Vol. XXXIV Regd. No. ISSN 0975-7872

VAGEESHWARI

A UGC-CARE listed, Peer-reviewed
Research Journal

December 2020

DEPARTMENT OF MUSIC
Faculty of Music & Fine Arts
University of Delhi



Regd. No. ISSN 0975-7872

VAGEESHWARI

A UGC-CARE listed, Peer-reviewed
Research Journal of the
Department of Music
Faculty of Music & Fine Arts
University of Delhi

Delhi

VOL. XXXIV
December 2020

Editor
Prof. Deepti Omchery Bhalla

Editorial Board

Prof. T.V. Manikandan
Prof. Shailendra Goswami
Dr. Ananya Kumar Dey
Dr. Vineet Goswami
Ms. Rindana Rahasya
Dr. Prasanth G. Pai



SUBSCRIPTION RATES

Price:

India: Rs. 100.00 per annum

Abroad: $ 3.50 per annum

For enquiry, payment, subscription etc. please write to:

The Editor

Vageeshwari

Department of Music

Faculty of Music and Fine Arts
University of Delhi
Delhi-110007

India

Email: vageeshwari.du.musi cdept@gmail.com

Website: gjournal.music.du.ac.in

© Vageeshwari

Picture Credit by : www.wallsnapy.com
Printed by: Dhanesh Printographic, 9810181938



From the Editor’s desk...

Dear readers,

| am pleased to place before you, Vol. No. 34, Dec. 2020 issue of Vageeshwari, an ISSN
certified, Peer-reviewed, bilingual annual research journa of the Department of Music,
University of Delhi.

Vageeshwari is a prestigious research journal of India, that was started in 1986. It has been
publishing research papers with anew analytical approach to several musical concepts, by
musicians, musicologists and research scholars from al over the world. The papers with
diverse approach to music and valuable research findings has been widely appreciated and
benefited many. Undeterred by the Covid-19 pandemic and in-tune with the ideol ogy behind
its publication, we continue our mission of publication of thisyear’svolume of Vageeshwari.

The Covid-19 pandemic has had aprofound impact on al corners of theworld and on every
aspect of life on earth. Millions have been affected, either directly afflicted by the disease,
or indirectly through its unimaginable economic impact. The enormity of the pandemic has
had its own strong impact on the field of performance in music, with all live concerts in
auditoriums coming to a standstill. There have been severa online concerts, lecture-cum-
demonstrations and talks, but none that has satisfied the performer or the audience. The
livelihoods of several freelance artistes have been drastically hit, who have been financially
supported by art lovers and artiste communities.

The pandemic has also brought about monumental changesin the teaching-learning process
in the Department of Music, University of Delhi. The unprecedented and sudden change
from classroom teaching to avirtual mode, had its own limitations and posing many hurdles,
for which nonewerefully prepared. Thiswasboth challenging and atedioustask for teachers,
especialy in conducting classes for students, many of who came from rural background
with poor connectivity, and wereill equipped with lack of digital knowledge and technical
support for online learning. Other factors such as the speed of the internet, often irregular
and erratic, hampered the quality of the onlineclasses. For better audible quality, microphones
and cameras were switched off, which gave an impersonal touch to an otherwise human
bonding in the teaching-learning process.

The inability of the teacher and hig’her students to sing simultaneously, due to atime lag
with variable speeds in network connections has been another detractor. The technical
limitation has al so adversely impacted upon the Tabla/Mridangam and Harmonium/Sarangi/
Violin accompaniment required in vocal and instrumental classes. Conducting of online
exams, both in Theory and Practical, too has posed challenges of severa kinds.

However, al these hurdles were overcome with a dedicated team of teachers and office
staff, who worked round the clock to not only conduct classes and exams, but also continue
with organising cultural events that added to the prestige of the Department, keeping the
flame aglow. These included the annual Malhar Utsav, workshops, lecture-cum-



demonstrations, and interactive sessions by eminent musicians, both national and
international. These cultural events, coupled with the online classes and meetings through
various virtual platforms, brought about major adjustments and adaptations to new modes
of teaching methodol ogy.

Though the fieldwork for research scholars got severely restricted, they got several
opportunitiesto join numerous online national and international webinars, talksand lecture-
cum-demonstrations, enriching their knowledge, by ssimply connecting to the online platforms,
most of which were unrestricted.

The publication of the current issue of Vageeshwari has also been atough and arduous task
with proofreading and the corrections done online. All the members of the Editorial Board,
without exception, have put in the hard yards, burnt the midnight oil and strained their eyes
in front of their computer screens for long hours. | wish to sincerely thank them for their
untiring efforts.

Lastly, but not in the least, | wish to thank our printer - Mr. Dhaneshwar Sharma - for
working round the clock and hel ping usto bring out thisissue of Vageeshwari in the shortest
possible time.

| pray for the safety of all, and wish you a safe and a Happy New Year.
Happy reading !!!

Prof. Deepti Omchery Bhalla
Editor, Vageeshwari

Dean & Head

Faculty of Music & FineArts
University of Delhi

Delhi
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“* Swayambhu Gandhar” — Gaan Saraswati
Smt. Kishori Amonkar

“Music may thrive on and be enriched by the depth and expanse of Karuna Rasa or
Shringar Rasa, but when it leads to Shanta Rasa, that is, ultimate bliss.”
-Kishori Amonkar

Dr. Gurinder Kaur
Department of Music

Janki Devi Memorial College
University of Delhi, New Delhi

ABSTRACT

An extraordinary genius, Kishori Amonkar was a leading
exponent of Jaipur Atrauli gayaki, and daughter of anillustrious
mother, Padma Bhushan, Gaan Tapaswini, Mogubai Kurdikar,
the widely respected and renowned disciple of Ustad Alladiya
Khan.

What made her music divine were the incredible shades in
between two swaras, giving wings and spurs to the raags she
sang, skilfully veiling the Avirbhav and Tirobhav, thus
contributing ahighly distinctive el ement to the raagas she sang.

Shewould emphasize‘that’ raag specific shruti in aphrasewith
such remarkable dexterity, gliding through it with astonishing
finesse, that the innate bhava of the raag would be hypnotic.

Shewas unconventional, abstract and yet deeply systematic. A seeker, in quest of thedivine
swara, seeking the absolute formless truth that pulsated behind Naad Swar Shruti and
Laya, and believingin music asachannel for adial oguewith the Supreme, through dedicated
sadhana

A reflective scholar, who diligently studied the ancient granthas, As a staunch classicist,
she maintained the purity and discipline of the format, and as aromanticist she surged with
the bhava of the raag.

Her music is a rare amalgamation of technique, spirituality, and aesthetics with highest
form of content. Kishori Amonkar did not constrain herself to any gharana, Her resolute
belief in the swara as an embodiment of the Supreme further gave multiple dimensions to
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her music that, bringing in universal charm. She was like the “ Swyambhu Gandhar,”
which emanated between the two Shadajs.

KEY WORDS

Concept, Tradition, Technique, Aesthetics, Spirituality

A legend like Kishori Amonkar was born to create paradise. Her celestial music
transcended the obvious, transformed traditions and manifested truth in every emotion.

| shared aprofound bond with her during my long association asadisciple. Over the
years, | have experienced incredible moments when | caught glimpses of the mysteries of
her music and various aspects of her complex personality. She was an artiste with many
layers; layersthat were seamlessly woven into the magical world of sursand taals. Shewas
unconventional, abstract and yet deeply systematic. She found rhythm in the chaos and
aesthetics between the many tones of thought and approach. Her ability to decipher and
fathom the abstruse philosophy of music was uncanny and yet so relatable. Her renderings
of raagasweretherapeutic and her musical vision, aperfect blend of antiquity and modernity.

What made her music divine were the incredible shades in between two swaras,
giving wings and spursto the raags she sang. She also transformed many existing bandishes
with unsurpassed innovative and spell binding nuances, and renewed expressions.

Sheskilfully veiled the Avirbhav and Tirobhav which gave ahighly distinctive element
to the raagas she sang. Consequently, the evolution and delineation of her raagas aways
sounded interestingly different. She would emphasize ‘that’ raag specific shruti in a phrase
with such remarkable dexterity, gliding through it with such astonishing finesse, that the
innate bhava of the raag would be hypnotic.

| have often closely heard her render a particular raaga for several days without
repeating a phrase. Each time the raga took on a new altitude, each time a new slant and a
whole new heaven! “When | sing, | imagine and feel the noteswith their colours, their rasas
and their bhavas; then | urge the ragato appear with in me and pray to my lord to sing it for
me’?

She was a seeker, in quest of the divine swara, seeking the absolute formless truth
that pulsated behind Naad Swar Shruti and Laya. A reflective scholar who not only diligently
studied the ancient granthas but al so brought into her music the teachings of the great sages
of thisart “| have merely gone back to the roots; | follow the old seerslike Bharata, Narada
and Sharangdeva. They were all realized souls. What they wrote in the Shastra’ s was what
they had experienced” .2
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Therefore her introgpection —chintan and learning through the works of the prehistoric
sagacious added an insightful depth to her expression;

Asastaunch classicist, she maintained the purity and discipline of the format and as
aromanticist she flowed with the bhava of the raag. She was convinced that in order to
illuminate the innate essence of the raag, one would have to delveinto the past to attain that
knowledge which was eternal and absolute.

“When, Gandhar-Nishad was symbolic of karuna rasa, according to Bharata, and
then the effect or the power of these notes alone would give that effect of karunarasa? In
Raag Yaman for instance, when itstwo swaras‘Ga’ and ‘Ni’ asthe vadi and samvadi were
symbolic of the karuna rasa, then the entire bhava of the raag would be that of surrender.
Music deals with the heart; the intellect should feature only to reason how best to manifest
that desired feeling in araag, and with which appropriate embellishment or alankar.”®

Sheintensely believed that anote was a manifestation of afeeling and various notes
were manifestations of various feelings; and a feeling was continuous like a flow and that
flow could be achieved only when the notes were sung in continuity along with their nuances
and resonance. She always reiterated that a note should never be applied raw; asit was a
point which had a resonating area, and that every note and every shruti had a mind and a
body. She held that the swaraswereliving entities because they all had their own individual
personalities and one had got to treat them such. “She often wondered how must be the
home of these notes. How would they behave with each other? She wished she could see
them and talk to them”#

“1 think | was born to think. When | used to learn from my mother | used to keep on
thinking, why araag was like this? Why was a phrase being repeated? | couldn’t get any
answersthen. Of course, | was blessed with the strength to delveinto thisrealm of music, to
think deep, and when | researched | realized that music was not merely entertainment; it was
amode to attain the ultimate peace. That was the reason why music existed!

During my musical journey, | learnt that every raag could not have the same format.
Because as expressions change, so do the formats; | also felt that | had the right to see and
believe whatever was true and beautiful in music, so | did!” ®

Perhapsthat iswhat makes Kishori Amonkar aconcept and an institution in herself,
and that iswhy sheisalegend who has|eft alegacy where several aspiring and established
artistes have been either inspired or influenced by her style.

Her contribution cannot just be evaluated only by the many ragas she has created or
the many bandishes she composed as a vaygakaar or the many disciples she mentored, itis
the musical perception which she gave to the world and posterity that will be remembered

3



Vageeshwari Swayambhu Gandhar...../Dr. Gurinder Kaur Dec. 2020, \Vol. 34
ISSN 0975-7872

in centuries ahead.

Her musicisarare amagamation of technique, spirituality, aesthetics and emotions
married to the highest form of content. She believed that music wasachannel for adialogue
with the Supreme, and attainment of sublime heights was possible only through dedicated
sadhana.

A guru and an extraordinary genius, she was a leading exponent of Jaipur Atrauli
gayaki. and the daughter of an illustrious mother, Padma Bhushan and Gaan Tapaswini,
Mogubal Kurdikar, the widely respected and renowned disciple of Ustad Alladiya Khan.

Born on April 10, 1931 Kishori Amonkar hailed from Kurdi, asmall villagein Goa,
she was married to Ravindra Amonkar on May 11, 1955, in a marriage arranged by her
mother. Ravindra Amonkar was ateacher and came from a middle class family. He had an
excellent command of the English language and Kishori Amonkar credited her fluency in
thislanguage to her husband and al so to her closest friend Vibha Purandre who was ascholar
in English.

During her numerous conversations, Kishori ji said that her mother Mogu Bai, not
only gave her children education, she aso gave them sanskaars (values). Mogu Bai made
her children realize what it was to be a woman and what poise was all about, in deeds, in
thoughts, and in treating people. The greatest lesson she taught was how to maintain the
dignity and divinity of music. They had to compulsorily read Dhayaneshwari since all the
books in their house were of the same nature. Later in the evenings, they would have to sit
in the mandir in the house and chant shlokas. These values went along way in her life as
later Sant Dnyaneshwar, Tukaram, Surdas and M eera became her companionswhile singing
and thinking, along with Bharat Muni, Sarangdev, Narad and Anandvardhan- the great
ancient literary sages®.

In Mogu Bai, Kishori Amonkar had a combination of a mother and a strict guru,
who was uncompromising in both in sur and taal. She wanted every facet of the performance
to be perfect - the bandish, alaap, bolalaap, boltaan - and made her daughter practice to
brutal perfection the most exquisite gamak of Alladiya Khan Saheb, which came only with
systematic and rigorous practice.

Kishori ji recollected Alladiya Khan as a towering personality but learnt his music
from her mother as she was too young to learn directly from him. She would often say with
pridethat al those lessons were permanently imbedded in her memory, but she remembered
him as atowering personality.

Kishori ji often said that “Learning from Mai was aterrifying experience as she he
would not repeat a phrase morethan threetimes. | either got it or shewould get up and leave
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the room. Mal never stopped me from learning anything. She wanted me to learn from all
schools of music, as she wanted my voiceto get asfluid as water. She had already equipped
me well with the aesthetic values of a performance. | only took these lessons further and
explored theworld of pure notesminutely.”” Mogubai ji would ask her the difference between
the Rishabh of Raag Shuddh Kalyan and the Rishabh of Raag Bhoop for which Kishori ji
said she had to dwell deep to decipher. Developing such an attitude towards reasoning,
along with study of music literature and ancient granthas gave her an edge over her
contemporary artistes.

“ AlladiyaKhan made my mother practice to perfection the most exquisite gamak of
Khansaheb which could be learnt only with systematic and rigorous practice. Whatever |
learnt from my mother had been registered permanently in my conscious and subconscious
state of being. | can replicate it with exactness’ &

Quoted from the many discussions during classes and other occasions over severd
years

Kishori Amonkar also learnt from Pt. Mohanrao Palyekar, the famous Pt. Husanlal
from the Bombay film industry from whom she got the finer aspects of playback singing,
including ghazal s and bhajans and thunris. She credited her excellent enunciation in Urdu
to Pt. Husanlal. She also had ateacher who taught her Marathi bhavgeet. She had aone song
stint in the Hindi film industry where her title song for the film * Geet Gaya Pathharon Ne'
gained her tremendous stardom. Shelater composed and sang the scorefor Govind Nihaani’s
Drishti.

Since her passion for music was intense and she felt powerfully drawn towards the
pure classical form, she decided to train under the renowned Khan Saheb Anwar Hussain
Khan of the Agra gharana, who taught her a single cheez Mahadeva, in Bahaduri Todi for
several months. Another of her gurus was the illustrious Anjanibai Malpekar with whom
she shared avery specia bond. Though Kishori Amonkar had devel oped a captivating tonal
dexterity, she acclaims her enchanting meend and enduring alaapchari to Anjanibai.

Sometime around early 1960'sand 1970’'s an unforeseen catastrophe struck Kishoriji.
Just as her performances were gaining ground she faced voice impairment and suffered a
total voice loss. This silence lasted nine long years. No medication worked until Saint
Sardeshmukh Mahara] from Pune miraculously restored it through Ayureveda. Although it
took two years to do so. Thisinterruption and solitude turned ablessing in disguise as this
gaveKishori Amonkar an opportunity to deliberate and dwell deeper into therealm of swaras
emerging with a style which had a tremendous universal appeal.

Kishori Amonkar did not constrain herself to any gharana because, in her opinion,
music was universal. Confining herself to a restricted range would never let her see the

5



Vageeshwari Swayambhu Gandhar...../Dr. Gurinder Kaur Dec. 2020, \Vol. 34
ISSN 0975-7872

entire horizon shefelt. Consequently, while she belonged to the Jaipur Atrauli gharana, she
had no uncertainties in adapting the nuances of other traditions. But, after studying all the
other styles, she concluded that the basic structure of the Jaipur Atrauli gharana was the
most suited to her as the stylistic equilibrium between a note and a beat would not permit
the singer to fade away or get off balance. Therefore, while the Jaipur Gharana s technique
and methods formed the foundations of her style, severa variations on it, including an
adoption of alapachaari added arefreshing zest to it. Her resolute belief in the swara asan
embodiment of the Supreme further added multiple dimensions to her music that, while
retaining the essentials of the gharana, it brought in auniversal charm.

Kishori ji would often say that she was her own worst critic and never excused
herself when she did not meet up to her own high standards. Often the criticism from the
music critics would leave her anguished but she remained true to her belief and her inner
call and made aplace for herself in the edifice of Hindustani classical music. Shereiterated
that whenever her music surpassed sublime heights and whenever the abstract acquired a
form then it did not matter what the critics had to say!

Her opinion on today’s music generation was that they wished to be overnight stars
and lacked the genuine desire to seek perfection. “ You know that vocal music isthefinest of
all fineartsand that unless one goesinto the realm of subtleties and accuracy of the nuances
of each note, the consequence can only be mundane. In the earlier days, there were great
masters who sang and brought about changes in nature. Their music was sublime because
they were true to the musical notes’®

In the context of changing times, she remained a supporter of the guru-shishya
parampara, and did not believe in learning from notebooks, notations or recordings and
ardently felt that students these days learnt dead music. Learning from a guru was live
learning. It waslearning with asoul. It was agive and take of the souls. Kishori ji would say
that our music was the fifth Veda. The Vedas taught Brahma Vidhya, which could not be
learnt from a machine. If a seeker contemplated and meditated upon this divine art, then
surely one would reach the ultimate destination.

Shefervently advocated that music was more than just cryptographs or compositions
or styles, it was athaaha sagar, and was also of the view that education in music should
empower students to move beyond repetitive techniques by mastering the tools that allow
them to improvise on their own

Shebelieved that playing the tanpura well was of utmost importance. Just asimportant
astuning it, playing it was an art. “ Of courseit inspires meto sing, but at times| am afraid
to mingle my own vocal notesinto that divine sound, that divine sound of the “ Swyambhu
Gandhar,” which emanatesfrom between thetwo Shadajs. However, onething | must state
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that the scientific rendering of atanpura is different from its aesthetical rendering, in the
case of the latter, the emphasisis significant” 1°

Kishori ji, published abook in Marathi, in 2010 titled Svarartha Ramani, in which
she elaborated her views on Rasa, Bhava, musical theory and practice. She was a
well-known speaker at national and international seminars. Severa of her students are now
classical musiciansin their own right.

Asaperson, shewas extremely intuitive, loving and caring, erratic, demanding and
temperamental, benevolent, deeply religious and an ardent devotee of Swami Raghavendra;
Early mornings were spent passionately twining colourful floral garlands for her morning
prayer offerings and always slept well past 3am; after writing inred ink her Deity’sname a
108 times.

Known to speak her mind, she accepted concerts on her own terms and came down
heavily upon organisers who did not conform to her conditions. She was known for her
legendary temper and had deep rooted resentment over how thewomen artistesweretreated,
as she had seen her mother’s struggle. She had aso seen the inferior treatment meted out to
established artiste like her mother and this had hurt her deeply. “ This was the Brahmanical
tactics of usurping the valuable contributions made by lower caste groups to keep the
dominance of Brahmanism intact”** Therefore she wowed to change this perception in the
male dominated arena and decided never to allow this to happen to her once she made a
nichefor herself inthefield. Sheawaysdemanded asuitein five star hotel swith appropriate
local hospitality during her stay along with opportune payments.

Kishori Amonkar received several of India's national awards and civilian honours.
She was awarded the Padma Vibhushan in 2002; Padma /Bhushan in 1987; The Sangeet
Natak Akademi Award in1985; The Sangeet Natak Akademi Fellowship for 2009; M.S.
Subbulakshmi Award in 2016; Bharat Gaan Ratna-2001 by Sri Raghavendra Swami Muitt;
Gaan Saraswati, Kala Shiromani, Gaan Samradhini, and Ashtang Vidushi. Some of the
other prestigious awards that came her way are the Goa Today Person of the Year in 1993,
Sangeet Samradhini Award in 1997, Sanatan Sangeet Samman in 1997, Giants I nternational
and the Godavari Gaurav Awardsin 1998. She has al so been therecipient of several citations
like that of the Indian Medical Foundation, First Annual TV Award, Gomantak Maratha
Samgj, Gomantak Vidya Niketan, FICCI Millennium Award, and Hafiz Ali Award.

Needlessto say, she had received tremendous acclaim, respect and adulation in genera
from both the public, and the government. “However, the biggest award for me is the
appreciation which | get from the spectators. Seeing the presence of a huge audience for a
concert of mine is my biggest reward and my award. What can be greater than that?’12
When she sang, her swaras were divine and her music sacred, the concert hall atemple and
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the listeners her deity Guru Raghavendra Swami! Therefore, after a concert, she would
humbly bow down her head to the listeners, which was indeed an extremely endearing
gesture winning the hearts of many connesuiers.

Kishori Amonkar took Samadhi at her Prabhadevi residence in Bombay on 3 April
2017, aweek shy of her 85" birthday. A large gathering that revered her was present at the
Ravindra Natya Mandir to bid her adieu with full state honours.

For the audience, shewasahigh point of musical pilgrimage, to those who know her
only distantly, shewastemperamental, to her critics shewasinconsistent, but, to her students,
shewas aguru to venerate.

Indubitably, her passing away created an immense void in the world of Hindustani
classical music. But her soul-stirring music lives on, transcending precincts of age and time.
The magic and the mystique of which will continue to enthral; her music’s content will be
studied and researched; its beauty appreciated, loved and meditated upon for al times to
come.

Note: - Thisarticle has been written mainly from the understanding | gathered over
several years from my personal interaction and experiences with my Guru, Gaan
Saraswati Smt. Kishori Amonkar ji, during my stay with her at her residence in
Bombay as her disciple. Her best friend Vibha Purandare, (an English Literature
scholar) used to visit her almost every day in the evenings after the evening music
session. Theonly subject that wasever discussed between them wasabout themysticism
of swaras, their rasa-bhavatheir colour, their effect on natureand about realization of
ultimate bliss through the divine medium of Swar as.
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MANIFESTATION OF NAGASWARA IN THE IMAGES
AND RITUALSOF SOUTH INDIAN TEMPLES

Dr. Sriraman T V
Lecturer InVeena
Chembai Memoria Govt. Music College, Palakkad, Kerala

ABSTRACT

The concept of “ Kshethra” in ancient India was that of a place for education and
development of intellectual and cultural faculties of man in addition to worship of god. True
to thisidea, even today, templesin Indiaespecially the onesin southern part of this country
are considered asthe seat of culture and knowledge. The creation of templewasthe result of
man’s desire to present God in a human form. The materials with which templeis built are
rock, sand, stone and human efforts. Sculptures, icons, etc., plays the role of anatomical
representation of human form as animage or symbol. Students of art and culturein general
and those of music and dancein particular, will find therole of templesin preserving various
arts and science and also their role in propagating various art forms worth studying. Music
isalso anecessary ingredient in many of the servicesin the temples. In addition, the art and
artefacts of temple’s iconography and painting in temples carry valuable information on
music. Many of the inscriptions on stone and metals available in temples carry abundant
information about various art forms, especially music and musicol ogy.

Musical instrumentsare galore and dance posturesheldin open—air classes conveying
inspiration and lessons to the delight of the viewers, connoisseurs and the devotees. These
scul ptures are the living testimony to the spirit of the age and clearly show the devel opment
of these fine arts as time progressed. They bear testimony to the traditions and culture and
reflect the character and interests of the people. It aso shows the dedication of the rulers of
those periods in promoting music and their devotion to the deities. The performance of
music and dance in the temple rituals had specia significances. The present paper titled
“MANIFESTATION OF NAGASWARA IN THE IMAGES AND RITUALS OF SOUTH
INDIAN TEMPLES’ explores, the Nagaswara in ritualistic as well as sculptural aspects
preserved in South Indian Temples. The study is confined to the contribution in the states
Keralaand Tamil Nadu of South India.

KEY WORDS

Nagaswara, Mantapa,Garbhagriha, Divyasesam, Mallari
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INTRODUCTION

Temples of South India have played an important role in the preservation and
development of music. The arts of music and dance have beenillustrated on stone and in the
structure of the temple Gopuras and Prakaras, Walls, and mantapas by sculptures and
paintingsisaproof beyond doubt of the sacredness of the art. The sculptural richness of the
templereflectsthe musical spirit of the age, the wide popularity of the artsand dance and its
advanced stage of development. The ancient temples following the Agamic rituals over
thousands of years have developed particular traditions and special offerings peculiar to
each. The sthal a keerthanas are musical composition in praise of the presiding deities of the
various shrine composed by great Vaggeyakaras who were devout Bhakthas of God.

