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PREFACE

Beginning with 1955 All India Radio has been
‘arranging a Music Symposium at the time of the annual
Radio Sangeet Sammelan. Fach year a particular

" aspect of our music is taken up for study and discus- O

sion. The theme of the 1955 symposium was: “The im<)
- portance of voice culture in the teaching and practicelof
“music.” In 1956 “Aspects of emotional appeal in Indian
music” formed the subject of discussion. Thef’;}ubject
chosen this year is “Rhythm and temp& wn Indien
mausic.” - LD

Some of the papers read . at the o previous sym-
posia, as also some specidlly written articles, have been
brought together here. It ischoped that they will be
of interest not only to t.he"sp;g:é‘ial student of our music
but to the general readg(\as well. . :
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KARNATAK MUSIC

G. N. BALASUBRAMANYAM

Broapuy speaking, the territory bounded by the Vindlfigr%\}; :
-on the north, the Bay of Bengal on the east and the Western
Ghats on the west, is recognised as ‘Karnatakam . Sampra-
daya means a tradition of music handed down 16, s through
-centuries of experience, research and knowledge. Its glory
is. extant in set compositions like the wdrnams, chittai,
tangms, kirtonams on the one hand, aqc(the manodharmaem
of great vidwans in their concertshwhile rendering roga,
alopanno, tangm, neroval, paIIn.vi,’;sivdmm, ete. It would
seem sufficient for our present ,ﬁpfposes to call as the Kar-
natak Sampradaya or Bani the traditions in this art as
practised in the last 80 to, 100 years. Sampradaya is condi-
tioned by faciors like tifne, region, standards of apprecia-
tion among- rasikes (and the capacity of vidwans. For
“instantce, I have he‘e&d veterans in the field frowning upon
a very popularymusician years ago for rendering the
. gundhara in t&e yKalyani rage without gamdka “in violation
of sampradeyal” It is now common knowledge how the
the sam&ét&a?‘am is being rendered both ways nowadays.
Similagly, several other art forms considered asampradaya
fiftypr sixty years ago are now accepted, for example,
'mré:i}al and swara-prastaram for Lkritis, trikele, enulomo
and pratiloma for pallavis, etc. '

Though changes from time to time are inevitable, the
basic structure and pattern of Karnatak music have remain-
ed essentially the same. Melodic paiferns in Karnatak
music have an individuality of their own, e.g., the kriti or -
kirtanom, tanam, pallavi, ragamalikas with or without tala,
talamalikas, tevaram, tiruttandakam, sindu, temmangu,
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varnam and so on, These are forms characteristic of and o
existing solely in the realm of Karnatak music, '

Bani in popular parlance would mean path or marga.
Many ragas characteristic of Hindustani music have now .
found their way and established themselves as rages of - -
Karnatak music. Behag, Sindubhairavi, Kanada, Hamirkal-
yani, Khamas, Jenjhuti, Dwijavanti, Surati, Kafi, Atana,
Bilahari are instances in point. Differences in nomenclature _ L
and articulation there may be, but these ragas havesbeén
assimilated into our system with advz—fntage by o rmusi-
cians. Unlike the Karnatak system the Hindusiant system
is more elastic and flexible and comparatively, free from in-
hibitions and restrictions. For instance, in the North there
are several gharanas each one handlingcote and the same
rage differently. In the South everywhére every raga is
rendered alike. Again in the Hindustani system several
ragas have arisen from a single goot with noticeable differ-
ence. For instance, Darbari Kgnida, Kafi Kanada, Adana,
Nayaki Kanada. Similarly kom Malhar have sprung up
Meghmalhar, Sarangmalhar,and Gaudmalhar.

The most noteworthy feature of Karnatak music is the
gamaka shuddha. Qur Sampradaya recognises the prayoga
of gamuokas-and f{r}u:squaras' while rendering ragam, swarem

. .or tanam. It iSpoSsibly for this reason that tanavernas ino

-+ quicker tempohand replete with gamaka” shuddha are given
great importance by our vidwans. Similarly it is the gamaka

_shuddh@n.ih rendering tanam that gives the characteristic

_ '_indigci}zality of the Karnatak style. The gamakas of the
.. Kagnatak system may be.said o0 be more emphatic. There .

;iljgi;'some gamakas peculiar to this system.
O w One important and characteristic aspect of Karnatak
‘music consists in the tempo of rendering raga alepanas. As
* in Hindustani music we have the chouka, madhyama and
_ .dmt layas in our music. But South Indians feel that long
~_:Dassages of vilambit and drut are somewhat compartmenta- -
" lised. We mix al] three and introduce sangatis in all tempi.
- This is well illusirated in the sangatis of many kirtanams..
~ The three tempj with four, two and one kala chaukam is -
- & noteweorthy fgature of the Karnatak style. Hindustani -
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musicians do excel in variations of tempo but not perhaps =
necessarily in the progressive order of our style.

Yet another inferesting feature of Karnatak music is

- that while some systems of music lend themselves to be
easily notated, our scholars have proved the futility of not-
ating our ragas and even kirfanams in their real and full

“spirit. For instance the note ga in the rage Saliene acquires
three distinct values in terms. of sthaana, gemaka and shruti
in different contexts. This cannot be studied from ‘a textm

" book but can be learnt only by listening to a traditional and" .
sampradaya rendering. It is for this reason that we ‘eon-

' sider keyhoard instruments Hke the piano, the harmghium,

" and the Jalatarang unsuited for the reproduction gf\the Kar-
natak style. It is common knowledge that one and the same
note acguires different values and shapes duédo sthayi, NYaASE,

- amsha bhedes, ete. Bhairavi and Manji areihétances. Similor
instances of twin ragaes are Janaranjani, & Purnachandrika,

. Arabhi and Devagandhari. * ¢ ,\

‘The ramifications of the raga ahd talg in our system are
unique. There are hundreds oi,?jaga and tale varieties, but
each one of them can acquizg¥an individuality depending
upon the genius and sadheftt of individual vidwans. For
instance, Tyagaraja hag{Cemposed 26 songs in Todi, 20 in
Kalyani, 14 in Kamava\'dhxm ‘13 in Vavali. Each of the

'~ songs in the same #dya has a separate entity lending itself
to the interplayf of the manodherma of different singers
within estabhsh«ed bounds. There are, similarly, other great
composers hkse lesh1tar Shyama Shastri and Swati-Tirunal.
Again, thé kirtanam, a musical form shaped by Bhadracha.
lam Raz?:adas and perfected by Tyagaraja, is a umque
fsatx,(re of our system and absent in others. -
{\“Ragam, tanam and palleri is the high watermark of our

-miGsic. A proper study of this particilar aspect of our music 3
would reveal-the place of rhythm and tempo, of melody and
ragabhavae and the genius of our masterminds in evolving
our system. The order of items for the kacheri starting.
from the varnam, then passing on to madhyema kala kritis
{with raga alapana, neravel and swara) then to the chouka
kala with appropriate proportions of ragem and swarem.
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then more madhyama kola kritis reaching the climax in
ragem-tanam-pallovi is significant, The ragamalika without
the restrictions of laya is another peculiar feature. In virut-
tam and slokam where the accent is on the sahityw and the
ragabhave, the sampradaye has a charm of its own.

In my opinion it is the madhyama kale—and this is an
important aspect of Karnatak music—which gives endless
scope for improvisation and manodharme to the performer.
The madhyama kala tempo of so many of our compositigns
and the style of most of our well-known musiciang“bear
testimony to this fact. This by no means places thelehouka
kala at a discount. Beyond doubt the choukq};&ia songs
and padams reflect the soul of our ragas. Bub é’xperience
has shown that chouka kalam is best enjoyéd by audiences
with cultivated taste. Its place is thus the‘chamber with a
limited, discriminaiing audience. My \wicew is that true
Karnataka Bani should adequatelylprovide for the three
degrees of speed, the madhyamg*tk&iam getting the lion’s
share and the chouke kalam hdying just the minimum that
would not tire. It is these aspects when found in Hindustani
music that we in the Sotg;tb’ are able to appreciate maost.

S
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EXPERIMENTS IN ORCHESTRATION OF
INDIAN MUSIC '- .

‘D, T. JOSHI

Iy INDIA the term orchestra is 1005e1y apphed. toa group of ;
. instrumentalists playing together a given piece of:music.
. 'Thls is hardly a satisfying definition, for orchestra is net
just an instrumental ensembie, but somethmg mbré Froin
its Greek origin, when the word stood for the portion’ of
the theatre between the auditorium and,the stage, it has’
acquired a different connotation today. In s present usage, .
an orchestra constitutes a band of instrvmentalists p]aymg -
instrumental or symphonie ; music_ wnder a conductor. "

~ The orchestra, thus, is of Western origin. . It was durmg _
the time of Mozart and Haydm:that the essential features of -
the orchestra began to be standardised. Since then, it has.
" made rapid strides and ha%\ considerably grown in size.  Ex-
periments in orchestr fiofi had been conducted by Bach and
his contemporary Handel. Bach, in particular, showed great:
insight-in the chéice of 1nstruments W}uch Varled from one
- composition tOxanother . - Doon R

The full ntilisation of- tone, colour and tunbre oi the' o

_ 1nstrumeﬁ groups and a well-deﬁned balance of forces in
* the orghesrta came a little later. . The evolution of wood-
: wmtl, ‘brass and percussion-ied to an increase in the size of
~ theMdrchestra. “A full symphony orchestra today consists of -
- over a hundred players with dlstmct strmg, wind: and per-
‘cussion groups. - ST _ o .
T.Tnt11 recently, the. orehestra as it is understutd in. the_
West was quite foreign to Indian musie, although a combin-
ed instrumental group was not unknown in India. In.ancient
architectural ruins we do come across scenes depieting -

9



-

groups of musicians playing different instruuments of the
string, wind and percussion variety. We also have evidence
of the existence of some kind of ensemble during the Gupta
period, It is said that a band of instrumentalists was in
attendance whenever the royal party went out on excur-
sions. Later during the Muslim sovereignty, the ‘Naubat’
gained popularity and was an important feature of every\
festive or ceremcnial occasion. In recent years laudable

attemptis at the formation of an.Indian orchestra og'purely - o

melodic lines. were made by some of our noted, instrumen-

“talists. Ustad Allauddin Khan, as the leader ofthe Maihar

Band, did some pioneering work in this direefion. Boral,
’I‘lmlr Baran and Shirali, {o name only a few)have also made
valuable contributions to the populanty%}f orchestral music.

