait for death, says Tygigaliija in hisl snn-gl “ ﬂﬁﬁkﬁ;(a:-mciikiﬁi}e
' 1 omes to the sadhaka in the mortal coil.—he asks .
ll;::b?;.;;lrﬁi;n after death for one who 18 not liberated in Ilt_'e? _Thajc
Tyagaraja lived the life of a liberated soul ( ;w::znm:fkra), especially in his
later years, is clear from numerous references in his songs. In_the song
menliunad' above, asin many others, he avers that libration is easy of

access to the musically gifted, provided one uses the gift for Nada yoga
with devotion. ‘ 4
“The union of the vital air and the vital fire leads to perception qf’
Pranava (cosmic scund), the source of the seven svara-s; and this
pla)'r on the vina (of the human body) deh_ghls Lord Siva ;) to them
who do not know His mind, is there liberation after death ?”.

To know Siva’s mind, man must get closer to Him. Sarigfffz 18 the
easy way. The musician can easily become ““Rudrasya ﬁnuchara , In tl}ic
words of Yajiiavalkya. Here begins the path to liberation ( ,:nﬁksha-‘mqrga )
indicated in his famous verse, “V:'gr&v&a’a{m-rmva;na_: But it 1s not
liberation itself ; on this Ydjhavalkya is quite emphatic :

“Gitajié yadi giténa napnoti paramam padam.” Paramapada, the
liberated state, is attained only through Samagana :

Yathavidhanéna pathan samagayam avichyutam
savadhanas-tadabhyasat param brahmadhigachchati.

It is clear, therefore, that Tyagaraja’s experience of music was at the
refined and deeply spiritual level of Sama. (Traditional chants do not
exhaust Sama.) He gives a clue to the nature of Sama (which alone could
take one to Moksha according to Yajnavalkya) in his song “‘Svararaga-
sudha”:

“maladharaja nadameruguta mudamagu mokshamura”’. The sound
here emanates from the maladhara below the navel.

Moksha is the merging of the individual soul ( jivatrma) with the
cosmic soul (Paramatma). The Mundaka Upanishad describes it thus :

Pranavé dhanu : Saré hyatma Brahma tallakshyamuchyaté
appramatténa véddhavyam Saravat tanmayd bhavét.

Yoga, the pursuit of spiritual perfection, is like archery. Pranava is
the bow, atma the arrow, and Brahman the target. Like the arrow, jivatma
gets embedded in the Paramatma.

Musically speaking, the vina of the body—the cerebro-spinal nerve
system—has to be played on. That is Sama. And that is the music which
delights Siva immensely. For, this gatra-vina was made by Brahma himself.

Completing the cycle from gita to Sama, and therefrom to Mdksha,
Tyagaraja makes clear the meaning of the oft-quoted but seldom understood
Sastraic dictum that the Creator ‘evolved’ gita from Sama (Samavédadidam
gitam saiijagraha pitamaha :). 1f Tyagaraja’s life is any guide, Sama is infini-
tely more refined, and subtler, than gitra Gita has to work forwards, (or
backwards—for both, in a cycle, mean the same thing) to Sama for it to
lead to Moksha. —V.VS.
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biography

MAHARANA KUMBHA

: Maharana Kumbha of the 15th century A.D. stands in Indian Histor

in equal rank with Samudragupta, Vikramaditya, Harsha and Bhoja thg
celebrated Hindu kings. In view of the extremely difficult times in which
he attained grand success in the revival and sustenance of Hindu traditions
IN music, HI'Chll’E{JtUI'F, literature and other arts, he deserves special credit
An undaunted warrior, a gigantic patron of fine arts, a great builder of
superb architectural works, a versatile author and a great revivalist of
the Yedtc and-Puranic tradition—Kumbha unfortunately could not get due
credit at the hands of foreign authors of history. Historians are beginning

slowly to recognize his greatness and to assi i | i
vl ; ssign to him his due place i
political and cultural history of our country. : g8l 7

o The main events of his political career may be summarized as
ollows :(—

(i) Ascent in 1433 A.D. immediately after the death of his father
Mokal. (i) Victory over Sultan Muhammad Khilji of Malava in 1437-38
A.D. and capture of the Sultin. (iii) Conquests of Abu, Hadavati, Bundi,
Ranathambhor, Nagaur. (iv) Victories over the Sultan of Malava in 1443.
1446 and 1454 A.D. (v) Victory in a combined attack by Sultans of Malava

and Gujarat in 1456 A.D. (v/) Death in 1468 after a glorious reign of 35
years. 3

CONTRIBUTION TO MUSIC

__ Sangitaraja, the most voluminous and comprehensive work on Sangira-
sastra (the‘ first volume of this work has been published from the Banaras
Hindu University under the editorship of the writer of this note and the
second volume is almost ready for publication) and ‘Rasikapriya’, the only
commentary on Jaydéva's Gitagovinda,—these two constitute the richest
patrimony left by Kumbha for posterity in the field of Indian music. Minor
musical compositions such as the Sida-Prabandha, a new Gitagévinda on
the pattern of Jayadéva’s immortal composition (not discovered as yet) are
also attributed to him. Epithets such as fruEEasdmy:, sfaiamREEwRRE:
occuring in the colophons of Sangitargja bear testimony to his proficiency in
practical music as well as theoretical postulation of the musical science.

The salient features of Sarigitaraja are: elucidation and elaboration
of all the topics of Sargita Ratnakara ; citation of such ancient authorities
as are rarely quoted, scholarly discussions on important points and profuse
illustrations. The Lakshana-s and illustrations of Desiraga-s, illustrations of
Suddha Gita-s, rare Lakshana-s of instruments such as Mataniga-Kinnari, rich
treatment of Rasa with illustrations—these are some of the contributions of
Sangitardja.

The Rasikapriya commentary on Jayadéva's Gitagovinda postulates
new raga-s and tala-s for the lyric drama and also formulates original
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Lakshana-s of 28 varieties of Misra-Siida-Prabandha covering the 24
di- Joka-< of the last sarea of the text. It has thus unri-
Ashtapadi-s and four sloka-s of the last sarg i

valled importance in the interpretative literaturé o
e for assessing the magnitude of

' rial is not availabl € magiitt :
SITIIENL e [ f music as an art in his Rajasabha

Kumbha’s patronage of the cultivation o .
or N&;yaﬁﬁf&»s. But it can be safely inferred from scattered references to his

patronage of music in various works and inscriptions, that he had accomp-

lished musicians under his patronage. -
His patronage of Nagya is evident from references to his dramatic
compositions in various praprita-s and from his epithet, Abhinavabharata-

charya.
ARCHITECTURAL WONDERS

uisite architectural creations that came mto being under
Kumbha’s patronage are numerous. Kirt_tistambha, the mne-s_torﬁyicd
tower in Chittorgarh, profusely decorated with sculptural figures, 1s verily
an encyclopaedia of Indian culture. Kumbhalgarh, the invincible fort, is
a marvel of military engineering and architecture The fort of Achalgarh
at Mt. Abu and numerous other forts traditionally counted as 32 were built
under his patronage. Among the numerous temples built by him may be
mentioned the two temples of Kumbhasvamin and Adivaraha in Chittorgarh.
In his time a number of theoretical treatises on sthapatya-sasira were com-

posed which highly enriched the literature on that subject.

A GENERAL ASSESSMENT OF KUMBHA'S ACHIEVEMENTS

The exq

Indian political and social history has not taken due note of Kumbha's
achievements and exploits in the fields of battle, as an undefeated warrior
king, as an enlightened administrator who advanced the cause of Veédic
religion and culture, as a Siddha Yégin, as one to whom credit goes for
having revitalized Sarngita Sastra, not as a secular art but as a part of the
original Natyavéda, as a scholar and writer of great erudition, as a builder
of marvellous works of architecture, as a poet and musician of high merit,
and finally as a man of great courage and fortitude. Rarely do men
appear on the stage of worldly activity who possess the qualities and virtues
of Mahdarana Kumbha. The following verse of ‘Ekalingamahatmya’ gives

an apt appraisal of his achievements :

a1 gentfove eqfafafeand aaer Foeyar

Hiwiy F0z 3 e weayfteargd graedr |

FATGIUNFE FATAT 9T TSAfqI= I

g fasgsafugquaias FFT: 1)

The king Kumbha shines gloriously as one whose crest is comprised

of the Véda-s, whose necklace is made of the Smyriti-s, whose two ear-rings
are the two Mimamsa-s (Pirva and Uttara), whose garland is made of

Bharata Muni’s postulations, whose full body armour is the practical
application of Rajaniti, whose knowledge is all-embracing and who is

embellished with innumerable qualities.
—P.L.S.
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ARUNACHALA KAVIRAYAR

Ramayana, the immortal story of Lo : A
been the favourite topic of poets and !'!:-;ml:m::rl.aer.;.:l S,E'éihﬁii irﬁamawam’ e
pired by Valmiki, the 'Adfkavi, innumerable poets havye ;nemg,-,_&,_ Ins-
epic again and again in many languages. Prominent in 1;;]13 this great
honoured poets is Arupachala Kaviriyar to whom S one e IS galaxy of
ing composed the story of Rama in the form of a muys; | crizdlt e
set to classical Karnatak music. ical play in Tamil,

About half a century earlier to Tyaearai 5

: e g yagaraja, A e
born in 1711 at Tlll-aljf.ﬁdl in Tanjore diftricjt, M;:iigaascg?eﬁﬂli::ﬁay?: o
son of Nallatambi Pillai and Valliammai. Nallatambi Pillaj 1e fourth
birth, who later embraced Hindu Saivism. nal Was a Jain by

_ Studious Arunachalam lost his parents at : |
%v'?‘".d being @ burden to his clder brothers, he fonlk sheli.s i?tlﬁmmg o
aivite monastery at Dharmapuram where he continued his st ;,Hﬁarby
soon attained proficiency in many languages, particularly Tamil ; éﬂs s
krit, bagd_es a working knowledge of Music. He made an inte o ‘Sans-
of Tamil literature under the guidance of Ambalavina Kavira Pﬂw}? gud;v
the D_harmapt,lram monastery. The teacher was so much 'i’eirs d:dd__af
Arunachalam’s erudition and versatility that he wanted him tg bc;: ¥ Wllt.lf
successor as the Pandara Sannidhi (head) of the Dharmapuram E?ii!n_e his
(monastery). ~Arundchalam’s reaction to this offer of a coveted ost s;lmdlls
indicate his pragmatic approach. He quoted Tiruvalluvar and %ther oul
sages who have stressed the importance of the married state and ex !:l'ﬂht
his preference to enter married life first, rather than to ascetic life étﬁﬁft_
away. The preceptor appreciated Arunachalam’s view and enC;urag d
him to continue his studies in Tamil literature. =

Arunachalam, however, married only in his thirt

had become an acclaimed Tamil scholar and poet t(rlggt:r?rtg}fi?;m wfﬂ hh"3
thirst for knowledge unabated even after marriage, he set up a kasukkad i
(small gold bl_lsmess) for his livelihood, which gave him the required l'e?j
?it::afer pur;ul_t of his studies. He critically studied almost all the available
e ry works in Tamil. Even as he had to evaluate the quality of gold in
1sd Esmess, he used to ‘grade’ Tamil works in terms of ‘carats’, so to say;
:1;1! o %‘ rated only two of them—The Ramdyana of Kambar and T irukiu-
ot tur;rut'.]f]a]luvar—-—as 24-carat ! He considered Tirukkural as the noblest
o nl:ba-ﬁ&m‘? mandates of which he found enacted in the life of Rima in
Gt i gzyir:_rzmm. His mind was a]ways_hovermg round the two works, and
bl 3;‘ g helr iterary and aestl}etlc beauties and moral greatness. Naturally
refore, he chose the two topics wherever he was invited to discourse. ;

Once he had to go to Puduchéri ‘Pondicherr i :

: gy T y) on business. On his

giir]:: BOJUUTan at Slrkgll where Chidambaram Pillai, his old class-mate at
e atpuram],]was superintendent of the monastery’s branch. Meeting after
et ewg' [ﬁlg' the two scholars spent much time in literary discussion, each
form) lngs_ ¢ other’s contribution. ‘The host wanted a Pallu (a Tamil poetic
Piljai a‘:nél Sirkali ; Arunichala Kavirayar composed it overnight, sent it to
el A and proceeded on his onward journey. Chidambaram Pillai
much struck by the beauty of the work that he desired to have the
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even ventured, in
ompany of such a valuable friend permanently. He
c

- . : smbers from
s bring his famlly_n;em
icipati s approval, 10 Sirkali. When the
nticipation of the Kavirayars ortable house at Sirkali. _
rarmaigﬁdi’ S e g tl?é was pleasantly surprised to see his

s Puduchéri, he 3 \fTection of such a dear
Kavirdyar returned from ed by the kindness and aflec known
Fi::atgﬂsil?;lgll'lll;(ai}rli.ergive;: :eﬁtl:]ljed for good at Sirkali and came to be

a ¥

oy achala Kavirayar.
as Sirkali Ar?mach"lf kali marked the beginning of an eve leué caar::-'« l;:"‘fﬂ;itgg
i The ShiE S"tifc continuing inspiration of ChidamAﬂl“Jmﬁr Pillait-
Kavirayar. Under works such as Ajomukhi Natakam, I;rtant it was
wrote many _[“E??f uranam. Sirkali Kovai, etc. Most I?I;{ada darama
tamil, Sirkali St fﬂ dpinE musicians, Venkatarama Alyar an o fgr learn-
Here that o Dt t?gnmuriﬁg Sattanathapuram village came tE t be compose
ﬁiya‘li‘::‘l:lhelitztﬁure They suggested ]m thg ﬁa\?rtahy:}f t’VL'?llI]{fl help with
in ; é Sl av in Tamil, an a = '
the Rimyags & mﬁf:;idltl?;':y tercTwell known: Raniaaiiaia RItere Bo0
e musls ) l-':Wdﬁ ved a gold mine for Katha pgr_[‘gnngnc&ﬁ iﬂ tanai are
born. Tht‘: :}f;:s E;Dthc Ramayana. Songs from Rﬂtﬂ_ﬂﬂﬂ{ﬂk; ir
nlffl ??f::?tf:;.’dav in every nook and corner of the Tamil country.
sung ot

- : 5 ama Aiyar
The two musicians, Venkatarama it}*qfi;‘iﬁ;{;gg'ﬂgﬁaﬂgﬂ_s3;“&
: irivar i work, givi
ated with the Kavirdyar in the s roughout
C?;;f ?ﬂrd:]is songs. Faithfully following .’?ﬂmfbﬂ f“’%g}r;ﬁilfﬂg:ig‘ming witl;
ff' nachala Kavirayar composed the songs lﬂiﬁlfﬂp € nd flowing with easy
ru"ﬁdical beauties, sparkling with homely say!r{gs EE[ the classes and the
g;:t:e that makes Ramanataka Kirtanai so appea 11?8 sﬂme of its s0ngs be-
: - = "'d thf: WOrkK, .
ven before he had complete S dis-
n:aﬁseesﬁelﬁknmwn through his musiclan-associates who sang them to
c

tinguished audiences.

The circumstances of the arasgétram (F’WS?I:‘E?*“(’;?E“C;;;T}?: ?ra?if
imanataka Kirtanai were not dissimilar to those whicl atten i e
Rf;ma f Kamba-Ramayanam itself centuries earlier. It was in Mahana
gqmn;]namﬁ étram that the Kavirayar sang the famous song in M hl f
with t“e i kondiraiya’ in praise (—nindastuti) of Lord Ranganatha o
raga, Yen palél ;n‘];ﬁga am’’ invoking other deities and saints, just as
Sﬁrangam.naﬂsa;ﬂ;ﬁpm An:}:fﬁdf. Finally, Ramandtaka Kirtanai was presen-
Kgraz?grzam% enlightened audience, at the very thousand-pillared gﬂgl(iﬂpﬂm
t:f the Srirangam temple where Kamba-Ramayanam had had its debut.

| h distinguished
ent presentations of the wozk were befm:e suc _
and ei]ili?lfg?leg gatmns as Tulaja Mﬁhari%a dﬂfl __TanJI?Er;E)eiF:]gfaéigﬁ?g
illai ducheri, Manali Muttukrishpa Mudaliar, ur ttia
Eﬁ?%fvaz:ﬁgappa Udayar of Udayédrpalayam. In the tradition of Tamil
poets, Arunachala Kavirayar sang songs on paftrons also.

J, ama Soundaryam” in Kédaragoula, “Kanavénum® in Surafi,
“Aro I?;r?? iﬁaﬂhm‘mw‘, “Sgrauam”, one in A{ﬁvér:_ﬁnd anuthef in _SF;‘;
rashiram, **Arendru Raghavanai” in Yadukula Kambhoji and the ragamali
“Enakkunnir upadam” are some of the pieces of Ramanatakam that are ‘;cll'y
popular, though some of them in changed raga-s and tala-s. _Arunﬁc la :
Kavirﬁ}“ar passed away in 1778 at the age of 67, seven years after cg;np €
ing the Rama Natakem. Some scholars place him from 1712 to 1779.

—T.R.S.
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23 The nation pays homage to the brave soy] who

and barren.

with a greater regard for their original form and spirit. They
should cease t

cian’s arithmetical ingenuity. Nor are they to be treated as
mere vehicles of verbal thought.

HOMAGE TO TYAGARAJA

The nation celebrates the 200th b
Tyagaraja, the composer and saint who a
through music.

The nation reveres the memor
yaru who spanned heaven and eart

irth anniversary of
ttained immortality

y of the Bard of Tiruvai-
h with his music.

Ihe _ _ spurned
;nggerlal riches to enrich the musical and spiritual herilsage of
ndia.

. There were, during Tyagaraja’s time, over three hundred
musicians whe adorned the court of King Serfoji of Tanjore,
only seven miles from Tiruvaiyaru. His own guru, Sonti
Venkataramanaiya, had been a distinguished

: court musician.
The ruler was an enlightened patron. Withal, with the

ough his varnam
t are doubly dead

) Tyagaraja lives in hundreds of his compositions. What
1s the secret of his immortality ?
Tyagaraja. sang from soul unfettered and free. He was
content to be himself. He sought spiritual perfection through
music. He declined court patronage.
Tyagaraja emancipated himself in life.
path of emancipation to all musicians.

To-day there is a great need for recapturing the spirit of

Tyagaraja. True homage to him should produce the follow-
Ing results :

1. The musician should cease to consider himself a
wage-carner at the mercy of petty patrons.

_ 2. He should dedicate himself to his art, to contempla-
tion and practice.