South Indian temples served the purpose of educational institutions in the old days
is supported by inscriptions engraved on the walls of several temples and annual reports of
epigraphy department. According to these reports, which contain abundant information on
the subject, these institutions not only fulfilled social and religious needs, but also that of
education. The daily and festival rituals in the temples in South India resonate with the
sound of the Nagaswaram. There are many conventions and traditionsrel ating to the playing
of the Nagaswaram on various occasions in temples. The inscriptions belonging to the
Vijayanagara dynasty are important from the point view of the history of Indian Music. A
record incised in thereign of Sadasivadeva Maharaja of the Vijayanagara dynasty refersto
the Nagaswaram players. Theinscription is dated Saka-Samvat 1474 correspondingtoA.D.
1552. The record registers the gift of avillage to a piper, for playing on two Nagaswaras
and two drums (Tavil or Dolak) in the Temple of Vasantha Mallikarjuna at Devalpura.
From the foregoing reference to the Nagaswaramin epigraphy and literature, it is clear that
the instrument had its birth sometime in 15t century A.D.1

REPRESENTATION OF NAGASWARA IN IMAGESAND IDOLS

The scul ptures and paintings offer important visual information on the morphology
of musical instruments as well as on the performance practice and context. These Temples
proveto be an indispensabl e repository of theiconographic representations of music culture,
with literally thousands of specimens containing awealth of information. The study of artistic
representation, by understanding individual characteristics of an image or icon, is called
|conography. In the aspects of musical iconographies, the depiction of musical instruments
or the scul ptures of musicianswere parts seen in the temple precincts. South Indian temples
have a vast number of musical instruments depicted in its scul ptures and paintings. There
aretwo typesof scul ptures of musiciansand musical instrumentsin thetemples. Themusical
instrument held asan attribute to the scul ptureisthefirst category. The scul ptures of musicians
with or without musical instruments are the second category. The sculptures of music and
musical instruments are mostly carved as part of temple architecture. The sculptures are
mainly on pillars, ceilings of the pillared halls, Gopuras, basement of the pillared hall and
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so on. Murals are mainly seen on the walls of GarbhaGriha, ceilings of pillared halls.
Individual sculptures form part of bronze figures, wooden bracket figures, and monolithic
images. In sometemples, processional deity isdecorated with some musical instrument like
Vina and flute. Most of the pillars of the Temples have depiction of dance and musical
sculptures. The various episodes from Puranas and also the ruling dynasties images were
also seen on the pillars. When the Temple is dedicated to Lord Vishnu, Dasavataras are
carved in its pillars. In Siva Temple, various episodes from Sva Purana like, Nataraja
Forms, Tripurantaka forms, Vinadhara Dakshinamurthi, Kiratarjuneeyam etc. are mostly
carved. Images of wind instruments are very common in South Indian Temples. Most
prominent one is Flute; mostly flute is associated with Lord Krishna. We can see Lord
VenuGopala in the form of two, six, and eight hands in Temple's pillars. Monolithic
Veenugopal a scul pture with eight hands hol ding afluteis depicted in AzhakarKoyil in Madurai
District of Tamil Nadu. Nagaswara images are installed in Kailasanatha Temple and
PavizhaVannar Temples in Kancheepuram. One of the pillars of Darasuram Temple its
Mantapa has a depiction of Lord Sva playing a Nagaswara with legs crossed. Although
much weatherworn, one can see the deity holding the antel ope and axe in the upper left and
right handsrespectively with thelower hands hol ding Nagaswar a, and two Svaganas dancing
joyously on either side. Images of Nagaswara depicted as murals were seen in Omallur
Temple—Kerala

Different types of Nagaswaras preserved in temples

There aretwo well-known varieties of Nagaswaram. Oneisthe hallowed Tiruvarur
Bari. The pitch is correspondingly lower and somewhat near two Kattai. The conventional
variety isthe Timiri, much shorter and thinner in size and capable of shrill notes near five
Kattai to catch the ears of distant devotees. The Timri Nagaswaram can be found in most
famous Vaishnava temples like Srirangam and Tiruvananthapuram. The Mukha Vina is a
diminutive Nagaswaram whose range is limited to afew octaves. The Mukha Vina was an
important religiousitem in Vaishnavite aswell as Sivatemples. Thisinstrument isstill used
in KapaleeswaraTempleinitsfestivals. One of the Mukha Vinaisexhibited in the Tiruvarur
Temple Museum. The big pipe Tutti dronesthe Sruti. It is heartening to note that the Mukha
Vina continues to be in active service in Kerala even if in a subordinate role of an
accompaniment. The stone Nagaswaram would seem to be the common ancestors of all. It
isstill used in the Sreevaikuntam and Alwar Tirunagari (both arein Tirunelveli District) in
Tamil Nadu. And from Kerala we can see stone Nagaswaram in Omallur Shasthan Kotta,
Ettumanur — Mahadeva Temple, Vaikkom —Mahadeva Templein Kottayam District and Sri
Ananthapadmanabha Swami Templein Thiruvananthapuram. The remarkabl e specimen of
musical pipe scooped out of granite stone is seen in the temple at Shanbaharamanallur in
Thirunelveli district. Thispipeissituated in the southwest corner of the Sanctum Sanctorum.
The pipeisconical in shape and isin the center of the pillar. The pipeisdlightly inclined to
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the horizontal. Theinterior of the pipeis smooth and polished. The two ends of the pipe are
circular in shape. When blown from one end, the tone of aconch is heard. The length of the
pipe is one foot. The pipe has two small folds inside and this probably accounts for the
difference in tone when blown from the two ends. The frequencies of the notes heard from
the two ends bear the Samvadi relationship. When two peopl e blow the pipe from either end
aternately, the effect is pleasant.

Role of Nagaswara In Templerituals

From the time the temple opens early in the morning till it closes at mid-night,
Nagaswaramis played at every ritual. Nagaswaramisvery loud and it can be heard from a
long distance. So, though one may not be listening particularly to themusic, it fallson one's
ears and reminds one that a particular activity is going on in the temple. The schedule of
systematic organized way of playing Raga aerts the people that some deities are taken in
procession along the streets and the particular Ragasremind the peoplewhat they are expected
to do. Finally when the deity goes to Palli-arai (bed Chamber) Neelambari (corresponds
Pann isMegha raga Kurunchi) isplayed. Isai Vellalarsisthe caste or community of people
who have devoted themselves to the art of dancing and also in use of Nagaswara and tavil,
particularly in templesin Tamil Nadu. The term Isai Vellalar means a cultivator of music.
Themusic of Thiruppalliezhuchi in BhupalamRaga isplayedin al Vaishnava Divyadesams
in early morning. Bhupalam is Puraniramai Pann of the Tamil music. Generaly in the
morning rituals Bilahari, Dhanyasi, Malayamarutham and at midday, the most soothing
Ragas Madyamavathi (Sendurutti Pann), Surutti, inthe evening, Purvi Kalyani and Kedara
Guala are played. When the deity istaken out in procession, in thetempleinner corridors or
itsmain streets, ‘Mallari’ is played whilelifting the deity or placing the deity. Mallari isnot
common in Keralatemples. It isonly Panchavadyam that accompaniesthe procession. The
brief version of Mallari is practiced in local temples of Palakkad District in Kerala.

Mallari and Rakthi Musicin Temples

There are fields of Nagaswaram music for exclusive use in temples. There are two
repertoires, onefor daily ritualsand the other for festivals. Thismusic isnever meant for the
voice or instruments other than the Nagaswaram. The two exclusive areas of Nagaswaram
music in temple traditions included certain compositions that were unigque such as Mallari
and Rakthi. These two sophisticated exercisesintegrate rhythm, ritual and entertainment. It
mainly includes Mallari, Raga Alapana, Rakthi and Pallavi. Playing Kirtanas during the
deity’sprocession was prohibited in ancient times. Malla means*‘ wrestler’ or ‘ the palanquin-
bearer’ and ‘ri’ meansthe ‘loud sound’ . Perhaps because of the choral loud sound produced
by those, who carry the deity either on the shoulders or on a palanquin, the usage cameto be
‘Mallatri, which later colloquially became Mallari, when a special musical item was first
composed for the purpose. ‘Mal’ again meansfight or conquer and subdue the enemies; the
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item might have been named *Mallari’. It isatype of Prabhanda.

Mallari isamusical composition with no lyric (Sahitya) at all. The Vidwans of the
earlier generations, thetradition-setters, were strict that no Mallari should have any Sahitya.
Mallari hasto be played only in the Raga, Ghambeera Nata, on a pentatonic scale, again a
nuncupativerule. The deity isconsidered to set out in procession with Virarasa to ward off
the evil forces, this Raga, which hasthe same rasaisverily suitable for Mallari. According
to many Agamas anything with God should begin with five letters etc. Saint Tirumular in
his Tirumandiram, says, “Aindezutte anaittukkum Adiyam”, “ Aindile todanga aindum
kittume” . In the Bhajana tradition, the every first item, the Todaya Mangalam sung by
Sambandar, “ Todudaya Seviyam” isalso in Khanda Chappu. Soin Khanda gati, each phrase
hasfive syllables. Thisiscalled Alarippu. Since both Nagaswarammusic and Bhar atanatyam
were fostered within the temple precincts, the common terminology for some items might
have comeinto vogue. Number of Svarasin Ghambira Natta Raga isfive and Khanda also
has five counts. The Tavil accompanist has his pride of place for he has the right to draw
first beat by playing the Alarippu on the Tavil always in Khanda Nadai. Mallari can be
composed in any of the conventional thirty-five Talas or even in unusual measures.

During festivals, from the time the procession of deities leaves and returns, special
patterns are made for playing Mallari and is associated with only the deity’s procession. On
some other occasions aso, evenin daily rituals, the Mallari hasapart. At the time when the
food (Naivedya) is brought to the shrine from the temple chariot (the car festival), aMallari
called, Ter Mallari in Khanda gati isto be played. Such traditions may vary from templeto
temple but the part played byMallari is the same. Usually the Mallari music is played to
mark the different stages of worship in temples. At the beginning of the procession called
‘PurappAdu’, these tunes are played regularly by the Nagaswaram players. The Triputa
TalaMallari isplayed when the deity comesto Gopura vassal, whilethe Mallari in different
Talas are played after the procession starts. The Ter Mallari in Khanda nadai is played
when the chariot startsmoving with deity. The Talikai Mallari isplayed when the Neivedyam
istaken to the deity. When water from ariver or tank is brought to the temple, for bathing
the idols, the water pot would follow the Nagaswaram troupe playing only a Mallari.
Similarly, when the pots containing holy waters are taken out from the Yagasala, for the
consecration of any temple, they will be preceded by Mallari music. Thisiscalled Theertha
Mallari. Theertha Mallari in Misra nadai is played during ‘ Teertha vari’. The Kumbha
mallari isplayed to welcome religious leaders and important people at the temple entrance.
At the crossroads of the west main street, it is sometimes common to repeat the Triputa tala
Mallari in double quick time before switching over to ‘ Hetcharikka’ in Yadukula Kambhoji
signaling the return to the base (Yatha sthanam). The car festival has its distinct signature
tune called the Ther Mallari (Temple car Mallari in Varali Raga). In many temples, during
the BrahmOtsava, the last ritual every night is removing the ornaments and taking it to the
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bed chamber. If the festival continues the next day also, a short Mallari is played at the end
of al rituals. It is said that playing the Mallari then is to proclaim that the deity will go
around in procession?.

In Saivite temples, the deity is taken out from the Alankara mandapa and
circumambulates (if thereisaPrakarain that particular temple) withasmall Mallari (called
Chinna Mallari). When it comesin the arcade (called * Nadai’ vana pandal’) another Mallari
(or manyMallaris depending upon the number of Prakaras) has to be played. When the
deity reaches the place, where the temple chariot is stationed, another Mallari in Triputa
Tala has to be necessarily played. If the Nagaswara artiste is very eminent, it will take at
least one hour to completethis Triputa tala Mallari. Only on the day, the deity on Bhiksatana,
startsits procession, (generally on the eighth day of BrahmOtsava), there will be no Mallari
at al, right from the beginning. Thereis no difference in the kind of Mallari for Saivite or
Vaishnavite temples. But the type may change depending upon the situation. Generally when
Mallari issounded, anyone at adistance can easily understand that the deity of sometemple
has set out in procession. For that manner, it may even be called a signature tune.

The Rakthi isyet another feature of Nagaswaram limited to the temple. No vocalist
or other instrumentalist has so far dared to encroach on this sacred ground.The Rakthi is not
exactly associated with any rituals asthe Mallari is, but likethe Mallari, it isin Nata Raga.
The Rakthi Melam is a rare Raga, a highly competitive exercise integrating intellectual,
emotional and spiritual experience. Rakthi isakind of Tatakaram, i.e. it has no Sahityam. It
isatreat to the listener to listen to the invariable prelude of Kiravani or Kambhoji or Natta
Kurunchi. On entering the arena, the Nagaswara Vidwan will announce as a conventional
courtesy that the repertoire for the night would be a severe test for the Tavil accompanist.
The Nagaswara artiste comes prepared with the Rakthi whose beginnings (Eduppu) and
finale (arudi) are the accompanist’sblind spots. The Rakthi hasno lyricsbut thereisafixed
formula“ Dheem takka tadhi thom” in Misra Ghati, then varied to Tisra gati and played in
third Kalam, Chaturasra gati. The Rakthi used to be highlighted, particularly on the day of
the Rishaba Vahanam (the bull). The sol-fa syllables of rhythm are spun round, thus
confounding even veterans, soaked and nurtured in rhythm. Traditions connect the Rakthi
with Natargja's dance®.

Unique Nagaswara traditions of some prominent temples

Thetradition of playing Nagaswara particularly during festivalsin NatargjaTemple
Chidambaram follows some unique features. On thefirst day of any festival only Arabhi or
Dhanyas Raga has to be played. In the night, Shankarabharanam Raga is played. On the
second day, Ritiguala Raga is played, on the third Mayamalavagowla, on the fourth
Chakravakam are played. On the fifth day till the deity reaches the Vahana called as
‘Teruvadaithan” Nagaswaram followed by Nattu and Muttu. On the sixth day
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Shanmughapriya or Todi should be followed. On the seventh day Kambhoji or Varali, on
the eighth day the Odakuru song in Nadanamakriya Raga will have to be played. On the
ninth day the temple car is brought out to take the deity out, the Ther Mallari should be
played. When the deity reaches the Ayiramkal Mantapa, Hechharika songs set in Ahiri and
Nllambari are played. These songs have to be followed by any one Padam on the presiding
deity especially of Muthu Tandavar’s composition on Nagaswara. On the eleventh day
Huseni Raga has to be played. These are the music traditions that were formatted for the
Chidambaram Temple and are followed to this day*.

Bari Nayanamisthe Nagaswaramused in Tiruvarur Tyagarga Temple and is about
two and a half feet long and has a lower pitch. It is used daily in the evening Puja. The
Tiruvarur temple repertoire had a few more items for ritual worship such as Nadupatti,
Vattam, Padavarnam of Ramaswami Pillai, Papanasam Mudaliar’s Padam, Kattalai
Padams, Keerthanams, Tevarams, Kocchakams and others. The Mallari was a must when
the deity (Utsavar) istaken out in procession. During thefloat festival, aNagaswara concert
is conducted in the Teppom.

Another tradition concerns the performance on the Timri Nagaswaram of specific
Varnas and Keerthanas that accompany the regular Pujas and i Bali procession during
the annual festivals at the i Padmanabhaswami Temple in Kerala. The Timiri is capable
of producing certain Svaras of high pitch having a long range and was selected by Swathi
Tirunal for special ‘Nagaswara Seva’. This Seva was transported to the secular stage of the
birthday festival and featured during the inaugural function. There was a three-hour
Nagaswara recital later by Nataraja Kambhar and Muruga Kambhar, vidwans attached to
the temple, who used Timiri to play Varnas and Keerthanams of the Maharaja in the unique
style usually heard only inside the temple®. The daily practice includes Palliyunarthal —
‘Jaya jaya ramaramana in Devagandhari, and Sadhu Vibhatam, in Bhupalam, in Sree bali
ezunallathu ‘ Pankajalochana’ in Kalyani, Badradipam and Prabhata Sreebali - Danyas,
PunnagavaraAli, saveri to be played on Nagaswara.

Mahadeva Temple at Vaikkom in Kerala also follows a specific tradition of
Nagaswara in its festival. The Ashtami festival end with a procession witnesses a unique
feature in Nagaswara music. There is a belief that Lord Mahadeva would not like to miss
his son Subramania, at Udayanapuram Temple. When the procession concludes at
Udayanapuram Temple, a unique musical rendering of ‘Dukha Ghantaram’, a Raga
mentioned in Kathakali music is performed. Its Rasa is pathos. The two hour rendering of
this Ragais in Nagaswara. The temple has preserved a stone Nagaswarain its Bhantarapura
(a store room) and though not in use, but is kept in good condition.
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Conclusion

In India, religion is a way of life. It is an integral part of the Indian tradition. For
majority of Indian religion permeates every aspect of life, from common-place daily chores
to education and even politics. Tamilakam (Kerala and Tamil Nadu) is considered as the
cradle and treasure land of temples. Apart from a place of worship, the temples of this land
have played a vital role in enhancing the cultural activities and influenced the daily lives of
the people. It is clear that the roots of South Indian Music are in the temples. The slabs
engraved with compositions and musical sculptures, musical instrument like Nagaswara
and musician within the temple enclosures show the heredity of the music. The temples
here stand as the pillars of South Indian Classical Music and give inspiration for generations
to come, especially to those who choose music as a career. This offers a promising and
fertile area for further research as well.
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ABSTRACT

The musicians are endowed with the unique faculty of learning, practicing and
performing. Such performancesrequire ordinarily lessvoluntary neuromuscular vocal control
to belearnt by regular practice. All thisis possible with the musician’s genetic predisposition
and environmental factors. Use of the brain (the physical structure), the mind (non-physical
entity), the vocal chords, hands and feet (in case of instrumental music and dance) and the
amygdela (the seat of emotions) together resultsinto the sublime experience called MUSIC.
Functioning of the mind is studied in the branch of science called Psychology. It opens new
vistas for understanding how various functions of human being (along with music) are
dependent upon and also governed by the mind. In this paper various school of thoughts on
the mind have been interpreted in relation to the music.

KEYWORDS
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Anyone attending amusic (vocal, instrumental or dance) performance cannot fail to
observe that there is a particular expression on the face of the performer accompanied by
changing closure of the eyes, rhythmic movements of head, neck and other body partsasif
musicality isbeing drawn from some degper personality - constitution levels of the performer
than the gross body. Similarly, the sensitive audience is also absorbed to the extent of
exhibiting empathicity suggesting that the event (music perception) does not stop merely at
the gross body level, but is going to the depths of the audience’ s personality constitution.
The store from where the performer draws and into which the audience receivethemusic, is
mind. In fact, the words * Manushya' or man, are derived from ‘Manas' or mind. The body
and the mind are so intimately interrelated that if the mind is quiet, the person is quiet, if
mind is agitated, the person is agitated (Shankara, 1978). What are the laws of liking music.
Music theories given are not only about music, but about how people process it (Minsky,
1982). All creativity and/or destruction of human beingsisareflection of thetype or state of
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mind within. But what is this stuff called mind? Is it matter, its product or its projector?

EARLY BEGINNING : Formal ideas about mind (and based on that the behaviour)
inwestern culture began with the classical Greek philosophers (Schultz,1975: Havens, 1973)
and have continued to thisday as part of the fabricspartly, of philosophy. psychology (Psyche
=mind and logos = discourse) as an empirical science splitted away from philosophy about
12-13 decades ago. The success of the experimental method in the physical sciences
encouraged some philoslophers to think that mind and behaviour could be studied by
scientific methods. In 1879, the first psychological study laboratory was established at the
University of Leipzig by the German philosopher - psychologist Wilhelm Wundt (1832-
1920); in USA by his students, at John Hopkins University in 1883. Within a few years,
most of the major Universities had psychology |aboratoriesto study themind. These empirical
psychologists did experiments to find the laws relating events in the physical world to a
person’s ‘in-mind’ (mental) experience of those events. They studied attention (a maor
factor involved in performance and enjoyment of music), or the process through which we
become aware of someexternal event (like music) and not others. They did many experiments
on imagery, memory, thinking and feeling - all indispensable in music. Until recently,
cognitive science looked primarily to language as a window into human mind; itisonly in
last thirty years or so, and especially in the last decade, that the comparative case of music
has received substantial attention (Margulis, 2014).

In the first decades of the twentieth century, the new empirical psychologists came
to hold different views concerning the nature of mind and the best ways to study it. About
the sametime, fundamental questionswere rai sed about what should be studied in the science
of mind or psychology. Should empirical psychologists study mind, should they study the
behaviour (a function emanating from the mind), or should they study both? Influential
psychologists of the time held different views on the nature of mind. Schools of thought
formed around these leaders as their students adopted their ideas. These schools set the
direction for much of the empirical research on mind and behaviour inthe early yearsof this
century. One early school of psychology was called ‘ structuralism’.

STRUCTURALISM: This school grew around the ideas of Wilhelm Wundt (in
Germany) whose student, Edvard B. Titchener (1867-1927) carried it to Cornell University.
Structuralists attempted to find the units, or elements, which make up mind our immediate
CONSCIOUS EXPERIENCE. They thought that just as matter is constituted by * particles’,
similarly, thefirst step in the study of mind should be adescription of the basic or elementary,
units of sensation, image and feeling which comprise it (the mind). For instance, they
conducted experimentsto take observationsto find the elementary sensations such asfragrant,
cold, red, sweet which provide the basis of more complex experience. Although thisyielded
information about the kind of sensations people have, yet, it was soon realised that the
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IMMEDIATE EXPERIENCE or mind, could be understood by finding its elements and the
rulesfor combining them. Thisencouraged some psychologiststo turn away from describing
the structure of the mind to, how it functioned. One such view isthe GESTALTISM.

GESTALTISM: Some psychologists like Max Wertheimer (1880-1943) and his
colleagues Kurt Koffka (1886-1941) and Wolfgang Kohler (1887-1967) opined that
structuralism had been erroneous way of thinking mind as made up of elements or units
because our immediate experience is not compounded from simple addition of elements,
but, instead, it isthetotal perceptual configuration and the interrelation of its parts. To give
asample(... ...)16 dots, 8 pairs, 4 quartetsare not the
same. These very 16 dots may be arranged in away to be perceived by mind as asquare, or
arectangle or even acircle.

Similarly, in music, the ‘ragas’ Darbari and Adaana have same notes (‘ Svaras').
Both are from * Aasavari Thaat’, have ga, dha, ni (komal), are kinds of Kaanada, have Pa
samvadi, GaDhavakra, the note-assemblages GaMaRe Sa, Ni PaMaPaand SadhaNi Pa.
Still theoverall nature (prakriti) or * Gestalt’ differsto the extent/that Darbaari is Gambheer
while Adaana is Chanchalaa. Similarly, Bhoopali and Deshkaar have Sa Re Ga Pa Dha-5
notes each, are Audava-Audava type, have Sa Dha Pa, Ga Pa Dha Pa Ga Re Sa and Ga Pa
Dha Sa note assemblages and yet the overall effect of Gestalt differs to the extent of their
being different Ragas, each carrying atinge of its‘ Thaata’ - Bhoopaali of the Thaata Kalyaana
and Deshkara of Bilaawala.

Thus, according to this theory, the “whole’ is not just the total of its components
because these units or elements may combine and orientate differently to give different
wholenesses' on which the mental experience depends. Patterning and organisation as well
asthe relation among elements are important and sensory experience is not just the sum of
the parts of its elements. A saptaka having seven swaras gives an array of ‘Raagas and
tunesbecause of different patternsof combinations. Even the same* Raaga’ sung by different
musicians differs minutely in ‘microgestalt’ and hence conditioning quality. The mind
experiences the same raga as being rendered by different ‘gharanas'.

Thus, the Gestalt psychology not only emphasized the study of mind, but it aso
applied the principles of organisation and patterns that make a particular wholeness. A tune,
song or Raaga is identifiable wholeness irrespective of the saptaka (madhya, mandra or
tara) inwhich it isrendered in spite of the differencesin swaras (keys).

FUNCTIONALISM: Whilestructuralism dealt with the ‘ units’ and gestalt with the
‘patterning’ of these units, both, more so the former emphasized the ‘what’ of the mind.
Psychologists like Dewey (1859-1952), James R. Angell (1869-1949) and their followers
however felt that how mind functionsis of more value than of what it is made. Hence more
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emphasis should be laid on what mind and behaviour (the functioning of mind) DO rather
than WHAT ismind. They recognised the fact that IMMEDIATE EXPERIENCE or MIND
functions in a particular manner because of the adaptive value to the organism to more and
more complex situations. Instead of limiting themselves to the description and analysis of
sensory experience and mental context, the functionalists made empirical observations on
how learning, motivation and problem-solving help people and animals adapt to their
environments. In brief, as the name of the school implies, they studied the functions (or
behaviour) of the mind. A musician according to this theory, takes to music because of the
adaptive value of music - in making him fit for existence (survival and reproduction) in the
situations heis.

Apparently, the musician hasto learn how to perform with the maximal effectiveness
to satisfy hismotivational urge. He hasto start with Sa, the fundamental swara; learning the
art of the ssimplest swara, then gradually moving to more complex Swaras by way of
associational relation to ‘Sa’; thence to each other; next, their diverse combinations and
finally other intricacies to take his music to the pinnacles of refinements. This takes us to
what psychologists call ‘associationism’.

ASSOCIATIONISM: Association means ‘relation between ideas, events and
feelings'. This is the main inner content of ‘mind’ which is studied in terms of learning,
memory and behaviour, particularly the former two as exemplified by Thorndike's law of
effect, Pavliov's law of reinforcement and Skinner’ s studies through specifically designed
box. The definition of learning always assumes a permanent change of behaviour, excluding
changes resulting from such factors as maturation, sensory adaptation and fatigue.

The central question has always been that of differentiating learning from
performance. The organism may acquire capabilitiesto perform some act through learning,
but the act itself may not occur. The learning refers to long term changes of the organism
produced by practice (in music, learning to some extent is proportional to practice) whereas
PERFORMANCE refersto trandation of learning into behaviour (in music, the act of singing
before a gathering). Practice alone does not produce learning; it is necessary for some
maintaining event to occur. It is necessary to add REINFORCEMENT, which is any event
contingent upon the response of the organism, that altersthe future likelihood of thisresponse.
Waah. Waah. by audience over a piece of performed music

Learning then, may be defined as a change in behaviour potential, resulting from
reinforced practice. Reinforcement as so considered becomes an example of empirical law
of effect (in psychology) that is basic to much of contemporary learning theory. The law of
effect as stated by Thorndike, says that acts followed by a situation which the individual
does not avoid, and which he often triesto preserve or attain, are selected and fixated, while
actsfollowed by situationswhich theindividual avoidsor attemptsto change are eliminated.
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Rewarded responses are d ways strengthened, but punished responses do not always diminish
in strength. There is thus, an emphasis on reward as a primary determinant of behaviour.
The reward may be associated with the immediate response indirectly (via associating it
with unreal stimulus) when the result is Pavlovian-, or directly (without tagging it with
unreal stimulus) whenitisinstrumental or operant CONDITIONING Intheformer casethe
bell becomes CONDITIONED stimulus because of its pairing with the unconditioned one
(food) and results in response (salivation) in POSTCONDITIONED situation. However,
when afreely moving organism emits behaviour that isinstrumental in producing areward,
itisoperant conditioning. For instance, acat in aThorndike puzzle box must LEARN to lift
alatch in order to escape from the box; amonkey in an experimental chair must LEARN to
press alever to affect the presentation of food.

Pavlov (1927) noted that animalswould respond to stimuli similar to the stimulusto
which they were conditioned. This event, noted by other experimenters, was called by
Thorndike “response by analogy” and by Pavlov, generalization. Through stimulus
generalisation, it ispossibleto learn similarities. A child calls every quadruped as “doggie”
but soon learns to DISCRIMINATE the quadrupeds to differentiate a dog, cow, or cat - al
having 4 legs. Thus, stimulus generalisation and discrimination are the bases of ‘higher
learning’ - an indispensability in music.

Initialy ‘raagas in a‘Thaat’ are all ‘doggies for the beginner. But soon he may
learn to differentiate these ‘raagas analogous to differentiate the quadruped dogies into
dog, cow, cat etc. With more understanding, minute variations of the same raaga, become
discernible just as different breeds of cows become distinctly recognisable. Thus, earning
becomes a balance of generalization and discrimination, with conditioning leading to
generalization of similar stimuli to the one conditioned and with discrimination leading to
an extinction of responses to those stimuli, similar to the original, but not the actual
conditioned stimulus.

Whilethefunctionalists emphasized the‘ function’ instead of the* structure’ of mind;
behaviourism emphasi zes behaviour.