- The Indian ‘talkies’ saw the birth of a\ﬂew kind of orchestra .

which visibly betrayed the 1nﬁuenoe of the Western Jazz

- To give orchestral support to ﬂlm songs foreign instruments,
-h1therto taboo in Indian musrc ‘began to be used with im-

pumty RN

~'The gredtest drfﬁoulty ariseg in the formation of an
Indran orchestra when) we take into account the essentially

. Individualistic natﬁxﬁ of our musicc The orchestra offers no

A

room for individuat 1mprov153t1on It calls for absolute team
spirit and disefpline. The success of the orchestra depends
on the concérted effort of the entire group of instrument-
alists. \meorm blowmg of wind instruments, uniforra
plucklng and bowing of the sirings and thumpmg of the

- ,'Eemussmns are absolutely necessary. Moreover, harmonie
ahd contrapuntal devices employed in the Western orches-
~ tras often run counter to the musical traditions of our coun-

) try We -cannot possibly introduce harmony in our orchest-

_ ‘ral eompositions without 3eopardlsmg the basically meTodlc a
A character of Indian musie.

- The modern orchestra consists of several groups of 1n-

' Struments eath of which has a distinct tonal colour. It is
. the tagk of the conductor to assign different pieces from the

orchestral composition to the various groups or a particular

BERE _' mstrumenﬁ oi a group at suitable intervals. This he can do
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“only. ‘after hé.has taken into account the over-all tonal
quantity .and effect of éach group of instruments. Even -if
the orchestra is based on sorae classical raga, its different

. parts-—sthm and antarg’ or pellavi and enupallepi—can be

ass1gned “if ‘necessary, to different instrumental -groups.

‘Indeed, the ]UdlClOHS selection. of an’insirument or a group -
of instruments for a partlcular piece of music is a difficult .,

‘task which only a seasoned conductor can make. ' In Indian.

.. ‘orchestral music today we ﬁnd a far greater use of bovied
' 1nstruments—perhaps to Iend a kmd of melodic fullneés to
the piece. - -~ " 3

- Although the chﬁ"'erent statlons of ANl Indla Radlo had
beén broadeasting orchestral music for a long tinje, these at-

‘tempts, for want of resources and materialdid not satisfy -
the reqmrements of & raodern orchestraf \\Some years ago, .
two separate orchestral units were setvup in the External

-Services Division of AIR and. functmned independently under
Ravi Shankar and T. K. ‘Jayataiha Iyer. In 1952 the
iwo units were amalgamated . and taken over by the Delhi
Station of AIR. The combmed units have heen broad-

. casting - selected composatmns ~under the narmhe of the

National Orchestra or, AlR Vadya Vrinda, “Thig is perhaps

the only Indian enseﬁn\ble that roughly approximates to the

proportions . of a modern Western Chamber Orchestra. -

" Most .of tha orchestral composxtmns are attrlbuted o
T. K. Jayaydaia Iyer and Ravi Shankar, Musicians of the
emmence\qf Panna Lal Ghosh and- ‘Emani Shankar Shastri
have also some excellent compositions to their eredit. It
w;lg #hils be seen that ATR’s conductors form a galaxy of dis-
tmgulshed musmlans steeped in the highest traditions of'
* Indian music and yet notshy of new experiments. -

. ¢ The National Orchestra, which broadeasts periodically,
coﬂsiSts' both of North Indian and Karnatak musicians. Ifs .
strength varies from about 22 to 28 members according to
the requirements of a particular piece.  Of the'many ‘special

' compositions, the Ritu Sangeet and the Rajsuya deserve:
particular mention. -In addition to.the National Orchestra,
items of Hindustani and Karnatak music are also broadcast
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with the help of smaller groups of North Indian and South -
Indian musicians.

* As far as possible, every care is taken to maintain a
‘judieious balance of forces so that no group of instruments
suffers at the hands of another group. The strings—about.
15 in number and all bowed—form the mainstay of the or-
chestra. But for itwo Sarods, no plucked instruments were
used 1ill recently, though occasionally instruments like the
Veena, Gottuvadyam and Vichitra Veena are included to,
lend colour and force to the orchestra. The orchestra,em-
ploys no-brass and the woodwind consists of two ﬂutes and

occasionally a clarionet. All the important percusmens——the -

.. » Tabla, the Mndangam the Kanjira and the Bholak—are
' mcluded L L&
¢ In. this combmation of Western and Indian mstruments, .
every care is taken to see that the com sitions retain their
Indian character. The Indian instruments lend a peculiar -~
suppleness to their Western counterparts and the combmed
effect is at once pleasing and arresfmg
_ As far as possible, the orchestra uses absolute p1tch All '
the members play from mus:c Scores are duplicated in -
"English and Tamil.. Partwriting is used, but no harmony
is attempted. The' pefeussion instruments provide a kind -
of contrapuntal r {hrﬁ Judging from the progress made by
3 the National Orghéstra in the course of a few years, it can
-be safely 'said, that it has a future. The conductors are en-
- - couraged to(try thelr hand at all such media of expression
- as have geﬁerally remained unexplored. Foreign visitors
: _"have époken hlghly of some - of their attempts. What
. rema,ms now is the setting up of a uniform notation which
.'“can be understood by all the: members of the -orchestra.
i Standard methods of conductmg will have to be adopted
: ‘which may mclude the use of the left hand for indicating
entries, ete.’ Instead of orchestratlng set musical themes,*
" which may not be suitable for orchestral rendering, the con- -
- ductors will-have to-cultivate the habit of writing music in .
o ._terms of instruments. and groups of instruments. S
e  AIR has-embarked upon a new venture. A good deal of- .
o spadework has already been done and the’ 1mmense poten-\
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tlahtles of the Indlan orchestra have been recognzsed If
AlR’s achievementi in this direction is .any indieation, it
- should soon be possible for the Vadya Vrinda to hold its
‘own against any fair-sized Western orchestra. Its success,
however, will Iargely depéend on ‘the- encouragmg response
from those for whom it is, meant,
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PLACE OF GAMAKAS :
N, N, SauKLa

Tur oBJECT of this short article is to consider the practi,c'el '
aspects of gamake as understood by the Ustads.

The word gemaka has been variously interpreted(at dif-
ferent times, It is certain that the original meanifig' of the
word gamaka was different from what it is nows\, '

When my Ustad first asked me whether/bremembered-
the tans of a particular song, I was rather puzzled,. as
I was taught simply the chiza and not-its tans. My Usted
knew my embarrassment. My doub’tB\Were cleared when
he told me that what we meant by‘fans was only ‘phirat’
and that the present-day tans weteonly a variety of gamake.
If these tans have a place in music, gemakas naturally have
a more important place. o : S

Before dealing withlgomakas, one may say that the
word tan was very &orrectly used by the Ustads of the
generation I learnt:iﬁder. By tan they meant the stretch-
ing of the words\in a chizz. When they say what tans a
particular sthéijhas, they simply mean how the words are
stretched, pounded off, pronounced and with what emphass.

This/j§a very important aspect. First, it means that

- the wotds'of a chiza had a very great importance with these
U?‘t{"ﬁ( - Becondly, the integrity of the Naiki was highly
-:rgs.pected as also the meaning of .the verbal composition.

v I looked at from the same angle, gamakas have a mean-
Ing. The etymology of the word contains its meaning. Let
us examine the place of gamakas in the light of what I

“‘have said here. We will mostly deal with vocal music.

. Gamakas are musical moverients, aesthetically rendered and

. employed judiciously; they have a. : ch
© no other gl_'ace_mo‘-_fei,nent?can A onal‘fn‘;%sdt. field of expression ‘whi



. Leaving aside the enahata musie, the ahato has anibad-
'dha and nibaddha forms—forms with restrictions and forms
_ that are free.. ‘Alep and jod are examples of anibaddha
.music. Here. there .are no words.or only. those Wdrds are
) employed which- may ‘bear.. multilation wzthout aesthetlc
Thls means . that What puts restmctlons in VOcal musm
is. words " A word cannot be indefinitely pronounced.’ The
word, in fact, puts restrictions not only. in the realm of kam
but in the realm of aesthetics.

- ‘Here, then, the gamnka has a’ set funetion and that N\
is to move; to develop. - In. the ahate form it D.’IOVBS,\ it
-develops in raga, the. melody—form .On  the other ha‘nd
. when a gamaka is employed in.an actual- ‘song, be it a:dhru-

' vapad a dhamar or merely a bhajon, it has also other roles
to perform «one to emphasise the mood; the: b?:uwa and-the
other its transformation in rase. Guamakas hayve many more

o functmns but we will deal with only thesg\ihree.

" First, there are some ragas where he" actual notes e~
_Pployed are themselves vibrating Wlthln range of the adja-
“cent notes. These adjacent notes have an ethereal existence,
3 ' The gandhara in Megh i @' classical example. The

‘school that does not include grmdham in Megh, does s0 by
* having an andolita gamaeka Wwith rishebha.

Secondly whera a dQ‘ruvapad is taught, it is first taught
in shuddha bani, before’it is actually taught in a particular
bani. In fact, different baris in dhruvepad owe their origin
* to different ggmekds or their absence. These gamakas not
only give an m&v1dua11ty to a beni from the start, but thev
‘select out ms&s suitable for different banis, _ '

The, ‘\bhird and a very important function of a gamakcz

s to. smt the pronunciation and the mood of a chiza. We .

shallx,now deal with this aspect.
) Indian music is chiefly voeal, ‘Gitat Vadyam Vadyat
- Nrityam’, ete. In the nibaddha form, the verbal composition
" ig mainly to be considered. There is an intermediate stage - -
~of rupakalape where there is a loose movemend set up by
laya forms, but this is an anibaddha form all the same.
" With the onset. of words, the vocal music assumes new
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esponsibilities “‘and the singer: has not to mind the : raga
“form but the form and the mood of the chiza. He has to des-
rlbe emotmnally and graphically the sentiment. -He has
“to move musmally with the chize. These movements pre:
£SOPpOSe Eraces whxch are allin.a way.some form of gamakas,
~The mudita, tmdohta sphurita, humphita, gadgadite, ete. are
“all gamakas' and so- are the halaka, Iahaka and even the Iaga-

i We st 1eave out the mstrumen‘cal part and cegsequ-
"ent‘xy the conmderation of the minda, masaka andhlska.