3. Compositions should be learnt through the sound,
from traditional sources, and not from books direct.

4. Musicians should resolve not to violate the integrity

of compositions for whatever reason, be it “virtuosity’’ or
“verbosity”,

Homage and reverence without basic loyalty is empty
Tyagaraja’s compositions should be rendered

He showed the

0 be used as pegs on which to hang the musi-

25



excerpts from ﬁﬁﬁngs ]
Aspects of Tyagaraja

T. L. VENKATARAMA AIYAR

. ?
B = d why 15 he S0 pﬂpular .
of Tytga;aﬂ:f%r his greatness that one

THE MUSIC

Wherein lies the greatness

: to
the greatest importance
: ; those who attach : ositions as
dlﬂ‘eil:ent tllzeise}‘r;sf'lga?ﬁi}?i?:;ea saint and th&z rﬂgilgisl};?eiﬁln;pwas a great
the fact tha jeardja lived a pure and spo hat it refused
sacred literature. Tyagaraja letely attuned to God that 1t refus
= . nd was so completel’ . (“Nidhi chala
i e Erfelgft?;::tions of worldly pomp aﬂdﬂ‘]’: e thgt his kirtana-s
iy ‘gl“mThen there are those who lay stress on ths and hold that they
abound ::]: PO;S'“mamre_ It is undoubtedly true t g’-aaf{}r the wealth of
have a vﬂ ue is none who can compare with T}'ﬂg?[r '! ﬁfﬁja,s songs many
E;s;ﬁf:i:;;‘;;f? 1t B0 frus tggt wepfcr;:dh;nhag ?‘Elluwed the example
: inos and in this res =oaraia is primarily in
proverss and:jl'? mel}'iﬁ}fiﬁg same, the greatness of Tyﬂgar%'.a L E; Tl:: gl);}r}’
grspr::;i?f :lr;:i fﬁ:- other features have a value only as feeding
| -

of his music. Tyagarija extraordinary variety of musical c?}?ﬁflfsmfﬁi
e hatve I?th; feature about the music of Tyagaraja 1s anrtraying
A“mh?r e iwgrt from bhava, Tyagaraja IS a greaif TMF? i x?nsvara”-—
5 bhap;f {}F:'ShiPPEd svara-s as things of beauty— Sﬂbhﬁ{ u;'?r;:ana-s He
g c"?tualized the art of music as such in many of }115 hIE cnmimsed
e ipm hasis on raga bhava. In the familiar raga-s he has Many
o gr;a En}pk:‘rrana-s bringing out several aspects of the r?ig?i.ve only
5 n,um'l'ﬂ i a-s are known to us through his kirfana-s anc have no
u]:]rdmlhm:h;zlg He has handled several raga-s G E”hm}l:‘ e Many of
}ag;r%rmm-s in the science of Karnatak Sann = pr%ﬂd}:pr%ll ll'}'li]e kirtana-s
these raga-s must have been apparently ‘m;eh':f:]imiphls of his genius.
composed by him in these raga-s are among —from “The Hindu'

SADHANA V. RAGHAVAN

The control of breath, mental ?bsorgtion, aiﬁib;:i*g;;n;f%a&nce g:e:
blissful state have all made th:is_ art of music a xl']er e deﬁni.t - e
the later evolved Tantric, Saivite and Yogic schools assign a defi: e

' tual realization.
to Nada and accept the efficacy of its worship in spl;rl el e
jhana Bhairava Tantra says that the mental absorption pr d
g?:;?:;radu:lrly leads to the realisation of oneness with the Divine Spirit...

ings i ized in the begin-
he substance of all these teachings is found summarize (
ning o]i: aeils:msic treatises in Sanskrit. Our saint-composer was_acquaanteﬂc}.
with these books and had, in practice, realised the truth and 1;!]11]05-:31‘.&l y
Nada Yéga. One music treatise, thed_.S:var&rgavah ?m:itenhiifs :"d; &gl::
etween Siva and Parvati, which, tra ition says, Narada :

'bl'y;;ar;ja, is taken as mentioned by Tyagaraja, at the end m:nI:l 111;; ;png
Svara-raga-sudhd-rasa, and as having been studied and understood by him.

—from ‘The Spiritual Heritage of Tyagaraja’
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the affirmative, . .

as a vaggéyakdara or composer of music.

called a poet, barring Kshétrajiia who

is a school of thought among Telugu scholars that maintains that
Kshétrajfia co

various types

called the “Sriﬂgﬁra Rasa Maiijari”, Tyagaraja revels equally in gorgeous
descriptions of heaven and the celestial beauty of the Lord who resides
there, as in his pen picture of the village Tiruvaiyaru (of his time) and the
river Kg‘.v.'éri which flows nearby. “Dorakuna” in Bilahari is one of the

pieces in which Tyagarija excels himself in describing in ornate language
the abode of his God with an

bliss of His presence.
fous osutpouring which :
over Telugu idiom and the grandeur of his poetic conception.

ASPECTS OF TYAGARAJA

TRUE DEVOTION

Tyagaraja lived and worked at a time when the ideals of Hindy
society were intact and an active influence. Even s0 he found a large
number of people living a life of hypocrisy. One of the great Rima-
bhakta-s India has ever known he has bequeathed to us in his compositions
a potent instrument for regulating our life and conduct. The picture of g
a true Bhakta that emerges from

, ; m them may be thus briefly described. A
Bhakta has nothing to hide ; his heart is always open. He knows no fear.
He is practical and full of wisdom ; a true benefactor of his kind who

knows the needs of the times and acts accordingly. He knows by intuition,

lous “facts’ of life and

: ; . an can understand and
follow it. He knows that Bhakti alone leads to

abiding happiness. He
does not scorn the comforts of life but will not allo

: I ' \ W the love of comfort to
stand in the way of his pursuit of the ideal. The trye

gard, nor does he throw on the Lord the burden of doj
for him. His Bhakti is of the kind that purifies
vitalises and endows him with physical Strength, intellectyal vigour, moral

grit and an_influence that makes itself powerfully felt by the society in which
he lives. 81 Tyagaraja was a Bhakta of this type.

N. TYAGARAMAN

Bhakta is no slug-

ng every little thing
4 man inside and out,

—/from ‘The Hindy"

HIS POETRY T. S. PARTHASARATHY

had presented his compositions to the world a
songs, would he still enjoy the same reputation he does today in the realm
of Karnatak music 2 Had his pieces not been such marvels of coalescence
of art music and melodic richness but were mere hymns clothed in simple
but lilting melodies (like his Utsava-sampradaya Kriti-s and Divya-nama-
Kirtana-s), would he yet be deemed eligible for the place of honour he
occupies in the musical world ? The answer to both these questions is in

Tyagaraja displays considerable poetic gifts within his limited scope
Among the celebrated major
ic, perhaps the only one who can be

stands in a class by himself. There

mposed his padam-s as lakshya-s to the lakshana-s of the
of nayaka-s and nayika-s enumerated in a Telugu work

gels and liberated souls enjoying the supreme
The three charana-s of this kriti comprise a raptu-
will dispel all doubts regarding Tyagaraja’s mastery

—from Sangeet Natak Akademi Symposium
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The ‘Moksha’ of Tyagaraja

To attain Maoksha, meaning the I:i_I.iss_ful .stgte Df‘: L:}J_ﬂ;a}lmn; m;t;:'ﬂt;gﬁs:
not have to wait for death, says Tyadgaraja In hfs ””“.% h” 8 k‘f’f Ci e
Liberation comes to the sadhaka in the mortal col = eda§ l:f i Laeie
be liberation after death for one whois not ilbﬂ;‘cﬂte in I.E”. e
Tyagaraja lived the life of a liberated soul (jivanmukia), cspeilatl{elson
later years, is clear from numerous references in li:us s}pt?gs._ n o ogf
mentioned above, asin many others, he avers that 1.frdt;‘nn ﬁ}s'd . yﬁ !
access to the musically gifted, provided one uses the gift for Nada yog

i evotion. '

i q‘The union of the vital air and the vital fire leads to perception qf
Pranava (cosmic svund), the source of the seven svasrfz-s:: and Ithls
play on the vipa (of the human body) delights Lord wz%r,, to them
who do not know His mind, is there liberation after death et
To know Siva's mind, man must get closer to Him. Sangita is tﬂe

easy way. The musician can egsnly become * fqudm:s'ya Enufgam ¥ _mt"e

words of Yajiavalkya. Here begins the path to liberation (*'mo sha-marga”)
indicated in his famous verse, '‘Vipavadana-tatvajna: ... But it 1s not
liberation itself : on this Yajiavalkya is quite emphatic :

“Gitajid yadi giténa napndti paramam padam.” Paramapada. the
liberated state, is attained only through Samagana :

Yathavidhan®na pathan samagayam avichyutam
savadhanas-tadabhyasat param brahmadhigachchati.

It is clear, therefore, that Tyagaraja’s experience of music was at the
refined and deeply spiritual level of Sama (Traditional chants do not
exhaust Sama.) He gives a clue to the nature of Sama (which alone could
take one to Maksha according to Yajfavalkya) in his song “Svarardga-
sudha’:

“miuladharaja nadameruguta mudamagu mokshamura”. The sound
here emanates from the muladhara below the navel.

Moksha is the merging of the individual soul ( jivarma) with the
cosmic soul (Paramatma). The Mundaka Upanishad describes it thus :

Pranave dhanu : saré hyatma Brahma tallakshyamuchyaté
appramatténa véddhavvam saravat tanmayé bhavét.

Yoga, the pursuit of spiritual perfection, is like archery. Pranava is
the bow, atma the arrow, and Brahman the target. Like the arrow, jivatma
gets embedded in the Paramatma.

Musically speaking, the vina of the body—the cerebro-spinal nerve
system—has to be played on. That is Sama. And that is the music which
delights Siva immensely. For, this garra-vina was made by Brahma himself.

Completing the cycle from gita to Sama, and therefrom to Moksha,
Tyagardja makes clear the meaning of the oft-quoted but seldom understood
Sastraic dictum that the Creator ‘evolved’ gira from Sama (Samavédadidam
gitam sanjagraha pitamaha :). 1f Tyagaraja’s life is any guide, Sama is infini-
tely more refined, and subtler, than gita Gita has to work forwards, (or
backwards—for both, in a cycle, mean the same thing) to Sama for it to
lead to Méksha. —V.VS.
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MAHARANA KUMBHA

' Maharana Kumbha of the 15th century A.D. stands in Indian Histor

in equal rank with Samudragupta, Vikramaditya, Harsha and Bhoja, the
celebra!:ed Hindu kings. In view of the extremely difficult times in w’hich
!w atta_lned grqnd success in the revival and sustenance of Hindu traditions
In music, archltectur‘e, literature and other arts, he deserves special credit
An undaunted warrior, a gigantic patron of fine arts, a great builder of
superl_:? architectural works, a versatile author and a great revivalist of
the Védic and Puranic tradition—Kumbha unfortunately could not get due
credit at the hands of foreign authors of history. Historians are beginning

slowly to recognize his greatness and to assi im hi '
vl gre gn to him his due place in t
political and cultural history of our country. : a

5 The main events of his political career may be summarized as
ollows :(—

(i) Ascent in 1433 A.D. immediately after the death of hi
Mokal. (i) Victory over Sultan Muhamm}ad Khilji of Mulavi 121514?;5%
A.D. and capture of the Sultin. (#ii) Conquests of Abu, Hadavati, Bundi
Ranathambhor, Nagaur. (iv) Victories over the Sultan of Malava in 1443’
1446 and 1454 A.D. (v) Victory in a combined attack by Sultans of Malava

?r[eld Gujarat in 1456 A.D. (») Death in 1468 after a glorious reign of 35
ars,

CONTRIBUTION TO MUSIC

> Sangitargja, the most voluminous and comprehensive work on Sangita-
sastra (the first volume of this work has been published from the Banaras
Hindu University under the editorship of the writer of this note and the
second volume is almost ready for publication) and ‘Rasikapriya’, the only
commentary on Jaydéva's Gitagovinda,—these two constitute the richest
patrimony left by Kumbha for posterity in the field of Indian music. Minor
musical compositions such as the Sida-Prabandha, a new Gitagovinda on
the pattern of Jayadéva’s immortal composition (not discovered as yet) are
also attributed to him. Epithets such as ffrEzasdi:, ditamEmEaan:
occuring in the colophons of Sarigitardja bear testimony to his proficiency in
practical music as well as theoretical postulation of the musical science.

The salient features of Sangitaraja are: elucidation and elaboration
of all the topics of Sangita Ratnakara ; citation of such ancient authorities
as are rarely quoted, scholarly discussions on important points and profuse
lltustratmys. The Lakshapa-s and illustrations of Desiraga-s, illustrations of
Suddha Gita-s, rare Lakshana-s of instruments such as Matanga-Kinnari, rich
treatment of Rasa with illustrations—these are some of the contributions of
Sangitardja.

~ The Rasikapriya commentary on Jayadéva's Gitagovinda postulates
Dew raga-s and tdfa-s for the lyric drama and also formulates original
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ieti ‘éra-Siida-Prabandha covering the 24

shana-s of 28 varieties of MisSra-Sada-Pra 4

ﬁiﬁ;;pgdf-s and four sloka-s of the last sarga of the tiaxt. gtdhas thus unri
valled importance in the interpretative literature of Gitagovinda.

Sufficient material is not available for assessing the ﬁ]_aggljpdebgf
Kumbha’s patronage of the cultivation of music as an ar:i:n : Is ﬂjﬂ.:‘ﬂ hig
or Natyasala-s. But it can be safely inferred frqm'scatte;? lre ire(r;ces 0 :
patronage of music in various works and inscriptions, that he had accomp

lished musicians under his patronage. : |
! itya is evi to his dramatic

His patronage of Natya is evident from references to | «
cnmpositinpns in virious praprita-s and from his epithet, Abhinavabharata-

charya.
ARCHITECTURAL WONDERS

The exquisite architectural creations Fhat came into l;emg ‘under
Kumbha’s patronage are numerous. Kirttistambha, the nine-storeyed
tower in Chittorgarh, profusely decorated with scu[ptural_ ﬁgurt?s, IS ve:nl_y
an encyclopaedia of Indian culture. Kurthalgarh, the invincible fort, is
a marvel of military engineering and architecture The fort of Achalgarh
at Mt. Abu and numerous other forts traditionally cnunt_f:d as 32 were built
under his patronage. Among the numerous templ_eg built by him may be
mentioned the two temples of Kumbhasvanin and Adn*arahq in Chittorgarh.
In his time a number of theoretical treatises on srhﬁpa_rya-sﬁsrra Were com-
posed which highly enriched the literature on that subject.

A GENERAL ASSESSMENT OF KUMBHA'S ACHIEVEMENTS

Indian political and social history has not taken due note of Kumbha's
achievements and exploits in the fields of battle, as an undefeated warrior
king, as an enlightened administrator who advanced the cause of Védic
religion and culture, as a Siddha Yégin, as one to whom credit goes for
having revitalized Sangiia Sastra, not as a secular art but as a part of the
original Natyavéda, as a scholar and writer of great erudition, as a builder
of marvellous works of architecture, as a poet and musician of high merit,
and finally as a man of great courage and fortitude. Rarely do men
appear on the stage of worldly activity who possess the qualities and virtues
of Maharana Kumbha. The following verse of ‘Ekalingamahatmya’ gives
an apt appraisal of his achievements : ;

a1 it pfafafead adar Fvsyar

Hai® 7o+ § gl wagfreags emassr |

TATH (MIFEE FATA(q 9 TFA AT

s fasgafagmyatay seng: |

The king Kumbha ahines_ gloriously as one whose crest is comprised

of the Véda-s, whose necklace is made of the Smyiti-s, whose two ear-rings
are the two Mimamsa-s (Pirva and Uttara), whose garland is made of
Bharata Muni’s postulations, whose full body armour is the practical

application of Rdjaniti, whose knowledge is all-embracin & vl 4
embellished with innumerable qualities. FIRE. MR TR

"'-'P- L- 5 .
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ARUNACHALA KAVIRAYAR

Ramayana, the immortal story of Lord Vishnu’s Ramavatira, has
been the favourite topic of poets and scholars since time immemorial. Ins-
pired by Vilmiki, the _Edikavi, innumerable poets have sung this great
epic again and again in many languages. Prominent in this galaxy of
honoured poets 1s Arunachala Kavirayar to whom goes the credit of hav-
ing composed the story of Rama in the form of a musical play in Tamil
set to classical Karnatak music. 1

About half a century earlier to Tyagarija, Arunachala Kavirdayar was
born in 1711 at Tillaiyadi in Tanjore district, Madras State, as the fourth
son of Nallatambi Pillai and Valliammai. Nallatambi Pillai was a Jain by
birth, who later embraced Hindu Saivism. i

Studious Arunachalam lost his parents at a young age. Choosing to
avoid being a burden to his elder brothers, he took shelter in the nearby
Saivite monastery at Dharmapuram where he continued his studies and
soon attained proficiency in many languages, particularly Tamil and Sans-
krit, besides a working knowledge of Music. He made an intensive study
of Tamil literature under the guidance of Ambalavana Kavirayar, head of
the Dharmapuram monastery. The teacher was so much pleased with
Arunachalam’s erudition and versatility that he wanted him to become his
successor as the Pandara Sannidhi (head) of the Dharmapuram Adhinam
(monastery). Arunachalam’s reaction to this offer of a coveted post should
indicate his pragmatic approach. He quoted Tiruvalluvar and other great
sages who have stressed the importance of the married state and expressed
his preference to enter married life first, rather than to ascetic life straight-
away. The preceptor appreciated Arunachalam’s view and encouraged
him to continue his studies in Tamil literature.

Arunachalam, however, married only in his thirtieth year, when he
had become an acclaimed Tamil scholar and poet (Kavirayar)., With his
thirst for knowledge unabated even after marriage, he set up a kasukkadai
(small gold business) for his livelihood, which gave him the required lei-
sure for pursuit of his studies. He critically studied almost all the available
literary works in Tamil. Even as he had to evaluate the quality of gold in
his business, he used to ‘grade’ Tamil works in terms of ‘carats’, so to say;
and he rated only two of them—The Ramayana of Kambar and Tirukku.
ral‘nf Tiruvalluvar—as 24-carat ! He considered Tirukkural as the noblest
scripture, the mandates of which he found enacted in the life of Rima in
quéa-ﬂ&mﬁyapam; His mind was always hovering round the two works, and
enjoying their literary and aesthetic beauties and moral greatness. Naturally,
therefore, he chose the two topics wherever he was invited to discourse.

OHC? he had to go to Puduchéri Pondicherry) on business. On his
way he sojourned at Sirkali where Chidambaram Pillai, his old class-mate at
Dharmapuram, was superintendent of the monastery’s branch. Meeting after
a lpng time, the two scholars spent much time in literary discussion, each
reviewing the other’s contribution. The host wanted a Pallu (a Tamil poetic
form) on Sirkili ; Arunachala Kavirdyar composed it overnight, sent it to
Pillai at dawn and proceeded on his onward journey. Chidambaram Pillai
was so much struck by the beauty of the work that he desired to have the
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company of such a valuable (riend permanently. He even ventured, in
is family members from

aticipation of the Kavirayar’s approval, to bring h _
Tillaiy; : 3 ble house at Sirkali. When the

Tillaiyadi, and settled them in a comforta _ ‘
Kavirayar returned from Puduchéri, he was pleasantly sqrprtsed to see his
family at Sirkali. Overwhelmed by the kindness and affection of such a dear

and scholarly friend, he settled for good at Qirkali and came to be known
as Sirkali Arunachala Kavirayar.

