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HEART TO HEART

o me asking if I could visit the Saviet

ja wrate [
When. last vear, Government of India demonstrations under the Cultural

. g A 25
Union, Czechoslovakia and Yugoslavia for lectur istratit Uy
Exchange Programme, my initial reaction was 1o send a polire :'r? : X ;Lag ;?s':'g:'l;:f:r :' .r:g' o
here—the Tyaga Bharati movement for integral eduction could 0Oro ,

- - = ?
official organ, the Tamil Monthly from Madras, was in its infancy—how could I leave:

‘ ' riter T.J.R., adviser to Tyaga
o I thouzht. But friends advised me—veteran Wriler =. : :
Bharati i:aga:fné. insisted rather—that 1 should accept the invitation. It would help East

West understanding, they said.

And so I went. Mrs. Ranganayaki Sadagoepan accompanied me ﬁu; pfaymg,}_
Tambura. The season was pleasan!, it was Apn_!-May-.{une. Bt*s‘;dEa' our official rour o
the countries mentioned, we visited Vienna, Venice, Paris and London.

We are glad we went. It was such a rich, heart-warming expfnenff,d Tradn'ra;,
technique, language, dress—none of these was a bar. Integral music, rran.-:_t_'en ent, ?p; e
the language of the heart. Frankness gave no quarter 1o prejudice. Discussions led lo

insights.

Wherever we went, this was our experience. Much of the credit should go to our
hosts. who were so open-minded, At Moscow they s,{m!w ﬂ,f' adapting some of our duidre::: )
songs for Russian children, At Prague Spring Music Ffsnvai there was prominent notice
by the Press. Everywhere, it.was a sort of home-coming for us.

All this is traly remarkable, in the context of growing vested interests in fragmenta-
tion of music and musicology. The following extract from a report in “Politika”™ by Dr.
Dimitrie Stefanovic of the Institute of Musicology, Belgrade, gives a picture of the
pilerimage of harmony :

—Sadagopan

AFTER THE VISIT OF AN INDIAN BARD

In a series of courtesy visits which musicologists and musicians pay to Belgrade,
that is to Musicological Institute, meeting with Indian musician Prof. Sadagopan was in
many respects a special one : we met, before all, an unusual person whose energy gives a
special atmosphere, we got to know a man of good will, and an enthusiast for music, a
representative working in the field of musical education of the young generation, we
admired the man who devoted his whole life to the art, the secrets of which are accessible
to everybody....

Prof. Sadagopan left an unforgettable impression: spontaneously with joy
and affection he sang accompanied by his wife who played Indian tambura, he read
fragments from his works, he explained the basis of Indian music, he replied to many
questions. In India and all over the world this experienced pedagogue seeks and finds
out men of good who will support him in his efforts to elevate young generations and
offer them the real creative joy of music which perhaps they did not get acquainted with
al their homes or in schools. Prof. Sadagopan begins in his work with children because
he considers that by giving them education a firm basis of music and ethics can be set up
in them which cannot be so easily destroyed by later influences,

He considers children as his friends and works with them, so that
equal parts in this work which teaches them what is the joy of aingilniastgnliﬁa;l;:ﬁ
dancing together. He is sure that by teaching others we teach ourselves, that through
systematic musical education important results can be reached, ...Prof. Sadagopan thinks
that the universal language of sentiments represents deep in ourselves a common basis
which is to be found. Then all other obstacles disappear and we all speak one language,

This visit of a rare, tireless, good, great but also m |
tionate to music will long remain in our memgnrar}v. odest man who is 80 affec-

MENUHIN ON MUSIC EDUCATION

Wise parents want to give their children an appreciation of music,
but many go about it the wrong way. Never force music on them. If you
lock them in a prison of “do’s” and “don’ts” and “oughts”, you kill all
interest.

An extreme example would be a father who puts on a record, lines up
his family on hardback chairs and snaps : “Now, don’t speak a word.”
That would make them hate it.

~Another example is the mother who tries to ““sell”” great music, only
to suggest that music is something to which one pays lip-service but does
not actually enjoy.

And if a child is learning to play an instrument and is ordered by a
dry-as-dust teacher to practise scales, he will feel resentful and rebel.

Children are naturally exuberant. They love to sing and skip and
dance. Let them express themselves freely and you can guide their natural
good taste into a mature appreciation.

Convince the young performer that you want him to enjoy music as
an exciting experience and his attitude will change completely.

Rhythm

Realising he will not make progress until he masters his scales, he
will be more inclined to accept the challenge.

A child’s musical education should start early, preferably by the age
of three. Let him dance to simple tunes. Encourage him to express what
he feels, keeping formal steps to a minimum. At the same time, let him
develop his sense of rhythm by tapping his feet or clapping his hands’.

He will sing too, of course. These days there are several excellent
collections of children’s songs to choose from®,

1. Waving may precede clapping.
2. Not in India, so far. One record has been published by Tyaga Bharati.—Ed.
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Instrument

He should learn to sing in unison preferably in the simpliﬁ?d scale
formed by the black notes on the piano. Many African, I“fj'a" a_nd
Eastern tunes are based on this particular pentatonic scale, including
“There is a Happy Land" and “Nobody Knows the Trnuble_ I've San".

For the child, it has the advantage of dispensing with semi-tones,
which he may at first find hard to grasp.

Should your child study a musical instrument ? Let me say at once
that T do not agree with the mass-learning of the piano. Often, it is badly
taught and the child’s interest in music is blighted from the beginning,.

In any case, to learn the piano requires a particular temperament and
many of the children now learning would be happier on a stringed or wind
instrument. Also, for technical reasons, the strings of the piano are not
tuned to exact musical intervals and if a child relies on them for his sense
of pitch, he will be seriously misled.

Instead, T would prefer children to experiment with simple wind
instruments, such as the recorder, and simple instruments played by
plucking, such as the guitar or the lute.

If, and only if, they show an aptitude for a particular kind of instru-
ment should children graduate to formal lessons.

Family Pleasure

." here is a place in the world of music for everyone from the
professional virtuoso to the least skilf ul amateur.

Even'if your children show no talent as performers, you can still help
them 'tﬂ €njoy music as listeners, If you love music yourself and offer it as
a family pleasure that can be shared, they will come to love it too

The best way is to listen with them to records or to cnnccrts- on radio
but, whenever possible, take them to g live concert as a treat. If you play,

beforehand recordings of the g
> . mam works, : .
experience even more rewarding, the children will find the

Purity of tone

rds at a particular time each day, per-

If one work js repeated for
me to know it

: d they really liste
: ( n. But I do
as a soporific. The Person listening should £0 out to

he composer, as rey
S s ’ ealed
€15 Just audible wall-p:l!e:.y £ oty L4 g

What sort of mysic i it best to start with ? I suggest 15th and 16th
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century composers such as Palestrina, Byrd and Tallis. They have a purity
to which composers of our own day are looking back.

But we must not restrict their horizon only to Western music ; we
should introduce them to the mysteries of other styles as well—Indian
classical, Balinese and Tibetan for example.

Parents sometimes worry that a particular composition may be too
“difficult” for their children. On the whole, I think this fear is over-rated.
Clearly, they will not fully appreciate a late Beethoven quartet until they
have had more experience of life, but even ten year-olds can enjoy it on a
superficial level.

As my mother used (o say : “What they understand will do them
good. What they don’t understand, won’t harm them.”

Rebellion

Of course, children often rebel against their parents’ ideas and if they
show a liking for the romantics, do not discourage them. My own son,
Jeremy, has a passion for every kind of music, especially Rachmaninoff
and Mozart, and spends hours at the piano improvising on gipsy themes.

Even the Beatles have their place. Their music may not be sublime,
but as long as it does not become too commercialised it is useful as a
modern equivalent of folk music.

The majority of children have an inborn sense of melody and rhythm.
Trained along the lines I have suggested, they will never be taken in by
music that is completely worthless. And they will gain a love and under-
standing of the great masterpieces that will last them all their lives.

—courtesy : Sunday Standard

11



KATHAKALI-A GENERAL VIEW

The Kathakali is a relatively recent (say fifteenth or sixteenth century)
development of earlier dances which, like dances everywhere, arose D}‘It of
religious expression through symbolical action. Its oldest forerunner is the
Chakyar-kittu (entertainment by a professional actor called Ch.dkyar),
through which, at an early time in the Aryanization of Kerala, the impart-
ing of religious ideas and moral instruction was done by a combination of
story-telling and gesture (abhinaya). This early form of dramatic narration
was restricted to temples and scriptural themes. In course of time, local
and contemporaneous references crept into the narration. Familiarity with
the Purana-s and their language brought with it an interest in the Sanskrit
drama ; and this and local taste for music led to plots, fingersigns (angya),
melodic and rhythmic accompaniment, and women dancers in celestial
guise. Wooden masks were also used. The simplest form of the Chakyar-
kittu is the Kathaprasangam (story discourse) in which a single actor deli-
neates all the roles of the story. The Kudiyattam (associated dance) has
two or more dancers. In both forms the meaning of the verses chanted by
‘h? dancer is conveyed to the unsophisticated in the audience by the
Vidushaka (buffoon) who also gives a touch of comic relief in his grotesque

costume and actions. Other forms of the Chakyar-kattu are the Mantrangam
and the Mattavilgsam

superseded the impersonal narrations of
human appeal in the story of Sri
modifications in the sentiment of
tion of dressing. Out of the ¢

Krishpa. The emotional change caused
the music and drumming and in elabora-
hang:es in subject, sentiment and method

: undivided energy to the language of movement
gesture and sign (Mudra.sv, hand language). The dnnceg was no longe;

*better d!.'i_c;i_btd as Hm?&-s-—-Ed
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KATHAKALI—A GENBRAL VIEW

restricted to the temples, and other stories than those concerned with Sri
Krishna were also admitted.

Out of these loosenings of tradition arose, in the fifteenth or sixteenth
century, the Rdmandtfam (Rima dance), based on the Ramayana, which has
closer affinities with the genius of South India than the themes of the
Mahabharata. Here too the more intimate association of the story with
the genius of the people encouraged vital development. The epic was
enacted in eight days, a day being given to a particular episode. This neces-
sitated an increase in personnel : and perhaps economic considerations
induced retrenchments in the head-dress worn over wooden masks. Later
the head-dress was restored, and thick painting of the face took the place
of the mask.

Thus the original Chakyar-kittu evolved into the Kathakali which
gathered into itself elements from all phases of the past—the religious inten-
tion and pourdnic repertoire and humorous injections of the Kittu, the
opening dedication of the Gitagavinda, the costuming of the Krishnagram,
the gestures of the Ramandgtam. Out of these elements, and detailed modi-
fications in gesture which need not be described in a general account of the
art, the Kathakali achieved a synthesis of dance and drama marked by a
unique style and impressiveness. The following remarks made by Dr. (Miss)
Gertrude Bonner of the University of Zurich during a visit to Kerala in 1938
will indicate the reactions to Kathakali of a cultured European accustomed
to the modern occidental stage :

“Kathakali was a form of theatrical art very remote from what they
were accustomed to in Europe. Yet the needle of their inner compass
tended towards Kathakali because they felt that it bore a life and a percep-
tion which was unique and had an immense significance. Kathakali
attracted them because it was a traditional bearer of almost lost wisdom.
Nothing was left to haphazard expression, and therefore, as long as the
basic laws were guarded, nothing was left to personal distortion. ...These
main characteristics of improvised Italian comedy would lead them directly
to Kathakali—the predominance of movement and gesture, the use of masks
or mask-like make-up, and the creation of types in opposition to the modern
theatres which dealt mainly with individuals. After the decline of the
improvised comedy, approximately towards the end of the eighteenth or the
beginning of the nineteenth century, in Europe they could mark a tendency
towards a naturalistic theatre. There were extraordinary achievements in
this line, an almost incredible refinement and subtleness of expression. But
Europe had lost its theatrical traditions, which provided a basis for the
actor’s technique and art. They had nothing to rely upon. But Kathakali
possessed a tradition which was in itself a treasure”. She (Dr. Bonner)
admired the rhythmic music of Kathakali which was preparative and created
the needed atmosphere by loosening personal pre-occupations both for the

13
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audience. This loosened bondages and l:ftectih;h:;?&eﬁz
her world, The dance movements, the powerful steps, fomans
o Iki ' and the magnificent poses, showed the wtz.ihty and dyn: :
b ni;v;e ::hg;mmr The Kathakali was an extraéord:;lirydeduc?titzisi
iy et ot ini f the mind and body, 0 -
iti tradition including the training o ] . .
::‘tjl:r?;’fieling, of concentration a?d perseverance ; 1;n sl;;:i':; t]::a;;;ti:;
human personality. A country which possessed sucd'ta: mKigsmd s
possesed an invaluable treasure. As long as such a tradi lond o
a source of strength for the country and ought to be.trea:sureb ; yeen .twe:w
It may be added that training for the Kafizaka!: ngll‘{S etw iy o
and fourteen years of age, and reaches tf:chnlcal uc:{;-n':pletll.:uTl in andytime’
after which the attainment of mastery i1s a ryatt‘er of practice it bj;
Kathakali is played on the ground. The curtain is carried oin g.n e
two men. A large brass oil lamp stands betwe:en th‘e actors an 3 mbai
The action of the dancer is sung by a man behind hu_n, to dru’:n ar: C}:; e
accompaniment. Personal variations of Kathakali and B f:raa m_:d
(classical Indian dance) and combinations of the two are now being prese

with much favour, and a renaissance of indigenous dance is developing.
—Travancore State Manual

actors and the

In the early decades of this century
flourished a great Maharashtrian
musician whose fame reached both
north and south and who weilded a
unique influence in many spheres of
classical singing which has still not lost

its validity. This was Bhaskarbuwa
I Bakhale whom his contemporaries, and
even many of his seniors, unanimously
acknowledged as a singer and teacher

| blessed with unparalleled gifts.
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THE MUSIC OF SILENCE

(Unity of sound and silence as mythical experience
in the Music of [ndia)

H.J. Koellreutter

Silence is the essence of all music. Without it nothing spiritual can
be realised. Music is, however, something spiritual. Only accessible to
the soul. Silence, not as negation of sound. Not as negation of noise.
Not as absence of sound. Not as the death of that which sounds. Not
as a concept of the relative. This silence is absolute. Complete silence
that covers all forms of sonoric dependence and relationship. 1In it there
is no movement, no development, no evolution, but also no non-existence.
It is this silence that makes all these things possible. A silence of un-
limited potential. Perpetual content.

It is purely self-emanating silence, self-dependent existence. Un-
impinged silence that rises above all dependence and relationship. A non-
audible sound around which other audible sounds circle. A reality that
fuses opposite concepts and excludes dramatic conflict. There are few
musical cultures in which complementary polarity of sound and silence
underlies all manifestations. One of these is the Indian one.

Sound and silence as complementary polarity. As the Indian musi-
cian is always at one with silence, even in his most expert renderings, it is
possible for him to communicate it. For silence js communicable only
through sound. Sound, not as an end in itself, but only as a complemen-
tary pole of silence and simultaneously as its manifestation. Only when
both poles exist, sound and silence, can we recognise the nature and the
essence of Indian music. Only these two factors. not rationally presented
as contradictory, but as elementary ambivalence, lead to the understanding
of Indian musie, which is indeed a mythical experience.

The term “mythical’” here implies unity of sound and silence, quiet,
introspective listening. A revelation of the soul, that once heard, must be
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» - . = f
made audible. Music of silence, Indian music, the original language o

‘ ! a wa
our being, begins and essentially continues to form sounds in such y

. - h
that the movement of soul does not while in them but goes further throug

' | | originate and articulate.
them to the lively ground from which they al g sl

' i ' ioinates its own Si
From sound, if heard in the right way, origina ,
itr from the silence created Dby the babbling brook that we might

chance upon in a lonely wood during a n?cturnal stroll. Snmefhlnf
k: we forget its babble and experienc
strange emanates from the broo .
silence. The great silence of life in the rendcr{ng of a song. W
The verb corresponding to “mythical” is the Greek mjft ?;lof
which means “to talk”, *‘to speak”, “to say’. Anothef vcr? EcmrM r:.:r:r:
the ambivalent Sanskrit root “mu’”’ is the Greek ", myein’’. yein
means ““to close oneself”’. Thereby a ““closing oneself”’ through the eyes
th. P
iz ll}?h?gznskrit “miikas’ has the same root. This means “mute’’. IE
Latin it has become “mutus”. In Greek it recurs i'n the wur.ds."mystes
and “mysterion” and forms the concept of “mys.tic“ in the Christian world,
ie. silent introspection with closed or inward oriented eyes. s
Both meanings are valid. Both meanings explain the wc{rd “mythlc?l .
And both meanings explain the essence of Indian music. It is not Suﬂitflﬂft
to experience the sound alone, the aspect of musical expression, nor is it
sufficient to experience the aspect of non-sound, or silence alone. Only both
as a whole explain Indian music. Only the meaning of both roots of the
word “mythical” explain its depth and the depth of “mythical”” experience.

Indian music is statement and silence at the same time. Through its
sonoric statement, silence is created. Just as through the babbling brook
in the lonely wood. And through its silence, sonoric statement becomes
effective.

There is hardly any other musical culture of the world in which the
alternating effect of statement and silence is so intensive and so audible as
in the Indian one in which every sonoric detail, reduced to the essential,
achieves a concrete value and meaning only through subjective interpreta-
tion and in this way re-integrates the listener into the absolute silence of
spiritual realisation,

This mythical experience of Indian music encompasses a conscious-
ness of the soul, i.e. the inner world. Indian music appears to be a circle,
rotating at a two-dimensional level around the basic idea of a Riaga or of
Vadi and Samvadi, The circle, however, was always a symbol of the soul.
It encompasses all things polar, all complementary developments, and con-
nects them into one, just as the planets rise and set, encompassing all
visible and ‘mvisible ways and return to the beginning of their path.