BEHAVIOURISM: Tracing its origin to John B Watson (1879-1958), emphasized
the study of ‘mind’ interms of behaviour - the act of activities of people and animals. Other
important characteristics of this school included emphasis on conditioned responses as the
elements or building blocks of behaviour. Behaviourism in fact, was like structuralism in
the sense that it holds that the complex processes are compounds of more elementary ones.
Its element however, wasthe conditioned response, rather than asensation, image or feeling.
Watson maintained that the complex human and animal behaviour ismade up amost entirely
of CONDITIONED RESPONSES, unrewarded music will undergo senility and decay. The
second closely related characteristic was its emphasis on learned rather than unlearned
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behaviour. It denied the existence of inborn behaviour tendencies. According to this, learning
can make amusician irrespective of heredity. Thirdly, it emphasized on animal behaviour
suggesting that there are no differences between human and animal behaviour and that we
can learn much about our own behaviour from a study of animal behaviour. Behaviourism
unlike structuralism and functionalism, though modified from Watson's original formulation,
continues to be amodern-day school of psychological thought, though musical evidenceis
not in absol ute conformity with this. Raaga amusical pieceor alaap or taan that is applauded
by audienceislikely to make the musician, repeat that particular piece and ‘record’ itinhis
memory for retrieval in a suitable future concert. Similarly, an appropriate and suitably
timed encouraging words from a teacher may help a student learn intricacies of the music.
Weiss (1972) stressed the person or animal asa‘ psychosomatic’ unit inwhich uncontrollable
condition leading to stress may lead to unusually ‘high’ internal body secretions. In his
experiment, rats ‘yoked' to another set of rats that could avoid an electric shock by turning
thewheel, showed higher hydrochloric acid secretion and stomach ulceration than the latter,
though both received the same number of shocks and were matched for age and weight.
Perhaps, the avoidance of such restrictive ‘stress’ from familial conditions tends to evoke
‘run-away’ response in the music loving children so that they can freely satisfy themselves
by acting in accordanceto their innate (inherited) likings or propensities. Emotional effect
of music has been utilized to reduce loss of interest and a lack of or blunted emotional
responses in people suffering from dementia (Massaia et al., 2018)

PURPOSIVISM OR HORMICISM : Purposive or Hormic view of mind is
apparent from McDougall’s (1950) view. This suggeststhat instinct isthe driving force and
behaviour resultsfrom genetic factors alone: because of therole of environmental factorsin
the development and modification of these behaviours. The term ‘instinct’ is often used to
refer to behaviourswhich are the result of genetic heritage. This servesasthe primary drive
for the goal seeking behaviour.

Although triggering effect of someenvironmental factors(releasers) isalso not denied,
but the motivational roleis attributed to the instinct that determines the activity of striving
to fulfil the innate urge for goal seeking, the success or failure being influenced by the
foresight which isal so the manifestation of hereditary endowment. According to thisview,
musicality is mainly the external expression of theinnate musical propensitiesthat come as
heritage. But many couples having musical aptitudein one or both the partners are observed
having non-musical children, and vice versa. The role played by social facilitation cannot
be denied. The same child winds the fishing (or kite flying) reel faster in presence of other
children than when a one asistrue when the activity under considerationiscycling. However,
in 1930s, Dasniell found that while subjects would respond at a higher rate when others
werepresent, their errorsaso increased. Thedifferent resultsof social facilitation experiments
werefinally reconciled by Zajonc (1965). He proposed that the presence of Othersincreases
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an individual’ s genera arousal level which in turn enhances performance of dominant-
meaning strong and well |earned-responses. If dominant responses are required, performance
will improve in presence of others. But if weak, poorly learned responses are required,
performance will suffer. For example, a well-trained musician will, in accordance to this
idea, be expected to perform better when others are present, but abeginner student would be
expected to make more mistakes while performing before audience than when practicing at
home. Further analysis of the social facilitation effect indicates, however, that it is not the
mere presence of other people that improved performance of a dominant response. Social
facilitation is most likely when the people in the group are involved in the same task. The
performance of the trained musician would probably not be enhanced if the people in the
audiencewere not listening to the performance and evaluating it. I n these exampl es, ‘ purpose’
servesasthe‘drive’ for improving performance by devel oping themind in desired direction.

It is evident from the foregoing discussion, that the specialists in the field of
psychology (the study of mind) have used the expressionslike psyche, attention, awareness,
feeling, memory, consciousness, experience, learning, problem-solving, imagery, behaviour,
conditioning, physical-neurological-genetical social, psychobiological and psychosomatic
in one context or the other to point out the nature of mind and/or its function. Although the
task to define *mind’ is stupendous, the job becomes the easiest since everyone hasamind
which he/she knows well. The terms money-minded, business-minded and music-minded
persons the used in day to day language suggest that ‘as the mind, so the man’. A music
minded person will value music above everything else.
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T SR AT SR G H BT 8T 8, g9foy Gost & W1l Rty fffei o1 ff wredt
99T & R Ied F AR a1 S o1 | SEp A & AR & A1 FRp] 7
3TorEIferd 81 AT SR AR ffereh TR H ST 7T | gIeqd H <RI bl {+aior i, Tae
& U, THD Ifadd AR A WIMIERT & YN & SMUR W fdHar T g [

A 1 1 faerert |, faRiveR urde |y o <eld af Je@l fdermst H, Wia & e
3FerT TTERTRIT BT HEedqUl oI R8T 8 | $ dR UAI—3TU+1 HIWI3i # § Wl BT g I
o a7 €| WG 99 W U Tkl HT /IR0 WG 7 8 FdhT d9—dd S gRIa| o ool
H IR BIST AT 2 | U1 gregd: S I fawnait 3y fiai 7 urn T 2 S%t 3 Wia ar el
Aifgep wy A 41T ) 41T ugars S | 3R el WA P A1, WY S H gEATd AT AT
ar g 8 e |

FRef® el o1 9 21fgul A= # JfS Gar ueiia ulReHl ac &1 iR < af 98f 38

qrel AT, S ‘3feTT (Pacific North-West Indians) @&dTd &, Td Id TTd & ot 9

TAET (Hamatsa) 2, fS9ah MR ¥&1e HEeld & 81 &9 (HamaHem) | g9l U&

THY T AT ® R JeT TRVel g (Cannibal Spirits) dReY € 39 GHET @
T B SiTell gy g8 el W & Sl © |
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¥ ST § @ =i W B € O IR—9R QR I 2 &R e favy #
Ul 9RO 99 Sl © 6 S97a1 @8 31f =181 2| IdaHapern e o/ g # foradt €
fRef® el & fawg # 730 1 I 9RO off W ST o & 39 Wik | "g@yul § Wl
3T BT XET ¥ | S9! a1 Bl gfte el 1947 # 59 S=2iW dardyeet (Kwakuitl) & gRaar
faell amg (Billy Assu) & Ueh g9 31d G |

el & Ig & TAR W MY S dTel Md & =TT §—A nanai (I am hurt)
gferesTar fid (Ghost songs) @ dTel g

Ja ha mai
Jahahama
Jahaha

Hal tsonoga
Jahamai.®

T aoira RIg) & 9 | el arel Ugel e A1 FAl¥Fd ©9 ¥ &g ol &\ |o
S UBR & o, A1 a7 ST Bl & | I8 & gai Agt iR uifie Bl ® 6 99 aRerdn
W s FRY® 9 AT |HET IR Bl &1 91T & | Teifd a8 IR wifead eafsy aibiast, <=
3MRIBI (Native American) 3R I8l T o amgf~e 3MRIBI (Modern American) |fid #
9Tg S € 572 9 didhded’ (vocables) @Ed & | I fhdl sfist g1 aret &I iefge aivT
g M & T g dqTel BT SHRA T FH—RT (Homophonic sound) 3T < # e 8l
2 |

<9 3@ (Native American) STH—STTTaaT # URTURT ATHG STfd & IRURG i
# enfier vd Afdres i o I 2 | §7 Aed (Bruno Nettl) 319+ okg # g71a fawr # qard
g f 39 Mial & <1 yeR fewrg <a &
1) fRf® ol aret i
2)  3RIYYf wrea grel A

o1 *fiaf # arefyet el & e fRefe wredl arel WAl @ dIged B 1| g9 WAl @
I SR 39 2y # <1 18 ©

B U UBR AN GRIAT & URURS I “dbel-i AURT (Contonese Opera) H
TS B AR T2 BT YANT B © | 71 eeaiell (extrasyllables) @1 I “Ch'entzu”
1 e Rielgd” (padded syllables) &1 19 <d & | SH&T AT ® f 99 Rietdel (Base
syllables) (Cheng tzu) ST8f T1d % AR 9at @ g2, UfSe Riclad, SH W iR faRgd A
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BT B BIA ¢ | I AT AT Bid gRT o S © AT TRID §RT FHIRGG (extempore) W oty
ST B [

AR Far A FRI® skl @ I @ vy H Y § | AT SRIMS ud
TS fafdeaat (Gnostic Papyri) @ <@l | Ual dofal 8 & A 9urferi | a9 3
PRef® 2reg R FHI ¥ Fel 31 I8 TH & U ARy Rigid (solmization) &1 SR &va
g |

o3 fagmt = 39 vy # affvias dwr wga fg & @6 7 e ot o safy
AT GOHTAT W Uge g3 AT U AIRAT srerar Afcedr (1041 erdre) & 3id AT 641 el &
d 391 Yd & 919 IR H oM 9§ forg v | FRf® wreal @ SuRefd wRie i e
qrgoifead (Byzantium) & S # <@ STl § STef a1 W TR qult &l SIHTed dvid
& o0 SRINT foban STTar ©1 39 e H S ggen sferd fAerr € 98 §—Handbook of
Harmonics by Nichomachus of Gerasa. ST ORI TdTes] ST gd &l 2 |"

EB ARAR Ui fersii—gen IRl 98, Sy gd EId Bl Wl Ud e,
U U4 Hagd oI RIeor—yonell ¥ € G™d 8 APl 7 | TSl 84 0T Il 9 Ww
SUCTE] &, I9H JH—RIY URART HT HSYUl ANTEM V&l 2| HOR AT UG Hio
I ERT UH—US T H D3 diol RIATT Tt fageryor e Rieror gomedl &1 4o Riglia
RET & o SR 4RA H FHSg TH—IRIRT 3779 G e & |

S URART & ST gaus g ST & SR, gl emeg |d § T &)
3 fqemi—ar=r, e, g, =qRe, Brae, I Aiferd anfe +ff e & | 78 TR IR
IH MHYS TH—Iell & WY 4 URIE 2| TP 9 TFBRI Bl FAFGd w9 59 el
gfterier Brar 7| S A=y, dod QiR IaEad UGy & RO A7 el My &
G ATl BT AU AR AR DA © | T B A R TFas] 7 1 a1+ g aret ar
ol STl ©; IR dadt I8 B b w1l | uygad Wdl BT Ueh Aef Il © Sidih ORI 7T
FRefe T T & & R GURIG & | ORI T, Ia—9eT TR 9 8lb” diersy T
2| IR & Il g Afag—yonferal (SR den <faroh) § sHET vEnT BT 2

e & 9ifd ITRET TS B IR AR 91 O Hbell g—
DHacT—YEhIER FHad

AT I M BT AFEROT BRA a1
AT AT A< BT AR DR+ aTedT
MF—TsATTa 31eic M 3R T BT AT 9 A AR B e |12
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HIYH YEpIER Jadd Rl Bl areTgiTd A1 B8 Fhd o, Fifd g [l 9 a1 &
A1 3de UTClERl | Yo 8ldR USRI &R Adhd © | e % I8 w9 gfteier 81dm ¢ |
rae &1 = wu dare y&e A1 HET Sl & | = Biel H arersty A Ui @ fofg
9 Y& BT YANT fbar SIar o | MArgId oRi1 98 &, o defe 19 99 & dra—dra
# B2 Y, It gfcf vd ue—<dicd @1 sifigfg & forg SHaT wanT fasar Smar 2| g
TRMET S A &, 9 JI & 1 ATl AR T I Jeod BIhx AT OI1T | 3 TTed, aTel e
Juwsll & YRl & FH9g I8dl &, Sia—ddeenT, fRrerferia, sM w== s |
MNIFATIT TRET H I D A1 YBIERI BT TANT AT ST 2 S WRaaedq T
goTTell # feet T w9 # yaferd 2 | AiederIiIa! Wl § av™ & drdll & wae H dar 2 &
DT AT 3773 Il | d7chl 8—(1) T (2) G (3) 7 (4) 3M (5) 7 (6) A (7) X (8) M|

G IE]
IR B He TP P IMEH g9

WX TRAT W®IQ  QRAT—axrdT

TG SR W R BT IHATT DT 3R GART B 397 1S A Shed & | 9 Bhed
g b =1 faR T A1 T — U [ @l WY &, SR ! A Blel’ @l 3favel H gexid
| g e Wid # & TSI A AT TS BT 980 & Frax & o URd fha
2| R & AR # 98TgR g4 @, aMRy @, 7] |f sare uig 2| S 3R
G, R g4 @i, U, f99rre 9 geaeq, 8. 9] @, . 4 $URME Ufed, 3. 3fgd i
Gl 3ffa 3 Rl &1 A TR M@ | 9T 8 | o’ fafw= aral #, fafes o +
EICIINES

FACH AR T H TS S arell 34 Aferdi # feet™=1 Uah I, TRyl
Td HER 2ell © Sl T T Jd <1 A fo@rsg <l 8 | |8 R gl § 59 fR feet
@& A A A g T R A ueei & ofd # U uRgd @ ol B | 3 AR I
D W SISl AT © qAT T—a—A7, §7 W1e BT dTel 9 BT H UK BRAT SHBT A
TR |1 37 2 | Hal ST & (b IR IRATI FT H SHBT SITH 3N TN GHeroT IR
H A SHBT Uil g6 AT | g8l AT Ugel I8 Teb I el ol 3R q1C § T & A1 SHDT
FHIY BT | S UG BT HRU & SHH YA fhy M aret (1) resmra & a R & €
9% (2) ARIRT YK (3) 31T AT H AR |

T 3T A H el &1 I ORI 9 g3l i1 JollgR H ARIST ATHD| & FoY
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Tferd o | W e & @ Fedadlele dicd S @ Hiai 7 a1 | e
H A elcds Y I G T BT B § SN Jod YAToTel BIdT € | Yoold!, Aguedtd]
T A W AR 31 et arg o & |

B I AR JAYT § 3R B A FRI®B, THRT DI AUGTS 8| 91 © | B
v fhell & forg Aewget € O ¢o fhl iR @ forg | S arawer & IR @er
T, T AT &1 DI o, A Seoga AP e, R I 8 e TR Z1 UM T
AR B IR S 19 & 0R 8 | |g! W WR Hel 8 d @ 9 Iax W TERTs H
AW F{B & Sl RAE T B |

g fewoft

! e, STHR STa<d (1994) HRER AT BT iR, deteban : Wil Rerel arepreHl. .
H—2

2 8, ST ST (1994) VR T &1 AR, Berd : Fifid RAd T, U,
H—

3 TR, A (2010) WRA BT I Igia. Tewfa ufeaaed. gvd.—251
4 YT, YA, hHa oo (1999) MNa—dTI—IRAATE. A BIeHl. JH—112—113

5 THl, UHE], ha oo (1999) Ma—dTre—reRivs. |t Adbiadl. TH.—112—113
6 =ER), GHaT (2004) MR GG H Fag. faeel : o ufeddeid. ued.—231

7 AT, T AR (1998) 37U 1. TRIT FIE, SY. : FII ACH IBIGH!.

8 Halpern, 1da (1976) On the interpretation of

‘Meaningless non sensical syllables
" In the music of the pacific North West Indians. Ethnomusicology, Vol. 20 No2.
URL : https:/www.jstor.org/stable/851018

o Nettl, Bruno (Summer 1954) Text-Music Relationshipsin ARAPAHO Songs. South
Western Journal of Anthropology Vo. 10 No. 2. Published by The University of
Chicago Press.

URL : http://www.jstor.org/stable/3628825

10 Yung, Bell (Setp. 1983) Creative Processin Cantonese Operalll; The Role of Padding
Syllables. Ethnomusicology. Vol 27, No. 3. Published by University of I11. Press.
http://www.jstore.org/stable/ 3628825:336
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n Touliatos, Diane (Spring 1989) Non Sense Syllables in the Music of the Ancient
Greek and Byzantive Traditions. The Journal of Musicology. Vol.7, No.-2. Published
by University of California Press. http:/www.jstor.org/stable/763769

12 ol?T, W ARMYT (1998) AU 1. AR HIE, SYU. : HId ACh 3fehIaHl.

13 Pattabhisman, Sulochana The Tillana and some of its well known composers. The

Journal of the Madras Music Academy. Val. LV. Pg.-149-1500
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IET ST @ ey ¥ sa o &1 #sd

qfeer @1 f8T o, 919 UedR Hell Hifd 99 Febd & | 59 Ugfd & 0T H7 5y U, fqug
faTFR UeRn) Sft T U, faw] AR HIa@vs S &I A1GT € | 37791 & 977 # g &1 fawy
I8 Al & 5 59 Usfd &1 v gitcarig ot ot efl Hifd o= o1 @ 2 | o fog &4 s+
|1 fagmi &1 A1 ST BT ARy e Aedq I 59 Ugfd Bl M gAR G ST
@ gReafad a7 T A1 uga | | 5t o1 &1 SMASHR B H I8 el BT 984 del AN
21 d @ Ueh gfte qifdd fh o |

st R ferfd & frior | gfeqniSd ot &1 Afere iR araariie e 9 88 ab
H9T BT U 2 | fagg ol 1 S 9 1fde TR SR 5 WA @ aedandl & | |
& B e 9T FeTeR 37 TR S odx o 7d 81 81 U 8| ge1 wRfeft o
THwUdT TG B H 980 ¥ FIIdsl 3P URSH R @ © a0 $HH S© BIh] 88 dP
Amerar ff el 2|

gl Sd & AI—WT Beicd [ o I g § Rt ugfa 9aR @1 S
N 2 | A 9T | 9ot @ Ul 980 9 JRda U 8 [ gel WRfeif gg i a1 wWyR
TANT 6T T 7 | ol GRAd! DI BT & ol I 39 1 SUaieT ® & fog §e 99 |
ST gRIa! &1 THEfoR & gRT st A uRafida fdar o a1 2|

dhd e
I G, s WR forfu, qiffde e, ok, Wgad

fEgR W ad W &1 3T 99 8T & | Ga¥ a9y q1q ol 599 I8 ¢ [
T &1 FRARAT & d1as[g W1 S9! Ui Bid &1 1 gfiet a1 iR g =181 g8 © | ST
A = wy J 99 HeH sl T ol 2 i 396 AReI0T, Fheld, TaIR—IIR 6l
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S foram forad g wu | Wid @1 wR fafd ugfy @ fmior o o afgda e 2 gaa
T AT ¥ §H U G & ST Bl TGN Tl @ §H H Al R U1 I © | Wity
HT A U H el i |Hs Fad B |

T @ Q1 FE fofert |, faw] ARmr Araees &R 4w freR aeRe) S
q G B WRIATAT &) =T B WRd H B A1 31U T fava H ey e ure
B SR Ffd &1 TaR—IER far |

|1y &1 B4 I |1 fAgTHTl &1 Al Had MR v =1fey e Ared 9 59 ughd
HT A AR TG od & Sfearfd aif d@ W uga |1 | 9o foift giearfed ot & forg
9gd HecaqUl B | 9 foIft & Hregd & 9 SN &R &3 a1 &% fAvy d Hhel §U § | TSl e
feq # gD S AfD TAR—IAR 81 Gl & 59 SR AHG AN B TR gfeeand
it & forg ft yg—forgm |va 8 T 2|

Se1 ¥ T BT TRfATOAT B T T B arel S a1 g 7 98 weayu i
g © e 9 gfcarfda avif & A9 % §dT Har I Aad & 2| fhg e
=9 oIl g 3R WMEE &I Aawgehd 2 | o b dis, W, Jbi, BUI, THH Al
gl &I g2 & folt {o U UrauT™ by SRl fSRy I oRT SRerdT 9 e 3R fokg 99 |
HT BT @ a8 W ATST 98 gt ar S €1 &R FAIr! € g Shad # o ae
BT RO <l € AR BART ARG W1 BRA € | 5T WRIA Bl bR Siel arll H qave ©
IR I8 AW FATE Bl ol gUT U A 941 gfte 91fda avf 9 forfd &1 oiry o &R
HD |

s 91 71 91 Bl AMAHR | 1821 H fobar o | fobegg A 1829 H 0 Yol & |
e el | g2f e afe 9o g @R faft &1 oof wu 3 ©igfa fia S ar g geq
qrel GG AIH FEoldl ¥ AT A U B Gl | oI 91 WRIIUAT & 3R W &
TH—T TN IR T | Jg 7 ofd 9 A BT AMIHR a1 9 T97y 98 dadt 15 ¥
D |

et ot @1 SfdR & § 2 9o &1 98d 997 AFTeE 2| 9 W Uah gieared
RH I | G SISl BT ST 4 ST 1809 H Wi & T BIC A Ta HY H g1 AT | S9S firar
ATZA FAS] e & HRITR BRI U | 9999 H s 9 aAel el a1el gu &l g1 &1
A o B | U a1 7 3o O o) srquRerfa # S gu & =el Riei & g &R
RE | I g8 GaTl Sh! iR H g9 TAT| $9 GHTHT & SR P! 3G badl o ay
ofl |1 fR—¢IR 39 GETHT & IR Id! TARI 3ikg IR A1 B 7 | o i a¥ &l a7y

39




Vageeshwari AT ... /€T, Qe STy Dec. 2020, \Vol. 34
ISSN 0975-7872

T g DI QI SARAN BT AT S bl ol IR I folq el o =1 AHT 3rd9a T
B T a7 | faeg R 1 o 71 STUel 39 HfSAS 9§ BR R AT | SY 9 & A—WrT
SD! GorcAD Tih AT g &M 3R T A I=IM 39 &3 H /Y T TART B IRT R
faw | 9e7 foift & forg e ugel Sai+ 12 favgail &1 anfdwpR f&han | fbg |e T9a ugard
SH! T & o o 399 forf # Al e @l Srragaaht 2 | IR a9 =i 12 fawgait
W 6 fa=gai # g9 fafy &1 uRafia fbar | e |wgel fawg 3 6 famgail arell fofy aferd
2| 9o Il # Uds AR I # 6 fag wnfy e B €, 91 oS-I SR B 2 |
g 31 Ul # 99 B B | S99 SMMBR H AT 64 3eRi Bl I1AT ST Fhll 2 |2

so foIfY &1 qoiATeren o7 fava o fft Y wrer & uer 9 forar S Ao B S
forfr @1 Sferai & el A3 | uer S Adhdl ® | S foreq & folv U iy Ok @1 wIce
IR Fod T TS $8T Oal © | 9o § forRgs & folv Al STt &1 maeIshar gl
21 HIC BT W foRas I 91 & MR Bl Fel—HifT UeT ST AhdT & | 5ol A & fory
HAYH IDH] JUATCTSAT Dl ITe T ST & | i@l iR Sfcrer &1 auiEreail § agd aifeie
AR &1 B, foeg TR o S T &9 Yol ®u 9 81 =120 | o foreeT & foly woie &
31ferReh SR 1 1 fI9y ®u & WAT fohar SIrar ® | 39 918 SR S1fR &R fF—cie areifq
B: g 814 ¢ | 3R 39 aFl & &1 § U W BT g Bl © |

et forfy & MIsHR BT T 150 9 | Y 1w & g & T g auf § g
TRIR—IRIR SR SAf&d ¢ AT & | Vb deili+iep HI=UAT & AR TR I bel Il & b se
H forge & R ARl H Raemg uedl © 91 SUY f€ Aol d¢ Sl © | ATl &
I H IS IUSRN & MRS SUANT & BRI Ff BT JIANT Y B & T & | 39D
qrasE W VAT T8 B8l I Gohdl (& 39 9T gHD! MaIHAT ol § | FH U IaTewol
g R I8 W< BT § & onal & g # S9! ofitid aedddl & | Sl § U
Soldg - IUBRCN BT (AT B gobT 2 [ Areyd A et foff &7 ug a forg ) Hapdl
21 T a9 Are QiRfde e iR ot Rubvad fedwl ganfe 7| 37! 1o Ha) &1
Bl & R gfteTa qael &1 b fhar SI7em © | 3+ &1 718l afed gexic W Iuae
SEHIRAT BT 1 39 SRR & ARTH J U< fBAT S Fahel 2| 379 IR T 3R
IUSFRYT B AR I8 2 oI TS | S8 H I8 ] gf$dl Pl 7Re & BNl § | B DA sl
2 {5 39 TR BT Tdh- WD B8 P Sferdl & W9 b gRT IHI G Ihd ¢ |