The shift to Sirkali marked the beginning

Kaviravar. Under the continuing inspiration of | Pillai |
wrote many literary works such as Ajomukhi Natakam, Anumair Pillait-

tamil, Sirkali Sthalapuranam, Sirkali Kovai, etc. Most important, 1t was
here that two performing musicians, Venkatarama Aiyar and Kodandarama
Aiyar of the necighbouring Sattanathapuram village came to him for learn-
ing Tamil literature. They suggested to the Kavirayar that he compose
the Ramayana as a musical play in Tamil, and that they would help with
the music. It was thus that the well known Ramanataka Kirtanai was
born. The work proved a gold mine for Katha performances and drama-
tic presentations of the Ramayana. Songs from Ramanataka Kirtanai are

sung even to-day in every nook and corner of the Tamil country.

The two musicians, Venkatarima Aiyar and Kodandarama Aiyar,
collaborated with the Kavirayar in the work, giving appropriate raga-s and
tala-s to the songs. Faithfully following Kamba-Ramayanam throughout,
Arunachala Kavirayar composed the songs in simple Tamil brimming with
prosodical beauties, sparkling with homely sayings and flowing with easy
orace, that makes Ramanataka Kirtanai so appealing to the classes and the
masses. Even before he had completed the work, some of its songs be-
came well-known through his musician-associates who sang them to dis-

tinguished audiences.

The circumstances of the arangéfram (presentation ceremony) of
Ramandtaka Kirtanai were not dissimilar to those which attended the aran-
gétram of Kamba-Ramayapam itself centuries earlier. Tt was in connection
with the arangétram that the Kavirdyar sang the famous song in Méhana
raga, “Yén palli kondiraiya” in praise (—nindastuti) of Lord Ranganatha of
Srirangam, and the “Todayam’ invoking other deities and saints, just as
Kambar sang Sadagopar Andadi. Finally, Ramanataka Kirtanai was presen-
ted before an enlightened audience, at the very thousand-pillared mandapam
of the Srirangam temple where Kamba-Ramayanam had had its debut.

Subsequent presentations of the work were before such distinguished
and enlightened patrons as Tulaja Maharaja of Tanjore, Anandarangam
Pillai of Puduchéri, Manali Muttukrishpa Mudaliar, Tépperumal Chettiar
and Yuvarangappa Udayir of Udayarpilayam. In the tradition of Tamil
poets, Arunachala Kavirayar sang songs on patrons also.

“Anda Rama Soundaryam” in Kéddragoula, Kanavénum” in Surafi
“Aro Ivar” in Bhairavi, “Saranam”, one in Asavéri and another in Sou-
rashtram, *“Arendru Raghavanai” in Yadukula Kambhaji and the ragamalika
“Enakkunnirupadam” are some of the pieces of Ramanajakam that are very
popular, though some of them in changed raga-s and 1aja-s. Arunachala
Kavirayar passed away in 1778 at the age of 67, seven years after complet-
ing the Rama Nagekem. Some scholars place him from 1712 to 1779,

—T.R.S.

of an eventful career for the
n of Chidambaram Pillai he
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NARASIMHA AIYANGAR biography

T. K. Sesha Aiyangar

Pallavi Narasimha Aiyangar, m

: bt , my Guru. ca : :
Saint Tyagaraja. He had learnt from Mﬁnﬁnhucﬁl;vg{li t\ﬁgﬁi;?ﬂa;hq& .
pupil of Tydgaraja. He was blessed to have seen Tyﬁg;lrﬁja = ;’;‘_:ﬂgaiyan

He was about ten years of age when he had his darsan of Tyagarija

- who was then 87. The saint- :
he saint-composer lived up to 88! years. So did my

Guru, thanks to the grace of Sad Eonriia 1;
: : guru Tyagaraja.
spanned four generations and was a link getgweei}a Tg:;;at‘;ljfa?nd}'iasrs. He

Some of you might have seen him i 2
concert, at his age of 87 in 1923, in the Slr? lgg;oal'ava;?%iitﬁg? bl
?gﬂn{:e; nwﬂ;ﬂ;er]nemger hnn: he e;nthrall;d an audience of a thgzgsiﬂldz?ﬂ
Hi dP o pandal. (And no mﬂf—‘ 1) It is well-known how the celebrated
I:'m ustanit musician Abdul Karim Knan expressed his great admirati -
‘t:hn Eerfr]:;rmance* Narasimha Aiyangar passed away in the next aefn .
e day he completed 88. It was Narasimha Jayanti, and his own girthr;j;;}“

~ He was known as Namakkal Narasimha Aiyangi
he lived for some years after his marriage, atA;}’;;gaakr{(aT?g;]:;f dt.’em?““
th:j: town of hls.father-_m-lav:r. His native village, however, was Ka Isimm'
?Edr Tlruvarur_ in Tapjnre district. In his earl;ﬁ years he h’ad leamicr:alzim
I\I:'FET:;T Appakkutti Nattuvanar. Later he underwent gurukulavasam undf
nbuchavadi Venkatasubbaiyar. He was supported by hi d
uncle who was a Sanskrit scholar at Tanjore. +SH gL

Launching on his profession as a concert musician. he '

. , he soon
23:1“% ::::L ;ansm 1;?“?1 was regarded on a level with Maha Vaidyanﬁtl?:q;il;idr
Sl u1|"lz_: manya Aiyar. _That was also the time of Kunnakkudi
= e Vrgar:. e earllcr_gﬂne_rattan had been dominated by Periya Vaitti
: aitti, Bhikshandarkoil Subbarayar and others. My Guru had
listened much to those veterans. # §

My Guru was in great demand for concerts till he wa I
: s 68, til ,
ér:i tpe_ne}:_gege::atmn Pa]_ghgl: Anantarima Bhagavatar, Ramanat;alpllﬁgfn
. u;:rasa 1yhangar, Konerirajapuram Vaidyanatha Aiyar and Pushpavanam
de_y t;ere the leading performers. Narasimha Aiyangar’s concerts were in
mand even during that time, though not as frequently as before.

For 24 years from his 65th year, he lived at Sriran

= . gam. Many were
lt’:l'igz?j w'}f ‘hai glfmklf_fmiasa_ undqr him during those years. My ver}}: good
Ran é‘i’ h_r!!a v Ra_m e Aiyangar, learnt under my Guru. Nerur
A gachariar and §nn1vasachﬁr|§;. Madurai Brothers, Sattur Krishna
Tufi'_:ygar.R_(;alcutfa Raghavachariar, Umayalpuram Kalyanarama Aiyar,
& dﬂ;g“" ﬂﬁliﬂgﬁpala Sarma and many others became his pupils. He was
Hing dil I}'-':" e patron who gave not only music but food and shelter to
Dfaye 'SEIP es ata time. [ joined him at Namakkal when I was 8 years
Sl chga. R:en Esﬂfller to me there were others who were learning from him,
bless ds nga Sastri and Mannargudi Santhanam Aiyangar. [ was indeed

ssed to have sat at his feet for years and gone with him to his concerts.

the In those days, unlike to-day, transport facilities were limited, and
Ra? were no mass media of communication like the newspaper and the
10 to spread one’s name and fame far and wide. Even so, within a

1. according to tradition: in the present-day view, 80 only. 2. (Talk, 1954) —Ed.
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read quickly and he came to be known as

Pallavi Narasimha Aiyangar and Kédaragoula Narasimha Aiyangar. The

prefixes were indicative of his axtraord‘iinary m;_stery I:; Ei’f;’favf and Kédara-
7 ' ere given by vidvan-s, s €O .
goula raga. The titles were g y Ll

hen well-known :
Those were peaceful days W uine patrons, on festive occa-

osether, under the auspices of gen 0 *
zfgngal¥1§etmga.rriages, etc On these occasions the musicians w«:-ulcit si;ntgha;d
talk freely among themselves, and it was such a delight to ga"c : Ea T
After prolonged stays they used to start on their journeys by bullock cart,
for their next performance engagements. _ fom

It was in such a Vidvadgoshthi at Salem that }\Iaras:mha Aiyangar was
hailed as “Pallavi Narasimha Aiyangar’’ by an Pmtnen} group of r_nusmlan;
led by Patnam Subrahmanya Aiyar, Neikkarapatti §asha Aiyar an
Andanalliir Subbaiyar. That title stuck to him. _

ot go in for Tadhinginatom (mechanical,

In those days they did n n for It ] ) ]
arithmatical rhythmic patterns). Improvization in svard was highly imagi-

native and varied, and of indescribable beauty. My Guru has a SPEI:.‘IEII
ability in singing svara-syllables in lightning speed. He had in svara-singing
that degree of speed which Maha Vaidyanatha Aiyar had in aka{a. _

In music there is such a thing as the sense of the appropriate. It 1is
this sense which makes the artist’s art delicious. My Guru’s music was
brimming with this sense of beauty. He was extremely dexterous in gati-
bhéda, but it was with this sense of beauty, ease and grace that he used to
execute the technique. Even to-day Hindustani musicians use only “moéra”’
for the denouement. Tadhingipatom has n’t got the beauty of “mdora’. The
mord-s handled by my Guru were innumerable.

His tuneful voice came out with effortless ease in safichdra-s in
madhya and mandra registers and drowned, as it were, the audience 1n a
flood of Nada and made them forget themselves. By proper practice one
should culture the voice for the beauties of Ghana, Naya and Désya.
Secondly, the voice should merge perfectly with the Tambura Sruti. Last
but not least, one should develop the aesthetic sense. If to-day our music
does not reach the standard of the old masters, in the capacity to make the
listeners forget themselves, it is because we have to some extent forgotten

short time my gurv’s fame sp

these essential aspects. Even to-day, if, listening to a high class Hindustani |

musician, people forget themselves in the music, it is not surprising; for
those musicians are steadfastly holding to these virtues. The truth of what
I say would be evident to those who have heard masters like Maha Vaidya-
natha Aiyar, Patnam Subrahmanya Aiyar and my Guru.

~ In the heyday of my Guru’s career, the vidvan-s who generally accom-
panied him were Tirukkodikaval Krishna Aiyar and Chinna Dévudu Aiyar
(violinists), and Tukaram and Narayanaswami Appa (mridangists) ; Nannu
Miya played Dholak sometimes. Tirukkddikaval Krishna Aiyar had a
special affection for my Guru.

Maha Vaidyanatha Aiyar was famous for the raga-s Sankarabharanam
and Bhairavi, Patnam Subrahmapya Aiyar for Bégada and Nattakurariiji ;
My Guru was famous for Kédaragoula and Nayaki; he sang elaborate

Pallavi-s in these raga-s.

Of grand build and fair complexion, he was an imposing figure on the
concert platform—even there he wore only the Yoga-véshgi. Apart from

the time given to ablusions, etc., he was engaged all the time in Nada-yaga.
—courtesy : ‘Mitran'

(Translated.)
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" of a circus company camping at Varanasi, was fascinated by the

biography

RAHIMAT KHAN

At the end of the ninteenth century, a '
e Sk v e L R A
:‘a:r: a stect :li:.l enchantu?g voice, he would start singing én '::h Gifted
lilsntmt ohrge ing everything else, people would flock aroun}éi he-re, any
en to the heavenly music, spell-bound. Vishnu Pant Chatre pr::v?riﬂtnd
y ’ c€tor

reports
€ much
t Khan himself,
hban of Gwalior.
ohammed Khin,
Even after much search

about the fakir and immediately sen i :

time to find that the fakir was g{me Ltfl?err htll'urgn 111-; Eh_dld not tak
highly talented son of his own guru, the famous Haddulrr;(a
After the death of his father and of his elder brothe M
Rahimat Khan had disappeared from Gwalior :
his whereabouts could not be traced. '

Chatre was overjoyed at this unex '

Ch : ' pected meeting. He warm -

ﬁ?gtli{;gimglfhl{lha? ?nd kept him under his shelter constantly dHr?nn;bﬂ?s

. € latter's powers of memory had become impaired owing to

e c[ narcotics. Gradually he regained them to some extent, und
oving care of his friend. He started his life afresh. He resumed 11?:

profession of musical per ' '
o & performance without having to bother about liveli-

Rahimat Khan’s father Hadd a
_ : u Khan and uncle Hass g
%[lii}:){;?}; ‘;n:r:::sriIr ::Eh ciegrf:el of admiration from the Maharaja 11013( gaﬁa]?gf
extremely anxious to learn from the f jor-
most court musician, Badé Mohammed Khi e e
e ,At s € an, who would not agree to take
_ ' s ,» wWith the help of the Maharaja. they succeec
3 I ; CE :

:?v £UIﬁ;1;T1g their arpl_ntmu. The story goes that the Maliaraja illgwedﬁ:;g

y EEr musicians to remain concealed under his throne whenever

E;ggiﬁn::iﬁag”;ﬂg:l ;:ngg tc-t him. Tff_lus they had the opportunity of
_ : great master for many months. Later a con-
{)E:;thi:ra; ‘:rragged In wh:r::h, after B_ade Mohammad Khin’s recital, the

on by reproducing all the intricacies of the master’s art which

he had b i . i
to the l:';rtsrvﬁ;:;.:iltl&r’;!:mmuﬂl}’r guarding. The incident brought enormous fame

In those days Gwalior enjoyed the distinction of being the most

important seat of learning in Hindustani ‘ '
_ ! ustani music. The ruling dynast
F::;E‘:}ﬁ!gﬂ patronised the art. Braving the difficulties and obstacles o}t"
it ikt ofyi esatrl;::iiggtstfrc;m dlstﬁnt parts of the country reached the city
: 0 learn t :
i ?;; HThe e artist,s e art from great masters who adorned the
pira:tscfc:nﬂ:hmr outlnok_. They did not discriminate against Hindu as-
it i tI: art. Eknath Pandit, Vasudéva Buwi, Vishnu Pant Chatre
¥ others were among their noted Hindu disciples.

that they were, Haddu Khan and Hassu Khan were

Gwalior gharana is acclaimed for its rich repertoire of hundreds of

gﬂgﬁ:ﬁtzns in various forms such as vilambit and drut Khyal-s, Tarana-s,
extiphissi gd-s, efc., in different raga-s. None of the aspects being over-
ized, it is recognised as a happy synthesis of alap, bél-tan and
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tan. Nevertheless there is a general criticism against it, that its stress is

on technicalities. To some extent, it must be admit’gc}l, the criticism 1s
valid. There are some experts belonging to the tradition who take pride
in ignoring aesthetics and pleasant voice production. Acc?rd_m_g to them
the greatness of a musician consists In ““defeating the Sarangi playerh or
Tabla player. Rahimat Khan was a pleasing exception. His own father,
due to defective voice production, employed the jaw iIn executing fana-s,
and many Gwalior artists blindly go on copying 1t even to-day. Rather
than on his father, Rahimat Khan modelled himself on his uncle Hassu
K hin who was free from any such defect in voice production.

Rahimat Khan toured all over India along with Chatre’s circus_and
gave music performances. Temperamental by nature, he wqul_d sometimes
refuse to sing on important occasions. On such occasions, 1t 1S said, some
one was asked to sing a raga or composition that was Rahimat Khan’s
favourite. incorrectly. That would provoke an inspired rendering from
Rahimat Khan. He visited Nepal in the year 1900. It was in Poona, In
1909, that Abdul Karim Khan had the first opportunity to listen to
Rahimat Khan. He was so greatly impressed by the music that he took
Rahimat Khan as his ideal for tuneful and pleasant voice production.

After the death of Chatre, Rahimat Khan settled in the tiny princely
state of Kurundwad Here Abdul Karim Khban had the opportunity of
listening to Rahimat Khan’s music continually for years. It is said that
there was a music contest between Rahimat Khan and Alladiya Khan at
Kolhapur, and that the audience, which included many connoisseurs, un-
animously declared Rahimat Khan as the victor, The famous Bhaskara
Buwi Bakhle was a great admirer of his music. In turn Rahimat Khan
was fond of Bakhle’s music and used to call him affectionately, “Bhaskar
Khan”. Pandit Vishnu Digambar Paluskar respected Rahimat Khan as
much as he did his own guru, Pandit Balakrishna Buwa. Rahimat Khan
used to stay and give music performances in Panditji’s Gandharva Maha-
vidyalaya at Bombay. The latter’s foremost disciples such as Pt. Omkar-
nath Thakur, Pt. V.N. Patwardhan, Pt. Narayanarao Vyas and others used
to accompany Ustad Rahimat Khan on the Tanpura and derive great ins-
piration from his music. In 1922 Rahimat Khan recorded a few discs for
the gramophone.

Rahimat Khan had an innocent, child-like mind and a charming
personality. He was very fond of sweets, especially Gajar-ka-halwa. To

music lovers his unparalleled music was so sweet and divine that they called .

him ““Bhagandharva.”” When he died at the age of about 60, at Kurundwad
in 1922, the music world shed tears for the loss of a rare genius.

—V.C.M.

: Please note : Picture in the Supplement, described as Rahimat Khan's,
is not his. It is of Bande Ali Khan whose biography will appear in the next
Number. Rahimat Khan’s, picture, too, will appear in the next Number— Ed.

36

synopsis of illustrated talk

NORTH-SOUTH DISTINCTION -
A SURVEY

Prem Lata Sharma

This topic has a special significance f | Sar

= or the Delhi Sangita Samij
which is devoted to the cause of bringing about a better mut%al u:clll;?
standing between the two systems of Indian music.

1. Karnatak music has retained the purity of the ancient tradition,

E?ﬂe;eas Hindustani music has lost it to a great extent due to Muslim influ-

2. The Arabs and Greeks had no musical system of their own ; they

simply borrowed from India : so the St ign 1
) _ ; he question of foreign influence
music does not arise. - B

3. Due to heavy foreign invasions there was a Dark Age i -
tural history between 1000 and 1200 A.D. in North Ind?;f\an:giea]ﬂtﬁgr!:?;r
liﬂ ;S[ougl India. The musical tradition that we have either in the North or
aIt!t .u:h outh, consists of whatever fragments could be revived or retrieved

er the Dark Age. Thus both the systems have been stabilised after great
upheavals, and neither of them is pure. (This view is nearer the truth).

While attempting an assessment of the extent of the retention or

otherwise of the ancient tradition i it i ]
&llot ition in these two systems, it is advisable to
analyse their differences. .