In this natural, temporal circling of Indian music that defines the
form of vocal or instrumental performance, the undefinable that appears

16
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only in the reflection of the soul and disappears again, is to be seen. For
form in itself is nothing. But if this music makes man ready to experience
the fullness of its inexplicable origin and if it leads the mind to the truth
of universal laws, then it truly reflects the great order of the Whole.

When we are led in this way through a work of art to the origin of
life, silence encompasses us, a silence through which life speaks. But only
the sympathetic mind comprehends the purity of this silence and is capa-
ble of mythical experience, The music of silence in a reign of forms
created by man is: the sonoric expression of that which does not sound,
the learning to listen to that which refuses to sound, making the void felt
and learning to understand the incomprehensible. The music of silence is
realised as an inner experience only when it is subjectively imbibed as a
Whole.

In the mythical, natural temporal circling of Indian music we feel
the relationship of time with the soul, the complementary polarity of
heaven and earth, God and Man, Spirit and Matter. Even the architecture
of Indian temples and tombs reflects the polar concept of mythical ex-
perience: soaring props, columns and tower structures complement cosmic
vaulted space. In the mute tones of the marble of the Taj Mahal, the
message of mythical words is reflected. The singing marble of this tomb
is a silent myth, the opposite pole of a mythical statement.

Myth: this is the closing of mouth and eyes. And as it is silent in-
trospection and inward listening, it is a revelation of the soul. Myth is
the vision, the image, the statement and the report of what has been seen
and heard. What was revealed to the inmer eye like a dream finds its
polar correspondence and realisation in a poetic or, in the case of the
music of India, in a musical, artistic message. The psychic accentuation
of the experience always contains an element of polarity and ambivalence
because it manifests flowing rather than punctuated movement. It is a
revelation of vital dynamism that stamps the character of the experience.
Experience, which is always one of the soul is therefore polar, for it is not
only a passive act, something that happens to us, but it is at the same
time something we do, it is active participation for we experience the world.

In this experience thé world and its opposite pole, the soul, approach
the threshold of consciousness. Real experience is never rational; the
soul acts, something the intellect cannot accept because it cannot measure
it. Experience is an insight into psychic polarity and reality and differs
fundamentally from punctuated experience or only causal comprehension.,

Every experience is a sensitive realisation of polarity, a complemen-

tafy. mythical form of integration. Thus the music of India becomes the
miirror of the soul and sound becomes the mirror of silence.

17



A WORD TO TEACHERS

(Music in Education as means to the development of the mind)

R. C. Mehta

As teachers of music we have to think about music education as a part
of education of society. We do not wish to be a caste or a clan specialised
in a certain craft and found useful to serve the occasional demands of in-
dividuals or groups of men. The study of mathematics, geography, history,
yields lasting values of general but very useful nature and the study of
thf:se subjects is considered necessary in the development of the human
!nmd. Let us, as art educators, consider how best music is capable of serv-
ing this cause and in what way the teachers of music can participate in the
fulfilment of the cause, and the resulting demands.

. It is very easy to emphasize the value of having more artists in the
society, more creative work from artists and asking the different agencies, in-
cluding the Government for offering assistance in the field. This is all m;ces-
sary, but unless we are able to provide roots in the general educational
pattern, we will not serve the right cause of music.
wcim;”fa:fi"ﬁc:ﬁfut::l“"ilt:s*si:rflpha'sm_u}g Ehe need for educatiun of man in

ciety - in traditional cultural values that the Indian
Ctll]d is likely to feel himself belonging to India and in a way belonging to
himself. From the first stage in education, the child requires to bg: : d
aware of the values which we have lived by and the achi oo
which we have lived through. This is dir phsn s e
\ perhaps where music educ
in the context of general education i e along with s ool
it e sotgs, Solkinosan, nun-sc;;s;e = g with nursery rh.ymes. eurhyth-
. st toicie. ngs, etc. The feeling for tonality,
s nbre, pitch, volume of sound, ascending and descendi
ones, flow, etc., is to be cultivated as a ' s gae
life. The intellect and the emotion, both g bt oo
miore than, i the teaching of verkA : are involved here as much as, if not
84l Gl souoire 1666 Exrich guage. The child-experiences of the

In a great number of ways, and music, in
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A WORD TO TEACHER

preference to other media, has been recognised as one of the best means to
educate the child. Here the importance is to provide experience and educa-
tion in feeling, of certain elemental things of life, and not as instruction
in art as such. Of course, it requires to be recognised that this primary
exposure is a great help in the musical education. But here we place
music as a very suitable means for the development ol the child.

With this fundamental approach to music education, we can take the
stage of education when consideration is given to subject areas like language,
history, geography, mathematics, etc. At the secondary education level, it
becomes necessary to provide a student possible concentration in certain
defined areas of knowledge which are named ‘core-subjects’. Here the
battle of values begins, and the protogonists of different arts and subjects
would vie with each other for acceptance of a particular subject in the core
curriculum. If one studies the history of education of the different parts of
the world, we find that the core subjects at the secondary level reflect the
mood and the needs of the society at a particular time of history. There
have been attempts throughout to evolve a balanced curriculum.

With industrial revolution in the 19th century and with the growth of
technology and science, the problem of balancing the core subjects has be-
come more and more complicated. Do we, as music teachers and as
educationists, feel the necessity of having music as one of the core subjects
at the secondary level ? 1f we do, have we sufficient reasons to convince
those who are not much acquainted with the art and who like others and
ourselves are keen to offer balanced curricula for the secondary education ?
Do we think music is as important as geography and mathematics which are
accepted as core subjects at the secondary level? Or do we think that at
this stage, concentration should be given for only those who have special
aptitude for it and can benefit out of the opportunities that might be offered
tothem? If the latter, will it exclude a great number of enthusiasts from
music education, and will it be a great loss to society 7 Answers to these
questions will decide where we stand vis-a-vis the education in music at the
secondary, and perhaps the most important, level. We might have to find
out solutions to this problem. This depends on a sound music philosophy.
We must recognise that the fine arts and music can be appreciated by most,
but created by a few. Listening to music is a complex process, involving *‘a
sensuous (Cecilia), an emotional (Dionysus) and an intellectual (Apollo)
response”” (Music and its Meaning-Frank Howes, University of London). As
there is growth in understanding and absorbing values of life in other areas
of human knowledge and experience, so it is true of music listening as well.
It is necessary, therefore, that the appreciation of music should be a part of
the core curricula while the creative areas and study could be offered for
specialised study by students with marked aptitude. Here, appreciation
courses do mot mean passive listening ; it would mean both participation
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in music and attempting to create music to an extent._ The creatwedpmf:ess
involves education of the intellect and the senses, part:cula.rl}v S ucuond.
repetition, concentration, and coordination between imagination an
perfﬂrlu;?: :ccept this underlying idea behind music education, 1_t will at
once be clear that no education pattern can afford to neglect music as one
of the core subjects at the secondary level. Itis .nut merely to emphasize
this importance that I have mentioned these. It is necessary to assert our-
selves, and such assertion should come from a body of music educators.
By this let us, in the first instance, declare that it 18 l'l":}t a projection cff vested
interest but a perspective of education, perspective of educ:anc:msts‘well
acquained with music education in the context of ‘total educatu?n or ‘well
balanced education’. It is necessary to include in the education of Man,
this essential aspect of knowledge and wisdom accumulated and enriched
by centuries of endeavour. Music employs all the tools of thinking-cum-
feeling i.e. intuition, imagination and logic. Let us assert that, in arriving
at this conception, we have thought of the development of the mind and
not development of a particular area of knowledge or art. If this is accepted
music, as a continuation, will require to be offered for specialised study at
the higher secondary and college levels. As in other subjects, this will give
us specialists in the field. This stage in music education needs much im-
provement since it is to give us the personnel needed for the advancement of
music and related subjects. Music requires to be correlated with other
subjects, since such inter-relations exist in nature and the study will bring
to light the oneness of knowledge. Here too, talents can seek the best
possible further development and find the fulfilment of the individual as of
the society. Unless music education is woven in the very texture of education
itself. the education of man will remain narrow and impoverished.
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CONTRIBUTION OF SCIENCE TO
INDIAN MUSIC

B. Chaitanya Deva

It is true but regrettable that scientific attitude—which is only another
way of naming an alert mind—has been almost absent from our musicology
for quite a few centuries. It has been quite a tradition to stick to tradi-
tion. And the older the tradition the more ‘sacred’ it is ! Let me hasten
to add that I am not questioning the wisdom of the ancients. Quite a
a few of the ancient works have risen to great heights of creative thinking.
But, on the other hand, a greater proportion of writing on music is more
plagiaristic than original and this is so in most cases even today. Musico-
logy has come to mean historical cataloguing ; rarely do we meet an
enquiring mind that does not take things for granted. And this is the
essence of the scientific attitude.

What happens when such a mind applies itself to musical problems ?
For the present let us concern ourselves with the ‘theory’ of music. (The
practice of music is also often stagnant and an alert artist is as rare as an
alert musicologist.)

The approach

The scientific or enquiring mind concerns itself with the immediate—
even the historical present, for to-day is but the fruit of yesterday. Because
a mind moves with its own questioning it never takes anything for granted,
always questioning, asking and destroying the blind petriferous authority.
Such a mind is also intuitive, but free to enquire, to examine its own
intuition,

Creative musicologists have always been of this nature. They are
concerned with their immediately present and current music ; for them his-
tory has been more in the nature of background material. Bharata,
Sarngadéva and Ahdbala were such men of science, for they examined and
logically described musical practices and just did not repeat historical texts.
This freshness of outlook is a sign of vitality which we are very much in
need of today, for much of present day musicology is a nostalgic repetition
of history.
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Pure Science

! ience can con-
There are many areas of enquiry where techniques of scienc

' d here. :
| A few problems are discusse bt
‘”b““; Sreat'l'lhye question of Sruti-s has always engendered more discu

ienti inki help.

han understanding. Here is an area where scientific _thmkmgei::wrd[:'
'tl'h?rc is no doubt that this problem seems t0 ha}fc recgv:t:v :]111 fingerin
narily intuitive and intelligent solution by QuE a“memsl*l :ature oF it
lost the vital clue. It is necessary to rethink about the _ S
scales, applying ideas and techniques of the mathematics O
discontinuity. e ; e

(2) 1t is obvious that music is a message. 'It 1S nc_cess?arly f:hﬂher .
stand the nature of this message. Of course, 1t 15 que§ttnna dﬂi b
musical ‘meaning’ could be understood by an extra-musical l:)'ne n.lm.t B
simply put, what is the ‘emotion’ in music. Tt'm::e have .ee;n s
vague talks about emotion, rasa and music, cons;stlt{g of ma:; ::hq s

! t reopen the issue and thin

from ancient texts. But should we no . :
over again ? We must take up serious experiments in psychology to delve
deeper into the ‘meaning’ of music. .

d (3) Meaning apart, music can be studied as a message orlcude.l I!;‘!:l
nature as a stimulus and response—its structure?-mu_st be can;:ful y ana] 35;
and determined. From such a study the classification of raga-s could be
attempted. Here again the modern scientific methods of information
theory and cybernetics can be of use.

Applied Science

While the aspects mentioned above do not immedia:tely appear to be
of ‘practical’ use, there are many problems in the practical field that can
benefit immensely by scientific methods. For example : '

(1) The manufacture and design of musical instruments can derive
much from advance in physical acoustics. We do not even have good d'flta
on the tonal qualities of our instruments, and the material used for tnizkmg
them. I am sure with extensive experiments we can improve the quality of
our instruments. Electronic instruments to suit our genius can be designed,
opening up new dimensions in music.

(2) Physiological acoustics is a science not yet well advanced. But,
studies in voice production have been conducted. Here is a vast field where
new methods in singing techniques can be learnt and taught.

(3) I know of no musical institutions in our country which has even
a semblance of psychological test for students. Students are admitted on
paper qualifications : in some institutions—even universities—there is even
a pretence of ‘practical interview’ which is a farce. But there can be pro-
per psychological tests for musical abilities on which admission for training

could be based. There could be periodic psychological tests of progress.

22

LIVING IN ART

Jean Tappendorf

Like many another mystery of the universe, esthetic experience must
be inferred from the nature of its manifestations and the means to its
achievement. The impulse to expansion of consciousness—for esthetic ex-
perience is surely a part of it—and efforts to touch reality are certainly
not new. Present trends only represent another turn of the spiral. Early
Christian mystics and alchemists sought the same thing, each in his
own way. Their special implementation was characteristic of their con-
sciousness and culture. Personal illumination was sought most frequently
through the exercise of devotion, religious fervor, and obedience. Anthro-
pomorphic art played a large part in these devotions also, and the ardour
and adoration focused upon paintings, statuary, etc., were excessive. In
fact, this adoration and the conviction that these talismans could in fact
respond in some way generated tremendous thought-forms about them. As
succeeding worshippers or art-lovers worshipped or admired these works
they felt tangibly the thought-forms, and in response increased their num-
ber. This never-ending chain of cause and effect heightened the esthetic
effect of these art works and they became not only masterworks of genius

- but powerful centres of the very aspirations they were meant to portray.

Certainly art and beauty can play a key role in esthetic experience.
As Claude Bragdon said, “‘Art is related to life much as mathematics are
related to discovery: that is, as a direction-finder and foreshadower of
things to come.” But here another mystery confronts us; for though one
aspect of reality is surely beauty, its boundaries defy definition. Those
who would firmly define art, for instance, as *‘that which is beautiful” have
trapped themselves in their own limitations. Beauty is, in fact, not only
“in the eye of the beholder” and therefore highly individual, but it is
incessantly changing with personal consciousness and public opinion. Fads
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i i | s of
and mass acceptance condition us 1n turn,. c_rf.?atmg transw}nt ;:::;iieit i
beauty. We have only to examine the primitive art ot" carly t see. b
architecture of the Victorian era, or the styles of the ‘twenties 1O

illustrated.

In the nineteenth century a preocccupation with the beauties of

nature developed romantically into near na?ure—worshlp. This mttres.t ar;e;;
vaded all of the arts as well, from bucwvlic la_nd-scapes to t?]B revwr :
Greek dancing out-of-doors. What a fitting antidote to the stzfld forr_natll;;
tion of public mores and private drabness! What a real need it was “:1
corseted, airless world; for nature was free—or so man thought—and un-

In a world conquered and bound, he longed to.be a part of

conquerable. ¢ he loved in an effort to

nature. Inevitably he despoiled the very thin

conquer it too. B :
At the turn of the century two very significant changes took place in

the attitudes toward estheticism. One was the change in art and music
from representational to impressionist. Previously, thought an{} emotion
were inferred, but forms dealt with the physical world. Ev‘e:n music, ::Elw'ays
ahead in development, was either mathematically sequential or descnpn':re.
Though the romantic period certainly evoked emotion, its foﬁrms were solid.
With the advent of the impressionists art began to g0 “inside”, for th'esc
artists and composers dealt with another realm altogether from phys‘:cal
life. Although nature played an even stronger part in their inspiration,
religion was largely abandoned. This trend pervaded all the arts: and
preoccupation with the non-physical world marked a major revolution in
esthetics. The paintings of Les Fauves, the music of Debussy and Ravel,
the innovations of Isadora Duncan, and the writing of Gertrude Stein were
only sparks in a veritable avalanche of esthetic change.

Nearly simultaneous with these developments in art came a fascina-
tion with spiritualism, Regardless of scientific interest or “‘spiritual’’ over-
tones, it constituted parlor games to most who indulged in it. Its signi-
ficant value, of course, was to establish the fact that an unseen world exists
and that something besides material life pervades us. Though we may
now consider it elementary that all beyond physical evidence is not
necessarily spiritual, basic materialistic prejudices were broken. These two
developments—impressionism in art and spiritualism—heralded things to
come, for they were the direct forerunners of present interests.

Interest in non-physical realms has increased against all obstacles.
The evaluation of esthetic experience is still largely uncharted or undiffe-
rentiated. Trying to correlate the things one reads and assimilates intellec-
tually with living, galvanic changes in consciousness is difficult at best,
especially when we consider that the printed matter is usually someone else’s

experience. Add to this the interpenetration and interaction of all grades
of matter, and we have even fewer ready answers.
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Nonetheless, increasingly widespread interest in esthetic experience
has grown to enormous proportions, From interest in spiritualism, public
preoccupation has turned to the use of hallucinatory drugs. From non-
physical subjects in art, we have progressed to fantasy and happenstance.
Perhaps the most important factor in these trends is that we have gone
“inside”, and have demanded that we experience rather than observe. This
may be a rising trend, although to the undiscriminating, or to those un-
acquainted with occult cautions the difference is merely between watching
psychic phenomena and ‘“‘getting in it’’; between looking at a painting and
having it hit you; between hearing music and having it reorganize you. It is
vastly different to have Aunt Nellie communicate with you from the dead,
and to take an LSD “trip”. Alarm over its perils from many quarters
only seems to enhance the siren call to those who would live dangerously.

It 1s in the arts of dance, painting, sculpture, music, and architecture
that the most fascinating developments have taken place, however—and
this for a significant reason perhaps: they are non-verbal. For words,
spoken or written, are the peculiar province of the mind. They are the
special tool of the “fifth race,” the people of the intellect. They are the
artists most apt to rationalize, to differentiate, to individualize, Dynamism
is more likely to express itself in terms of personalfrustrations and year-
nings for freedom. In the non-verbal arts the tendency is toward more
abstract symbolism. In the dance, for instance, the expression of mood,
and even philosophy, is frequent. There is an accompanying studied de-
emphasis on costuming, set, or story line.

A most important symptom of this developing consciousness is the
increasing prevalence of creativity—by everyone. Not only are we en-
couraged to taste the other fellow’s wine, but to devise our own. This free-
dom of ideation, whether partaking of another’s art or creating our own,
is the special forerunner of intuition; for creativity—true creativity—which
touches the highest aspiration, is the hall-mark of the intuition. In The
Lotus Fire, George Arundale, who understood this vitally, has written:
“Art is one of the supreme forms of revelation, of the intimation of the
more in the regions of the less, of freeing the imprisoned from their igno-
rance and fear-hardened limitations.