! The tans have many. varieties but they are, all varieties
) 'pf SVUTe deszlgns and are not designs of euphony They have
___a--ilmited range- of expresswn Wh1ch the ébi’ferent forms oi
- gamakas-have in plenty : N :
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HARMONY - OF POETIC COMPOSITION
WITH MOOD OF RASA: .

D G Vns ; IR L\
Harmony is implicit in the. conception of : musical cBmposi-
tion. It is understood generally in its abstract/sense and in
reference to pure music. The scale of any_ rdelodic type in
which notes in-terms of shrutis are located: accordmg to &
gscheme is the basic pattern of harmony\'\The pivot note, its
<conjugate focus, accents and poinis of-pauses are fixed in
conformity with the principles whléh ‘invariably ensure pef-
fect harmony,

The terms ! compnsxtlon and ‘harmony have wider con~
notations in Indian musiciComposition implies the har-
monious blending of the“poetic composition, melodic type
-and. tala pattern. Hafmeony is the iotal effect of the integra-
tion of such elem 1ts which make any composition a.real
work of music: kﬂrmcny of the type which is implied in
the art of compemtmn must remain constant, if musie is, to
retain its integrity and individuality, .

Indlarn\musm in its depth extends far below the surface
of the\ﬁeale of melodic types and tale patterns, Like every
other\art, it is rooted. in. the rese--the sentlment—--whlch s
the'basis of aesthetics: There is a vital link between the

“yase and raga. All the seven notes comprising 22 shrutis

are asseciated with the rase in such a way that every shade
of the rasa has a note of its own. From the individual notes,
the rasa proceeds to and pervades the entire scale. .

- The beauty and.vitality of every melodic type are ex-
pressed as a cumulative effect of the bhavas of the rase which
is inherent in it. : ThHen several melodic types are classified
as raginis, the ferhinine .types, and some as ragas, the mag-
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culine types, on the basis of bhava. The theory of rasa
bhavas as applied to music is carried a stage further, The
raginis are categorised as different nayikas and the ragas as.
nayakas. The ragamala paintings have given vivid visualisa-
tion of the several melodic types, The ragas are further
assigned certain seasons and different hours of the day. The
classification which makes such subtle distinctions has a
direct bearing on the art of composition.

The song is the most popular form of Indian music. At
combines in itself poetry and music. It is, as it were, the
finished product of the art of composition. The cgfnﬁ‘oser

_is styled as .the vaggeyekara. He is, no doubt, a ‘poet, but
he should also be an expert in music. He writés the pcem
- which is originally composed as music. The vaggeyakara
has to combine in his work the three elements of poetic
composition, melodic type and tela paftern. The process
~ instinctively followed by him is one f:harmoniqus blending.
- So far as the poetic constructign)is concerned, the words
suggest the bhavas of the theme- and the particular motif.
The veggeyakara spontaneopsljr' has recourse to the melodic
type which has the same e;hét'ional constitution and also the
harmonious tala pattern:® The composition thus turns out
to be a combination ¢f the homologous elements sharing the
same mood and theme, Harmony expressed in terms of the
beauty and vitality of such a music composition is the cumu-
lative effect af\the bhavas of its constituents. Discordance
~.in the sli%h;tést degree would destroy the intrinsic beauty
- -and harmony of any composition., -
' Thef great musicians like Haridas, Raiji, Tansen and
_ St};‘das in the North and Tyagaraja, Dikshitar, and Shyama -
... Bhastri in the South, are held in high esteem ag celebrities,
Jbecause they were primarily composers. They chose for
their themes devotion, divine love such as that of Krishna
and Radha and the beauty of the seasons like Vasante and
- Vursha and of the hours like the early morning and evening.
- - The songs left by them and others show that the words and
- melodic types are in perfect harmony from the point of
 view of the bhavas. They furnish excellent examples of har-
~ mony of poetic composition with the mood of the raga.
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"RAGA AND RASA |
THE LATE GOVINDA S, TEMBE _ . 8

N

Racas are the distinguishing and fascinating featfwd” of
our music, whether North Indian or South Indlan, FPunjabi
- or Bengali, light or classical. -

The structure of ragas is based on the varmus combma—
tions of the seven notes, including the two  invariables,
shadja and panchama and the ﬁvjeqvarlables namely,
rishabha, gandharae, madhyama, dhaiggte and nisheda, each
divided into its flat (komala) and sharp- (tivra) positions.
The permutations and combinatiafis of these twelve nofes,
if worked out according to mathematical calculations, have a
potentiality of producing about 35,000 regas. But only about
150 to 200 ragas are extanf in actual practice. The reason
for the limited number\of ragas is that only those combina-
tions of notes wh@ are delightful, musical in sound and
capable of creating an artistie air, have been recognized ss
ragas. In fact{delightfulness has been considered the supre-
mely essential’characteristic of raga structure. Raga has been
define by the ancient Indian masters of music as ‘that
Whlch res delight’ Fsrrefaer: : :

In the fields of music, drama and poetry, the capabzhty :

) 'fqndehghtfulness ( {wmar ) and the capability for aesthetic
emotion ( y@zwn ) are the two essential qualities. It means -
that the source of aesthetic sentiment or rasa is also the
source of delightfulness or rage. Thus the vital interrelation
hetween raga and rasa was established and also experienced.
The notes which are capable of innate harmony with each
other are considered as musical notes. They have a latent -
power to produce miusical patterns and the quality of de-
lightfulness.. In the exposition of a rage, this latent power is..

i



..experienced in the form of musical unity. Because the notes

“possess the latent power of producing aesthetic emotion, it
‘automatically follows that ragas, which are coherent com-
binations of such notes, must produce aesthetic sentiment
or rase. Hence, the interrelation between ragae and rasa is
based on, the notes only. It is not based on rhythm (laya),
poetry or dramatic element, and a classical melodious com-
position in a raga does not require these basically. They are -
mere aids and not essentials, In faet, the integral aesthetic
sentiment is produced only by the specific patterns of ~n0tes
of the raga. \J

" Before studying in detail the aesthetic emotlcm of each
individual note, let us discuss the question ‘whatis the nature
of the rase or the aesthetic emotion produded by a raga?

The word rase reminds us of the nine.fgsas in poetry and
drama, It § is to be seen whether all tHeése rasas, adhering to
‘their scientific definitions and ru}es can be produced by
d1ﬁ'erent ragas and ragints, '

_ In the present c1rcumstam:es no musician seems to be

" aware of the fact that raga has any relation with rasa. The

: contemporary concept of singmg emphasises techmque rather
than. art. Consequgntly, embellishmerts like meenda,
gamak, tan, kha kg éte., are handled indiscriminately. No
mugician cares to use on]y those embellishments which
would help, the unfolding of the innate emotion of the raga.
Unscru?ulaus use of embeilishments and extravagant flou-
rishes of. dans are regarded as essentials of classical singing.

: .Wherkxthen is Yoom for rase? The upward and downward
orders of notes (a’roha-avarohu) are cc:rrect the voice is
tl\amed ‘6" modulate all the 'supplé and dehcate -designs

Q (Imkab and huﬂrrtt) of thie varioug schools 1ike Gwalior; Agra,

~.. Punjab, Banaras; etc—-his is all‘that is- supposed:to be re~’

- qulred forclagsical singing of a high ordér, ~Moreover, the
- poetic cantent of the song is often 1ncon51stent with the emo-

- tion"of thé Faga in which- the song (chee?) is sung. The gut- .
= tural mtEI'Jectmns of the singer, his Yodily jerks and JumpS,
o the ‘two-beat’ and three-beat (duyya and tiyya)y pleces of
\ rhythm. add ‘to thls bewilderment.” ‘Né wonder that rasa
- Which s the 30111 of: rage should: be lostin' a ‘teriible’ maze
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Indeed such music invariably produces rasas, but they are '

raudra (fury) _bhaycnaka.(terror) and hasya (laughter). - _

Charactensﬂcs of Notes :

It is a common experlence that every raga mamfests
shades of different rasas. It should, therefore, be first ex-
amined as to what is the temperament of each note and
- what emotions it reflects. During the last fifty years I have (™ . .
_ listened to several vocalists and instrumentalists. I.am gomg o
to describe my own experience of the various emotibnal _
hues and shades in their beautiful displays. Fortunately
my experience concurs with that of a few other er’cers on
the subject. ' &K

First comes the shadja. 1t is on the bams of this note :
that the locations and values of other nojes are determined. = - -
‘Nay, it is from this basic note that the\ot er notes vibrate
forth. That is why it is called shadja de., the source of the
six. * This note is in the eternal stale of changelessness and
1mmob1hty Like a yogi in hls, yoglc trance, it lives beyond
any attachment. :

The next note is flat nshabha It is as though half awa-
 kened- to conscmusness,\but rather sluggish on account of'_
the break in sleep; é\rose and sad,

- The third notes,r%arp rishabha, indicates a state cf per- .
fect Wakefulnesg but perhaps on account of being awakened
against its will)it is rather inclined to shadje and reminds .