IAAT T H Soldg - USRI 3R HFISY Bl AT fdha=l 8l 3ffed =i 7 9
T BT R Y 91 foffd &1 ol golagiivid SUDRYT | el Bl Sl Febdll | gaT A &
fop Hrgex & Areyd ¥ Al ) T8 B BRI AT eI vg A e Sy 8 Sl
21 R da1 # ARl Ul R H 1B e THI FTaT ¥ | fg 987 fdd Hrger &
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G- IS P IR WY P v giffiere siar & | sdifery var ward fhar o ver 2 b
o1 B STAIRTAT 1fdd I 3N g8 3R TP ATTIIHARN DI THS WX |

e faR axe <, If ge1 forfd &1 snfashR =1 gam s d gfte aifdd avf &
oy foamr fce BT | fahg HRYER 3R golagiivid SUDRVI Bl W AHRT T8l S HADHdT
Rl PGSR & AIH I fdeq & BN 1 <0 3R IFD! Apid & 97 B gof DRI
AT U &1 ST Al & | 3111 gfte qiferd ot ot defex | SifeT (Wi QfST died)
SCIl PR IHS ARIH A Y TRE Pl AHBINAT UK B Fevell & | Sifol U YAT WeRR
2 M gs 99 ¥ b W 3MS 85 ISP SR DI FADR Ul oW Fhd & [° $H9D
3TfrRTh S—et FSTT 3R FEl W MR $—HA BT UG, ferns it At o1 e snfe
SIS @ "I | B Ghd & | I8 AiedaR Rerer, = qem sy mrei # o) Sueer 7|
2=l H 9 AR BT AHT AT oRAT & A | S Il & |

gt forfd & fawa & o iR N s ar=aar ® f STferat ok alass & =
Teh TER1 A Bl & | O b ot 9 fordl g8 g 1 At A1 {6l 01 favay &) Sieaery
&1 Ife gA STferdl & Wet & gRT Ugd € d 98 g9 984 1fdd IHT ad A1g & § | g
forgs @ forg Uap &R A Sudter ® R dide BH' & A1 | ST Sl § 3R I8 ol
BT T BIT 2 | SABT TRANT B 9 B & o1d 8H Pal 3 IeX | 97188 off %= &l 3R fh=dl
Al fow & aft 3% Agayol TR I &1 8 3R 99 99T fHll HRUEY AR
MU FETIdT & oy BIs SURYT 9 81 UIY | Uldbe HH H UHAT IR AT B g -l
BN 2| I8 9@ § AR Bl & | Ui %A B Udh S8 H T SIS of oI H By
HISATE T BT | TAT S 370 T IT D 7 H 9 of ST Fhd & | RN STl STdT -1
IfAE SMITIHAT Tl TSl Fifdh 3 AN & IR fAfde TpR & SUBRYT S & | DD
HeTH | oo oI &7 STANRIAr &1 well—wifa vefia faar Srar 8| 9ga A ot et 7
SR W ge GHAD! @ AfIRD I § doivex A yw1fd 81 8| 370 AR Je1 gy
W IUAS B | 91 H SUTT AN & Hed H U A9 919 R eure feur S A B s
AR & SR DIg W HRY avg T XA ST AMRY | HRY 3t Bl I < W 39D MR
9gd Siedl e I 2 |

g1 | T &R ANy @1 e sferar o Wl df Sude © B, 31 faval &
A1t AT vy ) A 987 N b Iuerer 2| e Siast a1 s semert
DI SAfRl & a1 P IR TGN | Sd @ I 9 & AR—A1 fhared uer @l
SHER 1 gt fft & Aegd | o @ S a8 | IR 39H U BicHTs I8 A
& 2 fr I T @ 1o gfc aIfd daraRr 39 waRfefial & de) e Ad T8 8 U € |
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STl TERIOIY T UhwudT U&TH R H 980 A HIIdsl 3fefd URSH oR I © a1 S9H
IT HHI 88 I Ahardn A1 el | Rgeail |id & |rr—wrer deicd Fiia &1 1 s
H TR Tgid TR @1 S W& 2 | G JaRil @1 e f[eReRT & o ¥ g4
q AT @1 gfte q1fdd a7 & oIy Ush Aecaqul BRI FHST ST o | 3 giegH
Bt T Ffdsi 7 U3 Y TR i BIY BI ¥ | 379 | HB AN 7 daa
AT QT H B W Ui T B IR BT A TSR dd Boll 2 | fTTH I qEwigd H
Rerd yReaTd Siliae 5N argd QeUUsS &7 9 [ S 9§ Seolad 2| 9 & Mfavia
g7 AN & oIy Uep UHT AT SYSTel HRardl fo9a §RT J RT U= Hicri I FRiga
G D |

g wR oIt & fFrfor 9§ Sfteanerd ot &1 e ok raaiyies S 9 88 db
H9a B URm 2| fheg onfl W g9 9gd e wuN &R B W @ raeddd B |
gTeETd WA B WRIGU a1 Ta o) | 1 31t @Ry o Raw | 2 | 1950 H
RGBT gIRT AT Yop M1 H A= wer—forfOal # gaseud aF @l iR U Ag<aqul
IR gewd g | SUIIaY 59 ¥HeH @ SR Qa1 <2l 9 Jaford o Siiid yonferdi
¥ UPpRUdl el AR Sl |l | A 1954 H AR ST & 3o & IWIA fegwri va
Flcd TG B TR dgkrl § F9Har a9 @ forg 98d 3 v fhd T | §°R &
TP H ST IS B 1 U FHM @RI B 54 31| fdg I forf fawga
S H TN H 9 AR S Wl | P Gl vd el 7 el aihd waRfery
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# €1 U BIAT 7, el ATl @l gfte & I S SR UeT HIHT AT & | Tehleie drdl
UG BT 59 U H GeH Ud Ul fag=e foar & | O 99s & for) vaHrs Werd Ud
TR T A Fdl AR ST Td FIgelel Ydel ATRAT §RT anfad =< ey
I B T AT # enfia Rigidl o1 g3 el # Wi HifioReTa? e
BIAT B | ATCHe & 319 1Ty #, ANleet™d @ 16 o 3y H, FifiaReITdR & 5d 7eara
# Ud IR # HevY & SR ATt & fawrg faaes faar wrar 2

T UG : U= $Td H O o1 & 999 gt yaferd ofi—
()  =nl are ugfy (i) <o O usfy

AR ATl Uiy & SrTa Il Wk 7 Ufd dreil @1 ferg gaf @1 8, 9 39 UBR
2 | Teacye, Araye, YelUdIgad, IIHITIH 3R ISUE | 371 I UM I U9 8 AR Ig!
Ml TR &R TR & IR aa 99 S § Jeft vefiagae o waifte JanT g
& | AT H 76l & A9 Wy adr T € | Y, I 3R I | 1 F13 Bl Bl oy,
2 T BT BT % d 3 ATAT DA DI I AT 1T |

ARTCT 7 <3 BT IRAT BRI U PET & b Q2 AT Wl & S o4 H UG<h
HIAYYT G 7 Pl A dlel Al 517 TIH, 169 Ud J <2l &g T | AR Sfa dver
anfe # e <=t @ fid, dr T | FdReTaR § drel @ e & ford freel @ ey wu
A Ui AT AT & | RIS 7T §d @ ol Y2 AATHIE, g & foRl 1 AEHT, 6 & o
2 AT Ve & (ol 3 ATAPIA aaid 8 97 996 (a8 ga—0, oig-1, TH—S, W4 S,
Td fRm & forg — Ja” W 7| gaife sfawdl & A deR @ |fdel & s W
<A & oI UHR 8 | FilaRetaR | fAd T 120 <2 A6l & FRgul oferr faaRyda
9 O 99§ ga T |

Aod <
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eafy Il el BNl | & HT Yol dT 3Tdeled Bl fd &I UHRd] Bl ARIHR0T B & |

WRAGY & YL I BT S—oi H JIR—YHR & o1 o | I 9Ra & UL
IYRIGE & FAI & 41 FIHRI - MR 7 BT 9o Ha1 wReg a8 <2 & w9 # gRad=
B | AFGHaR’ F WRAAd A §CHR §d, oY, d Ud DHIHUS 39 ANAD BIal FHON
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2| RSP Fd Ade’ # Anfi vd <2 & 101 Tl @ gRaTST & T8 2| gfRid, A,
DIEd, AN, AT TS FABRI = U foRg &, VAT 3 TABRI & JAT H I Ad
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ATl T JTd Fal AT | drell @l i1, ureer @l Mo A o1 fJeor, areal @ dral
HT e, A 3fa-Tg dTel &1 Agd Ud 9@ dIed | I8 WK 8al ¢ 6 I8 SH-—AM9 &
ST YA BIaT ST RET o |

qrd o geafr
ACIRA H Tl DI ARAT 9 THR A Hf TS 8—

arell O9 iy Uk delr urd Snfead: |
P gl 3 faed arearagt ||
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Ire U9 I 394 Ufiftsd 8 €, SHfel §8 ‘ATl ®ET oIl © | Ui &7 31f § U g3
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ST 21 9 ReIfy # g1 @1 a8 Wi S EAdd dEedl § a%g @ W ¥8dl 8| ¥ IRK
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foharere @, 0d, arer iR T BI U SR URT Rl &, 98 ‘T’ 8 | ‘SIfHaw e J darel
H g1 fob foharall & g1 uReee & SURI &l GorwdT 3R gXidel § ‘Tel’ & gRI ATl & T80
P WE WY H A fHAT 2|

T swfeafa IReSgaq SU: |
oW fRlde o s ameEy 9 w9 g Fart
urg: 1 FegIE gl H AT’ B d IR o S &l Rl Bl HH 9 RE ek
QAT BT Fad AFER Tl Teq Bl Fwfdd &l T8 7 3R qTdl DI “Riawreerdsa’ &gl 17
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AR Ao— Teacge 9 I &) ATHI T R 81 2 | W # sy afa
S AR IR A1 e BT BR ol Sl & | 49T 8 b e ar fawe=er sref arell =’ arg
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# g Ay | Td 39 UHR B—

AaEEYMATaaraReRen aged | e awrd g fsmar fifRkemafor |
araarad) Arergaar e | A T qer 97 g gdea P
AR I8 & & o aR g@i | aR el # 4 Rl & STR wke R s
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IR AR 9, T, T AR T T| IMFT[T & AR §ASD A= A ISy BT B, gAford
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TEAAYSD I A dRERAGHATTad AT SIS |
TEAURAT Feacgevaraye saERfae®

Teecye: $UH IR JER 2, ST 39 A AT 7 3R ArYe § ‘d Bl BledR
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gl = g T NES
S S | S =
T T® g ofd 3T

2 2 1 3 AT
Ff~ara IR IS IR fapamt
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IqUE: TE T S A1 8, et 3 7% T | 39D TR U 39 TR W &

SE g [~ e
S S S ERd
> o o ST
2 2 2 HHAT
e R N fepamy

T H T8 A DI Ul BT © by 1 g9 WIH R Araye bl gl Y
& E T | NP 3BT TN R Mad § T 8 R Iedgd AR AAUSG & T & WY 8IS
q s H € g

[ 3R G B Ul  I§ UK I & | RoTqaT 31l 2 TST g3l AT AT g3vT | A9

HRY Ig [T AT TS & |

e a1t ArcTIRT # <O WS AT 39N g bis o vy ured e ' 2 1 <
el & IR H A 981 R 2 | b g9t I8 31 7181 © & ufg arfl ara & ifaRad =
Trel ol o AT SAHT TANT el o |

IRTed o < B ARAT bRl g Pl & [ < el Yid & o o H Ggad
®IYU Td § DI A dlel ABUY I, 9red Ud o <2 de T | fafd=1 7ifa duer
anfe # o fid <o Ifa &g T |

<ol aral § fhd UBR &1 fHAmel &1 WA fhar SIrar o, S9aT $ls Sl T
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ABSTRACT

Among the music manuscriptsin the Thafijavur Maharaja Serfoji’s Sarasvati Mahal
Library (TMSSML), three hitherto unpublished songswith the mudraof * AbhinavaPurandara
Vitthala have been found. These are i) a Kaivada prabandhain the raga salaEganamaii) a
gitainragasalanganamaandiii) lyricsof asuladi inragaBauli. The paper briefly discusses
the features of these and what they say about * Abhinava PurandaraVitthala' as a composer.
This discovery is significant for the following reasons: a) To date, ‘ Padumanabha parama
purusa in raga Malahari, a popular beginner’s lesson for students of Carnatic music, isthe
only known song to carry this mudra. b) The lyrics of the Kaivada prabandha suggest that
the composer had allegiance to the Madhva sect, asthe names Brahmanya Tirthaand Vyasa
Tirtha, the paramaguru and guru of Purandaradasa have been mentioned. c) In addition, the
choice of Kannadalanguage, composing inthe suladi form, aconsistently Vaisnavaite theme,
make it likely that the composer was a Haridasa himself. If so, this Kaivada prabandha
might be the first evidence of a notated Prabandha of a Haridasa that has cometo light.

KEYWORDS

Kaivada Prabandha, Suladi, Abhinava Purandara Vitthala, Haridasa, Thanjavur Manuscripts

Among the music manuscriptsat the TMSSM Library (Tafjavur Maharaja Serfoji’s Sarasvati
Mahal Library, Thanjavur), many notations of alapa, thaya, gita and prabandha are found. These
offer valuable insights into the music, the musical forms, and composers from the 16" century
onwards. From among these, hitherto unpublished manuscripts of aKaivada Prabandha, agita, and
a suladi with the mudra of ‘Abhinava Purandara Vitthala have been found. The paper briefly
analysesthe structural features of these compositions, presents evidence of the composer belonging
to the Haridasa tradition and discusses the significance of this discovery. The songs for this study
were obtained from the microfilms of the palm leaf manuscripts of TMSSML, which are available
at the IGNCA RC!, Bengaluru (Referred to as‘ Thanjavur Manuscripts' in this paper) a Prabandha,
agita, and a suladi with the mudréa of * Abhinava Purandara Vitthala have been found. The paper
briefly analyses the structural features of these compositions, presents evidence of the composer
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belonging to the Haridasa tradition and discusses the significance of this discovery. The songsfor
this study were obtained from the microfilms of the palm leaf manuscripts of TMSSML, which are
available at the IGNCA RC?, Bengaluru (Referred to as ‘ Thanjavur Manuscripts' in this paper).

Manuscripts of the songs of ‘ Abhinava Purandara Vitthala’

The only known song with the mudra (signature or nom de plume) of ‘ Abhinava Purandara Vitt
hala (APV, hereon) is ‘ Padumanabha paramapuruca’, a popular gita set to the raga Malahari and
tala‘ Tripuma’ (Dikstulu, 1905, pp. 17-8). Thisistaught asabeginner’slesson to students of Carnatic
music. Diksoitulu has documented this song as a gita by ‘Purandara Vitthala Dasa’. But
Satyanarayana, while discussing the pedagogy of the Haridasa-s, opines that this song is not a
composition of Purandaradasa at all (Sathyanarayana, n.d.). However, the lack of compositions
with thismudra in published sources has meant that nothing substantiveisknown about the composer
behind this signature. It is in this context that the discovery of three songs with this signature is
significant.

Kaivada Prabandha

Thelyrics of the Kaivada Prabandha (dgi dgi dgi dgi dham dham) with the vaggeyakara mudra of
APV as seen in the manuscripts? is as follows:

Kaivada prabandha, Raga: salanga hama, Tala: eka 3

dgi dgi dgi dgi dham dham taha dhimi dhimiki ta dhimi dhimikima tom tomgi Gamgi |ide reGu
mamlu pga valenu|

liavadal jaga jaga jhemtari jhetari jhakakiGa jhem jhem kinna.. kif todgidgi dham dham

|[mudra alapacari| madhva matodadhi candra | aparagajamrgendra hari parambuja bhrrga |
subhagunotturiga

liavada éka talam| brahmanya tiritha suta vyasa muni manohara kaivada prabandhésa
abhinava purandara vitrhalla jaya jaya (dgi dgi dgi dgi dham dham)

It is important to note that the notations in the Thanjavur manuscripts need to be studied
carefully, as they often have critical gaps in information (Rao & Srilatha, 2019). Some of these
gaps may be filled by studying the laksana texts. But others, such as the interpretation of the non-
laksana terms javada and alapacari above, require a deeper study and a nuanced approach. With
this background, only a brief structural analysis of the songsis undertaken in this paper.

The ‘Kaivada Prabandha’ is classified as an ‘ali’ prabandha in the Sangitaratnakara (SR,
circal3" cent. CE). In the chapter on prabandha-s, SR describes the Kaivada prabandhaasfollows:

kaivadah patailh syatam dhruvaderahau kaivade nvasanam grahe |
sarthakairarthahnaiica pdiail sa dvividho matah ||
sa Suddhairmisvitaih pataih $uddho misva iti dvidha ¢4: 199-200) (Chaudhary, 2000)
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Meaning: The udgraha and dhruva in kaivada are composed with pama-s (instrumental
syllabic sounds), while the nyasa (ending) is done in udgraha. It is of two types, based on if the
pama-s are meaningful or meaningless. Thisis again of two types, cauddha and micera based on
whether unmixed or mixed pama-s are used.

Comparing with laksana, the sections of the prabandha in the manuscript appear to be as
follows:

. Udgraha, the starting section: According to the manuscript thisisto be sung twice:
dgi dgi dgi dgi dham...tom tomgi Gamgi

. Dhruva: The section titled ‘javada’, starting ‘jagajagajhemtari...’

. The section, titled ‘mudra alapacari’, which contains the mudra-s of the composer

(Abhinava PurandaraVitthala), the patron (Vyasamuni) and the prabandha (K aivada) seems
to play therole of the abhoga (the concluding section of aprabandha, which usually contains
the mudra of the composer)

. The song ends on ‘dgi dgi dgi dgi dham dham’ (the udgraha)

Itisobserved that the structure of thisprabandhaissimilar to that of the Kaivadaprabandha
in raga Narayanagaula attributed to Venkatamakhin (Diksoitulu, 1904, pp. 754-5). While
Sangitasampradayapradarsini usestheterm * alapakharda’ , the manuscript usestheterm‘ alapacari’
4, Based on the similarity with the published Narayanagaula prabandha, it may be inferred that the
section marked ‘ mudra alapacari’ inthe manuscript islikely sung without atala. The phrase ‘javada
ekatalan in the manuscript may indicate the resumption of the ekatala. Though thisterm needsto
be studied further, from the standpoint of construction, it appears that the Prabandha conforms to
the laksna outlined in SR.

Gita

The gita with the mudra of APV, ‘suramuni vanditam’, in the raga ‘ Salanganata’ and the
tala‘mathya is structured asfollows:

Suramuni vanditam dina... matige sarudariidantdgi saii sahita ..rusa

dharaddharamndgi hari eni nam oratibaidi |Antari| surattary vanagdhi sukannikara verasi gaja
veri dhurakebham avindale tarana  muci harana parvicalisivure...de iva iva...

dlapacdri| satvanamaldta sarasivuha dala nayana sarujam ... saubhdgd taranga indira

mandnurdga fava fmaffvam| dvarakdvaipra varddivéa abhinava parandara niviifthalane

‘Gita’ and ‘ Trikhandam' are terms used in the Thanjavur manuscripts to denote a simple
song, which is usually made up of two or three sections. The gita given above contains sections
titled ‘antari’ and ‘alapacari’. Asin the Kaivada Prabandha, heretoo, theterm* alapacari’ seemsto
indicate suspension of the mathyatalafor the passage starting ‘ satyanamalata’ and the resumption
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of the talafor the passage starting ‘ dvarakavatipura’ seems to be indicated by the mention of the
name of the tala beforeit.

Though portions of the lyrics are corrupt, some of the words, such as ‘matige’,
‘garudaridantagi’, ‘oratikaidi’ appear to be in Kannada. The song seems to address Lord Visnu,
based on references to ‘garudarida’, ‘hari’, and ‘ dvarakavatipura varadiyésa’ .

Suladi
Thethird song (gajamu®) carrying the mudra of APV contains only the lyrics and does not

have a notation®. The lyrics of the song are corrupted and are discernible only in places. Only the
first and last words are transliterated below.

[hawli ragam |

Imathva tajam! Gajamii...abhinawva purandara vitthala vimala carita vinddireva |
durnlabimtani ... abhinava purandara vitthala

(riipakam| Yindira dévi...abhinava purandara vigthala

[tripuita talam| varapapuriva...abhinava purandara vijala

ldta tdlam| bhakatavaceala.. .abhinava purandara vitthaland ... deva

[véka tafam/ sadamala caritra viccitra mahima madhwkaitabha karhsasura hara |
sudarusanaddara aia Mharva sura vama kula raijita . .abhinagva purandara

vitthalaisadamala)

There are some structural details that can be studied. There are five passages appearing in
succession, all set to the raga Bauli. Each passage is set to adifferent ‘ suladi’ tala’ and each carries
the composer’s mudra. The last passage alone shows a return to its first line ‘ sadamala’. Though
the type of the composition is not mentioned in the manuscript, it is observed that this closely
resembl es the structure of a suladi, amusical form popularized by the Haridasa-s. A typical suladi
isasingle song of multiple stanzas, all set to a single raga, but with each stanza set to a different
‘suladi’ tala. Each stanzarests on its own first or second line and the whole song concludes on a
passage called the ‘jate’, that thematically sums up the song (Rao A. , 2018).

Though the manuscript shows minor differences from the structure of atypical suladi song,
the stanzas seem to be bound by a similarity of theme and language, making them highly likely to
be part of a single sulédi. For example, the rhyming phrases janiside, oraside, salahide appear in
different stanzas, and the last stanzarefersto the exploits of Lord Krsna. The language of thelyrics
is Kannada (janiside, orasideyalla, durulabha, salahideyalla). Thelikelihood of thisbeing asuladi
is also strengthened by the presence of another suladi immediately preceding this, the well-known
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“acyutananda govinda’, which iswritten in asimilar fashion, without anotation. The minor structural
differences and deficiency in lyrics may well be resolved if a better copy of the song were to be
found in TMSSML or some other repository.

I dentity of the composer

There is no information available about the composer. The only song known to use this
mudra, ‘ Padumandbha paramapurusa’, is bereft of any autobiographical information. But when
the lyrics of the three newly uncovered songs are analysed, they show many stylistic similarities
with the compositions of Haridasa-s, while also offering some clues on the composer himself.
These are noted below:

. The effulgent praise of VWasa Tirtha through the lines of the Kaivada Prabandha
‘madhva matodadhi candra, aparagajamrgéndra hari parambuja bhrriga, Subhagunotturiga,
brahmanya tiritha suta vyasa muni’ suggest the composer’s allegiance to Vyasatirtha, the
guru of Purandara Désa.

. Theuseof ‘Vitthala inthesignature suggest heisaHaridasa. Many Haridasa-stook
the name of ‘Vitthal@ as part of their signature and ‘ Diksanama’ 8.

. The presence of acomposition of the suladi form, which isamost exclusive to the
Haridasa-s’

. The use of Kannada language in the gita and suladi

. Lord Visnu being extolled in both the gita and the suladi. Haridasa-s being Vais

navaites, composed mainly on Visnu, often in the form of Krsna.

Thethree new songs, al having the unambiguous prefix ‘ Abhinava’, indicate that the mudra
belongsto aHaridasawho is distinct from Purandaradasa. But what might have been the era of this
composer? The dedication of the Kaivada prabandha to Vyasa Tirtha, the guru of Purandaradasa
might mean that the composer lived at a time close to that of Vyasa Tirtha. Vyasa Tirtha passed
away in 1539 (Sitaramaiah, p. 128). So, the prabandha was likely composed in the 1500's.

Asto the identity of the composer, a couple of possibilities may be considered. The prefix
‘Abhinava’, when added to the name of ‘Purandara Vitthala', may be a biruda (title) given to a
composer of alater period, who was considered asillustrious as Purandaradasa himself, perhapsin
his skills as a vaggeyakaral®. In this case, the signature ‘ Abhinava Purandara Vitthala would be a
biruda (title) of a Haridasa. However, it is not known if any Haridasa was given such atitle.

Another distinct likelihood is that the mudra was adopted by ‘Abhinava, who,
according to a popular devaranama ‘saranu sri vyasamuni’ (Rao M. S,, p. 121), was one of
the four sons of Purandaradasa'*. According to the song, Vyasa Tirtha had also blessed
Abhinava. Though the composer’sidentity cannot be ascertained with the available evidence,
the finding of three more songs with the APV mudra lend credence to Satyanarayana's
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assertion that * Abhinava Purandara Vitthald' is not a mudra of Purandaradasa.
Significance of the findings

The three compositions with the mudra of APV discovered among the Thanjavur
manuscripts give us new clues about the composer. His allegiance to the Madhva sect, the
use of Kannadalanguage, the choice of the suladi asamusical form, and themudra * Abhinava
Purandara Vitthala are strong indicators that the composer was a Haridasa. Though more
evidenceisneeded to ascertain theidentity of the composer, thereferenceto VyasaTirthain
thelyrics of the Kaivada Prabandha allows us to surmise that the composer lived closeto the
time of Vyasa Tirtha, in the 16" cent. C.E. The prefix ‘abhinava in all these songs also
indicates that the composer was not Purandaradasa.

Thefindings are significant from the standpoint of the history of music of the Haridasa-s as
well. Itisknown that the Haridasa-s have composed in prabandhaforms such asthe gadya, ctrnika,
dandaka, sukasarita, umatilaka and sudarsana and innovated with vrttanama-s (Sathyanarayana).
While past research into the manuscriptsat TM SSML have uncovered notated examples of ugabhoga-
s, suladi-s, and gita-s, no examples of notated Prabandha-s by the Haridasa-s have been found till
now. The newly uncovered Kaivada prabandha is the first evidence of a notated ‘ prabandha
composed by an early Haridasa, one who might have lived close to the time of Vyasa Tirtha and
Purandaradasa. The choice of the musical form of ‘Kaivada Prabandha is further proof that the
Haridasa-s not only spread Bhakti through their songs, but also contributed to the development of
music.
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(Footnotes)
1 Indira Gandhi National Centre for the Arts, Regional Centre, Bengaluru
2 Another copy isfound in 11582, Folio 12 with errors of copying. For example, the

title incorrectly callsthis a‘kollapura kaivda a prabandha’, whileit is seen that the
‘kollapura’ isthelast word of the previous song which is dedicated to the goddess of

kollapura.

3 The name of the tala is not mentioned at the beginning of the song. It is inferred
from its mention inside the song, at the end of the section titled alapacari

4 In fact, the term alapacaria/apacari is noticed in many manuscripts of gita-s and
prabandha-sat TMSSML.

5 The manuscript is damaged — only ‘ggamu..ne’ isdiscernible

6 The presence of this suladi manuscript is documented by Rao in Appendix | (RaoA.
, Haridasa suladis in Thanjavur manuscript notations, In Press)

! A set of the seventala-s- the dhruva, mathya, jhampa, rapaka, tripu ma, amaand eka

8 A name given when oneis ordained a Haridasa

o The Tallapakka composers have composed suladi-s, but the language used is not
Kannada

10 Traditionally, the prefix of * abhinava isadded to the name of alegendary predecessor
and conferred as atitle to someone who exhibits similar traits. Some examples are:
‘AbhinavaBharata’ (for an expert inthefieldsof dance and music), * AbhinavaBhoja
(for aking)

n An inscription describing land and property donations to the sons of Purandara Vit
hala does not mention Abhinava. Only Lakshmanadasa, HebaGadasa and
Madhvapadasa are mentioned (Sitaramaiah, p. 10)
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ABSTRACT

The musi c-based research paper aims at unveiling 'laya asthe subtlest and the most abstract
imperishable energy that governs al the happenings in the music. This formless all-pervading
omnipotent energy is vibrant always independently, flowing in the uniform fashion continuously.
However when it combines with the pamcabhita-s, it ‘'manifests' in the world in different ‘tangible
forms' such as nada, music, life-forms, regulation of all pamcabhita-s, regulation of the cosmic
order, etc. Many thinkers, writers and musi c-scholars have discussed about layain length so far as
the 'time-interval’, 'regulated time' and 'supportive medium in music'. Nevertheless the research
paper - concerned for the students, devotees, professionals, connoisseurs and audience of Indian art
music (khayal gayanaspecifically) - exploreslayaconceptually, practically and aesthetically asthe
'determinant imperishable energy' rather than as the 'regulated time'; and examines its emotional
andintellectua propertiesthroughitsregulation on raga, its unique character (raga-tatva), distinctive
nature (raga-prakriti) and specific temperament (raga-bhava) in khayal gayana. It thereby helpsthe
concerned community in better aesthetic understanding and appreciation of ragaand khayal gayana
through the deeper cognizance of laya.

KEYWORDS
laya, raga-tatva, raga-prakriti, raga-bhava, khayal-gayana

[Asenumerated by the Publishersof Central ChinmayaMission Trust (2015), the Devanagari
characters are trandliterated in the English according to the scheme adopted by the International
Congress of Orientalists at Athensin 1912, whose tabular figure-1 is given at the appendix.]

Objectives of the Research Article

" Seeking laya as the determinant energy rather than the regulated time;
" Comprehending emotional and intellectual properties of layain theragain khayal gayana;
" Understanding the regulation of laya on raga-tatva (raga's character), raga-prakriti (raga's

nature), and raga-bhava (raga's temperament).