From the anthropomorphic worship of that which is “outside’” our-
selves, to the equally selfish desire for personal psychism, we may come
to realize that esthetic experience of the world within is not ours to hold.
It has no barriers save those we make by our efforts to hold it. The world
within becomes the world without when the wholeness of life is glimpsed.
The buddhic-intuitional level of consciousness—the first plane of Unity—
dawns for us all, soon or late, if we will but break our prisons.
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SUNLIGHT AMONG SHADOWS

Mina Swaminathan

The holidays are over, and it’s time to go back to WPl:k. And one
should be able to go back with renewed viguur,_ fu_l[ of ?he spirit and power
of joy. For that is what our autumn festival signifies, in all the manifesta-
tions in which it is found in all parts of our country. In ?epgal, and
Eastern India, it is the victory of the goddess Durga, Sakti incarnate,
quelling the demon of ignorance; in Northern India, it is the trmn"lph of
Rima and the destruction of the demons which is celebrated; in tb:e
Navaratri festival of Southern India, the forces of good arrayed in all their
splendour dispel, by their very appearance almost, the forces of evil. After
witnessing such spectacles of the Eternal Victory of Good over Evil—
re-enacted once more for our sakes, should we not be refreshed in spirit, and
full of ever-present-joy?

Looking around, it seems that this is not so. It is very much a
joyless world. The first sign of joy is the ability to lose oneself in the work
or task at hand, to participate with delight in an activity for its own sake.
Thoughts of reward have no place in such activity. Yet we have succeed-
ed in training even our children to look for “rewards” in every activity,
Competitions and prize-distributions in every sphere of life are partly to
blame. So is our utilitarian philosophy of expecting every action to lead
to some extraneous gain, immediate or distant, for the individua! concerned.

Some time ago, the organisers of a recreation centre for children
found to their surpise that attendance was dropping off sharply. The
activities offered by the centre included music, dance, drama, sewing, pain-
ting, other crafts—all provided at no cost, and serving an area of middle
and lower class homes, where such facilities are not available either at
school or at home. It was to be expected that many parents would be
cold to such a programme, on the ground that it did not help their children

to improve in their academic performance, nor to get jobs, nor in any
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other obviously “useful” way. But it was a shock to fin
drc_:pped‘nut give as the reason ?‘or doing so—“There S€EmMs no point in
doing this for so many months if we are not to get a certificate at the end
of the year”. Imagine youngsters who could find no joy in simple pleasures
in bealthy and pleasant activities pursued for their own sake but WED needeed’
to have the carrot of a certificate dangled in front of ,their noses. So
deeply have they been affected by the attitudes of the world ar-ound
them—“What use is it?”

And yet, this is the‘ country that gave the world the idea of “Lila—
of the world as the manifestation of the Divine Energy at play. All ani-

mals, and Man, and their Creator play, or indulge in activity which has
no end outside itself. Play becomes burdensome work when the element
of r:\utside motives or rewards enters, and the joy goes out of it. Our
ancients knew this well enough; why have we succumbed to the dreary
ethic that equates duty with unpleasantness?

_ Because we lack the joy to pursue any activity for its own sake. this
18 a nation of beginnings. We are forever Inaugurating, with or wit’hout
speeches, forever planning new ventures and starting new projects with a
fanfare of trumpets. Rarely do we get excited about carrying on with
them.——that's work, and therefore dull and unpleasant. A new venture in
Delhi is community singing. One such group, recently started, that plans
t:_:r 11;'1&:: once a week, announces its programme as a ““weekly session of
Singing together™. It hopes to bring together people of different communi-
ties, by introducing the music of different regions, and simply providing an
?ppnrtl:mity for people to get together for an hour a week, to participate
In music, and to get pleasure out of it. Yet it seems that this is altogether
too simple and naive a programme for those who ask “What use is it” or

“What’s there in it for me?” The programme got off to a modest start,

with a handful of people present on the fi: st evening, and no formal inaugu-

ration. Everyone heaved a sigh of relief—a good begining had been made.

It is nobody’s concern that in four weeks the attendance was down to three.

After all, it is too much to expect of adults, concerned with the serious busi-

ness of getting a living, to indulge in something so childish and purposeless

as “having fun”’. Music as an aid to marriage, yes; music as an aid to fame,

yes; music as a status symbol, yes; but music not in aid of anything else,

music just for itself, music for simple fun, No.

And yet, the spirit of joy persists, and breaks out, in spite of all our
attempts to subdue it. Night after night in various parts of the city, the
Rama Lila was played by enthusiastic groups of amateurs. The actors—
hotel boys, domestic servants, labourers and artisans, people who work at
demanding physical jobs all day—are not averse to giving freely of them-
selves and their time at night, for weeks on end, counting both rehearsals
and performances. The same can be said of all those who, in one way or

d the children who
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another, gave extra time during the last _fe_w wceks: often pre;:ml;st ;::d
hard-won time, to preparation for the religious festivals. No ff:".ru i 3;
will remember some heartburnings, some quarrels, saEne broken friends 50
and some wasteful committee meetings—b}nt tht’f}’ do it year after ;es:r.kﬂn
it must bring on the whole a sense of satlﬁfact:f:n—of a jﬂb. under aI

for its own sake, and well done. There Is still hope in asking ourselves

the question: What did they get out of it?
les, there is still hope. Here is a success story of love and courage,

in another sphere where there was a felt need: 5

In the field of child welfare services and opportunities, z}lrl}ust all the
facilities from the most sophisticated, such as on-the-spot pam.tmg compe-
(itions, children’s museums, libraries and exhibitions, recreation centres,
Bal Bhavans and theatre groups, to the most elcmentary_ such as I}utrltlon
programmes, pre-school centres and special care for dtsa:blgd children of
various types, are concentrated in the cities. The vast maj{.il:lt)’ of nursery
and kindergarten schools are to be found in a handful of cities, though all
educationists are agreed that the pre-school years are probably the most
important years, educationally speaking. Within the cities, there is a grf:at
contrast between what passes for education in the overcrowded, ill-
equipped and poorly staffed State schools and the opportunies provided to
some children in the better schools. It is almost a physical shock to move
from one to the other. Till we become not only aware of the ‘“‘shadows”
in our society, but unable to accept their existence complacently, as we do
now, this state of affairs will go on.

But there are already people who refuse to accept this sort of thing as
inevitable. One of the most heartening and inspiring ventures in this
direction is the formation, by a small group of courageous and imaginative
women, of the mobile creches for the children of working mothers. The
first item on the programme is cleanliness. The children, of all ages from
six months to ten years, are collected in the morning and well-scrubbed
and washed. Fresh and bright-eyed, they assemble in a small “kutcha™
hut and receive medical attention, inspection, simple treatment and
medicines, care of the eyes, hair, skin and teeth. The mornings are for
lessons in reading, writing, arithmetic and general knowledge. There is a
simple and nourishing midday meal provided by a charitable organisation,
and milk. The afternoons are devoted to simple crafts and handwork,
such as sewing and knitting for the girls, gardening for the boys, games for
all, and another simple snack before they break up for the day, to return
home along with their mothers from the building construction site.

The building contractors, at first perhaps suspicious, held aloof, and
watched the women, who, undismayed, gathered the children under a tree
and began their work, digging their toes in, as it were. Soon the contractors
put up a small shed for them to hold the school in, next a store room, and
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now provide enough money also to meet the great part of the recurring
expenditures. This indicates a new sense of social responsibility which has
so far not been noticeable in this section of society.

So much has already been accomplished with such limited physical
resources—which only goes to prove that it is the people that are far more
important than material resources. It is human resources which have met
and faced this problem—it is courage, imagination, daring, determination
and, above all, love. For a need was seen ; it was felt ; it has been met.
And what but love can respond so simply and authentically to need ? Not a
sloppy, sentimental, wishy-washy love that talks much and does little—but
a love that has the wisdom to see what needs to be done, and the courage
to do it. And these are the sort of people who are the sunlight that must
drive out the shadows, people who “see’ with their hearts and act with their
heads and hands.
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G. N. BALASUBRAHMANYAM

G.N. Balasubrahmanyam, or “G.N.B.” as he was popularly known,
had wanted to become a !awyer. Music was one of his hobbies. By a strange
quirk of fate he had to abandon his study of law, and music became his
profession and career.

G.N.B. was the son of G. Narayanaswami Aiyar and was born on
the 6th January 1910 at Gudalur in South India. Narayanaswami Aiyar
who was the Head master of the Hindu High School, Madras, was himself
a great lover of Karnatak Music and learnt violin under Karur Chinna-
swami Aiyar. He was on terms of close intimacy with stalwarts like Puchi
Srinivasa Aiyengar, Madurai Pushpavanam Aiyar, Sarabha Sastrigal and,
later, Ariyakudi Ramanuja Aiyengar and others. These musicians used to
visit his house whenever they were in Madras for their concerts.

Thus G.N.B. grew from very early childhood in an atmosphere of
classical Karnatak Music and soon began to evince interest in it. His
father encouraged the early propensities in him and even arranged for re-
gular lessons under Madurai Subrahmanya Aiyar, a co-pupil under Karur
Chinpaswami Aiyar. G.N.B. was thus provided with an early initiation
into the lakshya of Karnatak music. The frequent visits of Ariyakudi
Ramanuja Aiyengar held out opportunities for listening to him. The ex-
posure to Ariyakudi Ramanuja Aiyengar’s music at such proximity left a

profound impress on G.N.B.’s young mind,

In due course G.N.B. took his Honours Degree in English Literature
and joined the law college. But he did not complete his course at the law
college. For some reason, he left the law college after a year. Thereafter,
he devoted himself wholly to the practice of Karnatak music.

In 1?28 4 lucky break came his way in an unexpected manner, Musirij
i&:‘ga;nanm Aiyar who was schedu_ied to give a concert at the Kapali

pie at Madras had to pull himself away at the last moment on
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account of ill health. The organisers put G.N.B. in his place. The young
artiste gave a very good performance and thus commended himself to the

attention of the music-loving public.

Soon the attention of film producers was drawn towards him. G.N.B.
was of medium height and of fair complexion. He had also very attractive
features, Further, in those days, the system of using play-back singers had
not come into vogue. Tamil films used to be heavily laden with songs.
In those days no body thought it an anachronism if Lord Krishna, in a
film, sang a Tyagaraja Kriti with niraval, svaram and all. So it is no
wonder that G.N.B. found himself accepting lucrative offers from the film
people. But his histrionic talents were in no way commensurate with his
abilities as a musician. So he failed to make any lasting impression as a
film actor.

But such appearances as he made in films, certainly helped to make
his name well-known among the public at large, and his concerts used to
draw unmanageably large crowds. G.N.B. himself had declared Ariyakudi
Ramanuja Aiyengar as his mentor. But he was also greatly influenced by
the Nagaswaram maestro Rajaratnam Pillai. He fused these two styles
and successfully evolved a style which was all his own.

G.N.B. had a very pleasing voice, and he excelled in Bravura passages
or brigas as they are known. Very fast singing is usually associated with
his style. His style is also known as the neo-classical style. as the emphasis
iIs mostly on svarasthana rather than on svara with its gamaka-s and
Sruti-s, Some felt that he strove to appeal to the intellect of the listeners.
In the beginning of his career he used to tease his audience by taking rare
raga-s like Malavi, Andolika and Narayani for short glapand-s. His con-
certs were noteworthy for elaborate and pleasing aldpana, crisp rendering
of kriti-s and lucid swaraprastara-s. '

His style of singing found favour with the younger generation .nf
of musicians, and he attracted a host of disciples. There were also Ekalaiva
Sishya-s who practised his style on their own. ‘

In all his actions, G.N.B. was guided by an unquenching sense for
sensuous beauty and showmanship. He dressed himse!f extremeb{ carefully
and elegantly for his concerts. He eschaw?d unl?ecommg mannerisms. _Hu
was very particular that the tambura behind him should be kept ler?lg:]lt
so as to provide a pleasing visual background as well. .He was fcnj of the
good things of life and was always surrounded by fn{:n.ds and a mn‘ers:
He developed an abiding interest in astrology. In his matunflg,: years
G.N.B. was a Sri Vidya upasaka. He has composed a numper ‘t:‘ri' Lé‘llbs on
Sri Tripurasundari. G.N.B. reached the peak of fame early in life. h‘v’f-‘n Sl[:;,
he held older musicians in high regard and esteem anf! did not th.ml]: it henea 1
his dignity to take guidance from them. At afunction got up in usth on.u;;
at Kallidaikurichi he paid glowing tributes to Ramalinga Bhagavathar a
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chided the public for not honouring him properly. Various bodies vied
with one another in honouring him. He was made President for the 1960
Annual Conference of the Madras Music Academy and conferred the title
of Sangita Kalanidhi that goes with the presidentship. The Sangeet Natak
Akademi (National Academy of music, dance and drama for India)
conferred its Annual award for Vocal Karnatak Music to G.N.B. in the
year 1958.

He was the Asthina Vidwin of Travancore for a long time. The All
India Radio also availed itself of his services as producer of its Madras
Station. This post he held until he left for Trivandrum:to take up appoint-
ment as Principal of the Sri Swati Tirunal Academy of Music.

While at Trivandrum he had a recurrence of his heart ailment, and
he passed away on Ist May 1965 at the untimely age of 54. 1In his
death Karnitak music has lost an outstanding musician who created
a new vogue. He was also a composer of no mean merit.

M.L. Vasanthakumari, S. Kalyanaraman and V. Ramachandran
are some of his pupils. Radha and Jayalakshmi are also good exponents of
his style, having learnt it from T.R. Balasubramanyan, a senior pupil of

G.N.B.
N.G.A.
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SUBBARAMA DIKSHITAR

Of the Karndtak Music Trinity, Muttusvami Dikshitar was, it might
be said, singulatly fortunate in having his hereditary and pupilary line
perpetuated by such an illustrious figure as Subbardma Dikshitar. Most
of the former’s compositions were assiduously learnt, practised and authen-
tically recorded for posterity in the latter’'s monumental work, “Sangita
Sampradaya Pradar§ini”. Subbarima Dikshitar was the grandson and
adopted son of Balusvami Dikshitar, younger brother of Muttusvami Dikshi-
tar. He was himself a musician and composer of great merit but it is as a
musicologist (in the best sense of the word) that he has earned our gratitude

most.

Born in 1839 as the second son of Sivarima Aiyar and Annapiirani at
Tiruvarir, Subbarama Dikshitar was taken to Etftayapuram at the age of
five by his maternal grandfather, Balusvami Dikshitar, who later adopted
him as son. The natural gift of music in the child was so competently
nurtured by the adopted father that soon, even at the age of seventeen, the
boy blossomed into a composer. Besides, he studied and mastered Sanskrit
and Telugu literature under Vilattikulam Krishnaiah and others.

In his autobiography, which is one of the 77 biographies of musicians
included in “Sangita Sampradaya Pradaréini”, there is a reference to a test

to which Subbarama Dikshitar was put by the Maharaja of Eg'tayapurarrj
who asked the former to compose within an hour a Jatisvaram in Yamund

raga with ornamentations of highly intricate technicalities. His success m
this rigorous test made Subbardma Dikshitar the “Samasthdna Vidvan

over-riding the claims of many other older musicians.

i3



INDIAN MUSIC JOURNAL

Dikshitar would be incomplete without a
r A.M. Chinnasvami Mudaliyar, but for

whose inspiration and insistence **Sangita Sampraddya Pradar$ini” would
not have seen the light of day. With his extra-ordinary gift and passion for
Karnatak Music, Chinnasvami Mudaliyar sacrificed all his wealth and health
for the propagation and promotion of this divine art. A Master of Arts of the

Madras University and Superintendent of the Madras Secretariat, Mudaliyar

was also a Roman scholar and adept in Western music and Staff Notation.

He undertook the Himalayan task of publishing through his monthly periodi-
cal “Oriental Music in European Notation’’ a large number of compositions
of Tyigardja and others in staff notation and in Tamil, Telugu and English
scripts. Contact between Chinnasvami M udaliyar and Subbarama Dikshitar
began through correspondence in the columns of “The Hindu” and
“Oriental Music” and it soon developed into friendship and genuine admi-

ration for each other.

A biography of Subbarama
special mention of Rau Bahadii

When old age and deteriorating eyesight were becoming insurmoun-
table obstacles, Chinnasvami Mudaliyir thoughtfully chose Subbarima
Dikshitar as the right person to continue his mission, at least to the extent
of bringing out all Dikshitar Kriti-s in Telugu with exhaustive notation. He
chose the right occasion, the coronation of Jagadvira Rama VenkatéSvara
Eddappa Rdja at Ettayapuram in 1899, to bind Subbardma Dikshitar in-
escapably to this noble task under the patronage of the Raja. Subbarama
Dikshitar himself says in his preface (in Telugu) that Chinnasvami Mudaliyar
had appealed to him to print and publish all his (Subbarima Dikshitar’s)
knowledge “without reservations”.

His “Sangita Sampradaya Pradar§ini”’, in two volumes, runs to about
1700 pages covering almost all topics of practical Musicology. It includes an
f:l:_abnrmf: treatment of raga-s with their safichara-s, other lakshana-s, Lakshana
Gitam-s, etc., by the use of various special signs for notations and gamaka:s'
?ﬁﬂl‘!’lﬁ may consider the symbols too involved, but they were necessary tc:
indicate nuances of svara-s.