- one of thesindolence of a person. yawnlng -after openmg the_ '
eyes, O\ - C )

Then comes the flat gandhcm bewﬂdered hejp]ess and -
hancé in g pitizble mood. However, it is' as charming 8s ¢ a
Begutiful woman in a depressed state of mind. s

The next noie is sharp gandhara. It is very mqulsltive‘
and alert.” Like a smart child, it goes on asking, ‘Why?
When! Where? Who?* It bears a cheerful, sportive disposi-
tion. It keeps the atmosphere fresh and pleasant. . _

Then follows flat madhyama Ttis very grave, noble and
powerful. Given an opportumty, it domlnates the. others ’
and pervades the whole atmosphere :

2
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- -Next is sharp madhyama, very sensitive, fickle, luxuri-
" ous but displaying base desires, Being very mischievous, i
does not lose an opportunity to tease its neighbour, pan-
‘chama, to whom it is mysteriously drawn.

The adjoining panchama is very brilliant, self-compos-
ed, unaffected and jolly. It is as it were the better half
of shadja. It always lives in perfect harmony with shadja
illuminating the house of the seven notes and providing
Fefuge to all. It possesses great beauty, and a dignified srml

like a well-bred lady. O\
' Flat dheivate comes next, which diplays extreme Brief
and pathos, :

Then comes sharp dhaivate. Its ternperament is simi-
lar to that of a muscular and robust athletes .Its behaviour
betrays lack of civilized manners, almost bordering on lust-
fulness. P \d

The next note, flat nishada, is g?antle happy and affec-
tionate, although a little pathetic\"However, it sometimes
wears a hard countenance. Bemg friendly to all, it mixes
with various emotions, such as erotic, heroic, pathetic and
joyous. \

_The position of the next note, sharp nishada, is the 1ast
but one in the house «of the seven. It has a piercing appesal
_hke the sharp bla@h of a spear. It sounds like crying pathe-
‘tically in acuteiagony. It makes the audience uneasy with
intense longifg for shadja.

And Afhally, comes the top sha.d}a Its vibrational

: streng His“double that of the basic shadja with which it is
in lete unison. It is the identical echo of the latter
and the c¢limax of the sentiment of rage. At this point,
ghe essence of the raga cozes out and the audience has the
full satxsfactmn of enjoying the raga in its entirety.

Rasa Self-existent

Once these temperamenta] characteristics or emotional
pot&ntlalltles of the notes are recognized, it naturally fol-
- Jows that these emotional contents of the notes used in a

parucular rage roughly congtitute jts sentiment wh1eh in
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tarn prevails upen each individual note during the exposxtmn
-.of the rega. The emotional fenor of a raga is thus predeter-
mined by its notes. But it must be remembered that this -
emotional tenor is of a gross nature onlty. Because, a note,
. whatever its temperament, changes its emotional content
according to its association with other notes and also when
it is accentuated by elimination of a near-by note. For in-
stance, take the two patierns pama geriand pa gari. In .
the former, ga denoctes {enderness, while in the latter, being\
accentuated by the elimination of ma, it assumes h&rmc -
bearing. Similarly, the emotional content of a note jg t?oned

down when it is oscillating. Some of .our ragas also re- .

quire the intervening sub-notes or shrutis which Affect the
basic temperament of the notes. On accourtiof these al- -
terations various finer shades of the predonunant sentiment
of ragas belonging to the same group or)consisting of the
same notes could be displayed, and t {is"a specific shade of
sentiment could be ascribed to ea{:h mdnudual 7aga.. Bglt
we need not enter the deen water&

It is 2 matter of common experience that some of the .
rages produce in us a feelmg of pity, some make us grave
and still others cheer us.“The words of the song have no
share in'the creation of these feelings. Similarly, no one has
ever evidenced th}t\& particular pattern of notes ‘has im-
parfed a pathetie feeling to one listener and a cheerful feel-
- ing to the other)This uniformity of experience refutes the
change thath& aesthetic sentiment in music is subjective
_-and hence \z&qes with the musician or the listener. It induces -
the cor@usmn that the sentiment of a rage is self-existent
. :rrespectwe of the musieian or the audience. .

£ \ .
‘Four Rasag in Musie. - _
With regard to their effect, the ragas can be divided into
two basic categories—exhilarative and depressive. - The four.
sentiments of erotie, heroic, comic and. beatific can be in--
cluded in the former category, while the remaining five,
namely, pathetic, terrible, furious, repulsive and amazing, fall
in the latter. The art of music is not based, like other arts,



on events or scenes from social rife or Nature. Therefore

" its only function is excitement and exaltation of emotions in

Sl very subtle way. Hence, there is no place in our ragas .
‘for the provocative sentiments of laughter, fury, terror,
odium and dismay. Indeed provocative sentiments can be

- . produced by composing discordant patterns of notes jarring
" tp the ears. '

° For these reéasons, our ragas manifest only four senti.
‘ments, namely, pathetic, beatific, erotic and heroic. This\
- manifestation also is done with restraint and fine tastea It

- never takes an extreme form of naked romance, \zm'[ent

N

_ hero_lsm yel_lmg cries or the silence of the grave,
R4 %
Ragas According to Rasas.’

The late Shri V. N. Bhatkhande ©lassified the extant
- ragas in three basic categories— (1)} those taking sharp
rishabha, sharp gandhare and shatp hishada, (2) those tak~
ing flat rishabha, sharp gandhqrés and flat dhaivata, and (3)
* those taking flat gandhara and \flat nishada. This classifica-
~ tion.is very significant, If these three categories could be
- related to the three sentiments of erotie, pathetic and heroie,
it would haveé been g “perfect classxﬁcatlon But the leading
(vadi} note of each\mdnndual rege is different even within
. the same group ©f ragas taking similar notes, and hence the -
emotion of ¢ach’ 1nd1v1dua1 raga undergoes a snght change.
The - above elassification, therefore, has little use from the
point.of ¥lew of rasas,. The only sathfactory way to deter-
-mine, tﬁe sentiment of a raga is, therefore, to base it on the
leadmg (vadi) note of the raga. It must be conceded that
i Spite of the leading note, the different associations of
sttb-leading (sanwadz), contordatit (ehuwvadi) and discord-
- ant (vivadi) notes make a change in the predominant.sen-
~ timent. However, it can be safely said that the ragas in
= ‘which flat madhyama generally plays.a free and dominating
. role unpart an element of serenity and sublimity to.the -
raga; for instance Malkauns, Lalit, Kedar, Bageshri and
Durga. - Out_of these, Bageshm is tinged with pathos on
: account of its having a sharp dhawatar and flat nishadd.

s



The ragas which are dominated by panchama are in- -
vigorating and hence conducive {o erotic sentiment.  Sharp .
gandhara also produces the same effect though in a lesser-

degree, Ragas with flat dhaivate evoke the sentiment of .

' pathos, and if they have flat rishabha or flat gandhara to - -
help the flat dhaivata, the pathetic sentiment is mten51ﬁed.
The only exception to this rule is raga Bhairav.
_ Thus, the emotional content of the ragas can be deter-: -
mmed on the basis of the synthetic effect of ‘the Ieadmg,.. :
sub-leading, concordant and discordant notes, and they can N
be correlated with the four main sentiments of eroticism,

heroism, pathos and beatitude. It can be realized. only When - : _.
the experts of classical music come together and uynhake @’
minute study from this angle., The co—ordmanon of ragas -

and rasas is the chief peculiarity of Indian mu‘s\ic ‘The very .
object of the exposition of ragas is the creation of aesthetic’

sentiments (rasa-siddhi). Embelhshmenzis_' like toms, gama—"i_ S
kas, etc. should be used only at the rlg}xt places for bringing . - . -
out the raga, and not for dlsplaymg vocal acrobatlcs

o T




GREAT MASTERS I HAVE HEARD

D. P. MUKERJEE
. N\
- T -Have had the good fortune of listening to nearly alk the
recognised Ustads of India, most of them belongingto“the
North, but some to the South, in my fifty years of musical
‘awareness and three decades of musical cons,cfioiisness.
Vocalists : 1 shall take the vocalists first, Among them
‘the greatest alapiyas came from the familyrof Zakaruddin,
Alabande Khan and Nasiruddin Khan, Zakaruddin I heard
_once, but it was his brother Alabaide Khan and nephew
Nasiruddin Khan who were the doyens of alapiyas in my
time. . A 2
Their notes were accuraey itself. Their development of
the raga was strictly orthddox, their voice exceedingly flexi-
ble, and the raga-rupg\perfectly: delineated. Their music
was oceanic, and those of us who steod on the shore were
- dragged. in without knowing it. . 1 have heard deeper and
sweeter voiceg,\but for sheer majesty and spaciousness
modern Indiathas not had anyone like these alapiyas.
I amgeminded of them whenever I hear the charge that
India (mptsic knows of no training in voice production.
_Thsei'r\gamakas‘ alone could give the lie to it. Only Radhika
Prasad Goswami could equal them in alap, and his nephew
(“\Jarendra Goswami in gamaka. - The latter’s downward
) reach was the best I have ever heard, but they were essen-
tially dhrupadiyes. Alabande Khan's style of alap in dagar-
bani is still 2 legend in music circles. . :
Dhrupad. 'Singers: For me the greatest masters of
. g{hmpad were Radhika-’ Prasad Goswami and Vishwanath
ao. : ' . :
Goswamiji had probably the largest repertoire of