The most apparent difference is th: i : ;
but that is not all. is that of voice production and gamaka-s,

) h'The difference of svara nomenclature is very radical and has had far-
ching consequences. It may be analysed in some detail.

iiten dTge Vikrita-svara-s enumerated in the Sarigita Ratnakara were never
inse aE bltu be located on ‘Achala’ (fixed) frets of the Vina, they were
local:eda y connected with the Marchchana-system. But these svara-s were
system 3“ the Vina by Rgm{imatya and were identified with the Méla
theoreti l?t of the twelve Vikrita-svara-s of Sangita Ratnakara Ramamatya
on the ;_a y accepted seven, but actually he could locate only five of them
had ind, because the number of frets is twelve and seven out of them
ad to be reserved for Suddha-svara-s.
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Actually located on the

e ri o ~ Theoretically all [
V:kg:gﬁ;nra—s accepted by Rama. Vina by Rama.
Kaisika Nishada z.5 o
Kakali Nishada = ] Chyuta-Shadja Nishada
Chyutu Shadja R %

Achyuta Shadja X %
X

Chatuh$ruti Rishabha
Sadharana Gandhara
Antara Gandhara
Chyuta Madhyama

5 ] Chyuta-Madhyama-Géandhara

" X
X

Sﬁgﬁffpahézgﬁfam — Chyuta-Pafichama-Madhyama
X X

Chatuh$ruti Panchama
Chatuhsruti Dhaivata X — ——

Really speakine, Chyuta-Shadja-Nishada ~and Chyuta-Madhyama-
Gﬁndh[ﬁra hgve geen Ifcated on the frets embodying thenmtcnral of Antara
Gandhara and Kakali Nishada respectively, but Ramamatya has suggested
two alternatives—(i) either they may be taken as ldentfcal, or'(u) they may
be taken as different. This suggestion gave rise to serious misunderstand-
ings in later authors. Somanitha was influenced by the second alternative
when he said that there were no frets on the Vina for Antara Ga and
Kakali Ni. Vyankatamakhi, on the other hand, was influenced by the first
alternative when he said that Antara Ga and Kakali Ni represented three-
Sruti-intervals (although their two-sruti intervals have been accepted by
Bharata and all subsequent authors).]

Thus out of the five Vikrita svara-s located by Ramamatya on the
Vina, two were varieties of Gandhdra, two of Nishdada and one of Madhyama
or Pajichama. Two varieties each of Gandhara and Nishada could be
accommodated only at the cost of the lower varieties of Nishada and
Dhaivata. This resulted in serious misapprehensions regarding Sruti-inter-
vals as will be clear from the following chart (Illustration on the Vina).

Serial Actual Svara-s !n-;ued Apprehended -:Srara-s fared Apprehen-

3

No. of Sruti under the ‘Ma’ Sruti- under the ded Sruti-
frets intervals string intervals ‘Sa’ string intervals
1 2 Ch. Pa, Ma, 3 or 2 Suddha Ri 3 '
2 2 §uddha 1or2 Suddha Ga 2
Pa
3 2 Suddha 3 Sadharana 1
~ Dba Ga
4 1 § uddha 2 Antara Ga, or 1 or 2
Ni Ch. Ma. Ga.
5 2 KaiSika 1 Suddha 2or |l
Ni Ma
6 g Kakali Ni, or lor2 Cb. Pa. Ma. 3 or 2
Ch, Sa. Ni.

The location of svara-s under the Pa string can be inferred from the
above chart. It is clear from the chart that—(1) one and the same fret
has been taken to represent different Sruti intervals under different strings,
€.g., the second fret represents 4-§ruti interval under the Ma string as
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Karnatak (Taking “Sa’ on

NORTH-SOUTH DISTINCTION : A SURVEY

‘Suddha Pa’ is located on it, but the same fret is said to re i
interval under the Sa string as ‘Suddha Ga’ is located on it. O ey

(2) The lower varieties of Ri-Dha have been tak = ,
Ri-Dha and their higher varieties as ‘Suddha’ Ga-Ni. en to be ‘Suddha

Thus the Karnatak Svara-nomenclature is different from the Hindys-
tani as shown in the following chart.

Hindustani (Taking ‘Ma
the ‘Méru’) rhe(‘ M.é::?‘% Mg on

Suddha Sruti-s, real Vikrita Sruti-s, real Suddha Sruti-s Vikrita Sruti-

and appre- and appre-
hended hended
Ri 2,3 Kémala Ri 3
. g P 2 = : ala Ri 2
a. Ga 5 Kom :
Ant. Ga 1 Ga 7 i B
Ma 9 Ma 9
Prati Ma 2 Tivra Ma 2
Pa 13 Pa 13
Dha R Koémala Dha 2
Ni 4, 5 Da 3
Kajs. Ni 2, 1 Komala Ni 2
Kak. Ni 1 Ni 4
Sa 5,4 2 Sa 2

Thus the Karnatak Suddha scale is Sa-ri- Ri-ma-pa-dha-Dha according
to the Hindustani nomenclature. This scale is full of ‘Vivada® and fortun-
ately it remained only a theoretical entity and could never find a place in
practical training. Although this Mukhari or Kanakangi scale was said to
be identical with Shadjagrama, it has no relation with the latter. The
Hindustani Suddha scale is the Santara Madhyama-Marchchana of Shadja-
grama and the Nishdda-Mirchchana of Madhyama-grima.

(IHustration)

Sa-Grama Ma—Pa—Dha—Ni—Sa—Ri—Ant.Ga

Ma-Grama Ni—Sa—Ri—Ga—Ma—Pa—Dha

Hindustani

Bilavala Scale Sa—Ri— Ga—Ma—Pa—Dha—Ni

Sruti-intervals (2)4 —3 — 2 — 4 —3 — 4 —

The use of alternative Svara-names in Karnatak music also embodies
a glaring distinction. It is baffling to the Hindustani listeners.

(Ilustration on the Ving)

Alternative Names
Pafichasruti Ri for Suddha Ga
Shatéruti Ri for Sadharana Ga
Suddha Ni-Kaiika Ni Paiichasruti Dha for Suddha Ni
KaiSika Ni-Kakali Ni Shat$ruti Dha for KaiSika Ni

The next point of difference is interconnected with the use of alter-
native Svara-names and that is the Méla-system of Raga-classification.
Although this system has been adopted also in the Hindustani system, the
latter had a special fancy for the Raga-Ragini system in the medieval times.
[S6manitha in the South and Srikantha (author of Rasakaumudi) in the

Svara-Pairs
Suddha Ga-Sadharana Ga
Sddharana Ga-Antara Ga

39



INDIAN MUSIC JOURNAL

North (West rather) attempted a fusion of the Méla and Raga-Ragini sys-

tltﬂm.l’l‘tms the loss of the ancient Grama-Mirchchana-system and the Raga-

‘fcati wn as Grama-Raga-Dési-Raga is common to both
fllasési;ﬁucsai;ﬂns;gts:n?, !;?t?mugh the consequences of this loss have not been

‘ ical in the two. s :
ldenn;'he difference in the Tala-system of the two traditions is more for-

mal than basic. (Illustration of identical Tala-s). Both have cyclic time-
measures. ; : : f
ancient terms and a change in the meaning o

TFSECLD;; Sg t??:}};h the systems. For example, the Sthaya-s have
Gl from current usage in both. As regards the change In meaning,
e lost’kr .s ‘Sphurita’ and ‘Tribhinna’ may be cited as examples. In
the gﬂ’”; i stak usage, Sphurita stands for the twice-repeated svara-s such
HoLer E‘?R}' Gu-Ga ‘ete. and ‘Tribhinna’ stands for the use of triple
ol h as Sa-Sa-Sa, Ri-Ri-Ri etc. ; but according to S.R. ‘Sphurita’
ﬁg;i;sks'zﬁrpa in the 1/6 speed of Laghu and ‘Tribhinna’ means Safichara

; , i hana-s
reat speed in the three S? 40 - _ :
Wi gTh e difference of verbal language 1s of the least imporfance in music,
but the poetic content of songs does require to be reweweq_ Unfortuuate_ly
s 3 ical compositions of saint Vaggéyakara-s in the North did

tic-musit ; e ¢l ;
:]huet }%E;l% much place in the classical tradition. This is not the case in the

South where the devotional compositions of saints have found a place of
ride in the classical tradition. Political and social conditions are respon-

sible for this difference. | ; _
Last but not the least is the difference in the degree of relative

i composition and improvisation. In the South composed music
iesm ﬂ?nt:?r?;;;?r:lg mnrr; than improvised music and in the North, on ic con-
trary, composition has been reduced to mext to non-entity and improvi-
sation has its full sway. A slight change in emphasis wuul'd do good to
both the systems. The difference of compositional patterns is also formal
and hence it has not been taken up here in detail.

Before concluding, the fundamental points of agreement in both the

systems may be enumerated. :
1. Both are melodic and have inherited the highly developed Raga-
system. In the South, however, a tendency to equate Raga with Méla or
scale has been gaining currency during some time past. This is dangerous
and needs to be checked. (Prof. Sadagopan has repeatedly drawn my atten-
tion to this problem.)
2. Both have a cyclic time-measure system with some formal diffe-

rences.

3. Both have sustained losses and upheavals owing to foreign
invasions.

4. Both have a place for composition and improvisation, though
with varied emphasis., The South would do better if more emphasis is laid
on improvisation and the North would be able to better accommodate
medium talents if composition is given more importance. Attempts for
retrieving the traditions of devotional pieces for absorption in the classical
tradition are also needed in the North,

—Delhi Sangita Samaj, November 1966
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AN INTRODUCTION TO THE
TEACHING OF KARNATAK MUSIC

V.V. Sadagopan

Education in music is education in taste, discernment and refinement
Grammar and technique are meant to be gentle hand-maids. never oppres-
sive.  Teachers should constantly bear this in mind and evolve their teach-
ing methods accordingly. Teaching, to beginners in particular, should

never start with theory. To foist the 72 mélakarta-s and 22 $ruti.s on them
IS a perversion of education.

Thanks to books published in the past few decades, theoretical study
of music is widespread in South India. The knowledge thus gained is at
::rnce an“advantage and a disadvantage. For, many who have studied
‘theory™ are apt to imagine that they have understood music fully—even
better than the best exponents of the art ! The disastrous consequences of
this attitude are already beginning to be felt. I would strongly urge all
music-lovers, students, teachers, critics and patrons to understand these
books in their totality and to read, in addition, other books, old and new.
The excellent books written by my esteemed senior, Professor P. Samba-
moorthy, shuqld not be turned into weapons of aggression by bandying
about a few pieces of information culled from them. The learned Profes-
sor has been at pains to emphasise, in more than one place, that the aesthetic
approach to the study of music is the correct approach. He has clearly
distinguished between Raga and Scale (mélakarta). He has severely dis-
approved of the present method of anuléma in Pallavi-singing, which goes
in for cleverness at the expense of artistry. The charming old traditional

method has also been explained by him. How many teachers and musi-
clans have cared to follow his wise counsel ?

. The Music Academy of Madras has held, over the years, numerous
discussions and demonstrations on the lakshana of raga-s. Except to those
who have followed these closely and cared to check them up with practice,

the Academy’s booklet on Raga-lakshana, which gives the bare drdhana-

4]



INDIAN MUSIC JOURNAL

avardhana and mélakarta of each rdaga, will present a picture not of raga-s

which are fairies, but of phantoms.

Parents, teachers and pupils, and organizations which tl::md;.l;vzi]:l:;c-
schools have a great responsibility in the 1':1:a.tt];r::i i’ll"el:::::j lsii-l ;‘;yuggt T ik
ing in the country but, unless it 18 prup;,li ! ual‘ity B O Toitia 8
tobe a blessing. Numbers provnt o P o A lly no problems at all

d appears no longer possible. But these are really no prooiems,
giuux}idegpwe make ug our minds as to what we want—sompthu;g in the
name of Karnitak music, or an art worthy of our great tradition !

my thoughts with enthusiasts, teachers and
. - cal music only, but what 1s
suitable modifications.

I wish to share some of
students of Karnatak music. I shall speak of vo
said applies equally to instrumental music, with

TEACHING

The teacher should never cease to be a musician. He should practice
Nadspasana. Through it, the correct interpretation of theory, grammar
and technique and the ways of imparting them to pupils would become
clear to him. Rule-of-thumb grammar will not then be necessary. He
will realise the immensity of the art. It will give him _humﬂlty and, at the
same time, a sense of pride in his profession. He will then become truly

independent, capable of doing better service to society.

Music is not mechanics. The approach to raga is through the prac-
tice of it. The correct shades of svara-s, called $ruti-s, and gamaka-s em-
ployed in different raga-s cannot be explained fully by any pnnk or even
by spoken words. These have to be learnt initially by intelligent listening
and later supplemented by critical study. Half the time of a class, there-
fore, will be well-spent in pupils listening to the music of masters, made
available through modern equipment such as the radio, gramophone and
tape recorder, and to the teacher’s own singing in a manner that will be inspir-
ing. The other half may be devoted to the teaching of traditional composi-
tions, and, wherever possible, in improvization (manédharma). There IS
no use piling up compositions by the hundred if, side by side, the pupil is
not encouraged to improvize, Raga-aldapana in the first instance, and Niraval
and Kalpana-svara later on. Cliches or stock contrivances should be avoi-
ded. The pupil should be gently led from the known to the unknown, to
find the various forms of beauty by himself. For pleasant voice production
and breath control, exercises in voice culture should be given. These can
be discovered easily by the devoted teacher, but here are a few suggestions :

The voice should be given practice in staying long on the 12 svara-
i’fiﬂ”’ :mtt t;[f the harmonium, but of just intonation. That means we
ill have to take one or two more scales other than Mayamalavagoula; sa
Kharaharapriya and Mécha-kalyani. Akara-sadhaka shu‘:;ld b{': gifen {Jl'i‘t:u'iif:!,r’r
and svara should come next only. Vilambakala and mandrasthayi safichara-s
are to be encouraged greatly. Trikala should be taken up only when voice
and mind are ripe for it, and not as a matter of mechanical drilling. When
the student sings raga, svara and niraval, he should be asked to remember
the raga contours and not the svarasthana-s. A cultured voice will stay on

svarasthana-s whenever necessary, and do it with ease and grace.
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LEARNING

The secret of good learning lies i : :
Gurukulavasa of old, the pupil, by cnns?aﬁtpfi?;lj):r attitude of mind. [In the

the intangible values of the art. Even lﬂdayg ﬁ“?sﬂ:l?fa.‘:h“’ imbibed
derive these benefits, provided one develops the attitude fl?]‘p‘}?‘s.’b'“ to
thirst for learning. The music of masters, past and pres ol humility and
the student now-a-days through gramophone present, is avilable to

| and tape records,
The practice of music is a

A i quest for beauty in s
student is one who is capable of appreciating merity where?rg:-]di} i

especially among his co-students. This mean ' i
- w - - - S
gamaraderl? 1s essential if music is to serve tﬁmd ppn
intended, viz., the elevation of the spirit.

A good
s found,
g. A spirit of
€ purpose for which it is

After good listening comes good practi :

should be devoted to voice culturE, i.e_,p tgcgfgaucgﬂf; ltggizlrjc;esfor Eract;ce
the voice and to gain the ability to stay on notes which will ha{:un s
blend with the sound of the Tamburd. Singing to the accom amni_:)nmusiy
;arlnbum is absolutely necessary. A well-tuned rambura pro ducis E:I'Il;ent of
ul spectrum of sound which in itself is very satisfying. To listen ¢ cauti-
to merge the voice with it is an experience which none should fo o1t ’?‘Il:d
other half of the time allotted for practice should be devoted tomg{;{‘ .
better and better finish in the rendering of compositions and alz; :{E::I]:e

singing of raga alapana in a leisu :
[ SRkt A1tk e tazeo rely way. Kalpana-svara and Niraval should

The body must be thorough : ' i

) ' ghly relaxed at the time of singi

;?1? ;:Poedﬂ:i o“:ill be a_blf tuhpl;:ly freely on the muscles of the %rlgii cggg;
; music to the dictates of the supra-mind. Singi

be an aesthetic adventure, not mere physical effort or display mglschﬂ?h =

MUSIC SCHOOLS

The importance of the Tambura as Sruti accompaniment ¢
_ annot be
:;:n:::g)hatilzed. I appeal to the organisers of all mEsic schools to give
refo?-m :h ought to this aspect of the matter and to effect the necessary
e terchr it has not been done already. To train beginners in music
i onc;: l;:s of the equi-tempered hqrmumur_n is the surest way of putting
i e wgong road. Our classical music not only does not go in for
i €5, but is actually dependent on dynamic natural intervals
cannot be produced on tempered key-board instruments.

Every school should be equi ‘ ' ini
( e equipped with a good library containing,
among others, authentic versions of compositions. Teachers should checgk

up the texts of songs, t : a4 *
them to pupils. gs, the words and their pronunciation, before they impart

The modern music library will not be complete without good gramo-

phone records and tape-recorded '
machines to play them.p rded music of masters and the necessary

Pupils could be broadly divided i ‘ ‘

. ! y divided into three sections. The highly

;aul;nted ones will form the first section, and the second section should be
posed of pupils of middling talent. When the first section is taught,
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: be lessons

the second could remain interested listeners. Therhﬁcﬂ]ac% l.lallgﬂb:sung o

fo? both the sections toge;hc‘r,dgnclllys?a[ﬂﬂ ;I?[I:E;]g N aifyemily, praric:
be taught. Periodically, say, ;
%ifnuspzuﬂjl?be madg from the second section to the first

: : : ho have the least aptitude
] n will comprise all those wht ¢ : )
f T}ilg thggeieitflmgy can learn, and their learning will consist mainly in
or music.

' igher
isteni In course of time some of them may qualify to ertlrt]eer ;ttlgetztl%wo
llste_nmg.]* I believe that this section Is as rmpnrtant aﬁld her am:i
Sfilmlm'l-ﬂl 0 that we build a good listening public. All chi reft‘]*turcy iy
;?:l:t sl.;ultflr(;: be sent to music schools, if art music 1s to have a future.

or ] institutions fo
be for all educational insti

tisfacrory arrangement would be e

gj ?s ‘;:zﬁgasr two periods a week for music, taught by ;ampe;:n;nh;ndsgi uf: e
agofve Jines. They have them for physical culture and gam !

tion in music will be equally rewarding, if not more.

TO PARENTS

Please give the children an atmosphere of music in thfhh?nmeiu (-:ill';’ﬂ
them opportunities for selective listening. Eﬂcﬂ“ragfe ESiC e bﬁ
uninhibitedly. Such of your children as have t::llf:nLEl for mu : ]'stcgers
enabled 1o specialise in it. The others should be shaped into good li ;

end your child to a music school or have a private
tutor cwo;i;hge 1;03#{;3“? hou};e, please give the teacher such treatment as will
make him put in his best effort in the teaching. Be liberal in youtn: pgy-
ments for music. Music is not a luxury. It is perhaps the most ut;i a-
mental need of human existence. Only that society which gives the first
place to musical education can be said to have understood the nobler

values of life.

The teacher must be given wide discretion in the choice of songs and
technical exercises, and parents should least interfere in this. Excessive
attachment to one’s own children should also be avoided, in the interests
of the children themselves.