_In all, 170 Gita-s, 10 Prabhandha-s-and 41 Chittatana-s of Venkata-
I‘;nilllfhl, 229 Kriti-s ‘uf Muttusvami Dikshitar, some Ragamilika-s and mis-
g_]tu:?nus compositions of Ramasvami Dikshitar (father of Muttusvimi

Jkshitar), some of Tyagarija’s and Syama Sastri’s and over 100 other
_l;lccei comprising oi: Sﬁf&:df-s, Varnam-s, Svara jati-s and Daru-s—some in
mam1 —-ha.s:re bezen given in detailed notation. The author has strived hard

€xpress in printing all the gamaka-s peculiar to Karnatak Musi hi
can normally be understood and sung only by hearing,. B 4y
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His great work was due in no small measure to the encouragement
and financial help given by the Ettayapuram rulers, five generations of whom
were great lovers and patrons, some of them even composers, of music.

Subbarama Dikshitar was a master of the Vipa. He has given valuable
notes on the common pitfalls in playing Vina and Vocal singing. He ranks
high among the composers of the post-Trinity period, “Sankarachiryam”
in the riga Sankarabharanam, “Parthasarathi” in Yadukula-Kambhoji and
the Padavarpam *Mamohalahiri” in Khamas are among his well-known
compositions. While being in the footsteps of his great predecessor Mut-
tusvami Dikshitar’s, his compositions can be recognized by his own indivi-
duality and spark of originality. **Sangita Sampradaya Pradarsini’ contains
many of his Varnam-s, Kriti-s and Ragamalika-s. His Safichari-s throw light
upon and add usefulness to Ragalakshana-s. His capacity as a tcacﬁer
also can be understood from his another less known work called “Prathama
Abhyasa Pustaka.” In collaboration with the Tamil scholar, Miukku
Pulavar, he composed ““Valli Bharatam™ a dance-drama i Tamil.

Bhatkhande, the celebrated Hindustani musicologist, met Subbarama
Dikshitar and took guidance from him in the study of ‘Chaturdandi Praka-
éika’ and the Mela-Janya Scheme. When Dikshitar passed away in 1906,
the great poet Subrahmanya Bharati sang with feeling two elegies on him.

Subbarama Dikshitar’s only son, Multusvami al/ias Ambi Dikshitar,
was also a renowned Vainika, and adorned the Ettayapuram court after his
father. Some of today’s noted Vainika-s are the pupils of Ambi Dikshitar.

Until recently, Telugu has been the lingua franca of Karnatak Music.
Many of the composers with other mother-tongues chose to compose in
Telugu. Subbarama Dikshitar was no exception and his ‘Sangita Sampra-
daya Pradarsini’ is also in Telugu script. Sponsored by the Sangeet Natak
Akademi, the Madras Music Academy is bringing out a Tamil translation of
this great work in four volumes, three of which have already been published.

—T. R S,
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MAHA VAIDYANATHA AIYAR

After the Karndtak Music Trinity—Tyagaraja, Muttusvami Dikshitar
and Syama Sastri—no name has endeared itself to generations in the South
as that of Maha Vaidyanatha Aiyar. In his biography of this celebrated
musician, the great Tamil scholar and savant Mahdmahdpadhyaya Dr U.V.
Svaminatha Aiyar (who was not given to exaggeration) says : “Very rarely
does the music world come across a musician of the calibre of Maha
Vaidyanatha Aiyar. He was unique among thousands. His divine
personality infused music with a new spirit. Tamilnadu ‘was blessed to
have had bim"’.

(Maha) Vaidyanatha Aiyar (also known Sivan) was born in 1844,
some three years before Tyagarija passed away. He was the third son of
Panchanada Aiyar alias Duraisvami Aiyar, of Vaiyacheri in Tanjore district,
a village noted for its rich religious and cultural traditions. His elder
brother was Ramasvami Sivan, from whom he was inseparable through-
out his life. His mother came of the line of the famous composers, Anai

and Aiya of the Tanjore royal court. Duraisvami Aiyar too belonged to a
family of musicians.

Even from childhood the two brothers, Ramasvami and Vaidyanathan
displayed remarkable aptitude for music, and they were both trained by their
father. Vaidyandtha Aiyar, in particular, was endowed with a divine voice
possessing charm, grace, range and fast delivery. The elder brother had a
special taste for Tamil literature and he specialized in it in addition to music.
After some time the father put them both under the tutelage of Manén-
bucchavadi Venkatasubrahmanya Aiyar, pupil of Tyagardja and renowned
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musician, scholar and composer. The boys learnt higher lakshya and
lakshana from the great master,

At the very early age of seven Vaidyanatha Aiyar attained proficiency
in Ragam-Pallavi, the high water-mark of creative art in Karnatak music.
His gifted voice had a range of over three octaves and he could r'nanipulate
six degrees of speed. It was not long before the prodigy’s talent was re-
cognized and patronized. He was invited for concerts in connection with
amarriages and other festivities. In concerts his brother Ramasvami Aiyar
sat by his side playing the Tambura and singing in accompaniment to him.

At the age of ten, within three years of his entering the profession,
Vaidyanatha Aiyar was invited to the Pudukattai darbdr which was adorned
by eminent musicians like Vind Subbukkutti Aiyar. His great merit was
duly recognized there and, shortly thereafter, he was invited to the darbar-s
of Ramanathapuram and Ettayapuram, not to speak of many other patrons
of the southern districts.

The Tiruvaduturai religious mutt has a long tradition of patronage
to music and literature. At the time Vaidyanitha Alyar came into pro-
minence Sri Subrahmanya Desikar, perhaps the greatest and most enlightend
patron in the history of the mutt, was Junior Pontiff at Kallidaikurichi in
Tirunelveli district. He invited Vaidyanatha Aiyar and made him sing
among, and in a contest with, the famous musicians, Peria (Senior) Vaidya-
natha Aiyar and Chinna (Junior) Vaidyanatha Aiyar, whom he was already
patronizing. Vaiyacheri Vaidyandtha Aiyar was just a boy of 12, but he
surpassed the veterans. He elaborated the raga Chakravakam for the first
time. In recognition of his grand mastery young Vaidyanitha Aiyar was

- awarded the titile *‘Maha’ (great) prefixed to his name. Thenceforth he was

known as Maha Vaidyanatha Aiyar.

The great musician's fame spread far and wide, and he was invited
thrice to the Travancore darbar where he won the appreciation of such
musicians of eminence as Paramesvara Bhagavatar and Coimbatore Raghava
Aiyar. He was also invited thrice to the Mysore darbar. The Raja of Ven-
katagiri, who was a scholar in music, honoured him with double a‘an{:t&nam
just for the pleasure and benefit of a musicological discussion with him.

His brother Ramasvami Sivan composed many songs and more parti-
cularly, a big devotional work called *‘Periya Purana Kirtana:‘gali“'. Va:dlya-
natha Aiyar himself composed, under the signature _"Guhadasa : classma}I
compositions and verses in Sanskrit and Tamil. Besul.es, he gave the music
and a new text for the 72-méla ragamalika which was in the archives of the
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Tanjore palace. A study of the ragamalika would reveal how he con;f.l*\:‘?i
to avoid undue dissonance and extract the semblance of Raga from Viv

mela-s. For the rest, his voice was there.

Maha Vaidyanatha Aiyar's popularity was not cun:&ned to the Eill:e.
His magical voice, inspired music, and sense of prol?ortmu and proprie y(i
all these stood him in good stead with the general public also. They thrung‘eh
to hear him. The duration of his concert was from 1} to 2 hours only, wit
the major part devoted to Ragam-Pallavi and Ehe rest to two or three c{]"md-
positions and short alapana-s. It was pure music par exce!!enfe. For applie
music in the form of devotional songs and verses, for which too he was
greatly in demand, he usually gave a second performance on Ehe' following
day. His musical discourses (Siva-katha-s) prnpa_gatcfi Bhakn_' (piety) along
with Rakti (aesthetic delight). He was a legend in his own time.

He was deeply religious, simple and unassuming but not wanting
in wit or worldly wisdom. His radiant personality exuded charm, grace
and humility, and a confidence born of disciplined living. Independentias he
was, he did not, as Tydgaraja had done before him, shun patronage, princely
or popular. Patronage in those days meant homage. He was rcwa_rded
handsomely for his cor. _rts but payment was not considered “the price".
It was sanmanam, the respect shown to the learned. MNor was there any
stipulation. The story is told of how, a few years before his death, when for
a concert of his at Madras the organizers collected **gate money” Maha
Vaidynatha Aiyar, coming to know of it, indignantly reﬁgsed to sing where
they “sold™ music, Evidently those were the twilight years of musical in-
dependence and enlightened patronage.

During his career he changed his residence from Vaiyacheri to Tiru-
valyaru. A number of pupils and admirers stayed in his house and were
fed by him. He did not, however, teach anyone directly. His singing was
sufficient inspiration to them. Lessons were given to some by his brother
Ramasvami Sivan. Among his well-known pupils were Ramanathapuram
Piicchi Srinivisa Aiyangar and Umayalpuram Svaminitha Alyar,

Maha Vaidyanatha Aiyar gave new dimensions of creative interpreta-
tion to some of the compositions of the Trinity, and tradition (as distingui-
shed from orthodoxy) accepted them. It was he who gave a new tempo and
popularity to Dikshitar’s ‘Vatapi-ganapatim’ in the riga Hamsadhvani.
Great as his gifts were even from childhood, he did not, we learn, let go any
opportunity to improve his musicianship, scholarship and literary attain-
ments. When he died in 1893, at the early age of 49, the world of Karnatak
music felt that it had lost the greatest musician since Tydgardja. V.V.8.
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BHATKHANDE

Pioneer in modern Hindustini musicology, Pandit Vishnu Narayan
Bhatkhande occupies a respected place in Indian music history. Conditions
in the music world were far from encouraging when he appeared on the
scene but by the sheer power of his will, courage and tireless industry he

overcame all difficulties and consolidated the theory and practice of
Hindustini music.

Patronage of Hindustani music was then largely in the hands of princes,
and the musicians attached to the courts followed differing traditions called
gharana-s. Not only style but, in many cases, even grammar differed and
there was no uniform code for all Hindustini music. With a keen, modern
mind Bhatkande perceived the need for consolidation and codification. In
Karnatak music he found a large amount of unanimity, and in his work he
was greatly inspired by Subbarima Dikshitar or Ettayapuram in South
India.

Bhiatkhande was born in a Mahirashtra family at Walkeshvar in
Bombay on August 10, 1860, on Gokulashtami day. His mother was talen-
ted in music, and it was from her that young Vishnu Nardyan inherited his
passion for music. Even from a very young age the boy won prizes and
certificates of merit for music in school competitions and local cultural
functions. He also played on the flute and took part in Ram lild-s. As a
college student Bhathkande learnt Sitdr in his spare time from Vallabha Das

Damulji and later from Goépal Giri, both of whom were well-known
musicians of the time.

His family being of moderate means, Bhatkhande, after graduation,
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r in Elphinstone School at Bnmb‘ny. After a f_ew
dy of Law and joined the Bar in 1‘3-8_'?, settling
down for practice at Bombay. But his heart and soul was in n;u::lc (_fﬁ{; ah:
i ] ical pursuits, He joined the
soon found himself engaged in musi g eoiia
i i f Bombay and studied p
ttejak Mandali run by pmmment' Parsfcs 0 . :
::Jndfr eminent musicians like Rioji Buva Belbagkar and AII‘Hussam I{hﬁ:.
His scholarship gradually won recognition and he was appnmteﬁd to a Ei:l -
committee for selecting musicians for music pcrforma?ces. 'I:hls gave him
an opporlunity to get more intimately acquainted wnl:: leading mus‘us.tans
belonging to various ghardna-s and to enrich his repertoire of compositions.

took up the job of a teache
months he went in for the stu

Gifted with a facile pen and command over a number of leafiu?g
languages, Bhitkhande took special interest in_c:nllecnng works on music in
various languages like Hindi. Gujardti, Bengili, Telugu ar.ld Tam:]_, not to
speak of Sanskrit, English and Mardthi. To get at more mfu'rmatlun and
details concerning music, musicians and music texts through direct cuntac},
Bhatkhande made extensive tours throughout the length and breadth of !ndla
and listened to various musicians and music discussions besides collecu_ng .a
good number of ancient Sanskrit treatises like Svara-mela-kalﬁ:fui‘hf,
Sangita Parijata, Riaga Vibodha, Sad-rdga-chandrodaya, Rﬁga-tarang}m.
etc.—in fact most of the valuable books of Indian music. With great diffi-
culty he collected them and got many of them printed. A few of t'hem were
translated into other languges also. He was a scholar, musicologist, musi-
cian, composer and teacher, all rolled into one.

The musical ideas stored in the ancient texts had given him a part of
our musical heritage but the major part was jealously guarded by the practi-
sing musicians as something of a private property. They would not easily
part with it. Bhatkhande's sincerity, unostentatious behaviour and missio-
nary zeal earned for him the friendship and co-operation of many a distin-
guished musician and persuaded him to pass on his treasured knowledge
in riga-s and chija-s. Musicians like Mohamad Alikhin of Jaipur, Ahmed
Ali and Ashak Ali recorded for him many rare and valuable compositions
in phonograph. Valuable collections from musicians together with his own
theoretical studies in the subject paved the way for the culmination of his
work in four volumes on theory and six song-books known as “Kramik
Pustak Malika” which are acclaimed as highly informative and educative,
giving the best repertoire of classical Hindustani songs with short theoretical
introductions. In addition to his collections, we also have his original

compositions : the Lakshana Gita-s, Svaramalika-s, Sadra-s, Khyal-s and
Dhrupad-s, "

Though Bhatkhange valued tradition and derived ideas from ancient
texts and practising musicians, he did not forget that in a progressive and
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growing art, a change of approach in studies was necessary in modern circum-
stances. For analysing riga-s he accepted the basis of twelve svarasthana-s
instead of harping on Sruti-s. This finds expression in his book in Sanskrit
called “gﬂmal-lakshya-saﬁgitam" written in the year 1910 under the pseu-
donym ““Chatur Pandit”. Both this book and its elaborate commentary in
four parts in Marathi under the title “Hindustini Sangita Paddhati” and
under the pseudonym, Vishpu Sarma, are valuable aids in music education.

Bhitkhande had some original views on Raga classification too. He
approached the raga-s by a two-fold classification. One was the configura-
tional, the Raganga Paddhati pertaining to forms and feelings, and the other
structural, the Thay Paddhati. The former was the existin g Paddhati and the
latter his own introduction. By this, he tried to group the rdga-s under 10
Mela-s drawn from the South India Mela scheme and named differently.
Though this scheme initially faced adverse criticism it bas come to stay.

Besides the books already mentioned, Bhatkhande has to his credit a
number of books like “A short Historical Survey of the Music of Upper
India™ and “A comparative study of the music systems in the 15th, 16th,
17th and 18th centuries.” He also published a number of research papers in
juurnals and every one of them provided constructive suggestions to
improve the existing condition of music,

Bhatkhande is often described as the Father of the modern Music
Conference. In 1916 he organised the first All India Music Conference at
Baroda under the patronage of Maharaja Saydji Rao Gaekwidd and later
many others.

He was also an active member of various cultural organisations and
was a valued friend of distinguished patrons of Art. The popularity and
influence he had then acquired enabled him to build various music institu-
tions and to introduce music as a subject in universities like the Banaras
Hindu University.

The bodily life of this great man came to an end on October 19, 1936,
but his spirit continues in the tradition he has left behind. Sarvasri S.N.
Ratanjankar and Late Wadilal learnt under him.

The Marris College of Hindustani Music at Lucknow, for the fuundin'g
of which Bhatkhande was main® responsible, is a standing monument to his

greatness. It is now known as Bhatkhande Sangeet Vidydpeeth. 3
k. O,
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VISHNU DIGAMBAR PALUSKAR

Pandit Vishnu Digambar Paluskar was born at Kurundwid (Mahi-
rashtra) in the year 1872. His father was a Kirtankar and it was most natural
that Panditji too inherited music, But in his youth, despite financial diffi-
culties, Panditji had a great desire to study and gain recognition as a scholar.
Had it not been for an accident to his eyes, he would probably have achieved
his object. The accident, however, necessitated discontinuing his studies
to take up a vocation, and that of music natural ly suggested to him imme-
diately. To this he applied himself with enthusiasm and perseverance,
and for more than twelve years, under the patronage of the Chief of Miraj

he st};died the art under one of the greatest exponents of music, the late
Pandit Balakrishnabuwa Ichalkaranjikar.

The life of a professional musician in those days was beset with in-
numerable handicaps. A musician was regarded more as a corrupter of
the morale of the youth than the votary of a great art. The study of music
was, I‘herefnrc, not only neglected but even discouraged. The average
musician, usually lacking in general or scientific education, tended to dwell

In professional isolation divorced from the current of contemporary life
and unaware of the social values of his art,

_ Pandit Vishnu Digambar had to begin his work in these disc
F:r:iumstancc_s and struggled, almost single-handed, to dispel popular pre-
judice, by his own personal example, To impart instruction in Indian

music in all its branches, he founded the Ga .
the Sth May, 1901 at Lahore ¢ Gandharva Maha Vidyilaya on

ouraging

Before he founded his Vidyalaya in 1901, public opion had to be |
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wooed and won. For this purpose, Pandit Vishnu Digambar toured all
over the country several times giving performances of classical music and
demonstration of his technique of teaching. To him, music meant har-
mony and joy and these he sought to share, even with the uninitiated. For
he was convinced that no art could hope to survive in modern times, if
for its mere appreciation or enjoyment, it were to demand a preparatory
study of not less than half a dozen years or so. Indeed, he could be said
to be the first amongst modern Indian musicians to realize that all great
art had to draw its inspiration from contemporary life and that bereft of
its social values, it was like a mere empty kernel. In this sense, he was
a pioneer and a revolutionary, both in his outlook and methods. The
principal objectives which Panditji had in view were —

(@) to modernize the methods of instruction in Indian Music;

(b) to train qualified teachers for this purpose; and

(¢) to restore to music its rightful place as an integral part of our

culture.