dhrupad eomppsitions in' the country. ‘He had a very fine
voice and a highly develgped sense of Jaye. He never dis-
played virtuosity for its own sake, but ‘concentrated on the
gpirit of the rago and of the pemposition. . - . -
Vishwanath Rao, his rival, had quite a different make-
up. His voice was not pleasant; he was often out of tune.
Vet he seemed to have the divine right of his kingdom. His °
virtuosity was brilliant and his loyakari remarkable. It
would be difficult for me to forget his Vasant which he sang
without panchem and with shuddhe -dhaivat, while Nageh,*
Mukerji improvised the most intricate phrases on the Puk-
havaj in accompaniment. R ¢
Although their styles were entirely different,they were:
one in being masters of the dhrupad.  Vishwanath Rao was -
probably better at dhamar than at dhrupady bt his dhamar -
did not belong to the genre of Chahddn Chaube of
Mathura or of Faiyaz Khan of the Agra:Schuol.: Chandan
Chaube’s chancher holi was uniquesThese masters are no - -
more and with them have gone the)great Pakhavaj players,
Their pupils have taken to thetess sombre forms of music,
Today the names of Mufari Guata, Keshav Mitra, Dur- -
lava Bhattacharya, NagenMukerji, Tarak Babu and Maha-
raja of Natore are onlyFhemories for us of the older genera-
tion. So are the pérdes of Har Charan Lal of Tikamgarh
and Kudao Sing’h\\(jnly' one suthentic Pakhovaji remains
namely, Pandit\Sakha Ram, but he never has a chance fo -~
play either With a great Beenkar or a great dhrupadiya.
Khayal»Singers : Khayol, which today is synonymous
with the-tlassical style, came into my life late in-the day.
In Caletitta khayaliyes would always come after the dhru-
_pediyas in a soiree. Lachmi Misra was the best of them.
{ Shiva and Pashupati Misra came later. We heard only -
~dhrupad in public and khayal and tappe in private. Ihad,
‘of course, heard Gohar Jan, who, according fo the late
Pandit Bhatkhande, was the neatest singer of kheyal and
“thumri among women in India. I would certainly place her
- among the great masters of khayel. 1 vividly remember an
_ oceasion when she sang dhrupad, sadra and khayal in Adana.
. Since then I have found it difficult to concentraie on Adang .
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. éven when it is sung by the best in the country. There have

been many excellent khoyel singers among women. after
her, but I would not-call them masters. o
Besides the two incomparables, Gohar Jan and Zohra
Bai, whom I knew largely through records, Aladiya Khan,
Karamat Khan, Faiyaz Khan and Abdul Karim Khan were
. also in the category of masters in kheyal. I heard Kale
Khan twice and not at his best either. Each had his own
domain: for example, Aladiya Khan excelled in tan, Kara- »
‘mat Khan in sthayi, Faiyaz Khan in phrasing and Abdul
Karim Khan in improvisation. Of course, each had(the
freedom of the entire range of Hindustani musie. Falyaz
Khan excelled equally in dhamar, thumri and ghazalyand as
for Abdul Karim Khan's thumri, who does not know of it ?

" On the whole, these masters could be classified into two
types, the dramatic and the: eontemplative)” Contact wai
established with his audience the moment Faiyaz Khan ap-~
peared on the platform, In his earljndays he would swoop
like a hawk on the song. Latterly he'would invoke the rage

:~ through alap.. His tans 8lso cha’fjged in character and fune-

tion.. . S N

. .Formerly he would seldom hold a note and seldom re-
" sisted the temptation ef weaving tans round even & single
note—the typical khatka of the Agra School. In his maturer
days, however, hewould space out his tans in due propor-

Ccotion.. - N

- Abdul g&ﬁn'Khan_would invite us to entex*_"irito_ the
sanctum ef music where he was the high priest. '

Lo Ina Eense,.hgzwas not an orthodox singer. This unor-

thodéx man was a genius. - He learnt what he could from
_ _.Rﬁhﬁ}att Khan and gave a new lease of life to khayol, Some
of’the finest exponents of khayal today are either his pupils

7. or his pupils’ pupils. He creafed a new style and gave an

~elan to the history of Indian music. _ A
<7 Vishnu Digambar : T have deliberately omitted the late

-. " Vishnu Digambar so-far, because when I heard him he had

_t_ra\mscélfl'de_d the frontiers of music.  But that he was a great
. masterxs -1n§isputa_b1e.-_‘ - Once—it was sbout’a quﬁrter' of -~



a century ago—l had tired of his bha;an and expressed to e
his host a desire to héar Vishnu Digambar sing khayal, The- -
host, the late Bhupenr Ghosh, invited me to his house early =
in the morning, I reached there at 5 0 c]ock and was taken__ S

to the ante-room.-

There I heard VIShnu ngambar smgmg marcm for o
about an hour. It was not quite a song; it was not even L
singing in the usual sense; it could have been prayer; but - - . -
it was music and pure music at tha. It was then that R o

realised what a great master he was. I.do not think that
India has produced a finer voice than his for quality, swéet-,

ness, depth and range. - His concentration was that' of a - o
Yogi. 'These were some of the great vocahsts before the_ I

days of the microphone. _
- . Living Masters: Lest I be rrusunderstood I wou]d not..:

mention the living ones. But at least four of them wﬂl B
msake me walk miles, Rajjab Ali, Mushtaq Hussain, Kesar._'

‘Bal and Ratanjankar. ' They have @n immaculate sense of B

construction and the arch1tecton1c,s- “of -the-. master—buﬂder.

As I have heard Bade Ghulagi®Ali Khan mostly through o
records and the microphone.J* have mo firm opinion of his: %
greainess. He is an artist in “whose voice two muslcal streams IR

of the Punjab have beautlfully mmgled

Thumri Singers,{ klthough Wajid Al Khan had set-_'_-' SERS

‘tled in Matiya Bu}v}z ‘only a’stone’s throw from. Calcutta,
there weré not foany first class thumri singers in our time: o
Ali Bux was déad; and he was a- khayalia. - But the founda- -

tions of a Whﬁle school of thimri were being laid during our’
college ‘({ays in one room on the thlrd floor of a house on-___ Sl

Hamsoh Road. -

“BHete Ganpat Rao (Bha1ya Salub) had brought Mmzud- S
._d];n Khan, * (A friend of mine, Dr. Amiya Sanyal, has re- L
¢éntly ‘written about the early days of this school inare=T
-markable Bengali book.) Moizuddin Khan was ‘an unknown R
singer. ‘Buit-then when he would start a thumri with either-- -~ "~
Ganpat Rao or Mirza Sahib on the harmonium, nothing else . .
mattered. It my ‘view, India has not produeed another._"'

thumri singer like him; ° ol
~ One fine mormng, much Iater Fa1yaz Khan san'g “Ba]u T



band khul khul Jaye” for an hour and a half to an audience
of two thousand people and swept them off their feet. On
him medals and prizes never rained but poured. Yet Moizud-
din’s interpretation of the same song was superior in delicacy
and expression and in that element of surprise which is the
soul of thurnri., This genius, wha had no teacher, left no
disciple either, unless it be Girija Babu. That untutored
man who had no pride of ancestry changed the course of
Hindustani music in one material particular, namely, thumziN
He raised its status, gave it a form and endowed it with
glory. - _ v
Tappa Singer: In this connection it will not be-out of
place to mention the name of one tappa singer, the bnly one
~ whom I would call a master. He was Ramzad Mian and he
-+ specialized in Shori ke tappa. \4 )
Veena Players: The only ﬁrst-ratQ,Veena players of
the North whose playing I remember ¢ividly are Murad Al
Khan, Sadiq Ali Khan and Dabeer/Khan. The last two are,
hippily, still with us, and represeiit the best traditions of
Rampur's Senya gharong, % '
" Sarod Players: The Satotl has produced a number of
undispiited masters in the last few decades. Fida Husain of
Rampur, Karamatullah,Xhan of Caleutta, Alauddin Khan
of Maihar and Hafiz Ali Khan of Gwalior would belong to
the top rark of instrumentalists in any part of the world.
~ Fida Husaiiy, Khan and Karmatullah Khan overwhelmed
theé atidience by their personality and made them bow in awe
to their fmisic. Of late, Alauddin Khan has become one of
those attists who would relate art to the spirit. 1 still
remember an evening when, . after a period of strenuous.
. AAzéining at Rampur under the great Wazir Khan, he burst
\in updh us. He is thé greatest orthodox teacher of Hind:
i_l_'Staﬁi misi¢ in the country. - There is a note of humility
ih Alauddin Khat’s playing which insinuates itself into you
‘Without your knowing it. He physically belongs to a darbar
_ afid he can be a darbari player, but essentially he is a lone
- artist immersed in the holiness of his art.. Fida Husain and
- Karamatullah, on the other hand, were entirely darbari -
pl'ayef;. Their guna was rajas ;' Alauddin’s is sattve. -

_30... _ : .



I remember the last day of December one year when
we. wanted to ring out the old. That night both Hafiz AL
and Karamatullah played. . Both were in- excellent form;
but at two in the morning Karamat began to play a rare raga
(Kusurn). which; as I learnt later, was a.speciality of his
gharana. 1 lest all c‘onsmousness in listening to it. _ _

Usually he (and his brother Kakub Khan, the famous -
banjo player) used to play in very fast tempo. Darshan
Singh, the oné-eyed tabaliye of Gaya, was his favourite ac-. N
coinpanist. I was a withess to that dramiatic and tragie:

_incident when Darshan Singh collapsed on his tabia Wi
accompanying Karamatuliah Khan on an extremely fast
dhun. As far as I am concerned, Raramatuliah’s eoinposi-
tions and gats still remain unequalled though I' have been
told that Fida Husain's wére siperior.