CONCLUSION

That music leads to liberation is no idle claim. Liberation, as I
understand it, is a condition of the spirit, where there is perfect harmony
between thinking, feeling and doing. Music sets out to achieve this, not
only in the musician but in the true listener, the Sahridaya also. A
reverential attitude on the part of both is necessary. Practice should take
precedence over theory, art over grammar. The best of textual theories,

techniques and grammar will become meaningful, only if interpreted in the
light of the facts of our music at its best.

—From : Krishna Gana Samaj Souvenir, 1963. (Revised.) [Points from this article

have been elaborated in IMJ Numbers 2, 3 & 4—‘Nadopasana’, ‘Music
Education in universities’ and ‘Music for all’]
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A ‘COMPLETE’ MUSICAL SCALE

R. L. Saihgal

The author here offers a hypothetical basis
for new experiments in musical acoustics, Fd.

Introduction

Students of the science of music are all familiar with th i ‘
1 : ¢ Diatoni
Scale. The relative frequencies of the notes and intervals between Phg

consecutive ones on this scale are as follows :—
First Second Third Fourth Fifth

Sixth Seventh Octave
C D E F G

_ a b c
Relative : Sa Re Ga Ma Pa Dha N;i Sa
frequencies. L TR SR TR S S
L v J \—.__....f...__._i L"__"'Y"""_J
I t ] "L_.__...v..._..._.-«’ L“‘"‘\""'—"—J \__..Y.._._J
ntervals e ——
between
: 8 10 8
consecutive notes. 9 : 18 4 10 . I8

The scale has been accepted universally as an Ideal Scale.

In accordanee with Helmholtz’s Beat Theory of Consonant Intervals,

the seven injﬁervals: within the octave of the Diatonic Scale are all conso-
nant ones with ratio of small integers —none exceeding 16.

z}ttempts at its modification by removing the disparity between major
and minor tones by replacing each by the mean tone=V#X 22 or V& while
keeping the octave true, resulted in the creation of mistuned notes. The

tempering in the case of some of them, e.g. the seventh, was excessive and
could not be tolerated.

. As it was further felt that the interval of a tone —major (§) or minor
(%s")—was too big, five new notes were introduced along with the tempering
of the notes of the Diatonic Scale. The scale of Equal Temperament thus

evolved has 12 equal intervals, each equal to 211" While this has given us
an mterval of a somewhat modified semitone between two consecutive
notes and also offered an advantage of ability of attack with any of its
notes as a key note or a tonic, it has failed to satisfy the lovers of good
music on account of mistuning of notes of the Ideal Diatonic Scale and
Introduction of others which do not satisfy Helmholtz’s Theory of Conso-

nance. The mistuned notes are, in fact, rightly termed asudh, meaning
mpure, by the great musicians of India.

45



INDIAN MUSIC JOURNAL

The interval of §4, which is equalltutt@etg:g:{ezﬁc%ct:c::sgge é?satlizl:
tone and the minor tone', 1s the smalles Ill;ed O ekt S

‘ched by the untrained human ear. Itis ca mm :
S A cfitical study of Helmholtz's work on musical intervals at different

range of frequencies reveals that an interval with m::li% ;:f ::;egeers 11.15:31 elr'?
may be regarded consonant within a fairly wide audl f:l : fg Enusic viz'
according to ancient culture, there are five patron gods : 2

1,2, 3.4 and 5.

The Complete Musical Scale : ‘
A nl':usical scale has been evolved which cor:forms:) :gsthree ;;Jﬁ]veinbatsi;g

' intervals between the two conseculive 1l )

ﬁ?:é ni:r gejr:::i*s and integers which occur do not exceed ﬁ?é WI”]l!ife :3:11;

digit used is made up of Components (factors) 1, 2, 3, 4 an

runs as follows :(—

F# G G# a a b ¢

RF. C C# D Di E F .
1; 85:8;8: 5;4;%88; %; }:4:0:8 %

m, 8 i3 i M 3 M H M HEHH B
[R.F.=Relative Frequency ; Int.= Interval l?et. consecutive notes. ]

The scale may be built up by starting with n=240 thus:—

240, (250), 270, (288), 300, 320, (3331), 360, (384), 400, (432), 450, 480.
Obviously, five new notes have been added. They have been enclosed
within brackets and are similar to the black keys of the Tempered Scale.
The notes of the Diatonic Scale have not been d:_sturbed. ~The new_notes
have been obtained by splitting the major tone § into two intervals %% and
27 and the minor tone 4% into two intervals, 15 and 28 The interval of

semitone (&) has not been touched. The suggested scale has thus three

different intervals, viz., 2&, %5 and 37 between two consecutive notes and

may be termed Complete Musical Scale I or C.M.S. L

It may be considered better to split § into the intervals H— and }}
between the First and the Second, and the Fourth and the Fifth. This
gives intervals with smaller integers and consequently better consonance 1n
accordance with Helmholtz's Beat Theory. The new scale (C.M.S. 1I) then

becomes:
RF. C €% D D# E F F¥ G G aafgd

c
S R R R R S A
Int. o A s A v N ¢ R ¢ I M ¢ B TREE L op 0 RE 0
The scale may be built up by starting with n=240 as follows : —
240; 255 ; 210; 288; 300; 320; 340; 360; 384 ; 400; 432; 450 480,
As is evident, this scale has five different intervals, viz., - by B,

#%and ${.

_ The first scale suggested has thus a smaller number of different
intervals and the second scale smaller digits in some intervals.®

A Comparative table of the different musical scales is appended.

;. ggarithmimlly, difference amounts to division and § - 30— 81

s rresponding to @4=440 which has been suggested & i

nole by the International Conference on Standard Pitchul’.:r thu.-i.mII ufmﬁ?;ﬁﬁ mﬁ;
London in 1939, the value of c4 is 264, The author suggests this value of c4 in place of
¢4=261.63 of the present piano scale or its philosophical value of 256 (28)
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COMPARATIVE TABLE OF DIFFERENT MUSICAL SCALES

Scale of Equal Temperament

C.M.S. (II)

C.M.S. (I)

Diatonic Scale

Lagd

Relative Relative
Frequency Frequency

Relative
Freguency

Log

Relative
Frequency

Note

o

]
S| *%
e
El .4
gl &>
: 6]
%
]

Nil

1 0000000  Nil

.0000000

.0000000

1

.0000000

A ‘COMPLETE' MUSICAL SCALE

]

3

0250858

zii

0263289

e
-

0177288

1.05945

1.0625

1.04167

3

2
2 0501717

0511525

8,
8

0511525

9
]

0511525

1.12206

1.12500

1.12500

1.12500

i

2% 0752575

.0791813

L3
5

0791813

D

1.18921
2?%'

1.20000

1.20000

2
3

.1003433

0969100

5
4

0969100

0969100

i

1.25991

1.25000

3

1.25000

1.25000

< o T
11 1

.1249387 28 .1254292

.1249387

1249387

1.33484
2%%

1.33333

1.33333

:

.1505150

1512677

17
1n

1426675

F3
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Nil

Nil

1.44419

1.41667

1.38889
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SYMPOSIUM
concluding remarks

MUSIC FOR ENTERTAINMENT

: .. its entertainment aspect Wwere
DF India'ﬂ music 1!1 I L . a’__s &6;
di cusgéeinpa?:?ée?fpers which appeared in Indian Mausic Journ
1S h

Jerry Cohn of
tions on our concert p

tyv makes some interast_ing observa-
latform. He speaks of Hindustani music only, but

: : arnatak music also. He notes that
most of what 11;1: 7 ?alﬁgipﬁ!;?:gli;gciﬁ%s'casual—they “leave ,;’;;"“ seats
I_lsteners .'Etttllll.l ?‘Ia erformance, £0 out for tea and re?ur_n“ ! .e;e lsda
in the m'ddel "Lb‘q’,unhe whole thing. As for the music itself, it abounds
ey *""‘?&5"‘ 13r;£:]rc:‘batic passages. As for the quality of the sound ema-
::; t?];g“ttr?: ! a.:utmo ded loudspeakers, he wonders how we appreciate our
=

music ‘‘via those ear-cracking, snarling monstrosities.
aed b ician, speaks with feeling, of the dilemma facing
L pTht: art at its best had all along been

erforming musician to-day. _ , _
ﬂ:';;ised as ar% instrument of spiritual perfection. Later it 5011_ght rgfuge
Ender court patronage. As the quality of that patronage deteriorated, so

did the attitude of the musician and the quality of the music. In the ijrtthd:
the movement for taking classical music to the people at large Wi Initia ed
by Pandit Vishnu Digambar Paluskar. But that, in its turn, has create

other problems, for one, the temptation to play to the gallery. He stresses
the duty of the musician to create good listeners, and the need to make his

music more artistic and less technical.

Speaking from the enlightened listener’s angle, Jiwan Lall Matton_dep-
lores the present-day fall in standards. Incessant showers of fast tana-s
assume the shape of acrobatics. The voice gets tired and out of tune. Though
the text of song has but secondary importance in Khyal, the musician must
understand its meaning, comprehend its inner Bhava and communicate it In
his music. He should also reject such texts as do not fit in with the mood
of the raga. The writer stresses also the need for correct voice production
and avoidance of facial contortions and unseemly gestures. The listener
also is expected to make his contribution, to cultivate the art of listening.

R. Srinivasan makes a detailed study of the position in regard to
Karnatak music. He notes with regret the misdirection given to rising
talent by pseudo-critics and pertinently remarks : “Generally in any branch
of human knowledge it is admitted that only the experts can give proper
advice. But, alas, in music anybody considers himself competent to sit in
judgment over even acknowledged experts and freely pronounce judgments
and even offer advice to them !”

He diagnoses the present-day rush for vocal acrobatics and highpitched
shouting and mechanical, pre-determined svara-jumble as escapism. gll*‘lgr, such
things are quite easy compared to the aesthetic handling of raga-s requiring
:{Eﬂﬂﬂ musical sense. He pleads for a better sense of proportion in the hand-

ng of kriti, niraval and svara. Svara-singing, he points out, is sometimes

Wisconsin Universl
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carried to the extent of aesthetic blasphem i
; | ¥. The whole i
taste and judgment. The microphone has added to the w?gﬁsgtlgﬂsgtg?iz; f

Then follow practical suggestions fo :
- ) D r reconstruct - .
tion of the entertainment pattern of CPEn i 100 and diversifica-

1. Every singer must produce a musical voi T
, : voice and sing witho
strain. The singer must be aesthetically alive and%reativcut undue

2. Accompaniments have to play a 1
s accom
main music. e paniment and support the

The visual background of the concert platform should be artistic

4. We may have different types of I
[ music concerts emphasisin
other of the elements, composition or imprnuisaticfn. FAEERT

5. Applied music must be disseminated on a |
ied arge s
Kathakalakshépam-s, and by employment on the gramcaa ise;ag;mugh

L

Ravi Shankar, with his wide experi '

5 perience of Indian and wes i
ences, stresses the need f;or tasteful presentation of our music r:om:::tt-l; T\i']e
must also be educators,” he says, ‘“with a willingness to share the béﬁuties

of our art, which will further enhance the enjoym an i
: En .
: > ]1OY t and understdndmg of

And then there are acoustical problems in Indi

_ _ a, caused
defective halls and amplifiers but by the habit of listeners to “cgr(:atej:]]g gg
as they please, greet their neighbours and circulate through the hall for a

very sociable evening.” Ravi Shankar calls ICi i
: : 2 upon musicians and
not to accept this state of affairs. s

The pressures of modern society have led to an und i

the material side of life. Both music students and pcrfr::-m;l:r:?eglh;?'as:rstgﬂ
hurried for qualitative mastery, the adhydtmic approach. “Crities” who
often lack knowledge and taste make confusion worse confounded. Why
not the critics be asked to go through a qualifying test 7—asks Ravi
Shankar. And he concludes with a plea for continuous artistic experimen-
tation, on orchestral music in particular, with a view to discovering forms
which will meet with the needs of the modern world and, yet, not in any
way encroach upon our glorious traditions.

K. Sampathgiri Rao, representing the view point of the listener with
taste, picturesquely recaptures the atmosphere of the average concert of
Karnatak music. Membership of music sabhd-s is generally a status symbol.
Of amusement or fun there is no lack in the antics of the performers, pro-
fessional or otherwise. Music performances sometimes take on the appear-
ance of a circus show, with ‘‘battles”” and “mock-fights”. Avoiding such
caricatures of music, musicians should give importance to melody and
establish rapport with the audience. The very fact that many go after what
1s called ‘light’ music, which is tickling to the senses, throws a challenge to
the classical musician, who should meet it with a pleasing performance and
give the listeners glimpses of the sublime quality of our music.

B. R. Deodhar pleads for the restoration of the spirit of aesthetic
adventure to classical music. In its absence music gets stereotyped, and
eﬁorts at novelty end up only in gimmicks and pyrotechnics. While in recent
times there have been some positive gains for the listener—he is less bigo-

3l



INDIAN MUSIC JOURNRL

: itude of calling the tune from the

holic—the general attitu ic hall as if

taid piperis aliogether regrettable. One o
ety t le. With half-knowing “critics efore S s
R b creative and, afraid of ta_Lkmg even ca g b’
seldom able to Ed Jiches. And then there IS the handicap create h}*
indulges in approved ¢ io should not perpetuate the

' iti . names. All India Radi ‘
Eﬁ;ﬁ} ;lélrzgstn;;zrg:iggn should be humbler in their approach.

N. Gopala Ayyar deplores the fall of aesthetics and enthronement of

cheap mechanical tricks. Tracing the cause to declining standards in listen-

' sician entirely of
i ' taste cannot absolve the musi )
il 1 s Eint by «tandards and educate the masses. Recalling

' ibility to maintain ds the m l
i]l'llse ﬁﬁ:ﬂ?éé of our greatest musiclans, Mg!avarayancn{fal %u?l?ﬁaalr?g
Al condemning mechanical displays which ignore melody, rhy 2

e 1 upon musicians to conquer fear and so

iyar, co | ls .
raga-bhava, Gopala Ayyar calls for a change of attitude on the part of

1S 5 ads
conquer the listeners. He plea LT tude on
the ?isteners, especially the “knowledgeable™ ones and *‘critics’.

Vinaya Chandra Moudgalya notes that there has been much propa-

dustani music during the last half a century. At the

ation of classical Hin ‘ ‘ ‘ ! _
fame time, however, problems have arisen, in performing, listening and

teaching. A lack of sincerity is evident everywhere. Cult_ura! s_chalarsl:_ums
of the Government do not always go to the deserving. _Sadhana is lacking.
The student has no assured future in the performance line. There are no
music circles holding periodical performances and encouraging rising talent.
The problem of lowering standards in performance is closely linked with
education. All those concerned must meet, discuss and evolve a method

of education suitable to our times.
*

Concert music in its present form and content has almost cxclqsively
engaged the attention of the writers. The major points made out in the
papers, some of them noted by more than one writer, are as follows :

I. Standards of performance have fallen, “acrobatics” dominating
over aesthetics.

2. The quality of patronage has deteriorated : attitudes of listeners
are casual, supercilious, condescending.

_ . 3. Predisposition towards names deflects the mind from true appre-
ciation and enjoyment.

4. “Critics”, generally, are unqualified ; their writings do much harm.

5. Many of the defects of our concert music spring from bad training,

. “f’tc:r.nbatlc_s“—-n? Svara-singing in Karnatak music and fast tan-s in
Hindustani music—arise, .5 R. Srinivasan points out, from an escapist
E'i';di:"h":h Ela““m cope with the aesthetic demands of our music. Basically,
shoes ;} f{l‘e’ em of the inferior or middling talent trying to walk in the
bt trs:éptgnnrltalﬂqt required to do justice to the on-the-spot creative
tion that mere 11 ona! Indian concert music demands. The naive assump-

al mere training in technique can make an artist has led to the flood-

Ing of the traditional concert ¢ . e
where there can be Gy tms.Pla form with hundreds of career musicians,

talcntI; l:f: t?l?it :lugg'ested that the large majority of musicians of medium
ave no place on the concert platform. Only, their talents
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should be used in another type of concert, a new . .
shine wonderfully. This new type should be evnlvedtﬁfhglurgzg they will
of the large numbers involved in performing and listening toda Y, in view
connection the suggestion of R. Srinivasan that there may ﬁﬂ ,
devoted purely to compositions is quite timely. We should . concerts
concerts of vocal choirs and instrumental ensembles. In these types of ¢
certs the musicians will, for the most part, be singing or playin PL.; of con-
music only. It should therefore be their duty to devote lh% nen']pU?Ed
time for rehearsing compositions and perfecting the art of singin “Lrﬂass;dr}’
ing with tonal excellence, as members of western choirs and orchgsu 153%
Such concerts will prove a great boon to huudreds of musicians : ﬂd'
hundred-thousands of listeners to whom traditional creative musijc isg an
their natural food. Apart from concerts, as R Srinivasan says, music gho[:‘i];
find its due place in stage plays. We should have purely musical la 3 als
and composite programmes, kathakalakshépam-s, etc. paySiaiaa,

B. R. Deodhar’s observations on the inhibitin ,
on the climate of listening, and so, on the chances gu?ﬂ;?-ihﬂia?fﬂf‘ﬁ‘sﬁhﬂ
deserve our attention. While bias for or against names cannot be eliminal:]egfi
In music hall performances, All India Radio, which is the biggest purvey
of music at all levels, can easily help to overcome the evil. Here i an :1?1{
orthodox suggestion : In their broadcasts of music programmes. Jet e
‘g Radio announce the names of musicians at the c*urrc;’usia;: of pro-
grammes an!yr and avoid announcing them earlier As a corollary inpthe
advance publicity through dailies and AIR’s own periodicals, Przwf;rlimmes
are to be dlstllrgu1§11_cd by numbers only. Subsequent issues should :é?arry the
names of the musicians who performed earlier - e.g., Date Programme
NGOG oo ATHBE osensss S e SR g

. Training and performing constitute a ¢ cle which can
virtuous. Whil? it is true that much of the ba{l music we hav:ettré;fli]:tgé
result of bad training—training in symbols at the expense of substance, put-
ting the cart before the horse—it is equaily true that trainine methods and
techniques are oriented towards the targets of performance. The way to the
concert platform now-a-days is through the All India Radio, which is the
biggest single employer and publicity medium for the musician. No wonder,
therefore, that teachers train their pupils to meet the demands of this big
b_osq. And what is it that the boss expects ? In Karndtak music, it is the
singing of kalpana-svara even for entrance to the lowest grade ! Singing of
kalpana-svara-s and fast tan-s have artistic value, only if they come out
with natural ease and maturity. A 30-minute performance by a B-grade
artist will certainly not suffer for a lack of svara-singing. Because All India
Radio expects it, it is mechanically drilled into the students everywhere.
Very many good voices have been spoiled by such mechanical svara-oriented
training, and classical music itself has come into disrepute. It is high time
that All India Radio thought of undoing this mischief and laying down more
sensible criteria : pleasing tone production and classical rendering of
ﬁrst;rate compositions—only this should be expected from entrants to the
basic grade ; at the higher grade, raga alapana in addition ; kalpana-svara
and niraval at the still higher stages only. In this way listeners will get the
best from each musician, and the music, naturally, will be good entertain-

ment,
—The Editor
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WANTED : SCIENTIFIC APPROACH

Chaitanya Deva

For the past few centuries oué x_nui;::nlnsgi :nats l?leue;;cmj;nllayhs;:ﬁngii
rs have been more interested In the a
g;}rln?éaadséva, than in current music. Of course, there have been great ‘te:n:.-
ceptions. If today we have a semblance of theory for cur(enthmusrp, :: ﬁ:s
due to people such as these. However, what we need is t l? s;mr::i ific
approach to musicology. For, such a view-point frees one of the burdens
of traditional habits and puts one into immediate contact with the present.