For purposes of instruction, he prepared and published suitable text
books exceeding fifty in number. He also evolved a suitable system of
notation. To secure professional acceptance for these methods and to
modernize the outlook of the Indian votaries of the art and science of
music by making them conscious of their social rather than individual
values, Pandit Vishnu Digambar initiated the organisation of All-India
Music Conferences for the votaries of Indian Music. These conferences
used to be latterly held over a number of years in the pandal of the Indian
National Congress immediately after the Congress Session. Panditji never
failed to attend a session of the National Congress and succeeded in per-
suading its leaders to include the singing of our National Anthem and
other patriotic songs in their programme for the Congress Session. Thus
he came in close contact with all the important leaders of his generation,
such as Lala Lajpat Rai, Lokmanya Tilak, Pandit Malviya, Mahatma
Gandhi and others, and was able to enlist their support for his own cause,
the regeneration of Indian Music. Gifted with a sweet and sonorous voice
of great volume and an arresting personality Panditji could sing with such
an intensity of feeling that he could rouse in his audience whatever pitch
of emotion he chose to excite. So great was the power of his musical
appeal that even the Government of India in those days deemed it necessary
to pay their attention to these musical activities of his and in 1906 issued
an order prohibiting him from singing political and patriotic songs in
public.

To train qualified teachers, Panditji founded the‘ Gandharva Maha-
vidydlaya, as mentioned before, a boarding institution in which the students
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could live and work according to his principles. He had to meet ali the
tudents out of his own pocket. In them he sought to

create a new class of music teachers, imbued with the spirit of the mis-
sionary, disciplined in their behaviour and respected for their cl_m-ra:ter and
learning. More than 200 of these students are presently working all over
India, following in the footsteps of their great master. Quite a number of

them enjoy an All India reputation as great musicians.

expenses of these s

In devotional music, Panditji had few equals. ‘“Raghupati Raghava
Rija Ram”, the Bhajan which Gandhiji adopted for his Ashram prayers,
received its present musical content at the hand of Pagditji. When Géandhiji
wanted a musician for his Ashram at Sabarmati, he turned to Pandit Vishnu
Digambar who sent him the late Pandit Narayaparao Khare, one of his

distinguished pupils.

Among his well-known pupils are : Sarvashri (late) Omkarnath Thakur,
V.N. Patwardhan, (late) Vaman Rao Padhye, Narayan Rao Vyas and B.R.
Deodhar. His own son, D.V. Paluskar, who was a child of eight when
Panditji passed away on August 21, 1931, was trained by V.N. Patwardhan.
With the death of the young and brilliant D.V. Paluskar in 1955, music in
Panditji’s family line ended, but his pupilary line will endure for ever,

—V.C.M.

Synopsis of Ilustrated talk

AN INTRODUCTION TO RAGA.

V. V. Sadagopan

_ At the outset let us recognize that, in Karnatak music, the term Raga
1s not always used in the same sense.

For instance when we say that the raga of the Dikshitar kriti, “Mayé
tvam ya hi,” is Tarangini or Sudhatararigini we mean that particular tune.
As far as I know this raga begins and ends with the composition. No artist
to my knowledge has attempted to elaborate on the melodic picture presen-
ted by the kriti, and I do not think it can be elaborated in a way that the
whole enlarged picture has a distinct character about it and does not

‘suggest a patch-work of other well-known ridga-s’ (illustration).

That was one meaning, a rather loose meaning, of the term, Riga.
An essential condition of Raga is an inherent potentiality for elaboration.
Raga means melodic theme.? As in verbal thought, a theme has a central
idea which can be expressed in a sentence, a paragraph, or an essay. Rich
raga-s lend themselves to elaborate treatment into an essay or even a thesis.
There are other raga-s which can be elaborated only to a certain extent,
say a paragraph. All the same, the principle of a central unitary idea
which can be expanded is a necessary condition for a melodic picture to be
termed Raga in its best sense, as understood in Indian music.

The advent of stringed instruments with twelve frets to an octave
threw open a vast range of possibilities in the discovery of raga-s around
scales or mefa-s, ably propounded by Venkatamakhin as the 72-Mela
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classified under his scheme later,

iga-s of earlier origin were -
i i All the time. however, the writers

: A e g
variously by various writers on music. he time : ‘
and musicians should have been conclous of limitations of the classification.

More things were understood then than today. Raga-s whicpinvolved. a_ftct
the Mela scheme were the result of aesthetic scarch by anﬁsuwe muslmans
around 'tht: scale positions and not on them. Kharaharapriya, C'hf:kmvaka:,
Vachaspati, Harikambhdji and S:'mhendramad_!:amam are such.raga-s._ ‘.T e
mere scale does not produce the raga. It Is when the artist senmtm?ly
handles the svarasthana-s of the scale—lingering on some, passing over tmth
but a slight touch on some others, going in for distant svara-s _m various
curves, shaking some and not shaking others, and so on—that I:Iaga_ (which
is derived from its original meaning of Rakti or pleasing quality) is born,
So when we refer to all the scales as raga-s we again use the word in a loose
sense of the term. This is the second meaning of Raga in use today.

The true meaning of Riga has been suggested, namely, that it is a
pleasing melodic theme. Now let us go into some of its details, in a quasi-
technical way., Many of the characteristics (lakshana) of Jati of ancient
days, from which the concept of Raga was derived, are applicable to Raga,
But some have lost their significance.

Tgint Al ¥ WA T A )
weurd W aged 9 wrearefad qar

Graha referred to the beginning note, i.e., the note on which a melodic
piece was begun. For a long time, it would appear, a raga was recognized
by a prominent composition in it. Later on, as far we know from Puran-
daradasa in regard to Karnatak music, more pieces in different tunes fall-
ing within the same melodic idea or theme sprang up. In the hands of
Tydgardja and his contemporaries many of the well-known raga-s assumed
larger dimensions, and in each raga these great composers were able to
distinguish more than one graha-svara. We have now to take the meaning
of graha-svara with this qualification,

Amsa is the pivotal svara of Riga. It is also called Vadi or Jivasvara.
Though we do not speak much about it in Karnatak music now-a-days it is
_still the most essential element of Raga as handled by the good musician. It
Is not only with reference to the Adhdra-shadja but also with reference to

thf Am.fa:rvara or svara-s (for these may be more than one for a raga) that
Riga derives its significance and individuality.

. Ny:ﬁm or the ending note, referred to in the olden days, also had its
origin with reference to Jari. It is still active today in our riga-s though
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not to the same extent as Amsa. This can be seen, for instance, in the
difference between Pantuvarali and Piirvikalyani (Illustration).

A number of such instances can be cited.

Tara and Mandra referred to the upper and lower limits of Jati and
were applicable to Rédga until recently—until the difference between Mela
and Raga tended to fizzle out in the hands of intensive musicians. In tracii-
tional (the term in its best sense means organic and aesthetic) renderings,
however, we notice Tara and Mandra even today. (Illustration : Nilambari
and Anandabhairavi.)

Alpatva (sparing use) and Bahutva (profuse use) of svara-s are also
very much evident in a good rendering of Riga.

(Illustration ; Arabhi, Devagandhari )
Other minor aspects are left out for the present.

As with all knowledge and pleasure, association with an intensely
lived experience forms an important part of Raga appreciation. But it is
not association alone that gives aesthetic pleasure in Riga. Elemental
values of music—tone-quality, Samvadi (consonance) Anuvidi (assonance)
and Vivadi (dissonance) as applied to melodic progression—form the basic
principles of Raga, and the good musician employs them Judiciously. In
Raga these principles operate around the Amsa-svara which has to be
firmly grasped by the musician. The other elements such as Nyasa,
Alpatva, saiichdira-s and gamaka-s (called Sthayva-Viga in our Sastra-s),
etc., are determined by this basic loyalty to Amsa-svara. An Important
point to note in this connection is that svara does not mean “note” which
is crucified to a fixed frequency. It denotes a range within which the note

can move freely and beautifully as perceived by the musician within the
ethos of the raga.,

(IHustration) — Delhi Sangita Samaj, 15-11-64

b R w.:.:uld now appear that this composition is in the Hindustani raga Jhinjhoti (ina
version using the chatubsruti dhaivata).

e Thn word theme here is used in its general sense, not in its restricted sense current
in Western musicology.
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RASAKOUMUDI OF SRIKANTHA

Premlata Sharma

1. Date and identity of the Author

Srikantha refers to Jamaéri Satrudalya as his royal patron who was
identical with Jam Sattrasil of Navnagar in Saurashtra (reigning period
1569-1608 A.D.). On the basis of internal evidence it can be safely said
that the work was composed before 1596 A.D. The text has been
published in the G.0.S. (Gaekwad Oriental Series) No. 143 in 1963. Prior
to this publication the writer of this note had published extensive notes on
this work in Nadariipa (Research Journal) Vol. I & II in 1961 and 1963.
The work has also been noticed by Aurfrecht, V.N. Bhatkhande, S.K. Dey,
P.K. Gode, M. Krishnamachariar and P.V. Kane. It is, therefore, quite
well-known to scholars of Sahitya and Sargita since long before its
publication.

That Srikantha owed allegiance to the Vaishnava cult is obvious from
each one of his Mangaldacharana verses which are invariably written in
eulogy of Sri Krishna. He refers to his father as ‘Vishnupadaravindayugale
Bhaktah (faerarefa=gm « ;) and cites his lineage of ‘Udichya Brahmana
Kula' which, according to him, was quite famous. He refers to Sri
Ripadeva and Purpananda Kavi as his Guru, but does not say anything
about the fastra-s studied by him under them. One Riipadeva is known to
us as a commentator on Jaideva’s Gitagovinda.! As no details are available
regarding this commentary and its author, it is difficult to say whether

1. cf. History of Classical Sanskrit Literature by M. Krishnamachariar para

Nos. 297 & 998 and History of Classical Sanskrit Literature 'S
Dasgupta and Dr. S.K. Dey pp. 666. ki
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Srikantha’s Guru and the commentator on Jaideva’s Gitagdvinda were
identical. However, Srikantha’s leaning towards Vaishnavism lends weight
to the conjectare that his Guru also might have been a Vaishnava and it
seems likely that Srikantha might have studied under Sri Rapadéva, the
author of a commentary on Gitagdvinda. Another Riipadeva is mentioned
as a royal author whose stray compositions are said to have been recorded
in some anthologies®’. No evidence is, however, available for establishing
the identity of the royal author. As regards the identity of Kavi Parna-
nanda, no decisive information is available.

Srikantha uses two epithets for himself in the beginning of the work,
viz. faawr @ ddtaarfeesar : and Freawewemag@e @ As regards his accomplish-
ments in Kavya there is no doubt, looking to the high poetic value of his
illustrative verses, that his poetic faculty was developed to an appreciable
extent. As far as his knowledge of Sarigita is concerned it has to be said
that he was well acquainted with contemporory developments in the theory
of Indian Music, but that he was not free from the misunderstandings and
wrong notions prevalent in his times regarding Svara, Sruti, Grama,
Mirchchana and their location on the Vina. This point will be
discussed in detail in the next instalment.

Strangely enough he refers to very few historical authors on music,
the majority of the names cited by him being Paurdnika. In the intro-
ductory verses he mentions the following authors :

wway, v, Y, foEg, agERT (), A
He says that there are many other Achdrya-s who have crossed the ocean
of Sangita (#famiaarom:) whose names are not mentioned by him but
whose line of thought (mata) has been studied by him. (=T 97 92/, 72

AT dA<aq 1)

Curiously, Srikantha is silent about Siarngadéva and his own
immediate predecessor Ramamatya.! We shall see below that he was deeply
influenced by Rimamatya. Similarly, he has extensively borrowed from
Sarngadéva, especially in the Nrityadhyaya. His complete silence about
these authors and his mention of Paurdnika names gives the impression
that he was keen to give a mark of antiquity to his work by posing
to have consulted only the older works and none of the contemporary or
immediately preceding works. It is noteworthy that wherever he is clearly
influenced by Rimamitya he refers to the doctrine of his anonymous Guru
or sometimes Guru-s.

A.N. Jani, editor of the G.O.S. edition has cited evidence in favour
of the inference that although Srikantha was basically influenced by

2. cf. M. Krishnamachariar's History of Classical Sanskrit Literature para
No., 400.
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Rimamatya, his direct Guru was Pundarika Vitthala. On the basis of this
influence, the editor has also infered that Srikantha hailed from the Karnata
region, but his own statement regarding ‘Audichya Kuld’ does not
corroborate this view (The editor has preferred the reading fe=ag@). The
point may be kept open for further research.

II. General Scheme of the Work

In each colophon Srikantha refers to this work as ‘Natyasastra’® by
using the expression ‘iti Sriman-nagyasastré’. He evidently wants to claim
vastness and all-comprehensiveness of scope for his work. Although it is
true that the work deals both with Sangita and Sahitya (albeit Rasa only)
and cannot, therefore, be called merely Sangita-sastra, yet ‘Napyasastra’
seems to be too ambitious a name for it. ‘Nafya' is an all-comprehentive
term which includes not only dramaturgy and histrionics but many other

allied subjects as well. As far as such allied subjects are concerned,

Srikantha concerns himself with only Rasa in addition to Saigita. The
other topics or subjects taken up by him are Shadrituvarnana, Shodasasrin-
gara and Rajaniti (!). The first two topics can be said to fall under the
general scope of Erotics as both Shadritu and ShodasSasringara have been
treated as Uddipana Vibhava-s (excitants) for Sringara Rasa.

As for Rajaniti, however, it may be observed that this subject cannot
be said to have any affinity with either Sahitya (Poetics or Aesthetics) or
Sangita (Musicology including dance) or Erotics. But the chapter dealing
with Rajaniti is for the most part devoted to the amorous sports and
exploits of kings and fo that extent is apparently a misnomer, but the
author’s opinion scems to be that even statecraft can be the field of
aesthetic experience. This opinion, however, is not readily acceptable in
the context of the author’s presentation. And to the extent of his
treatment of Rajaniti proper which is of a casual and cursory nature, his
work is extraneous to Sahitya or Sangita. '

Rasakaumudi is divided into two parts viz. Puarvakhanda, and
Uttarakhanda, each part comprising five chapters. The first part is d;vnted
tfy Smig:‘ra and its five chapters deal with Svara, Raga, Prabandha, Vadya
tmcludnfag Tala) and Nritya respectively. The second part is sai::l by the
author in his introductory verses to be devoted to Sahitya. These five in-
troductory verses have been given the title of —‘Prasamsadhyaya’ which is
the first cha?tcr of the second part. The remaining four chapters in th{
part deal with Rasa, Shadritu, Shodasasringara and Rajaniti, This .
therefore, seems to be a medley rather than being concerned 1:vith S'!l:l':r :
as declared by the author in the beginning of the work as follows : psi iy

T R v e e

-‘_,—_..-._"*.
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The above description of the general scheme of the work and its arrangement
into chapters suffices to show that while the portion dealing with Sarigita is
quite homogenous and comprehensive, the portion said to be devoted to
Sahitya is marked by digressions and being confined to a cursory treatment
of Rasa, contains a very partial treatment of Sahirya. Even a cursory
glance at the contents of ‘Sahityakhanda® makes it clear that while minor
detailsl ike Shadritu and Shodasasringara have been unduly elaborated,
many important topics of Sahitya have been left out entirely.

III. Critical Appraisal of the Sahityakhanda

Chapter VI. Prasamsadhyaya
The chapter is comprised of only five verses intended for linking up
the Sangita and Sahitya Khanda-s.

Chapter VII. Rasavarpanadhyaya

This chapter is avowedly devoted to Rasa, but it does not contain
any serious treatment of this important subject ; the five varieties of Vipra-
lambha (separation in love) and the nine traditional Rasa-s have simply
been illustrated with the author’s own compositions, the poetic value where-
of is fairly high.

Chapter VIII. Shodasa-Syingara-varnanadhyaya

In this chapter the author deals with the conventional sixteen
Sringara-s (adornments or embellishments) of women viz., Snana, Chira,
Hara, Tilaka, Kundala, Pushpamala, Angaraga, Anjana, Ratnardji, Nasa-
mukta, Sukaiichi, Valaya, Napura, Kaiichucki, Tambila and Chaturi. It
may be observed here that this topic comes under the purview of Uddipana
Vibhava-s of Sringara-rasa. All authors from Bharata downwards have
mentioned Ritu, Gandha, Malya, Anulepana, etc , as Uddipana Vibhava-s of
Sringdara Rasa but the tradition of Shodasa-Sringara is not traceable in
earlier classical Sanskrit literature,or in Erotics. Jayasi, the famous Suli
poet has given a detailed description of “Solaha Singara’ in Padmavata
(composed in early sixteenth century in the Avadhi dialect of Hindi, edited
and annotated by Dr. V.S. Agrawala—stanza 296-99) and a stray reference
to the name (Salaha Sindgra) is found in Tulasidasa's Ramacharitamanasa.
Srikantha would thus appear to have borrowed his ideas in this matter
from earlier or contemporary poetry. Shadasasringara depicts only one
aspect of Uddipana Vibhava, viz., physical adornment and hardly deserves
the prominence of a separate chapter. Our author has attached undue
importance to this topic with the view perhaps of pleasing his royal patron.