: Sitar Plajjers: Among the Sitariyas,I wouId only pu.t
.Imdad Khan and his soh Ihayat Khanéamong the preat.
Imdad Khan ¢ould raise a storm ondhis tiny Sitar. I have

heard him play Puriya on Surbaharfer two héurs-and a half -
and nearly every phrase appear:ed to be new.
Inayat Khan was probabl’y more brilliant. Who could .

ever forget him playing with W(or was it against?) Biru Misra
of Banaras or Abid Husain as accompamst“’ “The range of -

Inayat Khan’s impro,\zi’s)tions was infinite, - I have counted
as many as dozen. approaches to his tehai. ) .
His son Vilayat Khan is India’s pride. He was young
~ when his fathef/died and he has learnt: nearly &g much as
his father kne\a, _ _ _
RaV\Shankar has great gifts of 1magmatmn  His phras-
ing is thﬁ best pronounced and the most vivid I have heard .
in recent years. Between these three, Ali Akbar Khan,
¥ilayat Khan and Ravi Shankar; we in India need not be
afraid of the future of our string music.. . _
Samngz Players: This story, however will remain.
incomplete unless I mentioned two master Sarwngzyas Mam-
man Khan, who used to play on a modified variety of Sarangi,
and Bundu Khan, the greatest of them all. The Sarangi is
a perfect instrument for kkayel! and thumri and Bundu Khan
was a perfect Surangiya. In his hands all the great compo-



sitiong came to life. He made of the Sarangi an indepen-
dent instrument. Khalifa Badal Khan was also a great
Sarangiya once, but he stopped playmg after the death of
his son. :
- Tabla Players I have mentloned earher the great
Pokhavajis, I am not competent to speak on the Tabaliyas:
But I have often tried to peep behind the virtuosities of
- gecompaniment and realised that it is the duty of the Tabla
player to serve the music of the musician, From this point
.. of view Abid Hussain of Lucknow was the greatest of the -
masters I have heard. There have been many brllhanb pro-
bably more brilliant players than the Khalifa, as we nsed to.
call him, but for sheer control there has been x;ane like him.
- Many tabahyas Biru Misra, Kanthe Maharaj{Anokhe Lal,
~ -Habib, Karamat, Hiru Ganguly have extited me greatly.
But I have often wondered if I could ¢ IL them great. It is
only Ahmad Jan Thirakwa of Rampur’ a ong the living who
‘compels my deepest: appreciation,, 'hé is the one man who’

by his ‘wizardry can raise the Tabla to an mdependent
status

o\




EVOLUTION OF INDIAN MUSIC

SUMATI MU'K&TKAR PRTE

INDIAN music has been sub]ected to varlous mtemai and-
'extemal influences and-has, as a result, undergone‘ man}*

changes through the ages. F’rom the jati songs. wn;h the1r o

fixed, narrow musical outlines, deseribed by Bharata m hxs
Natyashastra the more comprehenswe and zmagmatwe con-
cept of the rage was evolved. It had attqmed maturxty hy.
about the 10th eentury and even at thﬁ ime dominated the. -
music- of the entire country. The whole of India followed

a similar basic system of rnusm tﬁl at, ieast the end of the o :

13th century. - . : o
~ In ancient Indla mumc was me‘ctrmably mferWOVer!. o
with the devotional angd ‘ttualistic side of hfe and. h;id :

theretore, close assomat&ons with the temple. . It was mainly

' on account of its devotional .and emotional appeal: that.mu -
sic was valued byxthe commen people. The pmbandhas were o

in Sanskrlt and rould only be understood by a comparatWE-_ _—
ly small sect:on of the people; but. through the. musical - >
compositiens’in Deshi bhasha, the stream of music rushed T

forth to\she masses. In the North, the prabandhu gave rise

to the) dhmpad which gradually. developed so as to cover.- B

zqor‘e and more ground, Bhava: Bhatta's deﬁmtmn

wate wva Yha wm atfker ufed .
~ shows that in its infancy, ‘the dhrupad- was composed both -
in Sanskrit and in the regiona] languages, and. dué impots
tance was given fo the sahitya in these musical CG]‘HPOSlthHS N
The advent of the Muslims and -constant contact with -
them was bound to affect the growth of music in’ the North,

Thus while music contimied to gkist'\in the temple as an

_ aid to worship, it also struck ooty m the terram of the gourt;



and was influenced greatly by the somewhat sensuous tastes.

and inclinations of the rulers.

Darbar Dhrupad: The temple dhrupad gwe
to the darbar or court dhrupad. Akbar’s reign is consi- -
dered to have been a golden age for the dhrupad. Immortal
celebrities like Swami Haridas and Tansen were essential-
ly dhrupad singers. Since.the rulers were, generally speak-
ing, not conversant with Sanskrit, and with the traditions,
symbols and imagery of Hindu mythology, a general.n- -
difference to its devotional character and an ignorance®of
the literary or sahitys aspect of music gradually deVe}oped
among the musicians. As a result the dhrupad lost much
of its vigour and started to become stereotypedy The only
direction in which further development sgeémed possible
was that of tonal structure or abstrat music in which
words were of no special zmportance\ ih this process the
khayal evolved from the dhrupgd. ,
~ Khayal literally means nnagm\tmn and the form had
a much more frail structure than the dhrupad, its. massive
- and sublime predecessor, The khayal admitted of a great
deal of extempore tonal elaboration thhln a particular
composition. o

The names of adarang and Adarang have been im-
mortalised throngh the innumerable khayals they compos-
. ed and taught their disciples. The dhrupad on the other
. hand admitied’elaboration of the raga or ragalapanam as
a ‘prelude’td-the composition but the latter did not allow
much scbpe for rage development and was much more
Preci‘s\& As a result of this fusion of the Hindu and Mus-
lim ‘creative imagination, graceful tonal curves and steady,
salstamed notes came fo be used more and more in Indiafi
} ‘musie,

During the last days of the Moghul Empxre and espe- -
cially after its downfall, the court music to which it had
given birth travelled to the princely states. Of these,
Gwalior, which was already known for music on account of
Raja Man ‘the great champion of the dhrupad, Jaipur, Udai-
 pur, Rampur, Alwar, Lucknow, Baroda and Hyderabad were -
promment Under the libera] and loving patronage of the




rulers of these States, music eontinued to develop through
" the efforts of talented and diligent musicians who strove for
perfection by concentration and constant practice. In-
course of time, the various schools or gharands became more
and more isolated. Every gharanre, in its blind anxiety to
preserve its distinctive musical style, developed a kind of
arrogance fowards all music which differed from its own

in any particular whatsoever.- The style of each gherans

became, so to speak; a jealously guarded trade secret.

. The lighter and more emotional thumri and dadra were
devised in the darbar of Wajid Al Shah, Nawab of Lucknew:
Thumri which is very flexible and has imniense scope for
the expression of varying shades of ‘emotion canbe aptly
called the lyric of classical music. 'Lucknow-and Banaras
became famous for thumys. A regional form'{ike the Punjah

camel drivet’s song gave rise to the supple i‘dppa through the -

créative imagination of a gifted musxc\an named Ghulam
Nabt who later came to be known a3 Shori Mian. -

With the introduction, assmrrlatlon and ad;ument of
these new artistic elements, a. &nlf was created between the .
theory and practice of musie! However, the fundamental
prineciples and the stron {Basic framewark remained intact.
Even today, although ﬁvb different systems of musie, Hindu- -
stani and Karnatak\are prevalent in the North and South

respectively, their-Basic principles are almost identical For . -

both, raga development is the bas:s and goal of musical ex-_
pression, _
Both}svetems are agreed that there are twelve notes :
in the -actave; seven. shuddha or basie and five vikrit notes .
wlaich are obtained by displacing them from their basic
' pltch The notes sa and pa are constant, and-a raga must _
have at least five notes.  The system of classifying ragas
‘under parental modeés: is also common to both systems.
For some ragas of the North there sre corresponding
ragas . in the South. For example Bhupali, Malkauns,
" JFhinjhoti,  Todi ahd~ Bageshwari have their Southern

. counterparts .in Mohanam, Hindolan, Zinjurti, Shubha

Pantuvarali,;and Natakuranji, respectively.



' The treatment of the ragas, the enunciation of tones,
thé use of flourishes such as gamaka, and voice production,
- however, differ greatly in the two systéms. The concept
of rhythm in the South is more mathemat:cal precise and
angular, and long, sustained notes in pure gkaram are not

‘used much. Music in the South; unlike that in the North, -
_ was never separated from its devotional context and ail
the great composers were devotees and sahityekars of out-
standing merit. Purandardas, Tyagaraja, Shyama Shastfi,
Dikshitar and Swati Tirunal were all not only great It~
siciaris and great composers, but equally great o * even
greater devotees. O\

After the establisiment of British rule i i'ndla some
princes bégan, under British influence o b more interest-
ed'in other diversions. Outstanding mubi¢ians continued
to be attached fo the courts of some States like Gwalior, -
Rampur, Barcda, and Ichalkalanjl dAtindh in the Deccan,
- where the rulere had developed ja° genuine love for musie. -
Gererally, however, royal patronage began to be less and
less in.evidence with the res’ult that the musicians had {o
rely more and more on, pubhc support. The musical cul-
ture was at 1ts lowest ebb and both music and musician had .
to: expenence a most@iﬁcult period. Tt was at this critical
Juncture that ¢ ‘t\ifo great revivalisis, Pandit Paluskar
~and Pandit. Bha ande, -appeared in the field of music

“ahd Pandit Paluskar did his utmost to remove the stigma

ahd prejudite” attached to music and succeeded in con-
- vineing, thé public about its purifying, elevating influence.
: Géndhm was susceptible to the divine charm of music
andihe was well aware of its tremendous power ‘as a unify-
. ing’and ennobling force. In his gearch for truth and striv-
‘ing for {reedom, Gandhiji. wanted selected devotional and
~ phifasophical Iyr:cs by great devoleées and philosophers to
be set to suitablé music for. common use among the diverse
elements in his gshram, '
- Pandit Bhatkhande “devoted himself wholeheartedly
o the more solid and the most difficult task of establishing -
- .mugic’on’a sclentific footing and-to obtain and systematise
- . genuine musmal matenal ie, muqxcal composatmns of the



masters of various recognised schools, and make it avail-
able in notation for all those who want to pursue musm
either as a career or as a hobby," ' _

In spite of the fact that the British took little interest
in India’s musical wealth, a musical rendissance had set in
and by the early twenties it began to gather sufficient.
strength to make itself feltl.

Meanwhile, Pandit Paluskar made it his mission. 1o fur-
- ther the cause of music and started branches of his school
at-various places with the help of his disciples. In ordet
to conduct his music classes, the use of written notation
became an 1nev1tab1e mstru.ment and musmal 11teracy
began to spread.

A number of cultured middle class and rlch people beu
‘came interested in music. Music circles and-societies, mu-

sic conferences and ffestivals were organiseflidnd these pro- °

vided an important platform for the: “pErformmg profes‘
sional musician who had left his roya]‘shelter

The introduction of the gramoplione and-later the rad_lo —_

greatly facilitated the dmemmatmn of music and pubhc;ty S
for the musician. -
We all know how dlﬂﬁcﬁlt a; task it was i the lmtlai .
stages to persuade th {hasters fo agree to record or'te. . _
\broadcast - Graduall; ’ however, the radio became: ' the’ B
most natural aﬁd—tﬁosﬁ favourite medium for music and

the musician_gpew fond of it. Today, with the merger of .-

the States, whatever little princely patronage the musicians'-
enjoyed has completely -disappeared, The middle classes

are now his backbone and the radio the greatest single or- - :

g’amsa:tmn 1o which the musician looks for encouragement.