" Hel ping the community of students, devotees, professionals, connoisseurs and audience of
khayal gayanain better aesthetic understanding and appreciation of raga and art-music-
form through the deeper cognizance of laya.
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Old Conceptsin New Lenses - Introduction to Laya and Raga

Indian musicissaid to be originated from Lord Sivathrough Samaveda, according to many
theories. Since then, the music is constantly changing in its form with time viz. simagana, jati
gayana, margi-desi samgita, prabandha gayana, dhrupada and khayal gayana. Also, it is so deep
that its concepts are constantly researchable and subject to further inquiries in every century and
erawith newer ideas, thoughts and views. Prior to the discussion on the relationship between laya
and raga are these terms thus explained and re-interpreted in the following with different lenses at
the onset prefatorily -

Laya

A word in the Samskrita can acquire different meaningsin the different contexts, soisthe
term 'laya too. "Laya is born from the [Samskrita] root Li. L1 means to cling, stick to, adhere,
reclineon, settle on, lie, disappear, dissolve".! These meanings should not be generalized for all the
contexts universally. Sometimes it happens such that aword in the Samskrita (like 'asva-garmdha)
may differ initsliteral meaning (smell of the horse) from its conventional usage (amedicinal herb).
So the meaning of laya also differs from the perspective of music. Laya is defined by different
thinkers differently in the context of music, asin the following.

Amarasimha in Amarakosa (6th century AOD) defines laya as given below:

"talah kalakriyamanam layah samyamathastriyam [* (Natyavargah 1.7.9.2.3)?
[Uniformity in the time and action of talais'laya.]

Sarngadevain Taladhyaya, Samgita Ratnakara (13th century AD) defines laya as -

"kriyanantara visramtirlayah |" (Taladhyaya, sloka 44).3
[The intervals between the actions make 'laya.]

The doyen of Agara Gharana Pt. Babanarao Haladankara discusses of "Vikasa Laya" or
"Developmental Rhythm" - the important entity in contributing for Aesthetics of Khayal
gayana,"When alotuswhich closesat night, gradually opensin the morning, thereisan imperceptible
and subtle rhythm which governs this natural process. Let us call this developmental rhythm...
Similarly, this developmental rhythm in khayal music is the abstract laya at a high aesthetic level
which remains imperceptible to most of the listeners due to its very own abstract nature”.*

Other modern thinkerslike Prof. S. K. Saxenasay, "Layaisthemusical duration asactively
regulated for the sake of effect or expression, or for explicating some artistic form".5

Musicistheinterplay of svaraand laya. Inthefield of music (especially in khayal gayana),
many research scholars, writers and musicol ogists have delved in the aesthetics of such practical
aspects asraga, tala, sath, samgata, bamdis, gharana etc. However, least aesthetical notice istaken
so far of layaespecialy asthe'determinant energy' and 'source of music'; whereasit ismore discussed
in length asthe 'time-interval’, 'regulated time' and 'supportive medium in music' by many thinkers
and writers. However it should be noted that the man gives the confined concrete spiral forms of
cyclic time and tala, to the free abstract linear laya, to understand the latter better. But this does not
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imply that layais spiral in nature, it neither implies the regulated man-made time. On its contrary,
laya is the 'energy' which propagates in linear fashion with no beginning and no terminal points
absolutely.

All happeningsin the universe are governed by the subtlest and most abstract energy, 'laya.
Layaasthe ungraspable imperishable energy isvibrant alwaysindependently. It becomes sought to
us only when it combines with the pamcabhata-s (physical elements). Then, it 'manifests in the
worldindifferent 'tangibleforms' such as nada (pure sound), music (ahatanadaor musical / melodic
pure sound), life-forms (as in heartbeat), regulation of all paricabhita-s (as in cycle of seasons,
swash and backwash of sea-waves), regulation of the cosmic order (asin rotation and revolutions
of planets around the sun), etc.

From the scientific point-of-view, the ubiquitous energy of laya causes the uniform and
continuous vibrationsto occur in all the states of matter (including atoms and molecules/ cells and
tissues); it thereby resultsin dynamicity and bringslifeto everything, it so produces nada, sruti and
svara, or music altogether too. From the aesthetical point-of-view in music (in khayal gayana
particularly), the aesthetic intonation of every svara in the making of the raga, its prakriti and
bhava; and the well-structured bamdis weaved in aesthetic integration of sabda, raga, theka, tala
and bhava - are essentially regulated as well as treated by the 'determinant laya' of svara, raga,
bhava, theka and tala cohesively. Therefore, it is neither the supportive medium of music nor the
timeinterval / regulated time, but it is the source of music, nature and everything in the cosmos.

'‘Laya can be thus largely thought as the all-pervading imperishable determinant energy
flowing in the uniform fashion continuously.'

Raga

Indian music in its primitive forms comprised of songs (like jati) based on tunes governed
by certain norms and characteristics, which can be found in Sage Bharata's Natyasastra (200 BC) in
his explanation of jati gayana and itsten characteristic features. However the concept of ragawas
much | ater established, coined, introduced and conceptualised for thefirst time by Sage Matangain
his Brihaddesi, through whom the 'raga-samgita is prevalent for several aeons, and has becomethe
synonym of Indian music globally. He definesit as -

"svaravarna visesena dhvanibhedenava punah
ramjyate yena yah kascit saragah sammatah satam | (sloka 280)°

[That, which is composed of variant combinations of musical notes in unique, stationary,
ascending, descending, and moving values - in the diverse melodic sounds - to please and delight
the people and color their hearts - is Raga.]

Maharana Kumbha (15th century AD) further elaborates its definition in Samgita Raja as
given in Pathyaratnakosa Il Pariksana -

"vicitra varnalamkaro visese (so) yo dhvaneriha |
grahadi svarasamdarbho ramjako raga ucyate |[* (p. 24)”
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[The compoasition of unigque melodic embellishments adorned on the contextual basis of
Graha and other svara-s, to please and delight the people - is Raga.]

However for aragato be capable of pleasing and delighting us, there should be afaculty of
its own specific musical character, nature and temperament that makes it able to share its deepest
emotionswith us, thereby draw everyone of ustowardsitself. The exponent of Agarr Gayaki Kaikini
explains,"A raga is the arrangement of notes into a defined form. It is like a personality, having
likes and dislikes, salient characteristics and features... Musicianship liesin the ability to capture
and maintain the essential spirit of the raga while creatively varying the approach to avoid
monotony" .2

Also, araga with same or different scales can be differentiated based on - not only the
unique melodic combinations of notes and their embellishments - but also based on the unique
aesthetic touch and pronunciation of every inclusive svarain the ragawhich speak of its character.
Thus, in much deeper sense, raga can be described today as follows -

'Ragain Indian music refersto the creative revelation of the specific musical character, its
temperament and nature through the unity of diverse syntactical melodies and motifs adorned and
produced with apt aesthetic touch and pronunciation of every inclusive svara.'

On Laya and Raga-Prakriti

In Indian music, every ragahasindependent aesthetic status because of the distinct character
(tatva), nature (prakriti) and temperament (bhava) involved in itself. Ragas are like the different
streams of water-bodies such as brooklets and rivers joining the sea in 'oneness. Though the
characteristic temperament or raga-bhavainvolved in every ragais different, all finally lead to the
evocation of bhakti-bhava and form one music, raga-sarngitain India.

Musicianship lives in understanding these concepts and merging them with one's own
personal character, emotionsand feelingsin 'aesthetic balance', 'sengitivity', 'sensibility' and 'harmony’
with each other. Theraga-prakriti can be classified broadly into 'gambhiraprakriti’, 'ardha-gambhira
prakriti' and 'camcala prakriti'.

Raga-s of Gambhira Prakriti

In the raga-s of gambhira prakriti asin ragas Darabari Kanada, Bhairava, Miyan ki Todf,
etc., following salient features can be observed -

" The distribution of the energy of layain the raga-s occursin relatively slower fashion;

" The raga-s are more voluminous, royal and majestic in their character;

" Heavy embellishments like gamaka, amdolana, mimda, ghasita and pukara are employed
to adorn the raga's character;

" The constituentslike alapa/ nom-tom, bol-bamta (more than bol-layakari) in khayal gayana
are rendered in relatively slower pace that aid in producing vibrant grandeur colors of the
raga.
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Raga Dar abariKanada. Inthe parvardha (fore-sect) of theragaDarabari Kanada of majestic
grandeur character, the arohi amdolana of 'lower' komala garndhara (which is often called 'utara
hua komala garhdhara in the Himdi) with the apt aesthetic touch of suddha rishabha and other
microtones or sruti-sthat come along the way from suddha rishabhato komalagamdharamarksthe
characteristic feature of theraga. Inits uttarardha (aft-sect), the avarohi amdolanaof 'higher' komala
dhaivata (which is called 'chadha hua komala dhaivata) with the proper aesthetic touch of suddha
nisada and sruti-s that come along the way from suddha nisada to komala dhaivata denote another
important characteristic feature of the raga.

The distribution of the energy of laya occursin slow pace in thisragain order to maintain
its 'dignity' (which is often called 'bojha in the Himdi) and treat it accordingly. Here, slow pace
does 'not’ mean that every svara assumes longer pronunciation individually. It should be noted that
asvaracan be pronounced musically in diverse ways attune with different musical contexts, which
mean different mel odic phrases and motifswithin araga. Thisiswhy every svaraembodies different
laya in such different contexts. Thus accordingly, the melodic phrases also carry certain layain
them, which need to be produced in apt aesthetic proportionsthrough whose flow, other aesthetically
mel odic patterns are woven and united to form one whole called 'raga. In Darabari Kanada, every
armdolana, gamaka, mimda (viz. mirhda from amdolita garndhara to amdolita dhaivata) and every
mel odic phrase has its own emotion, expression and layain respect of its energy-flow, uniformity,
continuousness, imperishability, etc. which not only contribute to the science or syntax of theraga,
but contribute morein enhancing its aesthetic value and conveying its emotions or raga-bhava (viz.
eliciting bhakti bhava through karuna and viraha srmgara bhava). However, laya spreads itself in
theragain little slower pace relatively to express the ragas character efficiently. Thisiswhy itis
ideal to sing those elements with deployment of specific embellishmentsin the khayal, that suit the
character of the raga. For instance, in this raga, singing alapa/ nom-tom, bol-bamta and gamaka-
based tanainrelatively slower vilambita/ drutatheka / talawith heavy embellishmentslike gamaka,
amdolana, mimda, ghasita, pukara, are 'more appropriate and ideal' than singing layakari, tana of
lightning speed, etc. in faster vilambita /ati-drutatheka / talawith lighter embellishments like khat
ka, murki, firat, etc.

'Layatherefore playscrucial rolein the making of music; construction of theraga; expression
of emotions and temperament; and maintaining the dignity of the raga, its character and nature.'

Raga-s of Camcala Prakriti

Intheraga-sof camcalaprakriti asin ragasAlhaiya Bilavala, Adana, Sohini, etc., following
salient features can be observed -

" The distribution of the energy of layain the raga-s occurs relatively in faster fashion;

" Theraga-s are more agile and light in their character;

" Lighter embellishments like bahalava, khatka, murki, firat, etc. are employed to adorn the
raga's character;

" The constituents like alapa / nom-tom, different kinds of layakari, tana, etc. in khayal

gayana are rendered in relatively faster pace that aid in the agile flow of the raga.
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RagaAlhaiya Bilavala. Thisraga, being aragamgaraga, is multi-dimensional though it is
a vakra raga. However, its characteristic gait is agile with madhura-srmgara bhava (ultimately
leading to bhakti bhava), therefore the distribution of the energy of layaoccursin faster pace. Since
the mirda, ghasita, gamaka, and amdol ana such heavy embellishments suit the ragas with majestic
character, they do not suit the ragas with completely agile character like Alhaiya Bilavala. Thus,
the lighter embellishments like bahalava, khaaka, murksi, firat, etc., with more of fast-paced alapa,
layakari and tana - which accel erate the distribution of the energy of laya- are deployed intheragas
of camcala prakriti. So they are rendered in relatively faster vilambita/ drutatheka / tala

One of the reasons for ragaAlhaiya Bilavalato be so camcalain its prakriti or agile could
be because: the slower we render some of the melodic phrases and motifs of this raga, the more it
could create a platform for confusions with the homoscalar raga-s like Gauda Malhara, Bihaga,
Devagiri Bilavala, etc. Also, another reason is definitely the 'uniqueness of every raga and its
character that makes its gait, pronunciation and touch of every svara 'specifically unique'. For
instance, the phrase like N SR G PM G is sung in both Gauda Malhara and Alhaiya Bilavala,
however the gait of these svara-s and each of their pronunciation and touch in the phrase differ.
Similarly, the more we stretch suddhanisadain Alhaiya Bilavala, it may sound like suddha nisada
of Bihaga portraying serious sombre property. Thus, in the former raga, it should be rendered short
and crisp along-with the touch of suddha dhaivata - this marksit distinct from Bihagain accordance
to the raga's temperament. So, it can be said that,

'‘Laya of every svara, and its emotional and intellectual properties differ with different
musical contexts.'

Raga-s of Ardha-Gambhara Prakriti

In the raga-s of ardha-gambhara prakriti , which are of ardha-camcala prakriti also, asin
ragas Syama Kalyana, Yamana, Multani, etc., following salient features can be observed -

The distribution of the energy of layain the raga-s occurs relatively in steadfast fashion;
The raga-s carry both heavy and light featuresin their character;

All kinds of embellishments are used to adorn the raga;

All the constituents of khayal gayanaare rendered uniformly, as such raga-s are expressive
of both heavy and agile traits.

Raga Syama Kalyana. In this raga, which is made in the combination of Kamoda and
Kalyanaragamga-s, the gambharaprakriti isreflected in the mel odic phrasesin theraga's parvardha
like R m P—™G G M R S. Here, the avarohi mimda from parhcama to suddha gamdhara with
aesthetic touch of both tivra madhyama and sudhha madhyama in the first phrase, as well as the
return from sudhha madhyamato suddha rishabhain the second phrase with the distribution of the
energy of layain sower pace mark the raga's garnbhira prakriti. Faster PG M R S sung without
deploying mirhda, more it inclines towards raga Kamoda and does not remain as Syama Kalyana
anymore. Thisiswhy, while singing it in vilarmbita laya, one must be careful in understanding the
aesthetic proportions of every svara that laya regulates, to express the raga's aesthetic character
appropriately. And while singing tana, one must be aware of using the melodic prefixes and suffixes
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to certain phrases that may give rise to confusions. For instance, instead of singing DPGMRS in
tanawhich may sound like atanaof raga Kamoda, one can sing RmPDPPGMRS or RDmMPGMRS,
etc. in raga Syama Kalyana.

Its camcala prakriti is reflected in the melodic phrases in raga's uttarardha like R m P N
—ND P, wherein the arohi portion of this phrase as well as the avarohi mimda from tara sadja to
sudhha dhaivata with aesthetic touch of suddha nisada are sung with the distribution of layain the
faster pace. Morethenisadaisstretched, moreit createsaplatform for confusion with the homoscalar
raga Suddha Saramga as nisada is bahutvain the latter, while it is alpatva in the former.

Raga Syama Kalyana, being the raga of ardha-garnbhira prakriti, both heavy and lighter
embellishments are used to adorn the raga with close attention towards the laya of every svaraand
melodic phrase, and their emotional and intellectual properties in speaking of or expressing the
raga's character. The usage of mimda is observed in the above paraghraphs. The lighter
embellishmentsin the phraseslike: R m P—G (M) R S, bahalava can be employed, and murki can
be sung in the place of suddha madhyama. The raga carrying both gambhira and camcala prakriti
can therefore be rendered with uniform emphasisto al the constituents of khayal gayana, albeit it
cannot be sung in relatively slower vilambita theka / tala but it ought to be sung in the relatively
faster pace asit isardha-camcalaalsoinits nature, besides being ardha-gambhira. We can therefore
infer that -

"The melodic embellishments to adorn the raga depend on the raga's character, nature and
temperament, which in-turn depend on the regulation of laya on every svara, melodic phrase and
motifs.'

On Raga-Tatva and Raga-Bhava

Raga-bhava depends on many factors such as bamdis and its meaning, musician's
involvement and persona, layaof bamdis, gharana and its aesthetics, etc., besides depending on the
raga's character or raga-tatva originally - because music becomes expressive through a musician.
There could be multiple raga-bhava-s élicited in araga by the musician. Still, every ragacarriesits
own original characteristic emotion and personality. It issimilar to our personalitiesin daily lives.
We do express every emation, but a particular emotion(s) may strongly spread within us so much
that it becomesthe carrier of our specific personality. For instance, we may become angry, worried
or sad at times, but aboveall, if weface everything patiently 'most of the times' being self-composed
with courage and confidence, then 'strength’ becomes our personality. On the contrary, if we are
expressive of 'every emotion' 'equally’, then it would definitely mean that we are psychologically
ill, and we need to be properly treated by awell-trained and experienced psychologist. Similarly, a
raga too has its own characteristic raga-bhava. For example, raga Lalita'originally' elicits karuaa
bhava; raga Bhapa originally produces srmgara bhava; raga Durga originally evokes vira bhava;
and so on. The musician, being creative, rational and emotional socia being, may employ some
more of hispersonal emotionsin addition to the characteristic raga-bhava. Nonethelessit should be
alwaysremembered that the musi cian should be subservient to music, therefore, he must concentrate
on the actual raga-bhava at first, hence 'harmonize' his emotions in such a way that they do not
disturb the raga's original character, nature and temperament. And, as noted above, raga-bhavais

84



Vageeshwari

Regulation of Laya .../Sanjana Kaushik

Dec. 2020, Vol. 34

evoked through the apt aesthetic intonation
of every svara, melodic phrase and motif in
accordance to the musical context within the
raga - which is regulated by laya and its
imperishable energy.

Understanding laya, itsregulation on
the raga and its construction, its character,
nature and temperament is therefore
necessary for absorbing and appreciating the
aesthetics of the raga-samgita better.

Conclusion

After having sought the pivotal role
of laya, it can be thus averred that layaisthe
determinant imperishable energy, and source
of music and everything in the universe -
rather than the regulated time. It regulatesthe
raga, its character, nature and temperament:
therefore, it is the most contributing factor
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for music-making through its emotional, intellectual and regulative properties.

Theresearch paper therefore hopesin being instrumental for the community of students, devotees,
professional's, connoisseurs and audience of khayal gayana in better aesthetic understanding and
appreciation of ragathrough laya's deeper cognizance.
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ABSTRACT

Kashmir has been called ‘ paradise on earth’ by poets and rulers. Through the agesit
has been praised equally by many scholars and visitors for its beauty, history and culture.
The present day Union Territory of Jammu & Kashmir is rich with distinct elements of
culture in its two distinct regions Jammu and Kashmir. Based on the review of primary as
well as secondary historical texts and discussions with leading Sufiana artists, the paper
attempts to explore the Sufiana Mausiqui and its Gharanas.
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INTRODUCTION

Before the beginning of human settlement in what isnow the Valley of Kashmir, itis
believed that there used to be a huge lake, an inland sea, called the Kashyap Sart. Since
ancient times in Kashmir lived Buddhists and Hindus with their marvelous cultures that
evolved over hundreds of years. But later a substantial change was brought in the society
with the coming of Muslim educationalists and thinkers during medieval times, particularly
from central Asiaand Persia. These people brought with them new cultures and new styles
of lifethat fascinated the locals*. Kashmir hasahistorical tradition which isuniquein South
Asiawith few parallelsin the world. The present day culture of Kashmir isa syncretic one
containing both Indic and Islamic traditions. The pre-medieval period was dominated by the
Hindustani culturerooted in India, and the medieval period by thelslamic culture of Central
Asian countries.

The Valey of Kashmir is culturally rich in terms of oral histories, native crafts,
music, written words, science and philosophy. Thus Kashmir has been able to make great
contributions to the world of culture. In everyday life the subtle traditions and culture of
Kashmir can be discerned. One of the most important cultural aspects of Kashmir is the
Kashmiri language. It is spoken only in the Valley of Kashmir by the Kashmir irrespective
of religiousfaith and creed. Thelanguageisan Indo-Aryan (Dardic subgroup) language, of
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the Indo-European language family. The script of the Kashmiri language was Sharadawhich
was the writing system of Brahminical family script and was used till 8" century. After that
some changestook placein the script with changing timesand streams of cultures. Presently,
Kashmiri languageiswrittenin Perso-Arabic script by Kashmiri Muslimsand in Devanagari
script by Kashmiri Pandits.

Now to come to music, the culture of Kashmir is defined by Kashmiri Music to a
large extent and the following paragraphs will attempt to historicize the development and
the current state of Kashmiri music.

Theearliest referencesto theart of themusicin Kashmir arefound in Nilamatpurana,
ahistorical chronicle of Kashmir written by Pandit Kalhan. The book is one of the sources
of ancient history of Kashmir which dates back to 6" or 8" century A.D. There are anumber
of versesin Nilamatpurana mentioning the state of musicin Ancient Kashmir. According to
Nilamatpurana, the religious music was attached with thetemplesand it played an important
rolein the cultura life of Kashmir. The Nilamatapurana lays down that singing, dancing,
and recitals of instrumental music used to take place in some of thereligiousfestivals. Itis
held that, ssimilar to the rest of the Indian sub-continent, classical dance in Kashmir had a
religious background?®. There were temple dancers known as Nartakis*. They were associated
with the temples from the very early times, visibly represented in the tiles and scul ptures
found in archeological siteslike Harwan in the district of Srinagar. Thetiles and sculptures
show dancers, singers and ladies playing various musical instruments. Thus the historical
factsreveal enough evidencesthat music and dance has been part of Kashmiri culture since
time immemorial.

A lot of information on music and dance from ancient Kashmir available till this
day, comes from Kalhana's Rajatarangini. Especially the first Taranga of Rajatarangini
mentions about music that in Viharas during the reign of King Jaluka, the son of Ashoka,
some kind of wind instruments were played. In Rajatarangini a dance concert has been
mentioned in which ahundred femal e performers had danced in the presence of King Jaluka
in Jyestha Rudra, a Buddhist temple. Dancers who were professional and associated with
temples were allowed to dance®.

Later in the medieval times, Islam and Sufism came into existence in Kashmir asa
result of which almost every aspect of lifeand culturein Kashmir underwent changes. Islam
flowed in Kashmir from Turkestan and Persiathrough the activities of Islamic missionaries
and sufi mystics®. It was at that time that Persian began to replace Sanskrit and gradually
became the official language. Music and fine arts were influenced by this foreign culture.
Due to the synthesis of folk music of Kashmir and the music of India, Persia, Central Asia,
andArabia(Turkey) anew musical form appeared and cameto be called as Sufiana Mausiqui,
the high-culture or classical music of Kashmir.
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Noted scholar Avatar Krishna Raazdan mentions that Shamsuddin Shahmiri wasthe
first Sultan who patronized the music in Kashmir. He encouraged the artiststo perform their
art and in histime many bookswere written on music. The names of the books were Sammy
Matrika and Cutnih Mahatma. They contained information about the Kashmiri music and
drama prevalent at that time and were written in Sanskrit. Both these books are now
unavailable.

On Kashmiri culture, especially on poetry and music, Sufism hashad agreat impact.
Elements of Sufi philosophy were included in mostly all Kashmiri poetry written by the
Islamic poets either in Kashmiri or in Persian language. This poetry was also associated
with music and dance. Kashmiri poets contributed to Persian literature by following Persian
literary models in their poetry. The introduction of Islam did not negatively affect the
development of music, rather it helped music and dance as essential elementsin ritualistic
ceremonies through Sufi orders. The information available on music during the Islamic
period comes from various sources. Till the reign of the Sultan Zain-ul-Abidin cultura life
was covered by the chronicles of Abul Fazal, Jonargja and particularly of Srivara. Abul
Fazal mentioned in his 16th century document Ain-i-Akbari that during thereign of Zain-ul-
Abidin a school of music was found in Kashmir with the musicians from Iran and Turan.
“These musicians were responsible for introducing many elements of Persian and Central
Asiatic music to Kashmir and that many features of today’s Sufiana Mausiqui could have
been the result of the influence’. Srivarawrote in his text Zaina-Rag Tarangini (c. 1436)
that musical festivals used to be held in Kashmir during the period of Zain-ul-Abidin, and
during thistime Rajaof Gwalior had sent him all standard books on Indian music which, as
it is believed, influenced Kashmiri music. The king Hasan Shah, a son of Zain-ul-Abidin
introduced Rabab, an Afghani musical instrument to Kashmiri music. During this Islamic
era, there were eminent and talented musicians like Sooni Bhat, Shridhar Bhat, Ajodhya
Bhat and K shakarawho hugely contributed in developing Kashmiri music’.

In the beginning of the Afghan rule and before the end of the Mughal period in the
18" century concrete written sources, concerned specifically with music, were available.
These sourcesinclude treatises on music theory, such asthe anonymously written Karamat-
e-Majra (The marvel of the courses), and Daya Ram Khushdil’s Tarana-e-Suroor (The
song of the joy) and anthologies of the poetry associated with music. There is sufficient
reason to believe that the treatises, and particularly the anthologies, refer specifically to
SufianaMausiqui. Thusitispossible, with acertain degree of certainty, to state that Sufiana
Mausiqui existed in Kashmir at least as early as the decline of the Mughal period.

Sufiana Mausiqui-the classical music of Kashmir:

Sufiana Mausiqui was formed during the medieval period when Islam and Sufism
arrived at Kashmir, and thismusical formisinfluenced by Iranian & Central Asian music. It
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is known as the classical music of Kashmir. This musical genre has an important part of
Kashmiri society and culture. Sufiana Mausiqui is referred to as Sufiana Kalaam by some
people and it is incorrect. Sufiana Kalaam means texts of Sufi poetry where as Sufiana
Mausiqui isatypeof spiritual music. It ispracticed by professional musicians of four Sufiana
Gharanas of Kashmir. Sufiana Mausiqui is also known as Saazandar Gyawun. It is vocal
ensemble music-five to twelve musicians sing together to the accompaniment of Santoor,
Sehtar, Saz-e-Kashmir and Wasul. Sufiana Mausiqui is similar to the Classical music of
India as both follow the time theory system for performing. But instead of Raga, Persian
Magams are sung in Sufiana Mausiqui. The text of the songs are Sufi poems which are
generally in Persian and Kashmiri by poets such as Maulana Rumi, Hafiz Shirazi, Omar
Khayyam, Allammalqgbal and Memood Ghami. Earlier there wasadanceform called Hafiza
Nagmawhich was part of SufianaMausiqui. In thisafemale dancer expresses the meaning
of apoem through elaborate hand gestures, which isin style similar to the Mudras of Indian
classical dance Kathak.

Sufiana Mausiqui starts with Shakal which is similar to Raga Alaap or
Chalan (prelude) in Hindustani Classical music. It shows the identity of a Magam. It is
played on instruments, generally on Santoor by the leader of the ensemble. And then we
start Magam which is having two parts. The first line of the first part is called Zamin, and
the second lineis Nimwoj. These two lines are repeated again and again asrefrain whichis
called Baazghasht. Second part of the Magam iscalled Bathe (Antara). SufianaMausiqui is
also sung in slow tempo called Nimdor (Vilambit). Nimdor is sung in various talas like
Mukhamas similar to 32 matra tala. After this the composition is sung in fast tempo in
various talas like chapandas, doyeka, etc. In this musical form Tarana is also sung, it is
called asTilanain Sufianamausiqui. Earlier it was popular in local public spheresand later
it was popul arized throughout Kashmir by the media- Radio Kashmir Srinagar.