Chapter 1X. Shadrituvarnanadhyaya
This Chapter deals with Shadritu which is also one of the Uddipana
Vibhava-s of Sririgara Rasa. The above remarks on the Shadasa-Sringara-var-
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It may be observed here that although Rasakaumudi professes to be a
mixed work on Sangita and Sahitya (including Rajaniti) constituting the
two parts (Khanda-s) of the work, Sangita occupies by far its major portion
so much so that more than three fourth of the extent of the work is con-
tained in the Puarvakhanda devoted to Sangita. Srikantha’s treatment of
Sargita is much more scientific in the arrangement of topics and elaborate
in discussion thereof than his treatment of Sahifya and Rajaniti. Prior to
the publication of the text the author has been known more as a writer on
poetics than on Sasgita, but the publication of the text has secured an

R important position for him among medieval writers on Sangita.

plicable to this chapter.

h Vasanta and devotes a number of verses 1o
each Ritu. Obviously this Rimwarpana can conventionally form a part of
a Mahakavya, but there is no tradition in Sanskrit Lakshapa-grantha-s to

devote a full section or Chapter to Shadrituvarnana. By devoting a whole

chapter to this one particular Uddipana Vibhava, what is really a matter of
ple. This chapter of Rasakau-

detail has been imparted the look of a princi
f a Lakshana-grantha. Both

mudi is, therefore, extraneous to the scope o ar
(radition and consideration of a correct proportion in exposition demand
that Ritu should be mentioned merely as one of the Uddipana Vibhava-s of

Sringdra Rasa. Srikantha would appear to have ignored the requirements
of a balanced treatment of various topics coming under the purview of

Sahitya in a Lakshana-grantha.
It may be noted, however, that Srikantha flourished in a time which

marked the growing ascendance of literature in Hindi and other regional

nanadhydya are equally ap
The author starts wit

(to be concluded,)

languages with a corresponding trend of decadence of Sanskrit literature. . i 2
Shadritu and Shodasaspingara formed important topics of poetry in Hindi Stat b b d
5 ; : atement about ownership and other particulars about newspaper INDIAN
anq other rc;%mnal languages of that. }lme. It wfxs natural fnf a Sanskrit MUSIC JOURNAL to be published in the first issue “Erf year after last
writer to be influenced by the prevailing tendencies and practices of con- day of February.
temporary writers in these languages. FORM VI
Chapter X. Rajanitivarnanadhydya L Pl . TN i gt
It is clear from the following introductory verse of this chapter that Wtach gy [ERRE SRR SRS agar, Mow Delbr>
the {iulhor‘s c'nnceptinn of Rajaniti comprehends the king’s private life. with 2' Periodicity of its publication ... Half-yearly
erotics as an important aspect thereof :—
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Synopsis of Treatise

BRIHADDESI OF MATANGA

Prem Lata Sharma

1. Date and Identity

Matanga is a well-known Puranic and epic figure as a ‘Muni’. His
historical identity as a musical author is not yet established. That he is
posterior to Bharata is an unassailable fact, not only on account of his
references to quotations from Bharata, but also on account of his treatment
of subjects like Jati, Raga, prabandha, etc., which is unquestionably later to
that of Bharata. As the final word has not yet been said about the date
of Bharata and as there is a strong section of scholarly opinion in favour of
placing him quite early in B.C., the date of Matanga could also be con-
veniently put somewhere near that. But a reference in Kallinatha’s' com-
mentary on Sargita Ratnakara to the effect that Rudrata (an Alankara
author) is quoted by Matanga has led scholars* to be inclined to place him
in the 9th century A.D., the accepted date of Rudrata. P.V. Kane places
Matanga in 750 A.D. But for the solitary reference to Rudrata ascribed to
Matanga by Kallinatha there is nothing against pushing back the date along
that of Bharata. In spite of the lack of conclusive evidence regarding his
date, Matanga happens to be the only link between Bharata and Abhinava-

gupta® or even Sarngadeva® and thus his importance in our Sasigitasastra
cannot be over-estimated,

*Dr. V. Raghavan, S.N.A. Akadami Bulletin No. 5,
). Commentator of Sasigita Ratnakara (14th cent). 2. Author of Abhinava-

Bharati (10th cent A.D,) the only extant commen
sT5y tary on Bharata's N, :
3. Author of Sarigita Ramakara (13th cent). —Ed, arata’s Natyva Nastra.
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2. Textual Notes

The only edition of the text of Brihaddesi that came out in 1928 in
Trivandrum Sanskrit Series No. XCIV (now out of print) is based on two
palm-leaf MSS in Malayalam characters obtained from the Poonjar Raja,
North Travancore. Both of them lack the first leaf, one lacks four leaves
from the 41st and the other abruptly breaks in the course of Jatiprakarana.
The text is very corrupt and breaks off or seems to be in wrong sequence
at many places. The quotations from Matanga in the two available com-
mentaries on Sangita Ratnakara, viz. those of Simhabhiipila* and Kallina-
tha not only supply some missing links, but also provide valuable material
for correcting many readings. The writer of this note has attempted a
reconstruction (unpublished) of the text with the help of the above-noted
quotations. At some places Kallinatha gives a paraphrase of Matanga’s
text in his own words which is useful in reconstructing the purport of the
corresponding portion in the original text. All the same, the text still
remains in a very fragmentary condition and nothing but the discovery of
a complete MS can bring to light the contribution of Matanga in its
entirety. It need not, however, be overlooked that in spite of the fragmen-
tary and extremely corrupt nature of the available text, it is a landmark in
the history of our Sangirasastra,

The text is comprised of both verse and pose. There is controversy
among scholars regarding the authorship of verse and prose portions being
identical or otherwise. In the absence of a complete and well-connected
text it is not possible to say a final word on this matter.,

The available text runs into 154 pages in print containing 511 verses
(excluding gnotations from earlier authors) and an almost equal extent of
prose portions.

3. References by and to Matanga

Matanga cites the authority of Ka§yapa, Kchala, Dattila, Durgasakti,
NandikeSvara, Narada, Brahman, Bharata, Yashtika, Viévavasu, Sirdiila,
and Venu (the reading of this name is corrupt in the printed text, p. 5, but
the correct reading is available in Kallindtha’s quotation). Almost all the
citations are very important as they supply valuable information about the
opinion of a number of earlier authorities on major points, who would
otherwise have remained either mere names to us or some of whom would
not have been known at all. Later authors have depended on Matanga’s
text for information about many of these earlier authorities. In the case
also of Bharata whose text is available to-day in more than one recension,

4. Commentator of Sargita Rarndkara (15th cent). —Ed.
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Matanga supplies some quotations which are no:’. to be fonnd mt ani’;' 0:
the extant recensions. For example, F]lt‘. following two statements a ouf
the importance of Jati are not available today in any recension O
Bharata’ text H e e A
..Wm%ﬂ%mmfﬂM"Eﬁmu il

(Bharata has said : “‘because Gramaraga-s are born of Jati-s ;
«whatever is sung in the Loka, all that subsists in Jati-s").

Some of the important references to Matanga by later authors are
' elow : )
e {bl){;n Rasarnava Sudhakara (p. 8 verse 52-54) of Simhgﬂpﬁla he 1s
mentioned as one of the four sons of Bharata, who wrote on Naty gl

(2) Kutpinimata of Damodaragupta mentions him as an expert in wind
instruments (verse 877).

(3) Abhinavagupta refers to him as having propitiated Mahe§vara
with a bamboo flute, in the commentary on N.S. 30.1 and quotes from
him to the effect that flutes can also be made of metal ; again in 30.11 he
is quoted in the context of different (soft or harsh) tones of playing on
the flute in the delineation of different Rasa-s. All these references point
to the fact that Matanga was held to be an authority on wind instruments,
Unfortunately, the portion of Brihaddesi dealing with Vadya is completely
lost to us today.

(4) The two commentaries on Sangita Ratnakara quote him profusely
in Svara and Raga Chapters and once in Prabandha and supply valuable
material for text reconstruction.

(5) Ninyadeva® quotes him about 60 times in the context of Raga-s
and Bhasha-s and 4 times in that of Ving and its Vadana, The original text
dealing with Vina is lost to-day.

(6) There is a solitary reference to him in Rasaratna Pradipika (P.V.
Kane—History of Sanskrit Poetics, p. 57).

(7) Matanga's Vadyadhyaya is mentioned in Jayasimha's Nrittaratna-
vali.

(8) Maharina Kumbha refers to him in Sangitardja nine times in the
context of Svara, twenty-five times in that of Raga, five times in that of
Prabandha and a few times in that of Vadya. A notable feature of the
references in the context of Rdga is that Kumbhéa ascribes to him the
authorship of Raga-Dhyana-s in relation to Desi Raga-s. This issa very
important fact in the historical study of the origin of the system of
Ragadhyana-s. By implication Kumbha relates Matanga to the Saiva tradi-
tion in Raga-dhyana-s, as distinct from the Vaishpava tradition.

The above information establishes the vital importance of Matanga
as a musical author,

5. Aullf.tr of Bharara-bhdashya —Ed.
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BRIHADDESI OF MATANGA

4. General Scheme of the Work

The beginning of the text is missing. The available text abruptly
begins with a fragment of the dialogue between Matanga and Narada, the
Jatter playing the role of an enquirer and the former that of a master. The
discussion centres around the elemental aspect of sound (dhvani) and the
process of its manifestation. In its manifest form Dhvani is Desi. Then
follows the definition of Marga and Desi as distinct musical categories.
This is followed by a treatment of ‘Nada’ according to Ydgic and Tantric
terminology. This introductory portion leads to the subject matter of the
Svara topic which is arranged under headings comprised of Sruti, Svara,
Mirchehana, Tana, Varna, Alamkara, Gita, Jati, Raga, Bhasha and Prabandha.

The division of chapters is not well-marked. It appears that the
available text contains fragments of the following six chapters :

(1)Svara (the end is not marked) (2) Jati (the end is not marked)
(3) Raga (the end is marked) (4) Bhasha according to ‘Yashtika-mata’ (the
end is marked) (5) Bhasha according to ‘Sardila-mata’ (the end is marked
but it is followed by a small fragment of the text dealing with Desi Raga-s
once again bearing the colophon of the end of Bhasha). Most probably the
original scheme was to devote one chapter each to Rdga (Gramaraga),
Bhasha and Desi Raga.

(6) Prabandha (end is marked). The two conspicuous omissions are
Vadya and Tala and it is evident that these two chapters constitute the major
loss sustained by the text. In spite of the loss of the chapter on Vadya,
Matanga is traditionally known to be the pioneer in fixing frets on the Vina,
as is evident from the inseparable association of Matanga with Kinnari—the
Vina with frets.

5. Salient Features of Exposition

The salient features of exposition in this work, which characterise its
distinction from Bharata and determine its influence on later authors may
thus be summarised :

(1) The marked influence of Tantric or Agamic philosophy. Incident-
ally, it is interesting to note that one of the colophons gives the name #3tH-
#fzar to the text.

(2) A number of imporfant innovations or additions in the Svara
chapter, such as—

(@) Mention of the 7-Sruti interval represepting-Samvada (p. 16) and

. reference to the condition of wgfawar (identical Sruti-interval) in
Samvada which explains Bharata’s omission of the Ma-Ni pair
from Samvadi pairs. Ma has four-Sruti interval and N7 has
two-Sruti interval and. they are, therefore, not included by Bharata
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under Samvada pairs, in spite of their 9-Sruti interval. _

(b) Mention of Sa and Ma as the Gramani-svara-s of the Shadjagrama
and Madhyamagrama respectively.

(¢) Ascribing colour, caste (Varna), Dévata, Rishi, Bijakshara, etc., to
the seven svara-s. This is clear evidence of Agamic influence.

(d) Etymological definitions of Svara, Sruti, Marchchana, Jati, etc.

(¢) Polemic discussion about the mutual relationship of Svara and
Sruti.

(f) Use of symbolic syllables, viz., sa, ri, ga, ma, pa, dha, ni for the
seven svara-s. This marks the beginning of non-vedic musical
notation, long forms of these syllables are used for denoting
double time value, @r, &, 71 7T, 9T, 91, AT,

(¢) Tllustrations in the above notation are -given for Alamkara, Jati
and Raga.

(h) Tllustrative charts are provided for Grama and Marchchana.

(i) Use of a remarkable expression in the section on Sdrana (demon-
strative process for sruti-s) which affords valuable elucidation to
Bharata’s treatment of the subject, the expression is ‘Karta’ for the
Gandhara-Nishadain the Chala-Vina and ‘Karma’ for the Rishabha-
Dhaivata in the Achala Vina in the second Sarand. (This point
needs some elaboration and that will be provided in the next
instalment).

(j) A noteworthy addition to the concept of Anuvada illustrated by
the example that Shadja and Rishabha are Anuvadi because the
use of one in the place of another is not detrimental to Rdga or
Jati (elaboration will follow in the next instalment).

(k) Exposition of I12-Svara-mirchchana and ascribing a Miirchchana
each to all Jati-s (elucidation will follow).

3. The concept of Marga-Defi classification

4, Elaborate treatment of Gramardga-s under five Giti-s, and Bhasha-s

of Gramaraga-s. The treatment of Desi raga-s is lost to us to-day.

5. The }rcatment of nearly 45 Prabandha-s which were later on

known as Desi prqbandha—s and which were eventually further classified
under three categories, viz., Sida, Alikrama and Prakirpa.

6. Conclusion

In extant musical literature Matanga's Brihaddesi is the fi
_ DRANIE e lirst text
d:cahng with Gita and Vadya almost independently of Nafya. All the po;:s
listed under the above heading need elucidation for bringing out the impor-

tance of Matanga’s work and for assessing the inf i :
G g the influence wielded by h1m+ on

(to be continued in the next number)
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SYMPOSIUM
concluding remarks

- MUSIC AND MUSICOLOGY

The problems of Indian music in the context of musicological studies
were discussed in eleven papers which appeared in Indian Music Journal
(Numbers 7 to 9).

Chaitanya Deva pleads for a scientific approach to musicology and
‘scientific approach’ is described by him as ‘experimental approach’.
The ‘experimental attitude is congenial to observation of pheno-
mena in nature, their systematic recording and formulation of general
laws behind them. This attitude does not preclude intuition ; intuitive
knowledge has to be subjected to experiment and its universality tested.
This attitude was not lacking in our ancient scholars, but has now been lost
owing to various reasons. Musicology, according to him, may be divided
into three heads—1. Codification of musical practices, 2. The study of social
relations of music, and 3. The study of the materials of music. Science
particularly enters the third part, wherein the acoustic aspect of music may
be conveniently dealt with from' the three points of view—sound as a sti-
mulus, the sensation of sound and the perception of sound, i.e. psychologi-
cal acoustics.

Premlata Sharma gives a short survey of the history of the term
‘Musicology’ and concludes with the observation that ‘Musicology’ has
come to stand for ‘Musical Science’ including everything thatis not clearly
Practical Music, and that it is agreed by now that musical research must be
given the central position in the components of Musicology. She reviews
the status of Musicology in the Western Universities and its intrinsic worth
as a subject of University studies. She also refers to the latest trend in
western universities (as distinct from ‘Conservatories’) showing preference
for Musicology vis-a-vis practical music. Lastly, she has some observations
on the scope and future of Musicology in India. The stupendous literature
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in Sanskrit on Sargita offers a vast field of §tud:f anf:l r?search, angh\;ilz
little has yet been done to bring out the practical implications of the. a..sh ;
much less to the study of its spiritual aspects. She cm}cludes by saying t ?-
"~ in the west Musicology has come to be regarded as an important h“f{“afl‘}:‘.t“’
discipline and it is the function of Indian Umfersntres to provide acl II 1€s
for study and research in the Indian Sangita Sdastra and western musicology
for developing this subject. : :

K.C.D. Brahaspati draws pointed attention to some Serious handi-
caps in the study of Indian Sasigita Sastra. Firstly, he mentw:}s the tf:n*
dency to study Sastraic terminology in terms of parallel words in English
without caring to look into the derivation (Vyutpatti) and usage (Prav-
ritti) of the original Sanskrit terms. He illustrates this point bj'f three
examples ‘Samvada’ being equated with ‘consonance’, ‘Madhyama’ with
fourth or ‘F* and ‘Suddha’ with ‘natural’ and elucidates the misapprehen-
sion or partial apprehension of the real purport of these terms. He also
draws attention to the dangerous tendency of relying on hearsay and second-
ary literature and the attitude of contempt or arrogance towards or neglect
of the original sources or the primary literature on the subject. The ancient
literature on Sarigita is generally approached half-heartedly. An attitude
of humility, reverence and faith is essential for the right approache to the
Sastra-s. The task of interpreting Sastra in terms of the present Lakshya
is of colossal dimensions and forbidding magnitude ; it requires the con-
certed efforts of a band of qualified and devoted workers.

Sandhyavandanam Srinivasa Rao begins by affirming that music with-
out musicology has no root and musicology without music has no fruit.
Taking the analogy of grammar and poetry—he describes the process of
Lokshya-Lakshapa-samanvaya. Musicology is an ‘eye’ for seeing the music
created by great artists. Musicology should either enable us to sing, play
or compose better, or to enjoy music better. He pleads for a practical-
oriented musicology which could be helpful to the student and lay rasika
of music. At the same time he does not wish to minimise the need for an
academic, scholarly approach and emphasises the need for developing a
a historical approach. He concludes by saying that music has to grow and
gain sustenance from within and musicology might be viewed as a good
fertilizer or a pest-controller.

P. Sambamoorthy begins with the statement that India was the first
cnunta:}r to realise the importance of the study of the science of music which
was given the name Gandharva-tativa. Musicology includes the study of
every topic pertaining ro music, minus actual performance, He draws
special attention to the subject of musical pedagogy coming under musicolo-
gy. He groups under four heads the topics coming under the purview of

Musicology -1 and 2 those having direct or indirect bearing on practical

music or performance ; 3 those having no musical performance as such, but
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being of interest from the point of view of pure knowledge ; and 4 Musical
history. He gives numerous sub-headings under these four groups.

B.R. Deodhar pleads for the development of an aesthetic approach
to music. He stresses the need for an emotional rendering of Khyal com-
positions, getting into the spirit of their verbal content. As for Alapa, he
advocates that continuity should be maintained throughout, there should
be no breaks and jerks in between. The singer must be natural about
everything. He feels that in our scale of priorities in music, there should
be pragmatic approach in our current musicology. The analysis of music
should be brought home to the student only against the background of an
aesthetically satisfying practice. )

Mudikondan Venkatarama Ayyar paraphrases ‘Music and Musi-
cology’ as “Lakshya and Lakshana® and hails the primary position of Lakshya
vis-a-vis Lakshana. He analyses four aspects of musicological learning viz.
inborn gift (the most important one), formal learning, practice and teaching.
In the older tradition of teaching of music, musicology sought to supplement
and not supplant the music that was meant to be taught. He draws
our pointed attention to the fact that music institutions have promoted
mass scale teaching of classical music, and thus the non-gifted and gifted
have got mixed up. Hence more grammarians and technicians of music
are produced than artistes. Musicology worth its name should help the
growth of creative, artistic music. The spirit of Gurukulavdsa in any con-
venient form should be restored in the teaching of music.