_~OThus it is that the people have once again been. brought "
Sirto close contact with the musxc of the couniry which was - -~
_denied them for centuries. ‘Music né longer remanis-a for-
bidden fruit. Not only have lovers of music become free o
from all inhibition but to attend musical soirees has actual-" .
Iy become a fashion, a sign of culture. - A musical career is

“no longer looked at askance., Indeed, efforts are being’ made '
to discover and encourage. musmal talent.: :



In independent India, there is today a good deal of
musical activity everywhere. The fact that academies are
being set up and scholarships awarded to deserving can-
" didates shows that the State -has come forward to accord
patronage to thie musicians,

In the name of the President, yearly awards are being
cffered to eminent musiciang in recognition of their valuable
services, The actual financial support given to the musician
and the music teacher, however, is far from adequate.

With the increasing popularity of our music, the,
musician instead of pleasing the chosen few has to pleage
millions with varied tastes. He must realise that higanusic

- has ‘a market which consists of the radio, the gramophone
the music conferences, inahfils as well as the stage ‘and the
film. The educationz] institutions are anothex‘sevment of
that market, , .
' In this age of democracy, art must algo be democrat1sed :
to some extent; the musician finds hlmelf on a razor’s edge,
as it were. If he has to live by musie ke hag to cater for the
popular taste, and yet he cannot aliSgether forsake the high -
pedestal of the classical traditions of his art. He must see
that what he presents is nof\erely what his listeners like,
but also what they should Teally like. In short, he has to
popularise classical muslc This is a challenge to the modern
musician which h must consciousty or unconscmuslv will-
_mgly or u.nwﬂ.lmg aecept :

MY
N o o
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ETERNAL PARAbOX IN INDIAN
MUSIC—THE SHRUTIS

G H RANADE

Tz sHrRUTY doctrine with its proper mterpretatmn is one\
of the most abstruse problems of Indian music and has (peen
the cause of acute difference of opinion among thefeading
-scholars and musicologists of the past few generations. We

. have, however, to grant that all ancient writers on the

shruti theory of our music hold the unanm\us view that in
. one octave there are 22 shrutis. The oldest among them
is Bharata, and none 'of the later theo?ists has taken the

freedom of differing from him eithefds regards their num-
ber or the mode of deducmg the Varlous shruti intervals in

. one octave,

_ A literal interpretation of t’he passages dealmg with the-
. shruti doctrine leads oneto draw the only natural conclu-
sion that all the 22 shrtis have the same umform interval
value throtighout. ON other words, the shruti scale is 2
scale af 22 equal, ste:ps or infervals like the 12 semi-tones of -

- the equally terapéred scale of the West. -

- Against, tiﬂs may be stated the strong belief, nay, a con-
vigtion, o&both ancient and modern artists and muslcologlsts :
that alI \shrutis do not sound as being equal in value and

. thelr effect in the different ragas is ‘different. Even in one’
a.(ta%he same raga, they slightly vary in pitch, according
heir context; that'is, in the aroha, avaroha, ete. _
. Evidently, to all ratlonahsts these {wo - positions are
-+ contradictory and only one of them can be accepted as the -
‘correct one, :
: But our artists and muswologlsts being mostly self '
- 'complacent do ‘not worry to ﬁnd out wh1c1~1 one is the

i



" correct position, . In fact the one which su.lts thelr fm-
" mediate purpose is ofien quoted as correct,
- To all scholars and students of Indian musie, parncularly
- to the Furopean scholars, this appears to be a complicated
. -dogma and they are, therefore indueed to stamp our musical
- system as ufcritical, Even our own scholars like- Pandit
-~ 'Bhatkhande hold similar views, while § some others haVe gone
o --to the length of calling it hypocrisy.
" 'Now, I want to submit here. that it is not 2 case e1the}
_ of dogma or of hypocrisy, but it is a true and correct
- sentation of things as they stand, I hope to show ‘rfhat it
" isonly a paradox which lends itself to a simple and*rational
" ekplanation and that there is nothing essentlaﬂy contradic-
tory or absurd in holding this double view" Several in-
stances of such apprent contradiction can be’cited, but when
~* one knows the true bearings, the contridn:tmn automaticaily
. disappears. - ' _
. For’ mstance Would you beheve that under certam cir-
cumstances two- notes differing not. by one or two but by
a8 many as 16 vibrations perisecond are judged by the ear
. 'as being in tinison, while two others of which the fregquency
. is previously tested and" regulated to be the same when
-, sounded together: are\extremely ‘dissonant to the ear? Yet
.. itisafact, and I o giving some independent and rigorously
© - selentific. ev1denc%~1n support of if, particularly hecause it
_“" - is ‘both interestiig and helpful in solwng the riddle of the
¢ . shrutis. Funther, it may bring to light what part the gamakas
- - of-our sy.stém p]ay in moulding the shruti mtervals as: ‘unc-
honm in’ practical music. = -
o Before quoting the relevant . facts T Would hke your fo
L mte that the experiments in question were done by some
. leadmg scientists -for -the sake of pure. _acoustic research
“which has: advanced t{remendously since the first World -
_War .WhEthEI‘ for® ‘war or for’ everyday life, the transmis-
" sion of speech. and miusic. from ohe place to another and
" their falthful reproduction at the other place are a:matter of
. great Importance It was therefore studied- very carefully
and has - evxdently made s'ome very xmportant contrlbt.tzon__.
"to acoustlc research L UL Lo




1 now refer to one such experunent co uctcd by S 8
Stcvens at Harvard. " Starting with'a 150 cycle ‘torie, he
found - that its pitch 'was the same - -as. that of a’ 1ow powe
- tone of 147 cycle—a d]fferencc of - “two “per- cent If the__
power lével of the 150 cycle ‘torie” as it reaches fhe ‘ear:is -
76 db., the: fréquenicy of ‘the other. tone has to be reduced__'
to 145 ‘¢ycles to be equal in pltc‘h-»at 93. db , {0 134 a diffe-.
“Tence -of 1} per cent between physwal facL and mental.
: 'lppraleal R - \ PR
oo I oOne. of hls pubhshed papers, Fletcher descrlbes\;the_-; G
_pztch relatlonshlp of- two palrs of tones: - A pure ‘mne of
- 200 cycles at 40 db. gave the sarmie sensatmn of ,pltch as -
one of 222. cycles at 100 db. . A puré ‘tone of 400+ cycles at. -
40 db. had the same pitch as one-of 421° cycles at 100 db. "
This means that a very mtense vabratmn b 222 cycles pro- i
duces the same sense of p:tch as a- mo&crate vibration of . "
200 “eycles; and s1m11ar1y for the mf‘snse vibration at 421
cvcles and’ ‘the ‘modefate at’ 400 MThe 400~cycle fone i of - .
tourse the octave of 200 cvcle' N Ts the 421 -cycles tore an_' N
 aetave above the 222 cycles tone? TFleteher found that when "

“Sounded - sticcessively,: thejawere judged to be-an octave =
" apart, but -when sounded together they proved to be ex-:-._-..'.-_.f_“'. -
~ tremely. dissonant. =\
7 .This’ naturally\l‘eads ‘one. to raise the questmn 1s pztch"_’,-
understood ahd - mterpreted in ob]ectwe science or pure' S
g acoustICS fhe\same as. apprcmafed in music by the eatr?” The' .-
=_exper1ments. prevmusly referrcd to suggest that 't 1s not

characterlstlcs of a"musical: note, and i m acoustics each one‘.'
"of them ig: Judged and deﬁned mdependently of ‘the other.
_ P1tch ig the hlgh or dow. character of -a note and s
'dzrectly ‘dependent- upon. “the: :frequency of - vibration of a
~sounding body. : It is often ‘expressed in actual- frequency
~ numbers. and is conmdered to be: mdependent of both loud-
- . ness and timbre, or ever of intensity and the upper partials
. which modify theé timbr Ty T




- and timbre of a n

_ The sensation of pitch as recorded by the human ear
is, however, subjective and is not completely independent
of elther 1ntens1ty or the overtone structure as presumed in
pure acoustics. .

The experiments referred to previously show that the

'sensatmn of pitch as registered by the human ear, though

. largely governed by the frequency, is subject fo varia.tions

* hoth in intensity and timbre. The ear, therefore, does not

ascribe to a vibration a sensation of pitch which is eqiial

to its frequency. It is markedly so for notes with a ppwer

~ level of more than 50 db. above reference intensity ™

For frequencies below 2,000 cycles, it rates ptich lower

~ than frequency and for higher frequencies, makes a slight
rmistake in the opposite direction. Betweef 100 and 200
cyeles, the maximum variation appears between mind and
matter; from 200 to 2,000, it becomes Egogresswebr less. '

- In all these cases the test is be made by referring

- ihe sensation caused by the high\power tone to a reference
sensatmn of a low power tone ‘of which the pltch can be :
‘adjusted. - .

It is therefore clear that %he sensatlon of p1tch ag exper -
rienced by the human edr\is not exactly the same as underr
stood or defined in objective science but is a quantum effect
in which all tKO three elements, viz., pitch, intensity

te funetion as constxtuents. So long as
~ this quantumyeffect persists at a constant level, it does not
“matter howt the balance between the proportion of these

- three constituents is maintained. A small variation in any
one gf&iem can be counter-balanced by effecting suitable
* changes in the other two. This is done by an artiste on the

- _umatnent and herein lies the secret of individual great art—

: \ art with the true touch of life. Such effects are worked up
. by our artxste&; by. what are known as gamakas- in which the
" vrbrato usually predominates.