History of Sufiana Gharanas of Kashmir:

In Kashmiri SufianaMausiqui thereis Gharanasystem asin the Hindustani Classical
Music tradition. As per the accounts of Cultural Historians, this musical form has been in
practice in Kashmir since the medieval period. Since its inception, Sufiana Mausiqui
blossomed in the courts of kings and sultans belonging to different dynasties. During the
time of Sultan Zain-ul-Abidin (1420-70) there were many Sufiana musicians belonging to
Iran and performing in hiscourt. Itisbelieved that gradually thisart form cameto be practiced
by many Kashmiri families specializing in Sufiana Mausiqui. After that Haider Shah, Son
of Zain-ul-Abidin cameinto power. Scholarsbelieve that he was generous and cultured, and
apatron of art and learning. He was a poet himself and wrote abook of songsin Persian. He
was fond of the society of Mulla Daud, a great musician whose pupil KhwajaAbdul Qadir
taught the Sultan how to play the flute. He acquired such proficiency init that, according to
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Srivara, he also learned to play well on other instruments from persons who were attached
to his court. After the death his son, Hassan Shah the great lover of art, ruled Kashmir. He
was not only agreat patron of music, but was himself well versed init. He possessed a sweet
voice and sang Persian, Kashmiri, and Sanskrit songs. His court was adorned with skilful
musicians some of whom had come from far off places, attracted by the Sultan’s love for
music. In total, there were about 1,200 musiciansin his court. Hassan Shah was succeeded
by the Chak dynasty and they were not only music lovers but also contributors towards the
promotion of thisart. In Chak dynasty there was aprominent king named Yousuf Shah Chak
who was known to be an accomplished musician himself. There are many historians who
mentioned that Yousuf Shah Chak wasthe inventor of Magam Raast-e-Kashmir. During his
reign, as historians note, Sufiana music flourished in every corner of Kashmir and the
musicians were earning money and respect alike?.

It has been unanimously noted by some Sufiana musicians that during the Mughal
period in Kashmir the concept of Gharana system was introduced in Sufiana Mausiqui.
However there is not any written proof to bear testimony to this fact. Meanwhile, during
Afghan rule in and around 1753 A. D. Sufiana Mausiqui reached its nadir asit lost state
patronage due to the more conservative outlook of the then rulers and began on the verge of
decline However, it was protected by Sufi saints and some culturally inclined elite families.
In 1846 Kashmir valley came under the Dograruler. It was the time when SufianaMausiqui
was able to carve a distinct niche in the court of Mahargja Pratap Singh. During this time
many gharanas of Sufiana Mausiqui came into existence.

Apart from this, there were the Sufi preachers namely Qadiri Parampara who were
promoting Sufiana Mausiqui and led to the emergence of many Sufiana musicians. If we
talk about the gharanasin Kashmiri SufianaMausiqui before 18" century there was not any
systematic development of the gharanas. Musicians were associated with various princely
courts and Sufi shrines as a precursor to the gharana system that, historically speaking,
came into existence around late 18" century.

According to some Sufiana musicians and musicologists, it was the Ustad Ramzan
Joo who initiated the gharana for the first time in Kashmiri Sufiana Mausiqui. In the late
18" century he began his own gharana after his name Ramzan Joo Gharanawhichiscalled
Gwalior gharana of Kashmir. Many prominent musicians from other gharanas trace their
ancestry tothisgharana. Interview with Ustad Shabir Ahmad Saaznawaz the present Khalifa
of Ramzan Joo Gharana says that there were some gharanas with their ancestors migrating
from Iran aswell accomplished Sufianamusicians. Presently, they are not in touch with this
music system because they are not interested and have given business an edge over the
passion for music. He also says that the lesser popularity of Sufiana Mausiqui account for
the decline of the gharanas. However, the history of the gharanas in Kashmiri Sufiana
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Gharanais quite intriguing and must be engaged with to understand the nature of Kashmiri
music in general.

Earlier there were a number of Sufiana Gharanas throughout the Kashmir valley.
Nowadays this tradition is alive only in three districts of Kashmir region which include
Srinagar, Budgam and Anantnag. Even some 50 yearsago, there were many peculiar Sufiana
musicians belonging to other districts of Kashmir, Baramulla, Kupwara, Shopian, and
Pulwama etc. But unfortunately in these districts thistradition is extinct at present.

Although Sufianamusic of Kashmir was mainly practiced by Muslim musicians, in
the past, when Sufiana music was on its peak, there were some Kashmiri Pandit families
who were pioneersin this art form. For example, one of the familiar gharanas of Sufiana
Mausiqui was in North Kashmir Sopore which was represented by Pandit Shankar Pandit.
Pandit Shankar Pandit was an exponent of SufianaMausiqui as well as Santoor and Sehtar
maestro. His son Pandit Samsar Chand Sopori was also great master of Santoor and Wasul-
apercussion instrument. Along with them, their descendant, renowned Santoor maestro Pt.
Bhajan Sopori also hasavast knowledge of SufianaMausiqui. Heisthe grandson of Pandit
Samsar Chand Sopori. The other eminent Sufiana artist among the Kashmiri Pandits was
Pandit KheraKak Munshi. He was one of the leading Sufianamusicians of Kashmir. Pandit
Khera Kak Munshi was well known for organizing Sufiana Mehfils at his home regularly.

At present, there are only four Gharanas of Sufiana Mausiqui existing in Kashmir.
Among these four, Ramzan Joo Gharana, like the Gwalior Gharana of Hindustani Music, is
one of the oldest and main Sufiana gharana as a progenitor. Many musicians from other
gharanas trace their ancestry to this gharana. The other three existing gharanas of Kashmir
are Qaleenbafat Gharana, Kamal Bhat Gharana and Setari Gharana.

Contemporary Gharanas of Sufiana Mausiqui:

In Sufiana Mausiqui of Kashmir there is also Gharana system. The Gharanas are
Ramzan Joo, Kamal Bhat, Qaleenbaft, and Sitari. Earlier, in every district there was one
Gharana or the other®. Currently it is surviving only in three districts of Kashmir region.
They are Srinagar, Budgam and Anantnag-Bijbhera. Every Gharana has its own specialty
and has contributed alot to the music of Kashmir. Because of the Gharanas, SufianaMausiqui
isstill alive. Ramzan Joo Gharanais called Gwalior Gharana of Kashmir; being one of the
oldest surviving Gharanas of Sufiana Mausiqui. There are prominent musicians related to
this Gharana. Ustad Shabir Ahmad Saznawaz, the son of Padma Shri awardee Ustad Ghulam
Mohammad Saznawaz, saysthat hisancestors had come from Iran. The founder of Ramzan
Joo Gharana is Ustad Mohammad Ramzan Joo. From this Gharana came into being
Qaleenbaft Gharana by Ustad Ghulam Mohammad Qaleenbaft.
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Ramzan Joo Gharana:

This is widely accepted that it is one of the oldest and main Sufiana Gharana of
Kashmir. It originated from reputed artists Ustad Sultan Joo and his son Ustad Hadi Joo.
Their descendents got patronage from Shah Mir Dynasty of Iran. The gharanais known by
the name of itsleading musician, Ustad Ramzan Joo who wasbornin1881 and died in1971.
Thelast famous music practioner of thisgharanawas Ustad Ghulam M ohammad Saaznawaz
who passed away recently in February 2014. At present, Shabir Ahmad Saaznawaz, son of
the late Ustad Ghulam Mohammad Saaznawaz acts as the Khalifa of this gharana

Kamal Bhat Ghar ana:

The Kamal Bhat Gharana is one of the most prominent gharanas of the Budgam
district of Kashmir. Ustad Kamal Bhat wasthefounder of Kamal Bhat Gharana. Thisgharana
demonstrates a synthesis of two differing performance styles - the Sufiana and the Bhand
Pather style which is a folk theatre form from Kashmir. Theatre activity was primarily
associated with social-religious ceremonies before the establishment of the Muslim Sultanate
in Kashmir which is evident from the archaeol ogical and literary theatre performances seen
infestivalsand during the birth celebrations of Lord Buddha, Lord Krishnaand other deities.

Qaleebafat Gharana:

Qaleenbaft is one of the most prominent gharanas of the Budgam district and is
named after the most renowned musician of the gharana, Ustad Ghulam Mohammad Bhat
Qaleenbaft. It is an offshoot gharana of the Ramzan Joo Gharana as the founder of this
Gharana, Ustad Qaleenbaft, had initially learnt the basics of Sufiana Mausiqi from Ustad
Sultan Joo and Ustad Siddiq Joo, the brother of Ustad Ramzan Joo. Besidesthis, he had also
learnt the Tabla from Ustad Ramzan Joo. However he had learnt most of the art of Sufiana
Mausigi mainly from Mohammad Khaleel, who was al so known as K halla Sahib Anderwari,
who in turn had learnt the SufianaMausiqi from Ustad A bdullah Shah who also belonged to
Ramzan Joo Gharana.

Setari Gharana:

Setari Gharanaisthe only surviving gharana of South Kashmir and thisgharanais
well known for Sehtar players. The most distinguished musician of this gharana was Ustad
Abdul Khaliq Shah Setari. It is generally believed that Ustad Abdul Khalig Shah was so
skilled in playing the Sehtar that he earned the name Setari, the name by which hisfamily is
still recognized. ThisGharanais presently represented by Ustad M ohammad Abdullah Shah
Setari. While interviewing him at his home, | found that not only his family but the entire
community in his locality uses the surname *Setari’ and the entire Mohalla is known as
Setari Mohalla.
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Decline of Sufiana Mausiqui and Its Gharanas:

The musical tradition in Kashmir is declining day by day. According to the present
scholar, there are many reasonsresponsiblefor this. Inthelast 30 years, the Kashmir conflict
remained very counter-productive affecting culture and chocking musicality-aslong months
of lockdowns shut avenues for the growth of culture and the arts. Music is not taught in
universities, colleges and schools due to which Kashmir music is suffering. Also the people
of Kashmir do not seem to take interest in learning this art because they cannot foresee any
promising future with it. Kashmiri musicians are economically poor and facing problems.
Again some musiciansthemselves are responsible for the decline of music: there were some
Ustads earlier who hid this art from common people in the fear of losing this to them.
Another major reason for the decline of appreciation for Kashmir music is globalization
and, as aresult, the influence of popular music especialy rock and pop music.

Pt. Sopori, eminent Santoor maestro and music composer, states that the musical
concerts are not organized by government or any private organization, which is one of the
reasons of declining the music tradition in Kashmir. According to him, the decline of music
isdueto theloss of patronage and low economic incentive. Another reason is people do not
want to taketherisk by letting their children learn an art form that doesn’t provide economic
security. Pt. Sopori also claimsthat the Kashmir conflict isthe biggest examplefor declining
Kashmiris cultural identity, let alone music.

Dr. UshaBhagati, aretired music professor, saysthat the Sufianamusic isdeclining
due to globalization. She says further that there was a time when Sufianamusic was played
in al the functions and festivals, but now unfortunately pop and rock music is played in
celebrations, which is a biggest loss to Kashmir music. Kashmiri musical instruments are
suffering the domination of western musical instruments. Bhagati suggests that the
government of Jammu & Kashmir has to take initiative in including music as a subject in
educational institutions.

Dr. Shabir Ahmad Mir, an assistant professor in music at Sumbal College mentions
that the music of Kashmir isdeclining badly day by day dueto theimpact of western culture.
He opines that there are very talented students who are interested to learn this art form but
there is shortage of Gurus (Ustad), due to which music of Kashmir is near extinction. One
more major reason isthat people are criticizing the musicians without any rhyme or reason.

Thus, once a huge cultural capital, the music of Kashmir is at its dusk with the dark night
approaching slowly and surely.

CONCLUSION

In the state of conclusion Sufiana Mausiqui was formed during the medieval period
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when Islam and Sufism arrived at Kashmir, and this musical form isinfluenced by Iranian
& Central Asian music. It is known as the classical music of Kashmir. The gharana system
in SufianaMausiqui wasformed in thelate 18" century. From the concluded study it isclear
that due to the decline of Sufiana Mausiqui and its gharanas over the last fifty years, many
gharanas are lost and at present only about three gharanas are there. The Setari gharana of
south Kashmir is almost over. Precisely we can say that the Sufiana Mausiqui of Kashmir
without gharanas is a body without soul and sprit.
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ABSTRACT

Human civilization post Vedic period had been a witness to the gender inequality in all

prevailing art forms and this phenomenais till rife for reasons best known to the society.
However, the fabric of the societal framework could not stop the female cognoscenti from
unfurling their intellectual prowess and the history witnessed afew gifted women composers
like Karaikkal Ammaiyar, Avvaiyar, Aandaal, Meera, Akka Mahadevi etc. The 20" century
gave a companionable milieu to the new age composers and a place in the sampradaya for
their works. The Carnatic music field then was enriched with the works of illustrious
composerslike Ambujam Krishna, Ananthlakshmi Sadagopan, NeelaRamamurthy, Kalyani

Varadargjan and D. Pattammal primarily contributing to the vastness of Tamizh compositions.
A principal vaggeyakara, D. Pattammal’ sworksformed to be alandmark in terms of adding
to the cenote of kritisin unsung and unheard ragas, creation of novel pedagogy, developing
asynergy between classical music and Bharathiya sanskaras and invigorating the practitioners

mindsto make them tread a profound kal pana sangeeta ,through her remarkable compositions
and thus, the works stand to be noteworthy.

KEYWORDS

Vaggeyakara, Tamizh kritis, Notation, Raga, Pedagogy

A brief about D. Pattammal
"|saiyai isaippathan moolam, isaivahaisanal adaiyalam"
-D. Pattammal
Meaning: the abode of the Almighty can be easily attained through music.

D. Pattammal, avaggeyakara (composer), amusician and amusicologist was a20th
century composer, born in Lalgudi and brought upin Tanjore. She had her early tutelagein
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Carnatic music from her mother, Smt.Varalambal Ramarattinam and later from Smt. Sethu
Bai, adisciple of Tiger Varadachariar, VeenaVidwan Sri Varadhaiyya, Pozhakudi Sri. PV.
Ganesa lyer, Sri Kalakkad Ramanarayana lyer and Smt.D.K. Pattammal. She had won
many prizes and awards and accolades. Shewasagraded artist in AIR for over thirty years
before shetook to composing. Shewaswell versed in the knowledge of both lakshanaand
|akshaya aspects of the sangeetam. She received Kalaimamani award from the Government
of Tamil Nadu intheyear 1994 for her excellencein thefield of art. She had composed over
650 songs in her lifetime many of which were published under different titles. Her
compositions include Arul Keerthanangal, MadhavaGeetham, Sri Harisaram, Kumara
Sambhavam, 63 Nayanmars, Isai Thuvakka Padalgal, JanyaRagaKritimalaand MelaRaga
Kritimala. These musical compositions encompass inspirations drawn from some of the
great Hindu Scriptures, literary works of great poets of the past and also of great composers
of Carnatic music, which make D.Pattamal to be one among the luminous composers of her
time.

Uttamottama Vaggeyakara
Sarangadevain hislakshanagrantha'SangeetaRatnakara says,

"Vangmaturuchyategeyam dhaturityabhidhiyate Vachamgeyam
chakurute yah savaggeyakarakah™!

Meaning - He who creates dhatu (song) and matu (speech) is a vaggeyakara.
Sarangadeva also categorises vaggeyakaras into uttama (superior), madhyama (mediocre)
and adhama (inferior) based on the proficiency of the dhatukaras and matukaras and also
gives more than twenty prerequisitesto be avaggeyakara. To name afew: a. knowledge of
shabda, b. knowledge of the science of rasaand bhava, c. complete consciousness of music,
d. the strength of originality in composition, e. the knowledge of the art and science of the
language, f. cognizance of the time, place, situation aspect etc.

Theterm 'vaggeyakara isacompound noun signifying 'vak' meaning shabda shuddhi
and 'geyam' meaning nadashuddhi. To be called as avaggeyakara one should be an uttama
dhatukaraand uttamamatukara. However, the divisionslike uttama, madhyamaand adhama
can be accorded inisolation to dhatukaras and matukaras for their specific domain of work.
Wefind similar definitions of theterm 'vaggeyakara in the lakshanagrantha,'Ragatarangini’
too, written by Lochanakavi. The Carnatic music sampradaya is indubitably the most
sophisticated art form in the world, the factors being complex systems of raga and tala,
scientific pedagogy and the vastnessin literature. D. Pattammal, amusician herself, emerged
as an uttamavaggeyakara on all accounts. Her works stand tall as a testament which shall
be discussed in the following sections.
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Musical compositions absor bed in technicalities and aesthetics
Isal Thuvakka Padalgal:

Her work titled 'Karnataka I sai Thuvakka Padalgal' aims at understanding the need
for the reach of Carnatic music among the young. Isal Thuvakka Padalgal isa Tamizhtitle
which meanssongsfor thebeginners. Thiswork comprisesof kritiswovenin comprehensible
Tamizh, that can be nimbly learnt and grasped by the students and thereby foster interest
and motivation in the minds of the young towards classical music, which is still not so
popular among on abroader perspective. Thework holds compositionson primedeitiesand
also moralities and values, for children to get wider ethical learning and knowledge about
the prevailing deities and a so the boons and blessingsthey bestow on us. The most creative
composition of thiswork arethe 'Navagraha K eertanaigal': aset of ninekritis, all composed
in 21st Melakartha Keeravani, set to the talas of the 35 tala scheme. The 35 talas are the
products of panchajati bhedas namely Chatusra, Tisra, Khanda, Misra and Sankeerna on
thelagu applied to the seven principal talascalled the Suladi SapthaTalas®. The swaramssa,
r, ga, ma, pa, da, ni, sa, andri, in the arohanakrama, individually form the graham swara of
therespective grahasin order, the Sun, Moon, Mars, Mercury, Jupiter, Venus, Saturn, Uranus
and Neptune. Init that, the pallavi (thefirst angaor division in the musical compostion ) of
each kriti startswith the respective graha swaraassigned to the grahas. Also, the dhatu of all
the ninekritis has been structured in arohana- avarohanakramaso asto givethelearnersthe
experience of practicing alankaarain each talain raga Keeravani while learning a defined
musical composition too.

To support, cited below isthe pallavi of the first kriti of the Navagraha keertanaigal .
Nyayiru

Kriti: 'Simharasikkadipati’ Tala: TisraEka
Pdlavi: sargam|mpmg ri | sarrmg| ;|
Simras | kadi patiya| dityanai tu| di; ;|

rgm pad | dnsn dp |[grmg pm|dp m g ri]
sirandaye zhu | puravitte ril |cha ya yuda n|bavani va rum|(simha)
where 'sa is the graham swaram.
These kritis also document the mythological sayings, instances from the epics and
traditional practices referring to the Grahas in order to give to the younger generation
knowledge about the past and culture. For example: Story from the Mahabharata, that says

Suryahad bestowed Kunti with His son, Karna, is presented in the kriti composed in praise
of the Surya Grahai.e. The Sun God. The uniqueness of the kritismuch liesin the structural
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approach adopted to frame the compositions the way they are presented to be: a) The
chronology of the kritis corresponds to the sequence of the days in a week starting from
Sunday to Saturday and the other two Grahas namely Rahu and K etu composed separately,
b) Thedetailingin sahitya( lyrics) issuch that the young learner comesto know the presiding
deity of each day in aweek ( Grahas are worshipped as Demi Gods in the Hindu culture).
The nuance that made this plausible was by using the same synonym of the Grahasthat are
used colloquially in Tamizh as the title of the kritis. These synonyms are used to refer the
days in a week too in Tamizh. 'Nyayiru' refers Sun,'Tinga' refers Moon, 'Sevvai' refers
Mars- '‘Budan' refers Mercury, 'Vyazhan' refers Jupiter, 'Velli' refers Venus and 'Sani' refers
Saturn which correspond to Sunday, Monday, Tuesday, Wednesday, Thursday, Friday and
Saturday respectively, c) The chronology of the ‘Navagraha keerthanaigal' has also been
mapped with the consecutive ascent in the talatime cycle starting from the least count of 3
toamaximum of 11. Thekritishave been set to TisraEkam, Chatusra Ekam, TisraRupakam,
Tisra Jnampai, Tisra Triputa, Tisra Matya, Sankeerna Ekam, Tisra Ata and Tisra Dhruva
respectively. Thecompositionsare setin simpletisraand chatusram to engage the learners
into a qualified learning process where the simple mathematical concepts of Tala are
simultaneously applied.

Now, given the foundational stage of learning, yet she, consciously introducing
many old traditional ragaslike Keeravani, Punnagavarali, Huseni, ShuddhaDhanyasi, Saranga
etc that are seldom taught to students at this tender stage, had a larger perspective. Her
pristine confidence and conviction that radiated through thiswork, in which basal framework
of swara permutations and combinations and patterns are used with lucid Tamizh forming
the sahitya, showsthe Music system, anew pathway to teach the learners not just the model
lessons entailing Saralivarisais and Jantaivarisais in raga Mayamalavagowla but forms of
compositions like kritis in various ragas, to make the learner au fait with the vastness of
Carnatic Music and to educe the curiosity and wonderment for the art form in students. In
this work, one of her compositions (focusing on moral education for the children laying
emphasis on good values and mannersto be practised), 'Anbudane pesi' in Raga Saranga,
ajanyaof 65th Mela, set to Adi talais quoted :

Arohanam: srgmpdns
Avarohana sndpmrgmrs

Pallavi:  sa rsa sa papa; |; mpagmalpa;;|
Anbudanpe s | ;ana vara|yum||
mpadnssndapa |;p pmrgm|ri; s ||
a.nandam.daya |[;sei. .di.dulva . || (anbudan)*
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Thiswhen compared to the pallavi of kriti ' Ehi Trijagadeesha in raga Saranga, set to Triputa
tala composed by Saint Tyagarja

Pallavi; cisa|risa—nisa|pa,dmpam|pdns—FFén|
Elhi. tri. | ja. 1 R I | P |
insa:l;;-;dnl| sar déda|pmpad-pmr ||

Sha. .:|;::sham| bho . . .Jmam. . . . .|

Cra ma i 3a , 1

E. B

givesapellucid difference between the construction of the dhatu framework in both
the kritis and hence comes as, the former to be designed specifically for beginners and the
latter for practitioners. A formative pedagogy, |earning essentials and subtle introduction to
the basics that form the backbone of sangeetam are seen in all the kritis of thiswork. They
find significance in the art of teaching music and are also a prompt to the gurus to not to
overlook the aspect of learners psychology.

Having extolled her creative intelligence behind composing specific kind of kritis,
anirrefutablefact that comesto theforeisthat, notations are indispensabletools used in the
process of lesson transactions to communicate music in its desired form. Vidya Shankar
says, "Notation should be basically smple. It should not be loaded with complexitiesmaking
it clumsy and cumbersome. It should be scientifically reasonable and reachabl e to students
aswell astheteachers'®. Upon analyzing the work of D. Pattamal, Padmabhushan awardee
Late Shri S. Balachander, an unparalleled Veena vidwan had commented and it is quoted,
"Some books lead to what is termed as " confusion confounded". | believe and promote the
correct style of notation as found in her work™".

D. Pattamal's unconvoluted style of notation answers the easy accessibility of the
composition to thelearnersin the foundational stage and aswell asto the skilful practitioners.
Above all it gives space for bedecking the composition with artistic ingenuity. She has
mentioned in the Foreword of one of her works, titled 'MelaRagaKriti Mala in detail about
her concept of notation. An excerpt says' In this format of notation, for Oru (one) Kalal
kritis , one beat has four swaras and for Rendu(two) kalai kritis, one beat has two swaras
and in many booksthis style of notation is not commonly seen’.” Kalai or Kalaisone of the
Tala Dasa Pranas that represents the repetition of a beat in any Tala which yields to a
proportionate change in the units of Aksharasin the Tala.® Further, to denote the Madhyama
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kala the swaras have been underlined so as to help the learner maintain the nuances of the
KaaPramana.

Thisformat of notating kritis can be seen her compositionsin Janyaragasand Mela
ragas.
Janya Raga Kriti Maa:

This work houses over 80 kritis composed in many different Janya ragas, that the
vaggeyakara categorises into three factions: i. Popular ragas , ii. rare ragas, iii. ragas in
which no musical composition has been made. D. Pattammal hasto her credit to be the first
vaggeyakara to compose a Tamizh kriti in Panchama Varja Dvimadhyama ragas namely
ShankaralL dlit, Maya- lalit and Suryalalit. They are ragaswith two madhyama swaras namely
Pratimadhyama and Shudha Madhyama, without panchamain its Arohana and Avarohana.
Some of these are seen to be in practice in the Indian classical music of the north i.e.
Hindustani Music, yet not in much vogue in the Carnatic sangeetham.

Theillustrious musician of histime, Late Shri Tanjore S. Kalyaraman in hisforeword
written for one of Pattammal's works reads, " Composing in Panchama varja dvimadhyama
ragaisnot an easy task".° A ragain general, communicatesitself to uswith itsmain functional
component, the raga vyakarana, the grammar, which includesits scale with defined swaras,
the identity of the family to which it belongsto and the predominant rasathat it exudes. As
it isknown, the main property of aragaisits"ranjakatvam".

Matanga Muni in his treatise, Brihaddes explains,

"yosaudhwanivisheshastu swaravarnavibhushitah ranjakojanachittanam sa
ragahkathaubudhaihi".

Thismeansaragahasthe power to influence the mind and evoke a particul ar kind of
emotion.’ It isimportant to know that a vaggeyakara exercises in this domain to elicit the
much needed bhava from the one who learns, sings and listens to his’her composition.
Pallavi and anupallavi of the her kriti 'Vendum pozhudu' in RagaMayalL ait, aJanyaof 15th
Mela, set to Adi Talais elucidated for understanding theraga asit is.

Arohana: srgmmdns

Avarohana: s nd 1 m g r s here, M denotes prati madhyama)

Pallavi:  ga: ri sa sa ni sa | gamamama| Ma, mma ;|
Ven dum po zhu duin gzu| nee. va ra | ven, .dum)
madadwida;;ni sal ni;dada|modmmmma |

Ve odanal, . g tannal tirta; . orull puonon odi L oda || vendum)
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Anupallavi: mie dama danisa sasa |5 i g mia | mia, g Mo i)
Wen . odum va ra ma nai ttum| ;vire, m bival it L . 6 da |
ma; gar:sni 7 so ni;nsndda |dm ma ma mal
Ve lane:ninai.vandri | we;re wa. |r. . umillai| (vendum)"

The sahityatrandlates into a Bhakta prostrating before his Lord to bestow upon him
His grace. While the 'Why' of the specificity of a particular matu with the dhatu is
communicated stage by stagethrough the very infrastructure of thekriti, thelearner gradually
gathers the karunya or the karuna rasa that naturally flows from the raga and is able to
identify with the bhava or the mood the composer envisages. The vaggeyakara has given a
limpid insight into the margaor the flow of the ragawith the grammar of arohanaavarohana
prayogas of the dvimadhyamas: shuddha and prati. When the notation is analysed and
assessed, thelearner is ableto appreciate the significance of the vilambagati of the kriti and
the obvious consequent raga rasa perceived by the human mind emanating from it. If one
understands araga to be a psycho material entity then rasa stands to be its emotionality or
emotional quotient. Just asin any literary work, language giveslife to athought or anidea,
inamusical composition the sahityajustifies and embellishes the emotionality of the raga,
i.eragarasa. Bharata in his treatise 'Natyashastra gives an account of eight rasas such as
Sringara, Hasya, Karuna, Raudra, Veera, Bhayanaka, Adbhuta etc, states,

" Sringarahasyakarunaraudraveerabhayanakah bibhatsadbhuta sangyau chaityashtau
natyo rasah smrimtah”.*2

Many lakshanagranthakaras who came in succession to Bharata have accounted for
few morerasastoo. However, the vivid human mind is habile to mark avoyage of immersing
into the sphere of bhava and rasa rising beyond the textual and traditional indices of the
same.