Now, what is this scientific attitude ?

First and foremost, it is an experimental approach. Experin}ent does
not necessarily mean that we should deal only with physical objects and
complicated apparatus. What it means is that the phenomena in nature
have to be observed, systematically recorded and the general laws behind
them described. The experiment may be physical, psychological and even
parapsychological. What is essential is the spirit to observe dispassion-
ately and as free from personal prejudices as possible.

~ Now, a law so formed should be universal. It should be common to
all peoples, places and times. Otherwise, it is a description of certain
limited phenomena and personal history. It is not science.

It may so happen that what is deduced is a limited phenomenon. In
science this is categorically stated to be so. No universality is claimed
for it. Again, it may so happen that a new observation goes contrary to

all previously accepted laws. Then a scient; '
. entific mind has the ¢
let go the old and reframe its laws. R

] iAgamt,} scientific attitude does not preclude intuition. Intuition is
N us by which we directly experience this world in and around us.

oush T 1 Son Sy pcphmc o AP snot nw iy ouecounty
' i - Our ancient sc i
narily logical concepts about sound and music, Amo?gi]na;stgag:::at r:g:ﬂ:l
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was a quality of air. Some were of the opinion th T

originated in Akasa and later vibrated the air grnund u: : %?11:;1 ib[:_n:p anly
air particles was the Nada. Some called this kinetic action of air asakmn «
The series of air movements and waves were called the vayy Santana s

Sound which was audible was called dhvani { b
) . Tra
was called the Sphota. They had studied the nature of ﬁ:ier:gg?ctqal S?r'i:nd
knew that pitch was inversely proportional to the length of strin s Thc?
speak of octave as being twice the fundamental. The extranrdinagrj; tl <

of Sruti-s is indeed a great contribution to the musical thought of the ol

world.

_ Due to various reasons this livin musicolog
musicians. It_ 18 good and healthy tc% remcmbej;yt?laai bgi?:rgigt irm]:: S
srufi=s in relation to music of his own times. He even gave an expo -
to illustrate his point. Ahébala gives length of Strings on the querf?wr_:r
own times and does not describe musi: he was not familiar witf'a ?r .
were truly great scientists in music. If they had not written about]t-h ' heéﬂ
times you can mmagine how difficult it would be for us to trace the h'ﬁtIr o
our music. A_ll our great musicologists like Narada, Matanga, Sar -]f, E?Df
Venkatamakhin, have made such contributions to the science :}f m::f: o

To day the situation is not so ver '

_ [ : y satisfactory. More has pe
Writlen on ancient music than about what we actually sing, play ands I?etaern
What we Dow are i1n need of is the application of newer knowledge and
newer technique to music and to open newer roads in musicology.

Now, where do science and its methods come into this field ?
Musicology may be divided into three heads:

(1) Codification of musical practices : This deals wi
\ ‘ ‘ _ . eals with the stud
mus_lcal practice d‘lre‘ctly. qu 1nstance, the description of éra“!za-m-::ra“ﬁg Sff
ga ;ﬁga, the description of talas, the raga-classification, etc., fall into this
roup. ’

(2) The study of social relations of music: This would S
study of musical practices and theories through the ages and uﬁgggrzfditgge
the changes through the ages. This is a historical study. Also, the study
of the musical practices of various regions, tribes, different groups of
human beings, the influence of social changes on music—all these come
under this section.

(3) The study of the materials of music: Here we deal with the
actual material out of which music is produced, that is, sound. We study
the production, propagation and perception of sound. We study the mo-
tives which create music. We study the mechanism of perceiving music
out of a set of tones, etc.

Science particularly enters this part. The study of sound in all its
aspects 1s mainly the function of acoustics. The scientific attitude should
be there even in the first two aspects, But it should be more so in the
study of the materials of music.

The acoustic aspect of music may be conveniently dealt with from
three points of view: —
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' chanism
(1) Sound as a stimulus—i.e., the physical sound. The me

of production (musical instruments), the E_r;:fp?aga S
measurement of sound, the acoustics of auditoria, etc.,
group which is usually called the physical acoustics.

is ivi ound
(2) The sensation of sound—i.e., the meg:hamn:l l?ci; Jf:ﬂ:hl:gr;echa-
by a living organism. We study h_ere the aut{ﬂ'ﬂ}'}’ I_i_{;'! acaus:ﬂ'm‘.
nism of hearing, etc. This branch is called physiolog :
] or
(3) Here we study the perception of sgmnd as plst:hi;h;;?:if;l’g; s
creation of music, the integration of sounds into T‘l_USlff]E Rl it
dimensions of sound, etc. All these come within

psychological acoustics.

fall within this

istori ani ' the
Naturally some of these have htsgmju:al leanings, ats_ fnralnn;ta:lggiablc
development of musical scales Also 1t s a very {ntleres I;g e pconcepts
undertaking to study the development of Ftrlc vi::}r;z(c}*:;ts :.:] n;usic i
1 < his any 1e ¢
during the course of history. For, many 0O 0N
we take for granted change during the course of history and a constant
i alive to situations 1n

;. if we have to be
alertness is demanded from us, If we Il:w ) , :
musicology. Here I may draw the reader’s attention to H. Weyl's telling

remarks, ‘*Mathematising may well be a creative activity of man, lllfe muscllc_;,
the production of which not only in form but also 1n Substanpe is condi-
tioned by the decisions of history and therefore defy complete objective

rationahisation.”
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IMPORTANCE OF MUSICOLOGY

Prem Lata Sharma

1. Nature and Scope of Musicology.

The following extract from the Dictionary of Music (Ha i
versity) would serve as an introductory note in regard to ihc ;at::-elﬁ::a
scope of Musicology, the scholarly study of music:

“MUSICOLOGY—a term recently adopted from French 1 i
into the English usage to denote the scientit!l)c study of Iﬁfusic‘.“u{:c?:aﬁ::
equivalent of the German term Musikwissenschaft (science of music) which
was‘mt_roduced_ by F. Chrysander in the preface to his Jahrbucher Fur
musikalische Wissenscheft (1863) in order to emphasize the idea that musi-
cal studies, particularly those in the field of history, should be raised to the
same level of seriousness and accuracy which had long been adopted in the
other ﬁt_alds of knowledge, natural sciences as well as humanities. Guido
Adler, in the first volume of the ‘Vierteljahraschrift fur Musikwissenscheft’
(1865), wrote an artlclt; ‘Umfang, Methode und Ziel der Musikwissenschaft’
($cope, Method and Aim of Musical Science) in which he drew up an exten-
sive and all-inclusive table of the entire province of music study. This table
included, side by side with paleography (musical notation), aesthetics,
acoustics, history, such subjects as harmony, rhythm, melody, teaching of
counterpoint, etc., as well as a final category ‘Musiforschung’ (musical
research). Similar programs have been laid down by other writers, e.g.,
by Waldo S. Pratt in his article “‘On behalf of Musicology (MQ i)’. The
current interpretation of musicology may be illustrated by the following
quotations : ‘Musicology must include every conceivable discussion of
musical topics’ (Pratt, in MQ i), ‘the whole body of systematized knowledge
_abuut_mu_sm, which results from the application of a scientific method of
investigation or research, or of philosophical speculation and notional
systematization to the facts, the processes and the development of musical
art, and to the relation of man in general (or even animals) to the art’
(Kinkeldey, articles ‘Musicology’ in O Thompson, International Cyclopaedia
of Music and Musicians, 1839) : ‘Musicology unites in its domain all the
sciences which deal with the production, appearance and application of the
physical phenomena called sound’ (H. Lang ; of L. Harap, ‘On the Nature
of Musicology’, MQ xxiii).

“Although these definitions differ to some extent, they all indicate
the tendency to interpret musicology as a broad category of ‘Musical Scien-
ces,” including everything that is not clearly ‘Practical’ music (composition
and performance). Thus, traditional fields of study such as harmony,
counterpoint, music history would fall under the term, musicology.

“The important point, however, is that the category, ,M“ﬁ'ﬂ' Research
(Musikforzchung), must be given the central position in the plan, with
theory, music history, etc., forming the foundation, while aesthetics, acous-
tics, etc., represent adjunct fields of study.”

2. Status of Musicology in Western Universities and its intrinsic worth as a

subject of university studies. :
The description and evolution of Musicology quoted from the above-
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| ' e ‘. (Harvard University) would
noted extract from the Dictionary of Music (ically as mature and exact a

to show that Musicology is now intrins i
:Em; fit for specialised study as any other. In pmfnuggne(ftshitsi upb?ects
tiality for further growth this subject is not inferior to many g
h les of the world. Even in 1ls

1 ve won recognition in university cire the worl
:rlélsil::uth :tage of cvnlu%ion the range of studies comprised in it would appear

' | | ictionary of Music, while
hensive. As is stated by ?hc Dic
:Eegiyq:;ﬂzlﬁﬁzgﬁof Music are basic to Musicology, several other branches

of musical studies like aesthetics and acoustics are its adjuncts. ‘
3. Latest trend in Western universities shows preference for Musicology
is-a-vis practical music. o
m:s ':s. iidicated by the following extract taken from the [:;ct:_ﬂngry fg
Music (Harvard University), qutcrr_l_unn{ersmes ag;e now : ig:jnmntgh .
realise that it is impossible for universitics, situated an _ICODSH ute tas‘ dy
are, to try to provide the rigorous and PTQI‘?HEEC‘ dai Y_PT%CHF*‘: 0 mbll-
vidual students under direct expert supervision which is indispensably
necessary for training for a professional career in Music. .

“The tendency in college music teaching has been either to over-em-
phasise the performing aspect of music at the expense of other branches or
to stress the academic side taking the student’s competence in applsed music
for granted. The College course is not long enough to permit more than
moderate achievement in either field and the problem has been best solved
by those colleges which have treated music from the point of view of the
Liberal Arts curriculum, recognising the necessity for some practical skill,
encouraging students to strive for it but leaving it in the main for the
conservatory.” (The ‘conservatory’ mentioned here is a specialised non-
universitv teaching institution which provides rigorous and as far as is
possible personal practical training in music to promising students such
as is impossible for universities to provide.)

4. Scope and future of Musicology in India.

In its present stage of nascent growth, Musicology already occupies a
place of pride in the curricula of Western universities. In the Soviet
Union, the conservatoires, the seats of highest musical education, have
separate wings for specialisation in practical and theoretical (musicological)
studies (for those who have had seven years’ music education at the special
music school). Literature is rapidly growing as a result of study and re-
scargh in the various branches of Musicology, aesthetics and acoustics of
Music. These subjects along with theory and history of Music are studied
primarily from the practical or the utilitarian points of view and the ap-
proach and methods adopted are those of the physical sciences. While stu-
:]!:ls] ;l:gugisgianr:: !ttlil modern musicology will necessarily prnc;:ed in India
study and research ineigégain;d%l;?égl greal, perhaps much vaster field for

0By which hasa distinctive and unique

individuality of its own with literat :
ure :
lated over a very long period of historyﬁstupendous N magnitude accumu-

4 for stud
approach and methods of Ir_aghaq Musicnlugy are reliii;;c]l:ﬂ;ess:;;?;l T?tz
tion of the highest and eternal gom:dirf ﬁ:ﬁti%al; Exm 1 Mifms . tip re:alisa-
» Dol the psycho-physical being

MUSIC AND MUSICOLOGY RTE"

with which we are familiar, but an eternal spiritual entity constituted of
pure-consciousness, requiring for its sustenance spiritual substance and
environment. The teaching of the Sangita Sastra is that since Sangita is
not the work of physical nature but of man, its study is fruitful only when
it proceeds from a proper appreciation of the true nature of man. By
implication the methods suitable for study of inconscient nature are not
suitable for the study of Sangita.

Even as a study of practical music, the potentiality of Indian Sangita-
Sastra for providing guiding principles is very great. In fact, such a study
has yet to be undertaken. Very little has as yet been done to bring out
the practical implications of the Sastra, much less to study its aestheti
and spiritual aspects. As for the interpretation of the Sastra in terms
intelligible to the average music teacher and student, some useful topics
for study may be mentioned here —— the importance of Amsa-Svara
Alpatva-Bahutva, Sthdaya-vaga in Raga, the four Svasthdna-s of Alapti, the
various Kaku-s, the part played by Layabhéda in terms of Gapa-s (groups)
of Matra-s or Varpa-s in musical variety, the significance of Giti-s, et
There are many other topics for enquiry and interpretation for providing
guidance in the practical cultivation of music. Such a study is very essen-
tial and urgent for redeeming our music from various undesirable trends
that have gained sway during the last thirty to forty years in Hindustini
and Karnpatak music.

The following extracts from Bukofzer’s thoughtful booklet entitled
‘The Place of Musicology in American Institutions of Higher Learning’ aptly
describe Musicology as an important humanistic discipline. It is the func-
tion of Indian universities to provide facilities for study and research in
the Indian Sangitasastra as well as western musicology for developing this
subject and for redeeming music from its present status of a mere techni-
cal subject, sometimes reduced to a mechanical craft,

“It goes without saying that such (musicological) studies will gradu-
ally shape and determine the public and professional attitude toward music
and lead to a clearer and more profound insight into music altogether.
The purely emotional and sentimental approach of those who teach and
preach music as an entertainment will then slowly give way to a more
enlightened and serious conception, such as has long been adopted without
question in literature and the fine arts. :

“Many reasons could be cited why music and musicology are not just
cultural ornaments without practical use. It has taken a war to teach us
that if we wish to understand man’s mind and emotions, a knowledge of
his material culture is not enough. Music reveals to us man’s inner life; its
scholarly study is, therefore, of immediate practical use. Yet the utilitarian
justification of musicology must not be overstressed. [mmediate uses change
quickly with the times and their demands may be ephemeral. The goal of
the humanities, the understanding of man, although approached in each age
in a different way, is timeless. The future of this ideal is also the future of

musicology.

E : : 3o o
“The advanced study of musicology is comparable with the study
any other humanistic discipline. The qnalngy to the study of lzng_:atg::
(philology) is especially close. The musicologist has been recc;;e c; -
community of scholars in the humanities, and his presence on the mp

helps to advance studies of interdisciplinary problems.”
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SOME HANDICAPS IN INDIA

K. C. D. Brahaspati

The study of Musicology in India has sustained heavy blows during

the past one thousand years of foreign domination. Tﬁheﬁn]':é::de_rn sp;g;.
of revivalism has inspired some enthusiastic workers in this field since ®
last century, but there have been serious handicaps in the propﬁl;[ apl[_l)roac !
to this subject. To illustrate one handicap, mention may be made Zre 0

the tendency to study Sdstraic terminology in terms of parallel-words in
English without caring to look into the derivation (vyufpatti) and usage
(pravritti) of the original Sanskrit terms. This tendency has hadgs;rmqs
consequences ; research workers have often missed the purport of astraic
terms and have consequently failed to grasp the basic concepts of Indian
Sangita Sastra. It will suffice to cite three illustrations in this connection.

I. ‘Samvada’ is generally translated as ‘consonance’ and the Sastraic
treatment of this concept is thus interpreted with all the limitations asso-
ciated with ‘consonance’. The ‘Sa-Pa-Samvada’ and ‘Sa-Ma-Samvada’® of
Bharata, if translated as consonance of perfect fifth and perfect fourth
respectively (arithmetically described as 3/2 and 4/3) do not yield their full
implication, but give only a partial and incomplete view of the concept of
“Samvada’. ‘Consonance’ is concerned only with a specific interval.
‘Samvada’ is something more than that. To elucidate this point it may be
recalled that Bharata has enumerated the following ‘Samvada’-pairs of 9-Sruti
and 13-Sruti intervals in Shadjagrama :—Sa-Ma, Sa-Pa, Ri-Dha, Ga-Ni.

The omission of ‘Ma-Ni’ from this list poses a problem to the student
who thinks of ‘Samvada’ in terms of consonance because undoubtedly the
‘Ma-Ni’ interval comprises the consonance of perfect fourth or 9-Sruti
interval or 4/3. In fact, ‘Samvada’ does not depend only on the interval
of two Svara-s ; it requires something more and that is. the two Svara-s
having ‘Samvada’ must have equal Sruti-intervals from their preceding
Svara-s. That is not the case with Ma and Ni, Mg having four-Sruti-inter-
E]' fromofrab and Ni haviggb tw}g-gmti-interval from Dha. Thus ‘Ma-Ga-

_cannot be reciprocated by Ni as ‘Ni-Dha-Pa’; the reci i
be Sa-N:-Pha‘ and not ‘Ni-Dha-Pa’ ; hence ‘Ma-Ni’ havlep L{L(:ta:;::;ﬁdsw(;);:g
:::é d;?fﬂl!a?;llida _S::m;gﬂa'& @bhin,]:f;agfuptas'has explained this in terﬁls of
atra’, @ and "Svarita’, The four-Sruzi Svara-s, Sa. M,
Udarta, the two-Sruti Svara-s Ga i ¢ e and e Sl 5y
Svara-s are ‘Svarita’ (Nayya .S‘.v:i.n'mﬂ,,ﬂ(('il‘r.‘}.‘g)q;r ;rgdiﬂgfam o Lreod

S : _ Vol. 1V, p.
can be Samvada only in the following pairs according to this lt:lli;l:-'..sli‘él:'ati'zlr-g"::re

Udana =
Sa Pa A"gi“”“ Svarita
of Re
0. 1 Ni Dha
Ma bein‘g ‘Uﬁ"ﬂ, d ] i ¢ =gy 9
“Samvida®. and Ni being Anudatta’, they cannot have mutual
60
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The concept of ‘Samvada’ also encom a L -
omission of Svara-s in ‘Jati-s’ or ‘Raga-s’. st‘h?:Sr;?: tll-::ﬂf 312 =§“"’“'1"_0'
the ‘Amsa-svara’ in a Jati or Raga cannot be omitted can never bﬂmﬂvad; =
If '_Ma-A{:’ were accepted as having mutual ‘Samvada’, Ni co T
omitted in a _Jﬁ‘rz or Raga having Ma as the ‘Amsa’ : ﬁut that i
case, the omission of Niis enjoined in the case ufﬁfa bein tﬂ u;t e
Thus Samvada has a much wider implication than cnnsunance.g e

. 2. ‘Madhyama’ is generally translated as ‘fourth’ ‘B

primary meaning of this name (‘that which is situated i;hthg I;:eft;e’t;qt o
conveyed by the English-equivalent. In the Shadja-grama, ‘Sg-Re-G s
Pa-Dha-Ni’ are reciprocal triads, basically there being nnfy three inta a?d
and Madhyrima stands in the middle of these two triads. Says ;*!u:nl:::":mal %
gUpLa : GTHIYAEE oF W& ¢GRI ¢, Ty ;| HETHTG S AR wegaeig | iy

(Natya Sastra, G.0.S. edition, Vol 1v, p, 14)
The name “Madhyama’ can be significant only in relation with the <5,y
(Septatonic scale) ; when ‘Saptaka’ is translated as ‘octave’, ‘Maa’hiamg’

loses its significance, because in an ‘octave’ i
’ € there is no ¢ i -
could be called ‘Madhyama’. entral point which

3. The ‘Suddha’ state of Svara-s is often trans] ; :
this is not in conformity with the primary meaning {?f% ?.;‘i?fdf:g’ l}a;tur:ll!ai
whlch‘has been purified.  ‘Natural’ or ‘Prakrita’ means raw m;reﬁ:.:;ed or
uinrlﬁed, b_ut J uddhg‘ is just the opposite—the ‘refined’ or Ehc ‘purified’
the ‘Samskrita’, 1f this meaning of ‘Suddha’ is accepted the “Shadja-grama’
is a ‘Suddha’ scale with the following characteristics — s

() Its ‘Madhyama-svara® stands exactly in the mj
the last svara-s of the ‘Sﬂpfﬂka', y iddle of the first and

‘ (ii) Its first and second triads—‘Sa-Ri-Ga’ far=a ms
identical in Sruti intervals,-4-3-2. -=Ga’” and ‘Pg-Dha-Ni’—are

(iii) The two triads are mutually Samvadi in Shadja-Parichama-Bhava.