Vinaya Chandra Moudgalya starts by defining musicology as the
speaking or writing about music and'stresses the need for proper orienta-
tion of musicology for the student§ who aspire to become performers or
theoreticians or teachers or critics or just intelligent listeners. He points

q out that a certain amount of musicology is inherent in all levels of music
‘education. Musicology, pure and simple, at the highest level of music has

to consist of research and serves a very important purpose. He urges the
need for striking a balance between the various levels of musicological
studies suiting the requirements of different levels of aspirants in music.

N. Gopala Ayyar warns against the excessive tendency to talk music
without relation to the art of music itself, and pleads for distinguishing
between gossip and musicology.

H.S. Powers at the outset points out that ‘Sasgita Sastra’ and
‘Sastriya Sangita’ are not apt equivalents for ‘Musicology’ and ‘Classical
Music’ respectively. The Sastrakdra according to him has to know the
existing literature on the subject, and then to reconcile his sources, if
possible, or refute them, but he is not primarily responsible for rcconciling
the Lakshya of his field with Lakshana. The musicologist, on the other
hand, is primarily concerned with the recording and interpreting of
Lakshya. The so-called ‘Sastriva Sangita’ also is a misnomer because it
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follows the Lakshapa mot embodied in Sastra, but in oral sampradaya
which has been codified to some extent by moderp authctrs_. Hf-' stresses
the necessity of comparing the results of research lnt.u d:!'ﬂﬂglfﬂ Sastra with
the results of research into Sastriya Sangita. This is the work of a
‘musicologist’. He also emphasises the need for textual research not only
in Sanskrit works but also in Persian and Urdu sources, as alsu‘Laka‘h_ytf
records available in manuscripts. In the comparative study of Hmdust:fnl
and Karnatak music, he advocates the necessity of aural acquaintance with
the system other than one's own. He also draws attcntin:_: to the _need for
studying “non-official” musical styles of less central regions, which I?av_e
not yet undergone sophistication, In this connection, he stresses that' 1't_ 1S
imperative that research workers in this and allied fields have the facilities
to record the data for themselves. He concludes by saying that an All
India Musicology has yet to develop.

R. Srinivasan defines musicology as covering all knowledge relating
to music except actual perforamce. He analyses musicology into six as-
pects—historical, mathematical, scientific, geographical, psychological, and
pedagogical. He also tries to differenciate between the ‘performing’ and
the inspired art. In the synthesis of intellect and emotion, intuition is
born and true music has its basis in intuition. Musicology has to take due
cognisance of emotion, intellect and intuition in music.

Apart from the eleven papers summarised above, it will not be out of
place to present a brief analysis of the material that appeared in the
preceding ten numbers of the Indian Music Journal. The spoken and
written word about music is musicology in its general bearing and hence all
material published in the journal pertains to musicology. The contents of
the ten numbers have been analysed under various headings in the Table at
the end of this volume. In the present context it may be useful to point
out some items specially germane to musicological studies.

In No. 1, ‘Levels or Aesthetic Experience’ developed the idea of
Rariga, Bhava and Rasa representing three levels in the ascending order of
excc:llence, in the experience relating to music. This was a thought-pro-
voking contribution to Indian musical aesthetics. Late Pandit Omkarnath
Thakur gave a valuable account of the traditional method or voice culture
knnwni as ‘Mandra-Sadhana in the opening article under the Symposium
on Voice Culture. Based as it is on the personal experience of onz of the
greatest masters of the present age it offers significant guidance to the music
student. In No. 3 ‘Sthaya’, a very important concept related to Raga, is
eﬂﬂctlvﬂfﬁ introduced by ?ramlata Sharma and the next two numbers (4 and
2 ::;:::i‘: “0“‘1’1‘“1‘5“5“’5 glossary _uf tEle 96 sthaya-s. This is an attempt

8 a valuable concept which is_ gmost lost today and the loss

whereof has resulted in a wrong approach to Raga as a skeleton of aréha
and avardha or mere scale.
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In No. 4 Dr. B.C. Deva discusses the ‘Tyranny of Symbols’ and
suggests the need for the redemption of the music student. Under ‘Study
of Sastra-s’ V.V. Sadagopan tries to describe the critical attitude necessary
for the study of Sangita Sastra and emphasises the importance of the
aesthetic values of our art. Under ‘Music for All' he tries to describe three
broad levels of musical talent with the analogy of the vegetable kingdom
which has a due place for plants valued for their foliage, flower and fruit,
In musical talent also there has to be due place for the cathartic (standing
for foliage), reproductive (standing for flowers) and contemplative (standing
for fruits) levels. Lack of appreciation and due recognition of the levels of
musical talent tends to deprive the basic and universal level of musical talent
of musical statisfaction and fulfilment and leads to frustration of many an
aspirant possessing middle grade talent, but straining to reach the highest
level of creative or contemplative music. Thus an important guideline in
music education has been provided.

The Symopsium on Voice Culture was covered in eight papers under
the first two numbers. The second Symposium was conducted on Music
Education and extended over eight papers in the third and fourth numbers.
It was concluded in No. 5 and the third Symposium on ‘Music for Enter-
tainment’ was started in the same number ; it ran into nine papers, covered
upto number six and was concluded in number 7. The concluding remarks
of V.V. Sadagopan contained a well-reasoned plea for providing suitable
openings for the middle grade talent where it could shine properly and thus
save the highest level of music from deterioration at the hands of inferior
or middling talent. An impassioned appeal was conveyed for evolving a
a new type of concert for the middle class musician, concentrating on the
proper presentation of compositions and experimenting with other forms
for group performance.
| In connection with the comparative study of Hindustani and Karnatak
music, Premlata Sharma’s ‘“‘North-South Distinction : A Survey” (No. 7)
and “Bridging the Gulf” (No. 8) deserve mention. These two synopses of
illustrated talks try to promote a free and open mind for this comparative
study. H. S. Powers has given a new and welcome orientation to the com-
parative study of Hindustani and Karnatak rdga-s in the synopsis of his
illustrative talk appearing in No. 10 Till now, this subject has been mainly
viewed with reference to pitch interval represented by Suddha-Vikrita Svara-s

* and thus the spirit of rdga-s is generally missed. Powers has shown a very

apt approach to this fascinating subject.

K.C.D. Brahaspati has drawn special attention towards the Gramani-
swara in a Grama, the distinction between Swara-samvada and Raga-samvada
and the different functions of Am$a, Vadi and Sthayi-swara. This is a fair
specimen of the colossal task of interpretation of Sastraic terms. The col-
loquim on Gandharva conducted by Brahaspati, Sadagopan and Premlata
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tried to connect the various interpretations of references tc: thlsi.n t:;l;l:
scattered over different texts and to correct the prevalent notions
CUHDE;;"::&H to introduce various musical treatises tf’ the ge:neral. l'ﬂfldﬂl‘, a
new column on synopsis of treatises has been- started in No. 9. Sl{[ 1mpor}
tant treatises have been surveyed under this colun’fn, _Undcr hlstoryben
musicological studies ‘Over Filty Years Ago’ appe?.rmg in thr:ec NE:m E:
(8 to 10) gives a picture of the initial stages of musicological dlscu_ssm:;s i
the present century. In order to provide the proper base for music educa-
tion at higher levels Sadagopan has been composing a::nd Prnpagatmg_ music
for children. A number of these compositions m.Hmd: :}nd Tamil hav]j
appeared in the supplements to the numbers of Indian Music Journal. Eac
~umber contains a number of biographical notes on well-known composers
and performers. Here also the focus is on the mu&_:ic student who may feel
inspired or take guidance from the lives of and attainments of great m?sters.

Thus the Indian Music Journal has tried in its humble way to give an
orientation to musicological studies in the field of interpretation of gﬁstfalc
concepts, historical studies, scientific experimentation, artistic contemp!at{uu,
composition, pedagogy, comparative studies, performance and appreciation.
The aim is to integrate the various fields of musical pursuit and to promote
the free flow and integral awareness of music in the individual’s life. Musi-
cology fulfils itself by promoting this free flow rather than cramping it by
inhibiting the individual. A scale of priorities in musicological studies
consistent with the conditions prevailing in the field of practical music today
is the prime necessity of our musicology. The material surveyed above has
contributed its humble mite towards this end.

—Premlata and Sadagopan
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BOOKS

1. Thyagaraja: Saint and Singer—S.Y. Krishnaswami (Orient Long-
mans, 1968) pp. viii+200+1. Price Rs. 8.00.

Much has been written on Sri Tyagardja and much can still be
written. So infinite and inexhaustibl ewas his personality; so was his music
Often such writing is too erudite and misses the lyric in the poetry and
music; but more often it is platitudinous. Krishnaswami has done well to
avoid both; so here we have another book on Tyagarija, but not just
another. The writing is good, the feeling sincere and the discussion
enlivening.

Chapter I gives the saint’s biography. From then on the other six
Chapters discuss ‘Aspects of Devotion and Music,” The Search for God.’
‘Aspects of Devotion,” ‘The Vision of God’ and *‘The Muse of Thyagaraja.’
Throughout, the author’s mind is alert and there is an honest attempt to be
a sahridya. Rightly does he say, ‘It will be futile to separate Thyagaraja’s
music from his ideas, because they were born together” (p. 37).

A certain care could have been taken in translation and translitera-
tion. For instance, Nadopasana is not “worshipful practice of melody as
a yoga'' (emphasis mine)—p. 41. Again Rasa is not *‘a pleasurable emotion”
(p. 45). There i1s no uniformity in the diacritical marks; sometimes the
Telugu (Romanised) spelling is incorrect: JIntakananandamémi (p. 167); or
incomplete: Giripai Nala should have been Giripai nelakonna (p. 59).

I do not see any necessity for the appendix on Riga and Tala.

A good book. Fresh breeze in the cloisters of Tyagaraja,
B.C.D.

2. Psycho-acoustics of Music and Speech—Chaitanya Deva (The
Music Academy, Madras)—pp. xx+216—Price Rs. 15.

This i1s a collection of papers embodying scientific investigations and
philosophical speculations of a scientist-aesthete on Indian music. There
are 2 sections, one of 13 Chapters on music, and another of 5 Chapters on
speech,

The postulational method (Chapter II) as a basis for scientific musico-
logical inquiry is unobjectionable, provided the assumptions are duly tested.
The Chapters on the Tonal Structure of the Tambura, the Drone, its
Psychology, are a solid contribution to creative musicology. They bring
into focus the maivete of harping on ratios of fundamental tones and
ignoriny the subtleties of musical facts. The more important thing, we
may feel reassured, is to go in for the feel of the music with its colour and
texture.

The use of the term ‘note’, which in Western music means a tone of
particular pitch, to signify ‘a musical relation of tones’ (p. xvi)-—obviously
svara or, in greater detail, svara-sthana of Indian music—is unfortunate.
It adds to the prevailing confusion. The scientist could have coined his
own symbol if necessary. Some of the author’s assumptions are not borne
out by musical experience—e.g. *“The musical value of Ri (in Mayamaia-
vagouia) is easy to grasp, it being close to Sa “(p. 8); “The remote back-
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ground of reference is the standard spalc...aoququd gurmg lI:Iratlr:::;mg and
forms a subconscious reference of emotional evaluation” (pp. 11, 14).. 1
I agree with Deva when he says, “music does not express & i 9ﬂ]'r
emotion but creates parallel states of mind” (“Réaga and - Iasta y gc.e o
But he misses the puin} ;zhen he pl;t_}c:ed_sr E:t}:;stlli:?:ﬁ 11;' B{;'.l aratE o
current mis-translation of Rasa as emotion. & e
f the Rasa theory, who does not speak of Santa as a ni
%Eﬂ?unlgj: E&nra, or tranquility, is verily the one Rasa, the source of ahl
the other rasa-s, the alchemiser which turns personal emotions, pleasant ar;d
unpleasant, into impersonal artistic delight—or delights, _lf 'DHE “lf{ou
recognize them so, applied to visual or verbal correlates. Music 1s f/1e Kasa.

ter “Raga-Rupa” attempts a new basis for raga-classifica-
tion. T?;ecsht:fistical nagnt:tlu::u:ill?r may not be the best for Raga apprqcia‘fron,
but in the hands of the author it has yielded a significant hypothesis t_h&t
North Indian music is telecentric and South Indian Music autocentric™.
“Psychosphysics of speech-melody™ offers a parallel for pos_ﬂble frqltful re-
searches into basic affective melodice lements such as raga-motifs and
pamaka-s, taking care to see that experiments are conducted not on any
rendering but the best available artistic ones.

Are these analytical, scientific studies of any use to practical music ?

The answer is : Those who analyse to synthasise will never lose their way.
The lead is given by the able Introduction by C.R. Sankaran setting down
the philosophical and empirical guidelines. The book should shock every-
one who can think and feel out of complacency. And that is a great gain.
—V.V.S.

DISC

Children’s Songs—Tyagabharati group. SEDE 3652. (Columbia, EP.
45 rpm), 1968.

Though it is a truism, it is frue that the child is the father of man.
This is often forgotten—both at home and school. There has been much
improvement in the education of children—specially after the influence of
Madame Montessori. But in the world of art—that too in music—adult forms
are dinned into tender minds, for our nation by and large cannot get away
from habits of “tradition”. Classical music is taught to children—the ‘pro-
digies” and ‘non-prodigies’—crippling their imagination. What is needed is
a musical awareness and not musical knowledge at that age.

In this context, Sadagopan and the Tyagabhirati are doing creative
work worth commending. Not that we do not have nursery rhymes-even
if often of imported quality. But this is new direction in group singing
with comtemporary idiom. The record has seven Tamil songs—Ilyrics and
music by Sadagopan. The tunes of most of them are simple. The last one
(Paayri) is a bit too sophisticated ; a little shouting would have helped.
Unfortunately, the clarionet (?) is always out of tune and jarring. I also
wonder whether the ascending descending scales in Gir endru really catches
the child., And why introduce ‘tyagabhirati’ in the first song ?

These criticisms are af minor import ; what is important is that

honesty prevails and an artist of sensitivity : i i
of chiltren. _ itivity has taken seriously to the music

—B.C.D,
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SUBBARAMA DIKSHITAR
(1839-1906)

Scion of the family of the great
composer Muttuswami Dikshitar;
composer and scholar; author gf
‘Sangita Sampradaya Pradarsini,’
the monumental work (1904) on
Karnatak music.

BHASKAR RAO BAKHLE
(1869-1921)

Distinguished musician, who
learnt from masters of four diffe-
rent Gharanas and incorporated
in his art a rare blending of the
noteworthy features of those tra-
ditions. His birth centenary was

recently celebrated throughout
the country.

-— o e

MAHA VAIDYANATHA AIYAR

(1844-1893)

Acclaimed as the greatest musi-
cian since Tyagaraja; known for
his extraordinary gift of voice,
piety and sublime music; com-
poser and scholar; discipline and

dignity marked his life and

profession.

G.N. BALASUBRAHMANYAM
(1910-1965)

Brilliant musician who created
a new vogue, the ‘neo-classical’:
a conscious and self-possessed
artist, he had good showmanship:
the foremost among modern-
educated musicians, he was also
a composer,
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for integral

TYAGA-BHARATI ...

education in and through music

carries the fruits of intensive study and problem-
centred research to the doors of the people.

“Music for All"”" is 1ts creed.,

... imparts education through Joy through RHYTHM,

EUPHONY, MELODY.

. helps the growth of individual, social and universal

TYAGA-BHARATI ...

harmony through music.

canalises talent and helps self-expression at
various levels, by means of an organic 3-phase
educational process.

. offers numerous songs as educational aids, especi-

ally for character formation.

. conducts practice-oriented seminars and work-

TYAGA-BHARATI ...

FIRSTLY :

SECONDLY :

THIRDLY :

shops for teachers and student leaders.
serves the people through :

educational institutions,

social and cultural groups,

gramophone discs, journals and other mass media.

.. Tyaga-Bhirati 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
of ‘Bhiratiya Sangit’,

-+ Tydga-Bharati guides advanced studies, practical as

well as theoretical, in the classical disciplines of
Karnatak and Hindustini music,

PILOT CENTRES ... at:

M.E.A. School Centres, New Delhi.

Delhi Sangita Samaj, New Delhi-5.

Géndharva Mahavidyalaya, New Delhi-1.

Tamil Nadu :

Athur, Chingleput ; Narada Gana Sabha, Karur :
Nellai Sangita Sabha, Tirunelveli; Sankara
Matam, Viravanallur ; T.V.S. Nagar, Madurai:
Madras City Centres.

Uttar Pradesh :

New E 5, B.H.U,, Varanasi-5,

Delhi Office : B-82, New Rajinder Nagar, New Delhi-5

Madras Office : 42, Tirumalai Pillai Road, T, Nagar, Madras-17

Registered Office : Farm House, Athur, Chingleput, Tamil Nadu

Professor V.V. Sadagopan is the Director

B-82, New Rajinder Nagar,
New Delhi-5
(Telephone 58-4757)
This is an organisation of musicians, music-lovers and students, and men
and women of culture in general. From small beginnings, it has gradually

developed along distinctive lines of service, and todoy meets a greatly felt
need of the country and of the world as a whole.

Delhi Sangita Samaj

Objects
Preservation, enrichment and propagation of Sangita.
Guideline
Entertainment with education.
Membership

Ordinary Member annual subscription Rs. 10/-
Life Member life subscription Rs. 100/-
Donor Member life subscription Rs. 250/-

Application Form on request
Current programmes

MUSIC MEETS are arranged twice a year. (For more frequent listening
and performing opportunities, we have arrangements with the Saraswati
Samaj, N. Delhi-1 and with the Music Club, N. Delhi-22.) They provide not
only music concerts but also demonstration lectures by scholar-musicians.
Promising musicians, amateur and professional, are given encouragement
by the Samaj. A special feature is the annual Children's Music Meet.