Simple prayogas in the mentioned kriti like [i7az da ma dani sa| sari gamamaga
| mama gari sal magari saniri salare transparently relatable to the arohana- avarohana
karma. The virama , karvai or the pause given following the prati madhyama usages, for
example: ma,, ma| ma, dani sa| da ma,, mama| etc with other swaras denote theimportance
of emphasis on prati madhyama, how concordance and discordance between two swaras
function, that the madhyama can aswell betreated as a nyasa swara can be seen in how she
has structured specific words with such swaras, for example: in thefirst line of the pallavi,
in the uttarangam or the second half , the words are 'Nee varavendum' which means You
haveto come. Thesewordsreflect awish arousing from aprayer. This has been synchronized
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with the prati madhyama and shuddha madhyama:
ma ma| Ma; ma ma |
Vara Ven . Dum |.

In the anupallavi, the second half containswords say 'Verevarumillai' which means
none but You. The structure of these words in the notationis:

rit, n da da| dmamamal

Ve . re va|rum .ill ai|

The tara sthayi nishada ((ni) ?) descending to prati madhyama well establishes the
expression of unwavering belief of the Bhakta in his Lord with much needed emphasis
given by the octave chosen too. A similar expression of meaningful ascents and descentsin
the framework of swara-sahityato engender the desired rasa and bhava can be observed in
the kriti 'Brihaspate Tarapate' in raga Atana set to Triputatala, one of the Navagrahakritis
composed by Muthuswami Deekshitar: the pallavi of the kriti reads as:

Fisas n F§s nvs |[dadnpan n|
Brihaspa. . te.. |, ta . ra .
papmpdns||

. pa. te. .. |"

Herein the importance of the usage of swaramsin tara sthayi can be acknowledged
by the learner while he/ she understands the conceptualization of Brihaspati, the Devaguru
asheisreferred to in the scriptures. Thetara sthayi coveysthe picturisation of varied facets
of Devaguru such as the wisdom, righteousness, strength and prosperity to the human mind
whilelistening to the kriti. Many such anal ogies can betraced in variouskritis of the Trinity
and our comprehension of any new raga can be propelled to a near right direction with
constructive interpretation. Such observations collectively help alearner form the basics of
the raga lakshanafor the same.

It is learnt from the vaggeyakara's work that she has also formed new ragas viz.
Sukhapriya, ajanya of 52nd Melakartha Ramapriya, the piéce de résistance of the ragais
that it only takes four swaras. The arohana and avarohanaare asfollows: sgmds|sdmg
gl|. She has composed a kriti named 'Sadasivanai sadaninaindal' in Rupaka tala. The
intellectuality of the vaggeyakaraisexhibited thusin chosing atalawith thelowest minimum
time cycle balancing it with the crispness of sahityaand the dexterity of the raga being kept
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alive. An excerpt from the kriti is quoted:

Anupallavi: sa da;magamal da; sa;:;|
U da ; ra gunal shee;la; &

dasuse goga go || sg mgme gosa

u mai ma ghu zhndi dum|| ee. . . swa . ran ;|

da s sn s ga sa || da ;s da; ma |
u la gam u .yvalaa; la ka ;la||
A T ma 2a ga sa|| ga; ma da ma da |

vidattaiun . da .|/ necla kan.tan || { sada)"

Another Raga Sukhapavani was formed by her, framing the 41st Melakarta Pavani
into vakra (not in proper order) swara pattern. The arohanaand avarohanaflowsas: srspm
pdssnsdpmrgr s| She has composed akriti named 'Unakkendan meedu’ in Adi tala.

She has aso penned the Jeeva Charitram or the life history of the Trinity: Saint
Tyagaraja, Muthuswami Deekshitar and Syama Shastri in the form of Ragamalika
compositions entailing traditional ragas like Shankarabharanam, Anandabhyravi, Sahana,
Dhanyasi, Vasanta, Saveri, Mukhari, Suruti, Shanmukhapriya, Mohanam, Revagupti,
Bageshri, Mayamalavagowla, Hindolam, Karnataka Devagandhari, Kanada, Purvikalyani
to rare and unheard ragas|like Neela, Adbhuta,Vara, Takaetc. The compositionsaretitled as
'Sri TyagargjaNavaragaMalika, 'Sri Muthuswami Ashtaragamalika and 'Sri Syamakrishna
Krama Audava Saptaragamalika which form a milestone work to have been done in the
field of Carnatic music. The composition on Syama Shastri'slife history necessitatesamention
asit deliversthe living embodiment of intellectual mastery in aVaggeyakara, D. Pattammal
is. The composition has been composed in seven rarely heard krama Audava ragas (the
ragas that take five notes in Arohana and Avarohana in proper order ) al taking the same
structure of arohana- avarohanaviz.sgmdns|sndmgs| but belonging to different
parent ragas. The ragas are: Adbhuta, janya of Natabhyravi, Neela, janya of Harikamboji,
Sunadavinodini, janya of Mechakalyani, Karava, janya of Mayamalavagowla, Vara, janya
of Kharaharapriya, Taka, janyaof Dheerashankarabharanaand Kadara, janyaof Keeravani.
The composition comes as an able guide to minutely learn the flow of the ragas asfor each
raga a Chittai Swaram (an anga of a musical composition that consists of swara patterns
alone) has been included in the composition structure.
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Itisinternalised so, that amusical compositioninitsentirety aids alearner and the
rasika to explore the dimensions of a raga rasa and experience the ambrosial bliss. In the
vaggeyakara's own words, "Any raga sung repeatedly will be easy to handle in due course.
Further kritis sung in akaaram paves way for better understanding of the raga lakshana and
bhava'.

Mela RagaKriti Mala:

D.Pattammal has composed kritisin all the 72 Melakartha scales. A similar pattern
of work known had been done earlier only by Kotteswaralyer who composed Tamizh kritis
in praise of Lord Muruga and titled the work as 'Kandaganamudam'. Pattammal's
compositions are in praise of different deities in Tamizh. Her kritisin thiswork come with
in-depth acknowledgement of sangeetha sampradaya as its core. The usage of prosodic
beauties of language incorporating the prasa, the complex tala for example: The Kiriti
"Mayilmeedu" in Raga Shanmukhapriya, a 56thmela belonging to 10th chakra -Disi, the
mnemonic name Disi-Sri, has been set to Panchanadal Adi talam having Chatusra, Khanda,
Tisra, Mishraand sankeernanadai ( Panchameans5 and Nadal isaterm that refersto micro
-beatsin any Talacycle) isakey mention from her work. With this, an observed property in
her kritisin JanyaragaKriti Malaand MelaRagaKriti Malaof ascholarly ratio also manifest
the traits and peculiarities found in compositions of the Trinity and also adaptations from
the predecessors of the vaggeyakara clan.

The works that possess compositionsin all the 72 Melakartha scale allow alearner
and apractitioner to exploreragaswith Vivadi swaras( that which sung with adjacent swara
produce discordant effect) with much adroitness as he or she would while attempting ragas
with Vadi and samvadi swaras, since the constitution of any form of amusical composition,
whether kriti or varnam, would provide one with theidentity of theragaasit uncoversto be.

Literary works of Greats weaved into amusical construct

Her works have stretched across the length and breadth of creativity in the art form
andinrestoring our celebrated cultureinto musical textswith compositionsentailing Bhakthi
and spiritualismto technicalitiesin abundance drenched in aesthetics. The Madhava Geetham
accounts to the Tamizh tranglation of the Gita Govindathat she structured it in the form of
adancedrama. Thiswork comprised of the complete constitution of Jayadevasinterpretation
of the Shringara rasa as flown in the verses of his work. D. Pattammal possessed an
unsurpassed knowledgein language, literary worksand puranas and hence was ableto restore
the bhavaand a so the peculiarities of the GitaGovindain her translated work. D. Pattammal
had crafted the history of 63 Nayanmars (the worshippers of Lord Shiva) into songs that
contain the nuances and factual occurrences of the life history of the Nayanmars. This
attempt has brought the Periya Puranam of Sekkizhar to lifeamong themusicians. Her two
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other works are the Kumara Sambhavam (one of the gems of Sanskrit literature written by
the great poet Kalidasa) which compilesthe poemsinto songs encapsul ating the completeness
of the original work and the Sri Harisaram that contains the complete episodes of Sri
Bhagavatham, in the form of songs in intelligible Tamizh so as to make it feasible for the
young children to understand and access the greatness of the Bhagavatham and also to be
abletolearn the morals and values hence. Another set of compositions springing in bhakthi
isthe Arul Keerthanaigal that has been composed in praise of Ramakrishna Paramahamsa,
Sarada Devi, and Swami Vivekanandafor the section of their Tamizh bhaktasto congregate
and sing in praise.

These works not alone register avaggeyakara's conscientiousness but also the sense
of responsibility as an artist to spread the art form across all the cross sections looking
beyond the even the intangible contours.

CONCLUSION:

Kaamamani D .Pattammal, a phenomenal Vaggeyakara, whose compositions
provide an intense base for the learners to pave way for the individual intelligence of the
sangeeta abhyasakaras or practitioners and gurus to produce decorative angas or aspects
and also to foment and enkindle the process of creativity towards refinement of their
sangeetham, has also compiled over 5000 ragas with their corresponding arohana and
avarohanain her work Raga Pravaham aong with the collective efforts of her husband Dr.
M.N. Dandapani, a scholar himself. Her contribution as a vaggeyakara, as amusician has
been immensely valued by great music practitioners and as well as her contemporaries and
musicians of today. D.Pattammal is a perspicacious composer whose works effectuate the
scope of research and development in the art of composing and as well as rendering. The
Carnatic music field as awhole is privy to constant paradigm shifts that mark the gradual
and purposeful driftsfrom the old rigid postul ates that existed many years ago, in becoming
more democratic in creating space for new age composers, musicologists and musicians to
accommodate constructive works and contribute to the expanse in the tradition. There were
time periodswhen staunch beliefs of considering the very act of composing profane, prevailed
among the orthodox practitioners of Carnatic sangeetha sampradayaa, astheir belief stated
that there can be no composition above those of the Trinity. No sooner the 19th and 20th
centuries gave birth to many Vaggeyakar's and today, Pattammal's masterly compositions
have gradually impelled many practioners and performers to render her kritis in concerts
that proves to be areservoir of knowledge which will live long in the years to come. The
present generation of musicianswell appreciate the need of evolution inthelearning process
and her works prove the universal fact that says- Nothing but change is permanent, where
the change here, is a proactive verb between the factors like knowledge of practice and
knowledge by practise ,that assures a deeper frame of reference of the sampradaya and yet
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novel in nature. Her works are a treasure trove that are fanning their reach wider steadily
while her contributions have been immense and towering in assisting the studentsand learners
stage by stage, by giving an enlightenment into both pedagogical and andragogical approaches
to learning the art form. Kalaimamani D. Pattammal is incontrovertibly a Vaggeyakara of
eminence in the Carnatic music field.
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(2) T U, WdES S gRT X — ¢ @RI W Jad W Bl FURIRT M D & T
g Ol ARG o1 39 il & faiid fhd gar Sfua 27

IWYFd Ul b IR 39 THR o—
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(i) PHA RTT D G TR WR B WART — PG RT9 U9 TUR TR Jad T
HiAYHTRT [T HEA © ° WRE, YT U4 ARET ATC & IMT 59 F1F BT 9Tl R g4 I8
Al 9qad § f ARAT ofe & I H 990 WR BF 71 8F @ diaoig |l A 0T 39 TR
¥ f5a yeR a2 |

S IT I FHS H 3T 2 5 Al oTe &7 S I R, 7, H#, 8) WRi ¥ g,
SATATERT oIS T AT IAT (T, & 71) TR ¥ Jad TAT $RAT ATS BT M- 0T (X, 7, &, )
TR Y JH TAT g7 ST I S DA RYH TAT DA J9d & FRI—AT HFeT TR
R ¥ gad ©, AP ARYST AT B A0 H R T @ AT
(i) MY 3R WY o1t B AN BT ARG AN By ol H A7 g BT TH 3
R a8 f ® {6 39 I § DFa TR U S TS W) &I TANT BT ®, Siefd 0
AT BT TF—aTe & Ud I & O UeR | FRIiRa fHar 137 2 | SSevrRawy, STHras]
oI T IMT SIHYE Td RAT 1 &1 I fJeraar drel 1 faF & R UeR #§ TR-99
ST B |
(iii)  OTT-BTel ARATHTR IF H g AT TR B YA 1F 7 | O T R4, 3TER
AR, e TRa, SRMEAT 31 | 9@ JIfARad, AT Aferd Ud el @ a1d &N df 399 <l
HeFH] BT YANT BT S 2, WG Q1 &1 M1 H Yg FIH DI gdear 31 I8 8 | Saih
TR TR B I B S0 F @1 T P

YT:BTeAle GBS AT & 3fid drsl IAT &Y A7 G & ded § U, vIaRgs off
9 39 UPR ARAT &l &—

AT AT =Y 37 e ATST T 8, g8 IR dTa] SR 8, UG SHP] T
Y UIT-HI el & | I8 IMT Fa¥ 8 Fol F 10 Fof b AT S & | §9H a8 © b 0T
ATS! SUTHTA H T U 37T & TADT Pl AG BN, Ughd Bl gie | INT ST T
g 4, 7 WR WBOT A dTel UBR, g 10 g0l d GHI H ST fIdT &1 Aed <, Uy
AT | yEIfeTd |IHT Dl A QbR el | AU 2 1 BT | 31 Hi¥el X T & AR oiig
7 ¥ ¥R M arel A B TR I, W 8 FaeR & A1 dcl 98 I1<sT §

Y- BIe I & dw<d H U a9y de9 I8 & b 39 I &1 URST ifrdiera: <r
NI L AT WX L R BT © | STafh ArddTel| I H ARIROTG: VT oxde
H 981 ferar €1 o—
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Rq -  wWxTHATYEE
e ¥Rq -  wWxTHATYE
HRIBTN wRyee W & Rigia

ARIBTA AfRITHTer AT gdt Ud #RaT o & I & fdqFd d € | ydi vd AR,
ST B o7l H B T BT YART AT S & ST Gfterer 1 &7 ORIy ugam 2 |

OBl Qd ARIBIC FRuERT I § 93 ik 7e9q W) &1 @ Rifd
UTd-bIei RN H G FedH B YA Yael il B, STdid AT W H g Hegq BT
TANT Yeel ®U & oA Srar 7 | gdf vd wRar M1 S oSl @ 0T g 7ewE gad § off o
ARSIl HRYHTE M Bl fae2rdr 8 | gdf vd ARar orel # 41 e 7aqe dad WR @ g,
Rifd Ydl A1 H DA dad &I JANT fHAT ST & Sdfd ARdr o1e H g dad Bl 9N
BT ST & | ARG GRS & §B YEfeld I 59 YR o—

(i)  PHd ®TY Ud HHA g9d Jad M, SiE—Ydi, IRATATEN, 31 ST |
(i) DI PHA FTT &K IN, STH—ARET, IRAT Td YRAT HAT0T ST |

gdl Qg HRaT, M1 TSl § DA FTT WR BT FART f6a1 S & Sidfd dAel dad
R BT YN Dael G4l o1e H {har S € | gaferd 4%a, qal Jo1 ARar o1 & A B
AR Tl A= AR R I8 epy Feperdn © b ARIgeer AT H Did T WR DI
TEIIAT Sad R B o H B 31E B

T He@yul 91 I8l R Ig 2 b Uadleld MM & [qud ARierel I &1
JRA JfAPHR T X T Hpp’ TRITeA A BIAT 2 | SIR—ITT GRATIATHT, AT gRAT |

gRameEst - 7 X T 7 q g 1 L
gfRar - x T %4 g B =
s g fafed 2Iar © % Arddrel= AT & 3IRIE # Y91 ¥R Bl oo 3feded 2]

=

T gRAT, 31Tl T AT HeaToT ofe & I @ faeryarelt &1 gerfar 2 | =7 g
H B () @ A 7H BT TANT BT S 8, TAT AY WR YE © | Sidid AT BT §
g R B AT GFH BT FART A fHar S 7

HeTT AR gRAT H FAFAR 59 TSR a—
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1, Ml H TaR—fTE, ad—wwe © |

2 ST H g qegq der g S9d B U |

3. SEH M TR g T H o @ v |

4. TEI I FEE ¥ UR™ R S E |

5. QM1 gaiT W AT

6. QFI H SE9l Bl 3RIE H Ffdd w7 | Ble A1 91l § 3R $9ler) JIRIE 4 wsol

UH oo U WR § | Blllfdh 3aRIE H Y9I &I JINT IMeAi—ae & 99 & ford Tl
JEY TR & ®©7 § fbar Sirdr 2|

S AN H U FEEAR ©, S fb U T IMT YRAT—HIT0N § SbT FHATIL BT
£ | IE T YRAT B 9IE TAT 3Tl FHY AT H BTl Y6 8 A S Ugel |edT | 7T
ST & | 37 T8 fHSI07 i wmIfass el 8IaT 2 | AHl $9@ JaR Bl $eed, IRAT
& TR H BT & Yo Bl FHINIE BRAT o |

IWIFT Tt | A IR R aT 6y fdhrel ST Fahd a—

(1) =¥ @ GRITHTer AT H ATRRIO YT & (o, T AT & IR DI el TRAT ST
QU ST & | SHS d18 ARET ATC & IR Bl AT ST Fhl © | FABI BRI I © [h
gdl ofTe Bl JeAT H ARAT &€ & MM H WRI BT AHORI HedTv AT N & R 4 Afdd
feerg gear 7 |

(@) Ut d& & ARar uTe iR gRAT & 9= A, RH T R & JART fHar S ¢,
S 3Tl UER & HedTvl T & IFN & R W U [ddbed a1 SR a1, ARAT & a1g giRar
g1 BRI R ARGT & o1 § AT gRAT, BedtoT & 3w we 7| gaferd gRar
HA U TRHS YdeH' M & S AT GRAT BT ATERVT BRI |
e M # e W) P AEd

fegarl Wiid # AW WR HI%! IAGHIRSG AFT Sl © Jaifdh g AT dadl <N

@ TR G Bl FRIfRT $%1 3 Aa] BT B dfed IFT B TP DI Al 98 FhT 2 | 59
U1 & BRYT, FH TR DI AR D TR DI Gl & T8 7 |

fegear il |fd # gg #eud drel 0T SffUdHaR e H dorm <fig HemH arel R
TR I & T MR- 9 2 | g 79 Jad B 81 0T & & IR Gl &l
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fier € |
IR famgall W M § =l Rl R FedH WR aR<Id H Uh IHHINGD R B |

ST M7 @7 ferfierar ol gaei &1 & g | femgrari Wi & f=foriad srelf & for
qeTH U Afgeild TR o—

) TE AP b b | RId B, T U8l U9 WR & 9T S9d 91§ b WK B |

J AU T AT ARG Ry &1 o= sHHT A AT dabfouds w9 8T &1 o
WR | SEfd X, T, g, [ WR DA Beeld Sl I WX A Ugel Rerd € 91 g
qTH & 918 91T VR A HEANT & |

. HeH TR A H U Heed YUl R & oY b aTdl, Faral a7 9gcd WK | 3 Al H
JHR AT H T8 A BT TR AT T |

AT © 3R U, qraEs Sff gRT 39 3redcefe TR & |sim < Tl & 1°°

IUY Tl b AR W FeH WR DRI I I@H I8 T ST ST Fhdl
2 f 3® T UGBTI IMT § AT ARIBICAN T B | UT:-Blel AR IR T 37eaa
IRA A g A6 BT 5 39 i @ iR I # gE HeH @) YT B 2 | S,
S fHAl 0T 7 SFT Aegd TR BT YA a1 SR, S dfferd, wfear, 9 W1 g1 9 |
Y€ FIH VR Y9 &l & |

3o AT afe ARGl I &1 faveiyor o) dl, 9 I | i 909 &7 YeI=dr
JEdT | SERYT & ol IMT 471 Ud ARAT | IS ARdTel HEuHer IF H iy VAT I9T
TEdT B | 39 USR B $HE 9ahd 2 & Afuwrer I # weem W sraffie Agagef B
JETER & ford—

LA | A @, 4 g 9 99w g fr g ="

3 UAH I B FAT B A1 S I ARG HMell Bl 3FR &H BIg T,
I ¥R FHE b TR HRE IMT & 81 Febal © AT T ORB INT YRAEASEN & 1 8
AR & | STYF Rl H 6T B ygaE WE T8 2 A7 8 I8 W g @ € 5 omw
AT Ul & AT ARG | U WRaferl § 7egd & alHl USRI & YN 4 I8
W Bl ST 8, Sl $9 bR o—
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.ow e X wow g o9 7 og f

‘| ]

§r|
2 W s W, X s w,ow f g 9 # g &g W

21 UBT TR g INT ¥RT &l 8 R W_i § Pg wed HT AT foar 1y 7 | g4
TR AR | o9 Y AEH & I W g 7EH B AN {61 SIRE a1 a8 gRarEsh
T SRAT, S {6 g @R WE 9 fAfed B 21 39 YR HeH ¥R P gRadd |
UI-Iel IMT, ARIGICA IFT a9 FHhl & |

g wezm H v W w9 9 RwrE < arell SuRIf 8, 9 o & IR H g <l
2, Bl I8 Bl 1 IFT # 1 1 <l 8 &R A1 98 W©R ¢ | T9 W1 gArdl TR b w9
# 39! IURART BT ToReiE™T T8 fHar ST Aawdr B, Jaifdh qa—=mil § g #egq &1 JanT
ARIBTS FURRT FE ¥ IS Bl © IR s g9 fAfRre yg=m 2|

9 UBR BH <@J € GRITHTE IF H A fdd HEayel WR & S UTd:dhlei
Td ARIBTAN I Bl Th—geR A A e 2|
ARYSTE AT Yaud AT

R Sfid H UHA—YdRIe T S U qERN & | Hel, BAlcd |Id H
7o T ford € o g Wfd | ote & 9AM 2| WO @ o g9 |
URHT—YaeTeh IIT BT 31ef I AT W & 7 317 o1e & I A FAerdi—gerd! faeyar urg
SR | AT SH IMT & UG Bl FHI—IA & g1 AT drell TERT Hel AT ATE | TRAA
UdeIeh IMT & ey H U, Haes Sft &1 e § fh—

"(37. 21) 37Tl YR & MM H SId Y fUSel UsR & IifH 9FT H 31 aret 1 H
IR—R fgeadl WR faas o7 o © | S—7eg I & dEd T &R 7 arel I g
R W U GHIS ofTe & 3 MM H QM TER 3R S!S Uga 8 dTel I TR
ST & | U Head! A B CORASA YA’ dET o 2 |

JETEROT & foRI—I[T SRISTIEd, Sl @IS A€ ¥ I+ I 2, O g8 & 9
DI TR BT TART Y a1 ST 8 | SR & IRIE H Y& g & ArI—A1e 1avIg o
BIFeT T BT YANT & 3R ARIE H U IRy R Wig o— 9iR’ | gaferd a8 < <y
@ Y| UER & 3T AT H U b1 ST & | BTeilfeh blHel TR bl $9 IMT H 3ed T
T ST 8| SR— X T X 7| I 39 6T DI U G fRINAT B | 9 UBR, 377 &I 91
PN AT STISTIAT 3RTel AT, AT HTHT ATE & WRI T AT & 3rifq 7 — 7| saferd w7

STISTIGT U TREA—Yd2Id’ T 8 |
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HiAD G AIDT & Uied W Bl Uh WUS & (ST eN¥D o— ARYHTe AT |

IE 3N TR YN ARG I & IR H 910 B | 39 W b IR H BT DT

g & oM & GRTETe GE & YHod ¥ 31 Usd d 39 & IR Usv H 81 © | 98 0T
J BT IITER < g 9d1d 8 b 0T T Pl IRIT—ARIE 59 UPR o—

IRE -—-f = T # q & Rl
JRE —-w M g q # T X |r|

TR & AfIRTT g F1 TR Ydi o & AN © | BTallfdh Sd TR T 41
g4l o1 & I[N BT AT Y &, WG oo Usel 8 Ydi ofe &1 faeivarsii ol gafid &
YH PR <l T

I YIS AT I § ) 99 ORI B ARAT 39 UhR B 2—

& AT DI A & oI U AT QT URHSA Jd=Ieh AT Bl ST’ ISl © | Sl AiSyehrer I
BT YA H FERID B 2 | G GRRARTAT H IFT GodIT+l, S SMMaADHAT DI HIHI 88 AP
RN BRAT & | U Ageayol faRvdr foT wR a1 i oy &1 31awidhar 8, 98 & TR
BT JAUATE Fifh Y TR AT AT & A & |7 3AFGR U, AIas Sl 7 Gl bl IRAA
Y9I AT HET B |

Il Jear—qdi & Hae H &9 I AN b Ayl dcd 8 | Jedrl & w9 H T8
UM & ARUDR FHI BT Al H JdY HRAT B, TAN RE YKABROT H gdl ggelr
HiAYHTRT IMT 7, 39 AT T QT BROIT H 98 B AT 3—
(1) Y&l % Al 7 BT YA {HAT SIar 7, Said AF Bl YAl Aa1e & 59 AR M
& faudia T gREmEETEN SR T 2N # Saot g AeEH @ YA faa S § | 9o ua

TRE ¥ YAl AT Y FIH BT YANT R Ul 9 & BI%! 1S & MM & J1al DI YaRid
HR VET B |

(2) I REN & @RI B Fgar AT fAhadr BT &0 R & ol 3R 89 @l IR <, Al
QFI @ TR BT HH FRIE B FAM & | IRV & ford—

et —-w & g 9 ¢ ¥ # T - - -

o @ -wi % g 9 4 w907 T 9 - - -
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@ A B SR T B | SWad g g o= & fF <1 #fe ue’l @& < o
fRYar Te—gR & MU # HH—l JReTa HRell €, g9 AR |