_ (iv) The thi'rteen-.frun' interval occurs three times, the nine-sruti
Interval occurs twice and the seven-sruti interval once,

Thus the Shadja-grama is not ‘natural’ but is certainly ‘Suddha’ or
‘refined’,

Thg three illustrations given above pointedly proclaim the necessity
of studying the Sastraic terms and concepts with due deference to the
derwz_itlun and usage of words, keeping the mind free from impressions
associated with ill-conceived equivalents.

. There is another tendency among students of the Indian Sargira-
sastra, which is very dangerous as it hampers the true spirit of research,
That is the tendency to rely on hearsay or on secondary literature and the
attitude of contempt or arrogance towards the original sources or the
Primary literature on the subject. To Illustrate the observation about
reliance on hearsay, mention may be made here of only one popular belief,
Viz., that the ‘Khayal’ style is a product of Muslim influence. Really
Speaking’, ‘Khayal’, is a Persian equivalent of ‘Diyana’. There was a tradi-
tion in Indian music of singing Dhyana-s of gods and goddesses. The
Muslim Sufis had a strong liking for music and they adapted the tradition
of singing Dhyana-s to their own religious practice. Thus ‘Kkayal’ was
not a musical innovation but an adaptation of the thought-content of

61



INDIAN MUSIC JOURNAL

Indian, the Alankara-s,

ein was essentially he variety of Laya-

‘Dhyana’-s ; the music used ther Antara), the Gamaka-s, t

the Varna-s, the Dhatu-s (Sthayi-

- . : [ndian.
praydga, etc., 1n Khayal,—all are nothing but In e o tian KEGAESIORT,

; ieinal sources O .
‘ the attitude towards origina : eraturée on
Coming to ver the utter neglect of the primary lit toval
one cannot but lament o the medie

t studying
the subject. Some attempts have been madga:ic liter);. o of Bharata,

literature in complete detachment from the asie iy, Sargadéva an d

: | t ublished only P
I;{gggi?t’heﬁ%:;ﬂag(ltjlfu:e Em?hn have realised the Truth) of our Sas

i writi ied, the proper approach
tradition. If at all their writings have been 5“’_:1'3;‘5“& i approached

ir study has been lacking. The ‘/_fpl'a' g e modern
f;l;hﬂ}:ﬂinjlityy(ﬂamyﬂ). reverence and faith (Lfrqddhgl} ijr:;l[:tg tgt resulfs.
researcher generally lacks this attitude; haste- In o research with an
arrogance, impatience, prejudice, etc, are detrimenta without a proper
open mind. The attempts to study this hteratu}re rions handiceb:
knowledge of the Sanskrit language represent another : P e
Similarly, the medieval literature in Persian has aésu r;’Dthcsr: sources the
its original sources. In absence of a proper study © i an::l southern)
extent of Muslim influence on Indian music (both norther

cannot be assessed and it is bound to remain a matter of gossip or hearsay.

‘Let the past bury its dead’, is the spirit with wh:chI thebiﬂif:c;
literature on Sarigita is generally approached half-heartedly. It 'ﬁ Lo moith
that the present-day music which is ‘highly developed’ has no I,”-‘ £ e
the ancient tradition, which was ‘primitive’. It Is seldom n?a_tse 3 wi
faith and conviction that the generalisations qrrwed at b;v_oqr' a'.ﬂra‘ gra&s
through contemplation, intuition and inspiration are not limiting” or “bin -l-
ing’ factors for any researcher, on the other hand they are perennia
sources of inspiration for fresh contemplation and research. We owe it as
a duty to our hoary past that the ‘Jiiana-Dipa’ (torch of knowledge) handed
over by our Rishi-s is illumined with the fresh ‘Snﬁha“of reverent con-
templation by us. But before we think of fostering our rich tradition with
fresh contemplation, it is imperative for us to be well-versed in the results

_achieved by our Sastrakdra-s. We can enrich a treasure only if its previous
deposit is safe with us. If we carelessly indulge in losing the riches earned
and saved by our predecessors and take delight in gathering insignificant
‘new’ pieces here and there we can neither prove to be worthy of our
glorious past, nor can we be justified in boasting of ‘progress’,

The task of interpreting ‘Sdstra’ in terms of the present Lakshya is
of colossal dimensions and forbidding magnitude ; it requires the combined
efforts of a band of devoted workers well-equipped with the knowledge of
the languages and traditions of the original sources and the present Lakshya
on the one hand and with a proper mental attitude of reverence, patience

and selfless pursuit on the other hand. The present tate of affus
one exclaim : ¥= | & FxaR=f | P state of affairs makes

(Translated.)
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WANTED : CORRELATION

Sandhyavandanam Sreenivasa Rao

It is not essential to lay down norms in SO many ter
our music should aspire to be and what part, if at all,yhas nrlﬁu:?c;?n:yh?;
play either in the advancement of music or its understanding. 1 am
constrained to recollect the famous, oft-quoted dictum, “History without
Politics has no root, and Politics without History has no fruit.” "It would

not be far wrong or .inappmp;iate to say that music without musicology
has no root, and musicology without music has no fruit.

To the Hindu mind the force of established custom has an irresistible
power of even mending or ending an enacted law. So Sishta-vyavahara or
the {,ak_shya-sarigr‘ra has the sanction to alter and amend even the Sitra-s
or principles. So, as the thinkers of music venture into ‘fields and pastures
anew’, the rules of grammar or procedure already in vogue are not only
unheeded but rendered obsolete and powerless. But such intellectual
adventures in music should excel not with qualities of temporary appeal
but should contain qualities that would wear well and get to have a genuine
c]asswa! ring. This rare element of classical excellence, so beautifully
termed in Tamil as “Aliyapporul”, is invariably present only in the artistic
creations of great masters. To them the ordinary rules of grammar are
but stepping stones and only a safe means for an end that becomes a source
of perennial joy. Music had Erown as spontaneously as literature : but
those who could study the experience of the past writers could evolve a
code of grammar as a safe guide for those who in later generations could
very well adopt and subsist upon. While good literature is incidentally
an example of all the principles of flawless writing and the grammar and
idiom, a code of grammar is also an epitome of the accumvlated ex-
perience of the wisdom of all great writers and thinkers.

Even as grammar alone cannot give anyone the gifts of ennobling
poetry or artistic creations of prose, musicology cannot and will not be the
sole basis of a musician’s growth or food. But ignorance of grammar and
idiom can certainly not enable a writer to become a creative artist, though
a few new aspects of beauty that might occur to a genuine artist might seem
to be an apparent departure. Such departures are a welcome gift and, as
they give real poetic joy, a new principle based on the departure will get to
be accepted by subsequent generations. This mutual process of Lakshya-
Lakshana-Samanvaya has gone on from the early periods of history in all
branches of artistic creation no less than in music and literature. So
musicology is to my mind an ‘eye’, so to say— it is said that God created
nature but the poet gave you the eye to see. Such a faculty of observation
is afforded by a good knowledge of the Sastra of Sargita whereby you see
the real points of excellence in the great classics of the Vaggéyakara-s.
You know what to look for, what you should eschew and what you should
emulate. Avoidance of “don’ts” is a valuable starting point for achiey-
ing perfection,
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. - . L 01'
Musicology should aim at giving the best principles of singing

: inking. We
playing instruments. It should give us the ajtltudqstof ;ﬁhﬁégﬁnfhoul
should know where the live points of a raga exlsh_ave one of the two
tackle them. Musicology should enable us to ac :et least to enable us
objects—namely, to sing, play or compose bmﬂ’h s’ to hear, so to say.
to enjoy the given music better. It should give us the ‘ear ;

agd eat
Must we learn of the anecdotes about the cumpnsut:otng tpf;ts; r%trs-—
masters ? They do serve a purpose, to kindle the mte;es t whet raoal
provided they are authentic. Who camposed?th%v shﬂI:gS ecial precautions
In what 7ala? What is the tempo of the song? : a pit Nettar teach 3
and practical suggestions would help a musician %o BERfp® T, Sagt o
more impressively and ultimately to sing effective %h' oot oE ot il
vainika, violinist, a nagaswara vidwan do aboutit? This nd even the lay
oriented musicology will interest the students of music a the exponent
rasika who is as earnest about the message of music as

himself.

“Practicalukku udavada theory enna praydjanam ?'_’ ﬁghtatﬂf:sﬂ?: 3;‘:
of a theory unrelated to practice ?), asked a great vidvan. Bu e lﬂ e
to minimise the need for an academic, scholarly approach. ?{;:1 sd pn .
ing the basic principles of music, as laid down from Bharata right dow >
the conclusions arrived at in the deliberations of learned musicians E
modern days, are essential. A historical perspective is yet to be created,
based on a real study of ancient classics and forms t:':f music. For instance,
the understanding of a raga like Khamds or Kaphi by an exponent would
be complete only if he has a grasp of the historical development of the
raga. This would give him the wisdom to render an old classic in_its
original musical setting while yet he would bring out the recent additions
and alterations with a revealing approach. A knowledge of history that
our 108 rala-s were eschewed after a due trial will help us to avoid vexa-
tious acrobatics in those unrewarding time measures.

In musicology in general, aspects like the manufacture of musical
instruments and points for guidance to professional musicians who would
take to it as a career need to be more extensively dealt with. Much of
knowledge pertaining to music is really essential. But what makes us
shocked is that a book on Violin or Flute does not deal with or answer
the practical problems facing the player of violin or flute. So much of
literary jargon is thrust in books on musicology. There should be a mini-
mum of technical terms and a brief account of obsolete forms. An
anthology of all the Sanskrit works would give us the basic principles of
twentytwo Sruti-s, the Raga scheme, the principle of Vadi, Samvadi and
Vivadi, and the basic tenets of Tala system. There should be two sets of
books, one meant for those who wish to be practical exponents, and
another for those who wish to know not only music but all about music.

In fine, music should first blossom j
2 m 1n the heart and should grow on
:r}il: “lrlagural influences of great exponents in the field ; musicolgy mg;ght be
. «wed as a good fertilizer and a pest-controller, but the rea] sustenance

18 from ‘within’, where ] i i intuiti
P p s A, the promptings are from the artist’s gifts of intuition

Gt . ot

commemorating

HARIDAS SWAM]
MIAN TANSEN

TYAGARAJA SWAMI
(Birth Bi-Centenary)
SYAMA SASTRI

SWATI TIRUNAL

MAHARANA KUMBHA
ARUNACHALA KAVIRAYAR

NAMAKKAL NARASIMHA 1YENGAR
RAHIMAT KHAN

TYAGARAJA SWAMI

Seventh Anniversary
Summer Music Meet
1967

Saka 1889, VAISAKHA
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MAHARANA KUMBHA |
Royal patron and versatile genius in art and l]ter.alure.
author of the encyclopaedic work, Sangitaraja.

ARUNACHALA KAVIRAYAR
Author of the celebrated musical play, Ramanataka Kirtanaigal.
in Tamil. His is a household name in South India.
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NAMAKKAL NARASIMHA IYENGAR

Compeer of Maha Vaidyanatha Aiyar
and Patnam Subrahmanya Aiyar; grand
old musician who spanned three gene-
rations. He was reverently referred to as
“Pallavi'' Narasimha lyengar.

AR e e

P S
. — :

RAHIMAT KHAN

Known as the “Bhoo-Gandharva" of SRS
his time. This great genius inspired such
celebrated later musicians as Abdul
Karim Khan. '
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HARIDAS SWAMI

MIAN TANSEN

SWATTL TIRUNAL

Delhi Sangita Samaj (Regd.)

This humble organisastion of musicians, music-lovers and students, and men

and women of culture in general, has just completed 7 years of useful
existence.

Our objectives and functions are slightly different from those of many
other organisations engaged in the promotion of music. Our emphasis is

on liberal education, in and through music. We, members, consider our-
selves votaries of a worthwhile cause.

As it is the intention of the Samdj to function as a music study circle and
grow consistently with quality, the General Body decided that only a limited
number of ordinary memberships should be made available for the present.
Friends living outside Delhi and wishing to keep in touch with us through
the pages of our Journal enroll themselves as subscribers. Many outside
friends generously opt for full membership even. Institutions desiring
copies of the Journal for their libraries subscribe to the Journal.

HALF-YEARLY MUSIC MEETS are arranged in the summer and
autumn of each year. They provide not only music concerts but also
demonstration lectures by scholar-musicians, Promising musicians,
amateur and professional, are given encouragement by the Samaj.

MUTUDAL UNDERSTANDING between the two great traditions of
Indian music, Hindustani and Karnatak, is fostered here. During our
music meets, musicians belonging to the two traditions are performing on
the same platform; scholars from the two schools give demonstration
lectures for the benefit of students and genuine lovers of music. Attendance

at our functions is steadily increasing, and the attitude of listeners is one of
respect and eagerness.

THE INDIAN MUSIC JOURNAL, published half-yearly about the time of
our half-yearly music meets in Vaisikha (April-May) and Kartika (October-
November), is issued along with a supplement commemorating some of the

great men of Music. Devoted to music. education and culture, it circulates
throughout India and abroad.

Scholars from all over India are on the Board of Consulting Editors.
MUSIC CLASSES

PLAY-WAY PREPARATORY : held in an atmosphere of freedom and
natural scenic beauty, they are designed to give to growing children the
joy of singing and learning. The scheme is being enlarged from time to
time to cover more localities and periods, in collaboration with Tyaga-
Bharati and Gandharva Maha- Vidyalaya. .
POPULAR MUSIC : for all who wish to sing and listen. Non-technical.
ADVANCED MUSIC: for the talented few.

THANKS

OUR SINCERE THANKS g0 to the many friends and well-wishers—
advertisers, scholars, musicians and music-lovers—who help us in many
ways.

ix



Two Songs of Tyagaraja

THE GREAT MEN OF MUSIC
I

TYAGARAJA SWAMI (1767-1847) : s

His name is almost a synonym for Karnatak music aé its %esl:. Saint, " QUEST

musician and composer, he heralded a new era in Karnaia music. TgAT q

Shunning court patronage and riches he courted poverty i:nr the sake - S 3'3 ; A [Eﬂ Sd ‘]ﬁfﬁ!g

of dedication to Nadopasand and spiritual perfection. His composi- d_'“ T 4% Sa73Y ||

tions have come down in near-perfect authenticity, mostly by loral f‘q-;mﬁ-mq-.g ‘TFEIH

tradition, through distinguished musicians of the last few generations. fa

icated, bridges the FFFFAA TIQFGar || (&vraa)

Their range, from the simplest to the most sophisti . .
between art music an qﬁ’ﬁmﬂﬁf
fafazRzrerizan
CEL )

gulf betwcen the classes and the masses,
devotional music.
4q 4
i stavwfatasafa amrgft aoar s (dvrgm)

HARIDAS SWAMI (1537-1632)
The revered Acharya of the Hindustani music tradition. Saint, The heroic one who will si
the Guru of Tansén. He spent his to the accompaniment ofa :;I[]gl*ta Pleas‘e YOU,
Who is he ? elicate mridangam play,

musician and composer. He was
divan, singing and teaching. Emperor Akbar H
¢ who will sing but words of Truth

life in the woods of Vrin
}v)em all t?j: way tg hg;lr him. Many musical forms, the Dhrupad, h
hamar, Trivaj an yaturang in particular, were enriched by him. echoes of the ;
His Samadhi lies at Nidhiban in Vrindavan where thousands gather and melodies g'pf: w}]md-s’i
- ever; year to pay homage to his memory. ?’here is he ? i
MIAN TANSEN (15...-1585) 0 sing your praise i
L In compositi
The celebrated musician who adorned Emperor Akbar’s court. EF P cautcous progressions ;:'?;Ig::s’
Ramtanu or Tanna Misra was his original name. Born a Brahmin he 'uicru]t: devotion and enjoyment Sk
n;_alrnefd a Muslim girl for love. He not only composed Dhrupad-s ‘Lavg ike the grape fruit, '
g_ asting merit but created new raga-s and modified some old ones. i i ng sway over the full gamut of i
“5‘135:}2% Si‘ﬂt'ﬂ_'ngﬁn says: “It is well that the creator did not ¢ 1t possible for Tyagarija KiilQians,
endow Adifesha with ears ; for, otherwise, the Earth and the Méru O attain that state of knowin
would be upset by their swinging to the music of Tansén.” Bl Oty |
SYAMA SASTRI (1762-1827) I1
One of the “Trinity” of Karnatak musi
N e ¥ | ic and contemporar T
Tyagaraja, his compositions are marked by a fusion of statgly l‘h)}:'th?:i‘ ; HE CONQUEST
ARANGE AFE=TZT TFGT ||

and mellifluvous melody. Affluent and contented, he avoided

bmiss .
submission to court patronage but was highly esteemed by Sarfdji W|ITHANT gt T frgg gf (
ga (A1)

Mahardja and his court musicians. He
: : gave them succour when thei
P'ﬁ:;%‘? s glrfs;icactiii?f 'rﬂp?ftgiie'ryigarﬁja’s, his compositions are I; gRgTreny geafy aerw wianfz
. CECIG Gl s
SWAE Tllaum‘r (1813-1847) R lFea-I g S e dins)
ﬂ'ya com . CV' i 7 T
ruler of TI‘,’;S:;;?S _Pfﬁlr;; of mdusm and letters. Able and versatile Blis: agjdhlgiﬁi’tagd attain
him. Saintly soul, com EE? ‘?‘3 ern institutions owe their origin to In the Nada wh_u By £ il |
UL T Sl aLIF’ t of the Karnatak Trinity. In the Nada whl'cg yields sweet fruits,
land 2. ppeared in INDIAN MUSIC JOURNAL Numbers the seven svara-s, and ragay. \
MAHA;ANA KUMBA (15th cent.) 7 %evel | , and raga-s,
ARUNACHALA KAVI : : A on’t the seers : s
RAMAKEAL NARASTMEA Totans o ioe | ot th s Vishau, Siva, Brahmd, Inara, Kirdkéra
RAHIMAT KHAN (186-(2)-1 NGAR (1836-1924) Number of ety o K s
1922) LM.J. prociiie Nadoplana ! (They do,)
" knows. ja, (though) of the mundane world,

xi




10.