MuTUAL UNDERSTANDING between the two great traditions of Indian music,
Hindustani and Karnatak, is fostered here. During our music meets,



ditions perform on the same platform ;
demonstration lectures for the benefit
The attitude of listeners is one
ded with the freedom

musicians belonging to the two fra
scholars from the two schools give
of students and genuine lovers of music. |
of respect and eagerness. The musician 1S provi
necessary for maximum self-expression. .
THE INDIAN MUSIC JOURNAL, published half-yearly about the time
of our half-yearly Music Meets is issued along with a Supplement. Devoted
to music. education and culture, it circulates throughout India and abroad.
It is issued free to members. Eminent experls are on our Board of

Editors.
For non-members, Inland Subscription for the Journal is Rs. 5/- per annum

MUSIC ORIENTATION SESSIONS THROUGH THE YBAR

PLAY-WAY PREPARATORY MUSIC: Held in an
atmosphere of freedom, they are designed to give to growing
children the joy of singing and learning. The scheme 1S
being enlarged from time to time to cover more localities
and periods, in collaboration with Tydga-Bharati.
POPULAR MUSIC : Bharatiya Sangit for all, in collabora-
tion with Gandharva Mahavidyalaya.

ADVANCED MUSIC : classes for the talented few.
Chamber Music sittings on Saturdays.

OUR SINCERE THANKS go to the many friends and well-wishers—adver-
tisers, scholars, musicians and music-lovers—who help us in various ways.

A Tyaga-Bharati Song for Children

faermfa

Tamil

(The chariot is the temple chariot, or, “ratha’.)

%, %3 d% 355 Iqafafyer &-

=ft 785 ¥7d T3 gefrafzar 41
Aife 353 ifs awvg ueg afs fadar-
ARANE ey q%3 Ffrafzar 41

qifz 773 mife a5z qug TwaF qr-
g dfavieg a%g gsfrafs ar 41
Aifs asz #ife a5 3vd Fima =i
FIT wfth F19% q5g asfrafzar 41

dfe awg qfs a%g e widT 39
1PN 955 IB AT T63 qsfwfg ar ¥ 1)

Here comes the chariot,

Here comes the chariot,

With divine strength

Uphill comes the Glory,
Come, you, come pull with us.

It comes dancing, it comes dancing
On the path of Love

With joy comes the rhyme

Come you, come pull with us.

It comes singing, it comes singing
Graciousness overflows,

Milk and honey flow together,
Come, you, come pull with us.

It comes running, it comes running,
Gloriffying Truth,

Powerful are the paeans of praise
Come, you, come, pull with us,

It comes searching, it comes searching,
Tyaga - Bharati,

It brings heavenly peace and plenty
Come, you, come pull with us,

Rhythm of Three



A Song on National Unity

Lyric and Music :

Pandit Vinayachandra Moudgalya Hindi
Refrain

Rhythm of Four

feez 2 & faaial @l <17 0F -4
T ©Y X WINT TG HAF 8 | ’

With the best compliments
31 qEArE qE TR AL

R It G AT A H 0T E | (Refrain) v
1

from

Fige 71 &F Ard iy #@ T Al
qr @Y ANAT FAGA UT 7L TF g | (Refrain)
2

9% § #a% oA art 98 @ *
9q 2 fawrer gasr sfaw a1 0w €1 (Refrain)
3

All the people of India, all, all are one
Though many are the forms and colours,
many the dresses and tongues.

Bel juhi | MADRAS CEMENTS LIMITED
ela, gulab and juhi,

Champa and chameli, AND
Many are the flowers,
But the garland is one. (Refrain)

1 SOUTHERN ASBESTOS CEMENTS LIMITED

The koel’s call is unique.
The cuckoo’s song is sweet, CHORDIA MANSION, IIT FLOOR
The bulbul sings a tarana,

But the raga is only one. (Refrain)

150-A, MOUNT ROAD, MADRAS-2
2

Creeds there are many,
The essence of all is one,
Paths there are many,

The destination but one. (Refrain) ’
3 i




Open House
Dhrangadhra Chemical Works Limited

Regd. Office : DHRANGADHRA

I do not want my house to

be walled in on all sides and my —7 ek
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THE TWO OPERAS OF TYAGARAJA

T. S. Parthasarathy

To thousands of music lovers, Tyagraja is known chiefly as a musical
prodigy and as an inimitable composer of kriti-s. The other facets of his
many-sided genius are perhaps not familiar even to many of his admirers.
His two operas, *“Nowka Charitram™ and “Prahlada Bhakti Vijayam™, now
extant, clearly show that he was a competent poet in Telugu and a master-
craftsmen in writing musical dramas. Tradition has it that he was an ex-
pert player on the Vind, an adept in astrology and a polymath with enviable
attainments in many other fields of learning.

An opera, as defined in the West, is virtually drama set to music, but
with Wagner (1813-1883) it became a distinct genre of music. The various
foms of Western opera include recitative opera, comic opera and grand
opera where every word is sung. It may not be quite correct to apply
this definition to Indian musicial plays, the fore-runner of which is the
“Gita Govinda” of Jayadeva (12th century) but it is the nearest English word
available to describe such plays. A fine example of an Indian opera in
Sanskrit is the “Krishna Lila Tarangini” of Narayana Tirtha (16th cen-
!ury? of South India. Musical plays in India are known by various names
in different parts of the country, e.g. Yaksha Gana in Andhra and Karni-
taka, Bhagavata Mela in Tamil Nadu, Yatra in Bengal and Bhawana in
Assam. The Kuravafiji-s in Tamil and the *“Nandanir Charitram” of
Gﬁp'ﬁlakrishna Bharathi are also similar compositions. Kerala has its own
musical plays full of local colour and tradition. Mahapurusha Sankara
Dejva of Assam ( 1449-1568), Siddhendra Yogi of Andhra and Merattir
Veinkatarama Sastri of Tanjore (18th century) are among the well-know
cumpt;sedrs'uf n;usit;la] plays of the pre-Tyagaraja period, :

udging by all standards, Tyagariia i '
Telugu operas. His two operas j;lint?izﬂ!; E;r:ip:r;h:egmat“t' wntcir 2
plete with delight-

THE TWO OPERAS OF TYAGARAJA

ful music and beautiful poetry. As Tydgaraja is the architect par
excellence of the type of composition known as the ‘kpiti’, it is no wonder
that the songs figuring in his operas are chiselled pieces of melodic beauty
but it is the diction of his poetry and the grace of his style that are breath-
taking. Tyagarija was a master in composing in the Kaisiki Riti, the most
graceful style of poetic composition. As he was an admirer of the Telugu
poet Potana and his classic the “Bhagavatam’’, Tyagaraja had the former’s
mellifluous style as his model. In both the operas he has composed verses
of rare beauty in the popular Telugu metres like the Sisa Padya, Kanda
Padya, Utpalamala, Champakamala, Dvipada, Sardilam, Utsaha and Teta
Gita. In the “Prahlada Bhakti Vijayam" he has added a magnificent chiir-
nika in Sanskrit and a dandakam in Telugu. He writes a simple, musical
style and avoids pedantry.

The Nowka Charitram

The “Nowka Charitram™ is the shorter of the two operas and is in
one Act. Excepting for the benediction (phala sruti) at the end, which is
in Sanskrit, the entire opera is in Telugu. Curiously enough, there are 21
songs in this opera and C. Tirumalayya Naidu, in his monograph on
Tyagaraja, draws a somewhat fanciful comparison between it and the
“Water Music” of Handel which consists of 21 instrumental movements.
Tyagaraja would not, of course, have heard of the Western composer at all.

Although the story of the “Nowka Charitram™ as depicted by Tyaga-
raja in his opera, has no basis in the Bhagavatam, similar anecdotes of
Krishna's excursion with the Gopi-s in a boat on the river Yamuna are
current in some schools of North Indian Vaishnavism. The opera narrates
in verse and song the story of an excursion on a pleasure boat of the Gopi-s
of Brindaban in the company of Krishna. The Gopi-s, in a delightful
whim, got into the boat full of youthful exuberance and refused, in a haughty
manner, the proffered aid of Krishna because of his youth and in-
experience in aquatic sports. Krishpa ingratiated himself into their company
by his clever persuasions and started with them on the journy. The unmixed
enjoyment of the Gopi-s was not to last long. A terrific storm overtook
them in midstream and their boat was tossed about furiously, at one time
threatening to engulf the whole pleasure party into the bottom of the river.
It was only then that they turned to young Krishna for help. But all
prayers clothed in the most beautifully embellished songs were of no avail.
The waters were rising and making their way into the boat through the
holes at the bottom. With a view to humbling their pride, Krishna gently
advised them to remove all their clothing to be utilised for plugging the
holes. The Gepi-s, in that condition of absolute despair and helplessness,
carried out his suggestion and the Lord was moved by their contrition.
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the
The whole scene at once changed and they found themselves safe on

: i ic significance
bank of the Yamuna to their great joy ar:Id rehef.b Tdh: r:ss;i::: séiﬁce =
ies i ' er or aban
of the story lies in the unqualified surrender T
in hi ' i light to see how a “purl
to the Lord in his hour of trial. Itisa de‘ 16 : :
Tyagaraja dexterously steers clear of the pitfalls of Sringara while dealing
with the erotic motif of this opera. - :

The songs of this opera have a beauty of their own a'nd a'rc.of s'u:!ale
melody. A flowing cadence and simple rhythm are thmr. d|stlngufs_1ng
features. The opening song and the marigalam are in Surati, an ausEuf:lous
raga. Tyagaraja freely employs Saurashira, Ghanta and Punnagavarali, and
the boat song in the last-named raga is an interesting tune.

It is evident that Tyagaraja’s intention was that the opera should be
read by people as a devotional work. In the benediction l-1e says ;-

“Lord Krishna will bless those who listen to a recitation of this sacred
story written by Tyagaraja.”

The Prahlada Bhakti Vijayam

It would appear that Tydgaraja, after composing hundreds of soul-
stirring kriti-s in praise of Rdama, his Ishta Devata, wanted to pay his
homage to the other two major avatara-s of Vishnu, viz. Nrisimha and
Krishna. Krishna is no doubt the hero of the ‘“Nowka Charitram™ but
strangly enough, the very mention of Nrisimha is not to be found in the *“Prah-
lada Bhakti Vijayam”, 1In this opera Tydgaraja does not narrate the tradi-
tional story of Hiranyakasipi’s unrelenting enmity towards Lord Vishnu and
his ultimate death at the hands of Nrisimha avatara but gives a completely
imaginary version of the theme in which Prahlada’s devotion is put to the
acid test by Lord Hari who is finally won over by the boy-devotee’s un-
faltering bhakti. Hence the name “Prahlada Bhakti Vijayam™ meaning
“The Victory of Prahlida’s Devotion”. Another reason which might have
influenced Tyagardja to avoid the traditional version was the fact that
Meratiur Venkatarama Sastri, an elder contemporary of his, had already
composed a Telugu opera called the ““Prahlida Charitram™,

v, i he Hind bhall ot wiat L oage o Prshids whos

, ition, always appears at the top in the order
of devotees and takes precedence even over the name of the divine
Nﬁ'r;ada' wh‘u taught him bhakti when he was in his mother’s womb Sﬂf:
kriti-s like “Ni Nama ripamuloku’ and “Endaro mahanubhavulu’’ Tyagarija

himself places Prahlada before Narada e.g. “Prahlida Naradadi bhaktulu

pogaduchunde” and “KanakakaSipusuta Na d. i
which is recited early in the m P “rada Tumbury”. As old Sloka

- 1o orning commences with the w ”
?’tarada Parasara _Pundarika". Kulasekhara, in his Mukm‘i:;?;mfrafu'&da
1st of devotees in the order Prahladascha Vibhishanascha Kaﬂrﬁ;‘, g;::;;
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“dbhitistava” Vedanta Desika also gives the leading place to Prahlada in
the ﬁloka “Kayadhusuta Vayasa Dviradapunigava Droupadi®. 1t is, therefore,
obvml:ls that Tyagaraja, whose mission in life was the propagation of the
bh&.ktl cult, deliberately chose the story of Prahlada for his magnum opus
which is his greatest contribution to Indian bhakti literature.

_ The “Prahlada Bhakti Vijayam” is a full-length drama in five Acts
with 45 Kkriti-s set in 28 raga-s and 132 verses including a Sanskrit churnika
and a Telugu dandakam. Several of the songs from this opera like Sri
Ganpapatini in Sourashtram, Vasudevayani in Kulyani, Varidhi Niku in
Todi, Vandanamu in Sahana, Nannu Vidachi in Riti Goula and Rara
Mayintidaka in Asaveri are already popular in the music world
although many do not know that they belong to this opera. It is note-
worthy that kriti-s in rare raga-s like Paraju and Nagagandhari composed
by Tyagaraja are to be found only in this opera. The mangalam *“Ni
namarapamulaku” sung at the end of every concert also belongs to this
drama. The kriti-s of this opera, imbued with devotion, have a better
appeal to the common listener than those of the Nowka Charitram.

To add effect to the various situations, Tydgarija has given us
quotations from the Valmiki Ramayanam, Bhagavatam and Mukundamala.
He was a great admirer of the unflinching devotion (nischala bhakti) of
Prahlada. When Lord Hari cunningly asks Prahlada to seek worldly
boons, the latter prays only for ‘unfaltering devotion’ and Tyagarija in
this scene puts into Prahlada s mouth the $loka Nastha dharma from the
Mukundamala,

It 1s clear that Tyagaraja’s intention was that this opera should also
be read like scripture. The benediction says:

“Those who sing this with devotion, listen to this with reverence and
read with affection, will have all their sins cleansed.”

He has therefore packed into this opera the best poetry at his
command, the most vivid descriptions, moving prayers and didactic
passages which will chasten the heart and uplift the spirit. To read this
opera as a piece of literature is an ennobling experience.

The tunes of a majority of songs from the Prahlada Bhakti Vijayam
were not available to the music world for many years but two edilions'of
the opera have appeared recently. The full text of the opera in Telugu script
with the songs in notation edited by Professor Sambamoorthi has bt‘cfl
published by Sri Venkateswara University, Tirupathi. A complete Tamil
edition of the opera, with the Telugu original and Tamil translation (by
the author of this article) and swara notation by Vidwan S. Ramanathan,
has been published by the Perambur Sangeetha Sabha, Madras.



A major problem In
post offices is the heavy
postings that pour in during

the closing hours. This
causes congestion and delay,

Early posting ensures that

your mail catches the day’s
despatch, and reaches its
destination without delay.

| /PDST NOW. WHY WAIT TILL EVENING 7

INDIAN POSTS & TELEGRAPHS S

AN INDUSTRY DEDICATED

TO
ROAD SAFETY — ECONOMY

INTERNATIONAL INSTRUMENTS
PRIVATE LIMITED

Manufacturers of
DASH BOARD INSTRUMENTS & CABLES

Factory & Regd. Office :

140, HOSUR ROAD, ADUGODI POST,
BANGALORE-30

Phone : 73121 Grams : SPEEDMETER




With best compliments from

Bishambharlal Balkishan

Exporters, Textile Dealers & Commission Agents

Relief Road, Sethia Building
AHMEDABAD-1

NCERT rusLications

We print Model Textbooks in English and Hindi for Primary, Middle

and Secondary Schools throughout the country for adoptinn/adaptationl
translation/reprint.

We print textbooks on arithmetic, algebra, biology, chemistry, physics,

engineering, geography, history, commerce and social studies for different
grades and classes.

We also print Teacher’s Guides, Student’s Workbooks, Handbooks,
Resource Books, Books for children, adults, researchers, experts—well, for
every body interested in the tools of Education.

As a research body, we also print journals, monographs, year-books,
curriculum data, research studies, reports and every kind of reference
material on different facets of education.

For a complete list, please write to :

The Business Manager
Publication Unit

National Council of Educational Research and Training

NIE Campus, Sri Aurobindo Marg
New Delhi-16



With best compliments

from

eneral Industria

Stores Supply
Co. (P) Litd.

D-216, Defence Colony, New Delhi-3

Regd. Office
23-A, Netaji Subhas Road
CALCUTTA-1

WILL HE MAKE IT?

Every driver has to make
correct, snap decisions—every
minute—on the road.

To make the grade with us, he
has to be really good, really
quick in his decisions.

That's why we test each driver
before employing him—and
again periodically during his
service.

You can trust TVS M’

Our thorough psycho-physical
tests ensure the driver’s good
distance judgment. Side vision.
Colour  perception, Glare
recovery. Eye-foot co-ordi-
nation...

Southern Roadways has
always realised thatits effi-
ciency depends also on the
cfficiency of its drivers.

Its lorries do not operate
between [l p.m. and 4 a.m.—
for these are the hours of
deepest sleep and it has been
found that most highway
accidents are caused during
these hours,

That's just one of the reasons
why Southern Roadways
enjoys so much trust of the
people of Tamil Nadu, Andhra
Pradesh. Mysore and Kerala.

SOUTHERN ROADWAYS PRIVATE LTD.

(A Member of the TVS Group of Companies)

MADURAI




FOR QUALITY MUSICAL INSTRUMENTS

Vina e Tambura e Gottuvadyam

KINKINI COILED STRINGS

RAMJEE & CO.

2, ANDAR STREET, TIRUCHIRAPALLI-2

(South India)

R ]

My Lamp Is Lit
So That
Others Can See.

s
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Side Twa
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Music, Lyric and Direction :
V. V. SADAGOPAN
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TYAGA BHARATI GROUP

Professor V. V. Sadagopan who has laudable credits in the musical world,
both classical and light, has after an intense research into the depths oI Music,
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