IE AT ST & 5 AT T # wRie yaerds I o) faerward gefRia g 2
T8l GFI UTd: 9 ARIGIel, 39 R & I & IR H 91 B © | Ua- DIl AfuHTer §
AT 3 ARG & S 4T # galT qen femad # STRET & @801 9§ 99a1 8 1 39 UBK,
I ARG H, ¥Ra qAT [9ae QM1 SR BT YANT Bl & J7 391 FeiRa 9\ srafer &1

T S & ford o Td=aT UTd il & ol W & [Jolad W98 o |afd © | 3msy 84
ST faTelyor -

[ I H I YA JMT ARG 7, O 9R B I & ATy T Sl 2 % —
g 3R g T B YdAd] & A 3AH gIg D ARYST M B {1 I faRiwar 2 |
Iol B a8 & I I & FH fafy 4 997 ¥ 7 991 A ©, oifdhd I8 9wa 2§ b
SH FHE B I AT BT A GO B G S/afy H ) W) TR S WehdT ® | T8 HIROT
o ATHRIOTD SfehIor I AR Pl Fag 4 Tol AR IAD HY FHI d1& AT ST &, cfh
R 3 9IRGBl T2, Rifs I8 [daaet a1 fRwamii o gaRia $=ar 2 |

e AT &1 Afde T9u SIRITT rafy & 3fd H 7dr & | 89 H8 Adhd & [P U
6 991 I 7 991 B IHY AT & 3rcArar fSraet e & A & TR 99T § f g9 HRd
2139 T@ & A1 AE ARG BT GIg 7 991 & 91< HY 9T & o A7 S AHar 2|

I8 fIgid QU & T WM dTel Jear ! W 1 &) 81T 2|
fegwarh w@fld A \Rwer i o1 A' e

fegear AT H GRuETer MM &1 faRIY 7ew 7 | i WRuETeT AT B eI
Fo Fon fRvard B/ll € S 3% o I 9 =T el 2| WiRTeT AT 31U 3feR
JegTeAYel e ford 89 © ifh 39 |WHY & M BT VAT UM BIT &, ST fdb 370+ 3fax
3 TR 3R i for g2 B 2

IRAR Eid H WR, FHI—Ragld, 39, |i<d s31fQ &1 gite | Aftyerer T &7
HE gD 8| Sl 39 YHR &—
. TR P gfie | I a1 ARIET IFT B WRl W gad B © fdT ST & ged

R ITERT Y9I USAl & | GONT ST M H A W) B Al Ry wew §
AT XM BT UgDTTT H fl HE™D Bl ¢ |
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o Y Rrgld & sl I U I8y §9y TRF—dres &R WR 9 M BT 78
NH 7 | SRRV & folI—NT $Ra Tah TR TP &1 0T 7 | FoTaa! ura-dret 4 9o
A 7 991 & IFId TRA—STAT ST & | T & §9 ararearer § $Rq TRl BT S a
3T IMHYEH BIAT & | ST ST B UIeT w9 A FIAT Bl 7 |

. Al o1 gfic 9, AfRETe I id JYax vd woiflg B € | S|TERY Wy, AT
ARG PAIIIT BT FaUIg N 2 | SADT AaraRoT 9iad 19 Jad TR F 9RT g3l
21 A I HX — ¢ (HF) TR BT AT Id HXeb =T ST 2 S G H 98a
B BUINT oA & | SR—TT §X S X S 7| FH—FH IR H GaH DI Agd 7eIH
I daq W S €, R 07 R 1 A vet iR erfdrd AR ST €

) TRIYBTST AT gRT 907d, Hw0T qr vfeaRa & iy kit 8 | SN 0T #Ra gRT
HHUT I qAT 9T 9 B Ry gl g | I a1 A= wRmaferal & ey S9!
§few & 9T W XM B AR AT I BT AT bR H AT I8P B B |
TfSTRTST MM H e, fRIdE, Thid, R, Tdhardd, Seril, fAR1en, Hde s &
AT I BNl & | S&TER0T & foldl IS NS Wi §RT UK 0T 34 (Fa=01e)
ol dfee—

S HRAR q & M sumad <9 |
AT AN WEER HeR #, gF B BNl 99T UR P

IWYad §fer @I A=Tgen H 89 <@ Wahd 2 &, IRy & 9l grr 9 | @
sy giefl € |

Il Yo Hgayul a1d g © fb, HMI—FH 89 urd & fb dfeeli & arell 9 faefia g
el FAMTE, AT & 919 AT G & [AuRId BId ¢ | ofd W1 39 YR &l Refd <@ &1 fAerd
g a1 9 Rafd # 1 &1 7ot <9, §feer & il | U B dTel I A7 HIdl TR AR gl
2, ST q=yUl AT & I DI By Bl T8I Ugeil & | IAERY & ford U TSI Ahaci| gINI
URIA STER W9 B (T =) dfaw—

g FeHl Adell qdell TAR..."°

Tt dfeer & drdll gRT IR 9 & ARy Bl 7| o g wiia @ g\
UBR DI §aIHBAT STAMRI T8 &, 3T 39 024 Bl AT ST oIl bl & b 39 Rigia
BT FTWINT Sact T T Tl BIAT 2 oid da o dfeer faatffad o 4 8l 81 9 &
IR & w7 H 4 $I IS & AR Hder & A1l I H1 79 GR—4R HH01 39 H dR
A P AR /R BIAT AT 3; TTal G0l UG FIH, T, 9 dic & dof QAT & AT
RET B TR B HEH ¥ AlhA B 81 39 ORE D U Rd YIRIGRT @ T8 T IER
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AT & HHU IF I JATA ST W 72l SR ST Febal i BIT =T H dfasr 7e0 |
§d T Bl 3R 9¢ W& ¢ | SN, SUYA 9 dRE @ afe¥ll | I & Aed—Td & T
R B BN T8l ugerd! ¢ |
SUY Tl & MR TR &H B8 Fobd & (b fergeal Fifld H HRYDTer AT bl
IFIRH AT © |
HIRAUHT AT BT 7@ dhadl fRgearl Fid I &1 WIAd el & dfed e Fifid
(Bollywood Music) # Y <ifduarer T @ Ag@yqel Yfer 21 =l fhet w+fia #
BT g HTTRI M TR R & | Td B IR0 59 ThR o—
(1) 9 1952 ® ‘IS IART e BT T AR A T FiaRar IFT R R SRR 7 |
e frdere e @f qem MR oar JeraR S E |
(2) 9 1984 ¥ WRIE fhed &I AT IAIRT TERRAT AU foR AT 3R 419,
faetrae dem gRAEFTEN AT R AERG € | 5He Mad JASid g9 T TEw
qfier Rig 2|
(3) & 1963 H fhen ‘W JRA RN IR BT AT, ST IFFT ATl H 1S 83— gol =1
&Y HA X [SAT8" 0T 3R ARG R RN 7 | 39D Faed TSI T4 AT TRID
TS T |

3 Fepy & YR WR I8 HBT I Ahdll & b ARuder AT &1 fRgearil arE
AT e el A <M1 H Hecayol %I € | S #A1dmel Bl {9y w9 1 S[u! 3R SAThid
IR T2 MM A< DI IPfT BRI € |
el T @
1, raEs, faw] IREv, Hfe qRae AlfeaT, MRT—5, Id HRITed, gRRA - (S, 1)
2 s, faw] ARIT (1956), Widds Wiid 2, fegear it wiid ugfd, ¥r—3 wd
4, YIH HROT, T prIfed, 8RN (S, W)
3. SN, R, YT UR=EY, 9—2 U 3, Wiid ¥ad YHIeM, gelsdla

4, Dey, AnanyaKumar (2008), Nyasain Raga: The Pleasant Pausein Hindustani Music,
Kanishka Publishers, Distributors, Delhi

5. Khan, Rashid, youtube recording-http://www.youtube.com watch? Y=Um/Pq
WjYO07A

6. Chakroborty, Ajoy, youtube recording-http://mwww.youtube.com watch? Y =Um/Pqg
WjYO07A
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g fewft

1

OGS, Yo faw] ARRI0], Hifd Yo HAlfeTel, ANT—5, T.H6.—31
Gl

Dey, Ananya Kumar (2008), Nyasa in Raga : The Pleasant Pause in Hindustani Music, page no.-
165

OGS, Yo faw] ARRI0], Wik Hfid e, W3, §H.—5
OGS, Yo faw] ARRI0], WRIdS T oM, 9T—4, GH.—22
HIAES, U faw] ARII0], Hifd qedd AlfeTdl, HNT—5, JH.—33
A, U faw] ARRI0], WRIdS I oM, §H.—4

Khan, Rashid, youtube recording-http://www.youtube.com watch? Y=UM/
PgwjYo7A

Chakarborty, Ajoy. Youtube recording-http://www.youtube.com watch? Y=UM/
PgwjYo7A
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TR TRM @ Aiffde WRUR: Ueh At saeiie-

T A
o, S s

IR

YRAAY & YreiTad TRI H  Ub Brefl, U 7B AedcAD oA vd e
HIre TRURT & HROT TR ¥ Bl MHYT BT S5 T & | T8I BT GG 31D AIGATHD
UES DI U 3fFT H TS BY ©, 7 Dbddl I 3fU a1 Td T D & H W R
B @ A= 1, 999RE o= @ Fifde w_avr # aRafera 2 2

I FAYA W &1 W D RIeA1 R\ R B TATS ell & faiid FRaR w5y
# 21 % 2| gl @) S Afefcad vd A fifte e ok SHS wEe @) fafy gen |
B TR AMMHAT Bl B T | 39D AMIRTT TARA TRM B GATA T B IRIfBar o
I PR AU FHfdd S DIV H glg B Td I G S b qHE TR DR D
I W B A S AT BT =TI S WYy guS =g BT T |

o AR IR e-UO H URd SHaR) &1 At faget @ AR, fafte
QAP & AR Td faaiid Ay & MR R ywhd fHar i 2

HAT @ A Rl § FAFINGR W@ 9Tl $9 8RBl Tgg I & ford J-f
@ HS A=l 7 YT 3R ANTET faar 2 | wids # Y 84 g wWR W 9 ORI Bl
URFORT BT 3T 9gM &1 TR TaRT &A1 a1y |

Hhd e

AR BRI, Lell, TRERT, GATA D], TR

QIfE, Pell, G&pia, g4, T2 vd T ST 31 &3l H BT BT Hewayul I
2 | BN O 89 99RE, IRV e @i 9 o SFd € | I8 9RA a9 & Uriead AR
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ABSTRACT

The paper you are reading is written for the purpose of highlighting the similaritiesin
playing technique and organology between tabla and tombak. It begins with outlining some of
the common important aspects and concepts within both India and Persian classical music and
then focuses on the rhythmic aspect of the music and the instruments tabla and tombak.

I have begun with the importance of tabla and tombak as accompanying instruments
and continued with their solo repertoire. A section is about the material used for making the
instruments and also different segments that the membrane of tabla and tombak are divided
into, such as kinar, meiydan and siahi on the dayan.

| have also spoken about the playing techniques of both tabla and tombak. | have done
thisby dividing the techniques of tablain two groups of bayan techniques and dayan techniques.
For tombak this division is techniques of lower hand and upper hand. There are other ways to
classify the techniques of the instruments, for example James Kippen in his book The Tabla of
Lucknow divides the techniques to two categories and two sub-categories:

. Dayan Techniques

dayan resonating strokes
dayan non-resonating strokes

. Bayan Techniques

bayan resonating strokes
bayan non-resonating strokes

But since | am dealing with tombak and talaboth, | found it more appropriateto divided
the techniquesin two bayan and dayan for tabla and lower and upper hand for tombak, because
this makes the most sense for a comparative study of the techniques.

I must mention that, for both the instruments, | have only dealt with basic techniques
and have not delved into finer techniques such as gaseet and meend (on the bayan) and other
intricate techniques which are used for embellishment and nikaasin compositions. For a better
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understanding of the similaritiesin the nature of the individual techniques of tabla and tombak
and the utilization of the strokes/bols in combination for rhythmic phrases and compositional
forms, | have provided a transcription of a similar tabla and tombak phrase in notation at the
end of the paper.

KEYWORDS

Tabla, Tombak, Accompaniment, Gharana, Technique

Indian and Iranian music are two of the oldest and most sophisticated art formsin
the global music scenario. Through out many centuries both Indian and Iranian music have
evolved and devel oped into their current shape and form, this devel opment still continuesin
performance, pedagogy and also instruments making. Because of the close geographical
proximity of Indiaand Iran, they also shareavast amount of similaritiesin concept, philosophy
and performance of music.

Both Indian and Iranian music are vocal oriented music, which meansthat the essence
of the music is best presented with human voice but, through time instrumental music of
both these two countries have devel oped to avery high level in presenting the refinements
of the music. Development of instrumental music through agesin different sesgments of the
music such as Dhrupad and Khayal in Indian music and Mugham and Dastgah in Iranian
musi ¢ have gained theinstrumental music some qualitiesthat setsit apart from vocal music.
These qualities can collectively be called "tantrakari ang".

Besides the mel odic aspects, the rhythmic aspects of these two musical cultures are
asrich and asimportant. The nature of the music issuch that without rhythm and percussion
instruments a huge part of the melodic presentations cannot be achieved and this appliesto
both classical and folk forms of Iran and India. This highlights the importance of rhythm
and rhythmic cyclesand how crucial isthe accompaniment of percussion instrument. Principal
percussion instruments of Indian and Iranian classical music are tabla and tombak. By
mai ntai ning arhythmic cycle viarepeating itsmain theme known as "theka", these percussion
instrumentslay thefoundation for the creation of melodic compositionsand provide asuitable
environment for a healthy and organic growth of improvisation within the melodic forms,
which is the essence of performance in these cultures.

Apart from the role of accompaniment, tombak and tabla have an extensive solo
repertoire which forms the rhythmic body of Indian and Iranian classical music. These
rhythmic repertoires have formed gradually over many decades of hard work of past stalwarts
of these instruments. The development of the repertoire has happened as a result of
development in the playing technique of both the instruments. Development and evolution

130



Vageeshwari Tablaand Tombak.../Fakhroddin Ghaffari Dec. 2020, \Vol. 34
ISSN 0975-7872

in the playing technique has also led to the creation of different playing stylesknown as bag)
in India and sabk in Iran. It must be however mentioned that some of the compositional
forms of tabla and tombak are inspired by rhythmic patterns in melodic forms, some have
their root in other percussion instruments such as pakhavg in India and daf in Iran, some
have been inspired by exchange between dance art forms such as kathak and visaversaand
finally, some of these compositions are inspired by the elements of nature such as thunder,
lightning, sounds of animals and so on. Other sources of rhythmic patternsin both tablaand
tombak is driven from the rhythms which exist in both Indian and Persian poetry. These
similarities in the origins of rhythmic patterns, phrases, compositions and cycles show the
depth of similaritiesin both these musical cultures.

Asmentioned earlier the most important key in devel opment of compositional forms
and playing stylesin tabla and tombak is the development and advancement in the playing
techniques. One may say that development of compositional formsin tablaand tombak are
intertwined and go hand in hand with the playing techniques. As an example when tabla
travelled from Delhi to Lucknow, in order for the tabla playersto be able to accompany the
kathak dance existing in Lucknow Nawab courts and cope with the pakhavaj, they had to
develop new techniques in which they could use the full palm "tapi" as oppose to the two
finger style prevalent in Delhi. Thisnot only gavethetablaplayersof Lucknow the ability to
-for alack of better word- compete with pakhawa players, but it also provided the tabla
players with a tool which widened the spectrum of the tabla as an instrument, having the
ability to create many new compositions utilizing bols! from pakhavaj, hence going in the
direction of developing anew style.
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Similar process has happened in Iran with tombak where abol from another instrument
has been picked up by the playersand it has been incorporated in the compositions of tombak.
Asan examplein many folk traditions of Iran such asthe music of Lorestan and Kurdistan
the tombak is played differently, not using much of the refined finger movements but more
of full palm movements which tendsto be very strong and powerful in sound but lacks the
refinement of classical tombak playing. Some of these techniques have been taken from
instruments such asthe daf, the Kurdish frame drum. The transition of techniques from one
instrument to another has led to evolvement of new playing stylesin classical tombak?.

Tombak and Tabla are both percussion instruments, belong to the membranophone
category, however there are many differences between them in terms of the physics and
shape of the instrument. Tombak is a single body percussion whereas tabla is a double-
percussion, comprising two drums, the bayan and the dayan. Similarities in the physics of
the instruments are very narrow and can be the following points:

1 Both instruments are membranophones, which means they both produce sound via
the vibration of a membrane. Tabla uses goat skin and sometimes buffalo and in
Tombak, calf, goat, and Camel skin is used.

2. Dayan of the Tabla and the Tombak are both carved out of wood. For Tabla woods
such as vijaysar, teak wood, Indian rose wood (sheesham) and Ebony wood (kala
sheesham) is used. Tombak is mainly made of mulberry (toot) or walnut (gerdoo)
wood.

3. If we compare Tombak with Bayan in material, we can conclude that the only
similarity is the transition of build material. Tombak used to be made of clay and
metal before and still in folk versionsit can be found in those materials but classical
tombak is made only of wood. Bayan also used to be made of clay and in some cases
even made of wood but now it is only made of metals such as brass or copper. This
transition in material can be seen in both, bayan starting from clay and wood and
finally ending up being made only from metal and Tombak being made of metal or
clay before and now made only of wood.

The above mentioned three points sums up the physical similarities of tabla and
tombak and all three are related to the build material.

Another aspect which could be used to draw a parallel between tablaand tombak is
between different segments dividing the pudi of the dayan and also the bayan with that of
the tombak skin. On the pudi of the dayan we have three segments viz; kinar, maydan, and
siahi, each of these segments are designated their own set of bols which are different in
resonance and tonal quality. The bayan pudi, could be also divided into three segmentslike
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that of the dayan asthe pudisare madein the exact same process but have different diameters.
However it is not divided and it only accommodates two bols, of Ge and Ke.

We can say that overal tabla can have four segments, one segment for the entire
bayan pudi® and 3 segments (kinar, maydan, siahi) for the dayan pudi. The tombak skin is
also divided into three segments. The first one is the center, called vasat or markaz which
accommodates bolsthat are of bass and low frequency in nature such asthe bol tom, which
issimilar to ge on the bayan. The second segment on the tombak skin is the middle section
whichisthe areabetween the edge of the skin and the center of the skin, it iscalled meiyaneh
and it isvery similar in tonal nature and position to the meydan on the dayan pudi. The last
skin segment on the tombak is the edge of the skin which is called kenareh and as the name
suggestsitissimilar intonal quality to thekinar of the dayan*. Thefinal segment for Tombak
is not on the skin but on the body of the instrument, around the rim of the Tombak, called
roo-ye-choob meaning over the wood. We can possibly compare this playing segment in
terms of pitch and timbreto the center of the siahi of the dayan and also some certain bols of
thekinar, inthat, it producesvery sharp soundsbut it isnot used as often asthe skin segments.

Except the playing segment of the tombak on thewood, it isinteresting to know that
the rest of the playing segments which have been compared to different segments of the
dayan and bayan pudis, also produce bolsthat are of similar naturein tonal quality and also
in their use in compositions to the tabla bols. These playing techniques are classified into
two main categories. For tablawe have the bayan and the dayan techniques and for tombak
we have the upper hand and the lower hand techniques.

As mentioned earlier the playing techniques of both the drums have evolved and
developed vastly in the last century and a half, leading to the creation of different playing
styles. Each of these playing styles utilizes these techniques differently according to the
inner intricacies of their compositions and also their approach to rhythm and execution of
compositions and kaydas. Today in Tablawe have 6 gharanas®:

1 Delhi 2. Ajrada 3. Farukhabad
4, Lucknow 5. Benaras 6. Punjab

In Tombak, different styles of playing are named after the person who created the
style. Following are the main styles of Tombak:

1. Hossein Tehrani 2. Naser Eftetah 3. Bahman Rajabi
4, Naser Farhangfar

There are other styles of tombak such as that of Pedram Khavarzamini and Navid
Afghah but those are off shoots of the four main styles, mentioned above. IntablaalsoAjrada
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is an offshoot of Delhi and one could say that,
Benarasis an offshoot of Lucknow style.

Both tabla and tombak have a basic
vocabulary which is used by all the different
stylesof playing and these basic strokes or bols
are taught to the students® at the beginning of
thelir journey into these instruments. However,
each school hasitsown intricaciesand approach
to certain bols, and their way of execution
known as nikaaswhich comeinto teaching later
on once the student has passed the beginner
level.

Asmentioned earlier, tablaand tombak
divide the skin surface into different segments
and each segment accommodates certain bols.
Now we shall list the bols of bayan and dayan.
Bayan being the bass drum has only two
techniques or bols on it. Sometimes these bols
may have different names depending on what
is before and after them in a rhythmic phrase
but, basically thereare only two bolswhich are:

Otsad Hossein Tehran (1911-1974)

1 Ge (played by theindex finger/and ring and middlefinger together in an open manner)

2. Ke - ka(played by the full palm and fingersin a close manner)

On the dayan the number of bols are more than the bayan. Similarly, some of those
bols can have two different names for different situations. The following are the

main bols of the dayan:
Na- Ta (played on the kinar)
Tin - Ta(Played on the meydan)

Tun - Tin (Played on the siahi but in an open manner so that the resonance of the

sound can continue)

and also such as DhaDhaTiTa)

Ti (Played on the siahi with the middlefinger, such as DhaTi Dhage Nadha Terekita?,

5. Ta- Re(played on the siahi with theindex finger in aclosed manner, such asDhaDha

TiTaand in the phrase TeRe Kita)

134



Vageeshwari Tablaand Tombak.../Fakhroddin Ghaffari Dec. 2020, \Vol. 34
ISSN 0975-7872

6. Ne (Played by the ring finger on the meydan but in an open manner, such as the
phrase TinNe GeNe)

As you can see the first three bols have two names. Some bols of tabla are a
combination of two bols, one on the bayan and one on the dayan played at the same time,
following are the main bols:

1 Dha (Ta/lNa+ Ge)

2 Dhin (Tin + Ge) and (Tun + Ge)®
3. Dhit (Te + Ge)
4

Dhere (Te + Ge, followed by Re) thisbol isplayed by thefull palm on the entire pudi
of the dayan and the Re section of it is also different than Re of teReketa)

From all the above mentioned bols, endless number of phrasesand compositionsare
created which can be in the form of peshkar, kayda, kayda-rela, rela, rau, gat, gat paran,
thukda, mohra, tihai, chakardar and many more forms. The entirety of all these movements
and compositions creates the body of the tablarepertoire. Some of thisform such as kayda,
peshkar and relahave space for improvisation and extemporal approach and some are fixed
such as Gats and Gat Parans.

Asthe tombak is asingle drum and not a two-piece drum like tabla, the techniques
are spread between the two hands and in different segments of the skin.

The lower hand techniques:

1 Tom (played using thetip of all thefingersexcept the thumb, in the center or markaz
segment of the skin)

2. Bak - Kenareh (played using the tip of the ring finger on the edge or the kenareh
segment of the skin)

3. Miyaneh (played using thefirst two digits of thering finger on the middle or miyaneh
segment of the skin)

4, Rast® (played using thetip of all thefingersin asuccessive manner, starting from the
thumb, then pinky, ring, middle and finally index finger. Thisisfive strokesin one,
so they sound like one stroke but in reality, itisatotal of five strokes played fast one
after the other in succession.)

The upper hand techniques:

1 Miyaneh (played using thefirst two digits of thering finger on the middle or miyaneh
segment of the skin)
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2. Kenareh (played using the first digit of the ring finger on the edge or the kenareh
segment of the skin)

3. Pelang - Beshkan (played by thefirst digit of thefinger on the edge of thetombak, in
the segment called Kenareh. This stroke is played in a snap manner and can be
played with all the fingers except the thumb. The designated finger is put on the
thumb and then snapped onto the edge of the Tombak very similar to how onewould
snap their fingers.

4, Chap (Very similar to the Rast movement mentioned above, but the thumb is not
used here, and only pinky to index finger are used.)

As we can see, some of the techniques of the upper and lower hand are the same
such as kenareh , miyaneh, and chap/rast. The other two techniques viz; pelang is mostly
played by the upper hand and thetomismostly played by lower hand. Tombak isasymmetrical
instrument, which meansall these techniques can be played with both the hands. Thereason
why they are divided into two handsisfor the purpose of compositional forms'®and in order
to have one hand (the lower hand) as an anchor.

Itisnow possibleto ook at a phrase from tablawhich isused in many compositions
with its corresponding phrase in tombak which is also very popular and used often in the
repertoire.

*T =Tom R= Rast C=Chap B=Bak
Divisions (6+6+4=16) 6 6 4
Tabla dhaterekita taka terekita dhaterekitataka terekita dhaterekitataka
Tombak™ TC RC RC BC RC RC TC RC
Conclusion:

Aswe can see, theintricaciesof playing techniques and sound production in tombak
and tabla are very vast, and refined and one can observe similarities in the evolvement of
these techniques and styles as well as in their organology. This paper is written for the
purpose of highlighting these similarities. If we were to delve into the grammar of
compositional forms, improvisational approach and phraseology in both solo and
accompaniment scenario we shall observe avast amount of similarities between tabla and
tombak. Thisrequiresadeep research and it has been dealt with in one of the chapters of my
Ph.D. thesis.
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Tin and Tun both signify the same bol which is played by the index finger on or at
the edge of the sihai section, such asin the case of DhaDha Tete—DhaDhaTin Na
or in the phrase Dage TinNa Kena. There is however another Tin (also called ta)
whichisplayed onthelau or sur of the dayan which ison the meydan segment of the
pudi. This bol brings out the tone and key to which the tabla is tuned, hence called
sur. It isused in many Thekas such as Teen Taal , cycle of sixteen beats—4 + 4 + 4
+ 4 - (Dha Dhin Dhin Dha, Dha Dhin Dhin Dha, Dha Tin Tin Ta, Ta Dhin Dhin
Dha), Roopak Taal, cycle of seven — 3 + 4- ( Tin Tin Na, Dhin Na Dhin Na) and
Jhap Taal, cycle of ten beats— 2+3+2+3 - ( Dhin Na, Dhin Dhin Na, Tin Na, Dhin
Dhin Na). Sometimes to accentuate the arrival of the khali part of the Thekathe bol
Tinisreplaced by the bol tun.

In Tombak if the player is right-handed then his lower hand will be his right hand
and his upper and will be the left hand and if the player is left-handed then the
opposite. Theword rast meansright in Persian, so in the case of aleft-handed player
this stroke will be called chap, meaning left, because the lower hand will be the | eft
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10.

11.

hand of the player. Theinformation in this paper iswritten for aright-handed player.

Nowadays many Tombak players are breaking this boundary and utilizing all the
techniquesin both the hands equally, essentially being ableto play any composition
as aleft-handed and right-handed person. This ability opens up a huge spectrumin
creativity and bringing about new compositions, one such piece is “ goft-o-goye-e
chap-o-rast” by Bahman Rajabi. In some cases however, these new approaches do
not necessarily carry with them the essence of classical art of Tombak playing.

Here | have used letters T, C, R and B to denote Tom, Chap, Rst and Bak strokes
respectively. This not a representation of tombak notation which uses single-line
and three-line staff notation with different symbolsfor different strokes.
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