Music For All

- - r I

rising generation should be planned differently.

i hymes
For the sake of the little ones, a variety of _mlllresggsyssr ;,
in Indian languages and in Indian tunes 1s

inue to be used
. thm and Melody should continue
iht}lg%rﬁggry school also. Even serious lessons can be

made enjoyable with the aid of these.

The appreciation of music at the art level should be deve-

' ‘ ' iIs will become
in the middle school. While all pupils will b
]g%%ef llifs,]tenzrs, many will express themselves in different

applied forms. A few, the talented ones, will be nurtured
for later specialization.

cond: ted pupils can offer
n the secondary school the talented
gnusic as an optional subject, vocal or instrumental. The

usual pupil-teacher ratio will not apply here.

Social Education organisations should draft in skilled and
imaginative musicians, and pay them honourably.

The musical instinct, which is universal, is Ii_ke the tree
with its leaves, flowers and fruits. Education should
care for all the three.

x*

In specialised studies, it is necessary to correlate theory
with practice, artistic sensibility with scientific inquiry.
Sustained research may yield improved knowledge, better
teaching methods, and dependable criteria for music
criticism.

Teaching should combine the benefits of ‘Gurukulayaasa’
and modern scientific aids. Theory and practice should
go hand in hand. Music should be taught as an art, not
as a craft. Curiosity must be kept alive.

The need for objective study, research and disinterested
practice of music, not only for its own sake but for the
sake of good education in general, is of special significance
and urgency to-day. Centres of higher education and
advanced studies should constantly bear in mind the true
meaning and purpose of Education.

: —V. V. SADAGOPAN
(Points from Research papers on Music Education,)
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Tyaga-Bharati

a mission for education and extension in and through music

TYAGA-BHARATI ...

its creed.

. imparts education through Joy—through RHYTHM,

EUPHONY, MELODY,

. helps the growth of individual, social and universal

harmony through music.
TYAGA-BHARATI ... canalises talent an

educational process.

... offers numerous songs as educational aids,

especially for character formation,

. conducts  practice-oriented  seminars
workshops for teachers and student leaders.

TYAGA-BHARATI ... is at the service of the people through :

Educational institutjons,
Cultural organisations,
Social Education centres, etc,

FIRSTLY :

SECONDLY :

of ‘Bharatiya Sangeet’.
THIRDLY :

Karnatak and Hindustiani music.

PILOT CENTRES ... are now functioning at :

(I) M.E.A. School, R.K. Puram, New Delhi.

(2) Rajghat Colony, New Delhi.
(3) Delhi Sangita Samaj, New Delhi-5.

(4) GANDHARVA MAHAVIDYALAYA, Con. Pl, New

Delhi.

(5) Athur, Chingleput, Madras State.
(6) Karur, Madras State.
(7) Tirunelveli, Madras State.

Delhi Office : B-82, New Rajinder Nagar, New Delhi-5
Central Office : 5-A, Rajasekhara Mudaliar Road, Madras-4
Registered Office : Farm House, Athur, Chingleput, Madras State

V. V. Sadagopan is the Professor-Director

xiil

carries the fruits of objective study and research
to the doors of the people. “Music for All” is

] d helps self-expression at
different levels, by means of an organic 3-phase

. Tyaga-Bharati devotes itself to children ; draws out
from within their hearts the joy of singing and
dancing, and helps them to grow in harmony.

. Tyaga-Bharati enlarges the area of shared musical
experience among all people, through the medium

... Tyaga-Bhirati guides advanced studies, practical as
well as theoretical, in the classical disciplines of



2 Good morning, Ma ! Gas balloon !
SOHgS for Chﬂdren How nice | It flies by itself ! (tatat......... )
! : A e It looks like the aeroplane,
Activity 'I‘mInil Rhythm of Four There is no equal to it ! (tatat......... )
T LI LI QAL h
T LRI WA IXIX L :K ~ ‘l . 1 X WY WX ATz 111 e gp—
T TIXZL " Inside and Outside Hindi Rhythm of Four

R T3 8.3 %, R o, wsg wigre)
F TF_T WFRAe_ T I LI gl ang o 5 §
g avg sigal gt ged qfgd age fe ) TR A IAA G, T FF w1 G 1 (i qaw L

afgeiig: Q) a1, R e A TR YR AR =W, 1% §F gRT ¢ 2
e Aag aqaafed, §_ dag ool TS Ml g & , N AN AT § (w TT.... )
5 SRt WAL AiER a1g wfae A4Y afae § an ¥,

91 A7z M9ea a, A9RAT MeAg I : ! : .
S Wﬂﬂﬂaaﬂfﬂ‘x%.wﬂfaﬂﬁwqal(umnf%q-{...)

HRUAIT GG T3, A1F §) 7727 &, 2@}

“Girrr”, whirls the top, “Virrr”, runs the car,
“Burrr”, flies the aeroplane ; “Rrrr”, we shall say. Monkey inside, monkey outside,
Look! The whole world is a monkey !

The monkey plays on the drum,
the crow caws Kain, Kain (Monkey inside...)

We shall hop and run about, dance and play ;
and, after sound sleep, wake up and study,
We shall never waste a minute.

Valour is of our nature. o
Beauty inside, Beauty outside,

Heroism means unselfishness, Look ! The whole world is beautiful.

Moisture should be of the heart, The cuckoo gives us music,

The sap of things is God— the peacock da : L
Verily, Séshadasa is right, $ nces delightfully. (Beauty inside...)

Temple inside, temple outside,

SLI I S— it is of two kinds in this world.
Sheer Fun Tamil Rhythm of Three Where there is truth, there is the Lord,
L T n— Where there is compassion, there is the Lord. (Temple inside...)
A ZAIT BN A, 71 a1 3fegeqrg {=%¢ ¢
I 9RY TP A0 g QR Sl—zer
TN i9 a7, aAEnT A o z=p ()

FawTere 4 avorsr, @r ged

Tatay (atat (afa tayy, fatat tataf {ata tayf
“Dhamal’, “dhumil”, “dabar”, “dubir”
Come on, see the balloon burst !du(;;tal ......... )

Umi blows it there,
Ramid ! See! it’s two here ! (tatat.........)

xiy



A Song for All

Frafc’ Ma
Rhythm of Four

‘Dasari’ Tune Telugu

g g Fragelede wa | Sangeet Natak Akademi

a—ggﬁa%n wgfa faggeraast

yffa st oy At New Delhi-1

é-gﬁr% T 8 A7g (IggFaav)

wifzgegea? swngd Afia wagwas,
wes Iz Wds 28191 99§, HIAgEas Al @q@aﬁh%’m)

gFWMgaas 91 aFagaas | .
geJ3uas UAINAS geasgaas wAar (IggEEa) Sangeet Natak Akademi celebrates the
g=gars was afew fgrgarg wad @aan Shri Ty agaraja Bi-Centenary during 1967-68.

qSFAIYERT HAGT JHAMESE, 0 (ITRRAU)
Know the Delightful Lord (Rama), O mind,

and make Him stay. The Pl‘ogramme in Dellu s

Know Him, mingle with Him and enjoy bliss ;
Build for the Lord a temple in yourself.

He is the prime source of all things, He is all the Faiths, 1. Music Concerts on 15th, 16th & 17th -

He i1s Allah, He is Yehovah, immeasurable is He. g ’ Ma}.’ <ol

He is :_ail the songs, He is all the styles ; 2. Seminar on Shri Tyagmja on 15th & 16th May, 1967,
The friend is He, the foe is He, He is all the beings. 3. Exhibiti .

He is the giver, He is the taker ; + Exhibition on the life and works of Shri Tyagaraja
The innocent child is He, the greatest yogiis He, it is He. from 15th to 17th May, 1967.

4. Music Competition for young artistes in subsequent
months.

Xvi




S Rabindra Bhavan, New Delhi-1

~oBLICATIONS FOR SALE:
S No. Name of Publication
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-

11.

12.

13.

14.

13.

S®Y wNaw

SANGEET NATAK AKADEMI FILM SEMINAR
—1955 (in English)

ANTHOLOGY OF ONE HUNDRED SONGS OF
RABINDRANATH TAGORE VOL. I

(@) in Staff Notation (in Err_ghsig) :

(b) in Akademi Notation (in Hindi)
SANGEET NATAK AKADEMI BULLETIN “Tagore
Centenary’”’ Number (in English)
SANGITAGYA-KA-SANSMARAN by Late Ustad
Vilayat Hussain Khan (i Hindi)
KUTIYATTAM by Dr. Kunjunni Raja
CATALOGUE OF TAPE RECORDINGS
MONOGRAPH ON MUSHTAQ HUSSAIN KHAN
MONOGRAPH ON MUTHUKUMARA PILLAI

by Mohan Khokar. pp. 26

GEET BHARTI (in Bengali)

RAGATATTVAVIBODHA OF SRINIVASA (Gaekwad’s

Oriental Series No. CXXVI) (in Hindi &
Sanskrit)
SANGEET CUDAMANI OF KAVICAKRAVARTY

JAGADEKAMALLA (Gaekwad’s Oriental
Series No. CXXVIII) (in Hindi & Sanskrit)

VINALAKSANA OF PARAMESVARA (Gaekwad’s

Oriental Series No. CXXXI) (in Hindi &
Sanskrit)

NRITYADHYAY (A work on Indian Dancing)
by Asokamala (Gackwad’s Oriental Series
No. 141) (in Sanskrit)

RASAKAUMUDI (A work on Indian Music) b
Srikantha (Gaekwad’s Oriental Series No?
143) (in Sanskrit)

SANGEET NATAK—a bi-annual Journal of
the Sangeet Natak Akademi

Available at :

SANGEET NATAK AKADEMI
Rabindra Bhavan, New Delhi-1

ET NATAK #~ADEMI

REPORT

Price

Rs. 10.00

Rs. 25.00
Rs. 20.00

Rs. 10.00

Rs. 3.00
Rs. 2.00
Rs. 20.00
Rs. 2.50

Rs. 2.50
Rs. 2.50

Rs. 4.00

Rs. 6.50

Rs. 3.50

Rs. 10.00

Rs. 13.00
Rs. 3.00

SALES DEPOT, MINISTRY OF EDUCATION

Theatre Communication Buildi
Connaught Circus, NEW nm.mns
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Many domestic airlines

in the world cover

36,000 kilometres in days.

EVERYDAY

We can't avoid telling you of the magnitude
of our daily operations — 100 scheduled fights
to and from 70 cities covering 36,000 undup-
licated route kilometres. In fact,our planes are
landing or taking off every three minutes. This
15 no idle boast and our aim is to have com-

plete jet travel on trunk and major regional
routes in the near future. -~ ~ “ e

]

L")

INDIAN AIRLINES




WITH BEST COMPLIMENTS

FROM

Tata-Ebasco Consulting
Engineering Services

Power and Industrial

Plant Engineers

Bombay House, Bruce Street
Fort, BOMBAY-1

KEY
TO
PROSPERITY

THRIFT is the key to prosperity. Wise
spending leads to saving. Saving,
wisely invested, grows to assure prosperity.

THE Small Savings Schemes offer you

excellent opportunities to invest your
savings wisely.  Whatever your need—
provision for old age and for dependents,
education, marriage or a good start in life
for your children—there is a Small Savings
Scheme to suit it.

You can open a Savings Account or buy Savings
Certificates at any Post Office.

@ NATIONAL SAVINGS ORGANIZATION




With the best compliments of :

With compliments from :
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(lonsultants International

P. 0. BOX No. 343
KODAK HOUSE

Dr. DADABHAI NAOROIJI ROAD Private Limited

BOMBAY No. 1 - BR.
Telegrams : KODAK BOMBAY
Telephone : 26 - 2604

ALSO AT

17, PARK STREET, CALCUTTA-16

44, FRIENDS COLONY, NEW DELHI-14

33-34, NETAJI SUBHASH MARG, DARYAGANJ, DELHI-6

2/155, MOUNT ROAD, MADRAS-2

Phone : 73062
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to Post Town in Addres;

5 PRE———— R

- Tospeed up sorting and delivery
of mails, large towns are usually
divided into postal delivery zones. |

Along with the name of the
post toEvn, please write ZONE
NUMBER in the address.

L]

Also include your zone number in your address.

ZONE NUMBER T
Completes the address

HELP US TO SERVE YOU BETTER

gl

INDIAN POSTS AND TELEGRAPHS

is it 2 medicine or Dunlopille ?

it's both—because Dunlopillo, 100, soothes the sick
and the convalescing, reduces their suffering with
that soft, deep resilience.

Yes, Dunlopillo cares for the ailing just like medi-
cines do. And that's why Dunlopillo is being in-

WHY DOES THIS
SICK CHILD

creasingly used by the hospitals and nursing homes
of India—as mattresses, pillows, operating table
pads and cushions.

Today, from nursing homes to hospitals, from bus:s
to railway passenger coaches, from defence vehicles
to public halls, Dunlopillo is comforting millions

COMFORTS MILLIONS |

'

walj

JB. WL

BENSONSIJOLP-208

THE DUNLOP RUBBER COMPANY (INDIA) LIMITED




Bread made of “RISING SUN” brand MAIDA

For Energy, Protein, Yitamins

CENTURY

FLOUR
MILLS
LIMITED

Madras-|

For superior MAIDA, SO0JI, ATTA

Happy Homes with
AN D ICRAFTS

i
1

Handicrafts In your home are a symbol of &omfort and
happiness. Meant to suit different seasons and moods, these
masterly creations bring to you a perfect blending of traditional
art and contemporary design — soothing and gay curtains of
printed cloth, carpets with richness of colours and patterns,
walnut wood tables, vases of blue pottery, terracota toys, nirmal
work and ivory objects cf decoration, all in endless variety.J

ALL INDIA HANDICRAFTS BOARD

DA 6629



MACO

THE IDEAL GUDGEON -

PINS

FOR EVERY PISTON

MACO PRIVATE LIMITED

E-24, INDUSTRIAL AREA, SONEPAT (NEAR DELHI)

Regd. Office : 6692/1, KHARI BAOLI, DELHI-6

N THE FIELD OR
IN THE BACKYARD

GROW Vegetables are rich in minerals,
grotaln:, vitamins and carbohydraces.

YOUR OWN or a balanced diet we need 280 grams
of vegetables. Averags consumption
VEGETABLES  '»ndiaisa mere 70 grams.

@ For better health

® For reducing your dependence
EAT on cereals

| @ More vegetables at home mean
MORE so much less from the market

VEGETABLES @ Vegetables can be grown even

in pots on your tefrace

@ You'll enjoy grewing them
and flke eating them

MELP IN FQOD SELF - SUFFICIENGY

QA W
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Madras Motor & General Insurance Co. Ltd.
Regd. Office : 52, Peters Road, Royapettah, Madras

Transacts

FIRE, MARINE, MOTOR

and all kinds of MISCELLANEOUS Insurance Business

' Offices :

Bangalore, Bellary, Bombay, Calcutta, Cochin, Coimbatore,

Cuddalore, Davangere, Goa, Guntur, Hubli, Kurnool,
Madurai, Mangalore, Masulipatam, Mysore, Nellore, New

Delhi, Salem, Secunderabad, Tirunelveli, Tirupur, Trivan-
drum, Trichur, Trichy, Vellore, Vijayawada, Visakhapatnam.

10,000 people,

E.I.D.-PARRY IN THE FIELD

It is generally realised that lhe ulfimale solulion of the country's
food problem lies in the proper use of balanced fertilisers and the
E.I.D, Parry Group Is proud of s record as the leader in the
fertiliser field over the last 63 years, The E.I.D. Parry Group
was Lhe first lo manufacture bone super, super-phosphale

and compound ferlilisers in the privale sector, Factories

are in full produc'ion al Ennore, Tadepalli and Ranipet,

and mixing cenlres are operaled throughout the States !

of Madras, Andhra, Mysore, Kerala, Maharashira

and Gujaral. The Group is also a pariner in the

vast project of Coromandel Ferlilisers Lid, at

Visakhapalnam.

In 1963-64, the Group sold aver a
quarter million tonnes of ferlilisers;
it confidently hopes to double

the sales in the next lhree years.

The E.I.D. Parry Group has the
unique distinclion of being called
“The Ferliliser Co."” in the

rural areas and ""The
Confeclionery Co." in the urban
areas. The Group not only leads
In the fertiliser and confeclionery
fields, bul also in the mmanufaclure
and sale of sugar, pollery,
sanilaryware, fungicides and a
farge number of olher products.

Today, the E.1.D Parry Group,
fondly known as "Parrys",

fs one of the larger companies'
fn India, consisting of

9 subsidiary and associaled
concerns providing
employment for more than

E.LLD.-PARRY LTD.

178 years young
and slill growing.

E...D.-PARRY LIMITED
Dare House, Madras 1

SUGAR @ CONFECTIONERY

FERTILISERS @ FUNGICIDES

POTIERY @ SANITARYWARE
* AGENCIES
i
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PHENYLE

CHEMICAL INDUSTRIES, KOTA

DELHI-6
@ DAURALA SUGAR WORKS
® D.C.LM. CHEMICAL WORKS

® RAJASTHAN

77-78, CHAWRI BAZAR

SODA CAUSTICS —

CHLORINE
CARBIDE

CUBE SUGAR
FANCY SUGAR
and

P. V. C
Agents !

DAYAL BROTHERS

Grams ;
BARAILIA
Dealers in :



With the best compliments of

J. MAHABEER
& CO.
PVT. LTD.

Importers of

Printing Machinery, etc.

DELHI, BOMBAY, CALCUTTA
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