_ " Parshvadeva’s definition of a gamaka is very mgnlﬁcant
m thxs contexf ‘He says: . .
Wﬁﬁmﬂ dopat E!T*ﬁ' TEFECTIAI |
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"When in-a song a. nnte peeps over from the reglon of its -
own legitimate shrutis a shade into the region of 1ts (hlgher
or lower) neighbours a gamaka is there. 5
- This means that-actual frequency of the note is shghtly
raised or lowered from the true one preseribed for that
raga. - In other words, the shruti ratios of the notes with a -
' gamaka arve slightly extended or compressed and thus be-.
‘come unequal in practical; music. . How then is the music
- of the rage not disturbed but, on the other hand, becomes.,
more beautiful and lifelike? The answer is that the- quan—
- tum effect or what our artistes-call wazan (or we1ght ©oha
note) in common parlance is maintained- at a constant‘level
Thus,.in pure acoustics, the- shriti ratios ares a.ll equal
but in practical music they undergo slight changes Such
changes are essential to make rhusic beautiful and 11v1ng

- This is true of all knowri systems of musieland without: thzs : .

'there can be no music but it will be, a}l\acoustlcs _
Both the views, namely, that all\shmtts are equal and
that the shruti mterval is not tke ‘same everywhere, are
“correct, when we know their context 1t is, therefore, only
a paradox and not a contradiction in termg or- hypocnsy
when one holds that bothithe views are correct; only one.
ought to remind oneself\of their context. = :
Music is a living/and subjective art, and tradltmn 1nhe- '
-ritance and association have always played an tmportant part.

. in its development and apnrematlon Science and mathe-

matics are- mstruments which help to explain what happens -
"in practlcalxmusw ‘They are, however, ynable to express

it in exde} words or figures. But their real value is in the

fact that they make the most approximate approach to the
rea@ thing and guide us in- making a true intellectnal or
‘(‘aesthetic appreciation of it. - Thus, in pure science the fre-

“quency ratios for consonant mtervals are of a fixed mathe- i

matical value as 1:2, 2:3,3:4, etc, but tis a well—known fact -
that in practical music a sustamed note is often not held at
a constant pitch but is played or sung with a vibrato, which -

is however not felt,- Vibrato is not confined to the human ~ -

voice, but it also occurs in ‘string-tone’. What is not perhaps -
fully realised iz that vibrato is present practically in every

a3



note oi a song, whether the note is- long ot short high or -

Jow, weak or strong. When the pitch variation is 'very -

cmall, it escapes observation as.a-variation. in-pitch-at all
but:is taken as only a specific quality of tone. “The'rate of

" variation is about-65 cvcles per second and the range of
the variation is about a semitone. A similar ‘vibrato'in

—loudness is sometimes associated with the piteh vibrato-bit-
is comparatively of a secondary importance. In-all such
cases the mean pitch coincides fairly accurately ‘with-the
true pitch. This piece of scientifie research lends additidal

-support to my statement that in gemake the shruti mtegvals
do undergo changes, though they be smalil and for thetime
being, and ‘this is how shrutis are all equal in thmr acoustic -
- bearing, and are yet not the same everywhere ih practical:
music. I should like to conclude by saying\fHat this aspeet
of the problem demands greater. attention'from our ‘artistes’
and musicologists.and may be of some ,tn‘portance in shapmgi
the music¢ of the future, . .. LW - o




_ .shuddh notes* DRSS

WHAT exactly is nnphed by vadt and'-- sampadi? -Whatrate
their multiple functions and- their: unportant purpose “with
regard to' the mood, character and: personality/af a: mga".
Has the old definition of vadi; as being 13 and 9sRrutis apart
. or & fifth and-the fourth apart from its samvadt, outhved
its purpose?.If so, what are the futunstxb irends by a col
) sonantly logxcal extension’ of this defiriition? -
) While -observing the ‘vadi-sambadi rule in- the letter,
_have the practising- Indian- musicigns, led by their unerring
intuition for beautiful eﬂfects already broken the spirit of’.
this old  dogmatic. canon?. Ha,ve they mtroduced -by. design
o1 unw1tt1ng1y stumbled mpon new, consonant intervals like:
the major third or sevemhmtzs botween vadi and saﬂm:fadz,
based on aesthetic &Q}? acoustlc cons1derat1ons as in. the case-
of tivra dhawat and '

: mg to the fumber of shrutzs betweeq them vadz samuadz, _
. anuvadi and. vivadi,. The amsha svara is the: same:as . the—'
: _mdt‘Svaras having an intervaliof 9. or-13;shrutis  are sams
adi to each other - The chief speakmg note is'vadi or ‘anisha;
the- note which'. conveérses with it,:a pex‘fect fourth “or. fifth
apart, is semwadi; the: note’ which:increases the - beauty ‘of
the raga -is_anuvaedi;: and the* note. whll::h 1s'-'3d.tscordant ‘or: -
-clashes with it'is viveds. : :

Let s mterpret t]:us elationship



Samwadi: The perfectl fifth sa-pa, or its inversion, the
perfect fourth pa-sa are samvadi; also, if dha in Bilava is vadi,

the ga is samvadi, while ga-ni and ma-sa are other palrs of

" possible samvadi notes.
Anuvadi: Again in rélation to sa, the consonant ma]or

‘third or seven-shurti interval sa-ga and its inversion, the
major sixth ga-sa, are anuvadi; similarly in relation to go,
‘the minor third or six-shruti ititerval ga-pe and its inversion
the major sixth pe-ga sre anuvadi. . A~

" Nirvadi: Bharata obviously classified in the same &hu-
‘padi group the chatushruti intervals like se-ri and ifs. _Inver-

sion the minor seventh ri-sa, which could have been separat-

s

ed and classified better as nirvadi. : N

Vivadi: Finally, the semitone or twq-shmtt intervals
‘ga-ma or ni-se and their inversions are miitually vivadi. It
goes withouit sayitig that Bharata inclyded in the discordant

" vivadi group the augmented fourth,idtervals like ma-ni and.

the diminished fifth intervals liké yi-ma.
' Sharngadeva defines the mfervals in the samie wa}r,
excépt that his opinich conflicts with Bharata’s in one small
‘detail. He carelessly clamsified the interval between the
old shitddha ni and the old shuddha ri as vivedi; which, in
réality, is the present\cohsonant msajor se-ga in Bildval, even

if Shrangadeva mednt the kakli ni, it would form the interval [

Ay of modern sa-br} dtikomal in Kafi.

. Abolit a thoitsand years earlier than Bharata the theor} :
" wof consonated; s'am’vadzwa, is alluded to in the M ahdbhamm '

'Among tHeten elements of sound, the atithof mientiofis ista,
anwm\z{nd surmhats, that is, asSonant dlssonant and con-
: sonan‘t :
P Varmus anithors have used different termmology o des-
rcribe the importarice of vadi and samvadt in a regdé. Amsha

“4nd sangati, Sonant and Consonant, Predosiinant and Coti-

. ‘soriant; Kitig and Chief Minister, Chisf Speaker ot Dictator

and Corréspondent are sotne of the terins that have been
used to describe the pair of vadi and samvadi.

.. These analogies are all right as far as they go but they

. are Dot suggestive enough of the aesthetic and psychological

: _'functmns which the vadz and samvadz are intehded to pét‘—




form in the-subtle art of melodic music: The més& impor-

tant of all the notes taken in a raga, “the vadt is’ stressed | o
and repeated oftener than the rest.of the notes. It is usual- -~ |
1y cradled by grace notes which cluster around it. .'The vadi

lends:the mood; the character and a kind of personahty to
a raga which is thus individualised and identified,~as indi-
cative of rasa, emotion or passion usually. assoc:tated with
the 4ime in the diurnal cycle or Wlth a partmular season of
'the year : - . S :

Modulatmn The vadi is usually well- deﬁned m the
h‘gﬂmyl part of the raga composition; whereas, th¢ samuvadi

is made promineént in the antara or the second sectlon of the '

composition on an elevated or lowered leveldn’the octave.

While it is usually believed thaf indi%ri music does not
employ the device of modulation as Western music on a.

changed tonic key, it is hardly realiséd’that the elevated or -~

lowered level of the samvadi in- the*antma fulfils precisely )
the same purpose of modulation though in a different manner,
While the Western modulationt usually. shifts the tonic key
10 a fifth above or a fourth below, the melodic dntara modu-_
lation shifts the speakmg note to a fifth above or a fourth

below, without changing the drone or- shadje. In Western ..
musie; thé modul n%l forces the abandonment of the old -
{onic key becauSe tHe chordal system of the- new key involvs" .

. ing sharps or{ ﬁats sounds dlscordant W1th ‘the precedmg'..s-
- tonic, . .-;

Indlaﬁx“musm retams the drone as the new speakmg':-

note estabhshes a new concordance with the drone. and the -

cgns’cituent notes of the ‘scale- remain unchanged. - :

)2: Sequences In the case of scales like Behag, Bha1— o
ravi, Kafi and Bhairav;, which ‘have. ‘symmetrical purvinge
and uitaranga, a Western musical device known as ‘Teal’ -
sequence is often achieved when the felody around- vadi-
in the sthayi is shifted. to- samvadz in the antdara; and this
is done without the change of key, which is 1mposr31ble in’
" the harmonic system. When the purvanga -and ut_t_m'anga

. Gy .



are asym.metncal and the mtervals are dissmxlar in qua]jty o
"ms in the chromatic scales, the ontara samvadi may brmg :
about what je known as ‘tonsl’ sequence. '

3. Double relationship : Unlike Western music where
the ‘tonality of a composition through the. rationality ‘of
chords centres round the tonic note, it is the vadi -and not
the tonic note that ‘determines the tonality of a musmal
p;ece based on the raga. .

' The vadi and samvadi maintain a double relatmnsh:p _.
of concordance. The first is mutually between the vadi and

. samwvadi and severally with the attendant thirds and mxths

. (anuvadis) independently of the drone, and the seoond rela-
" tionship is with the tonic drone which stands constant as -
the measuring agent and determinant of, the particular
modal ¢haracter, This horizontal relatmnsh1p of ‘the vadi
with the enuvadi brings about what is Known as linear har-
. - - mony, and ‘the changing vertical relationship of the drone
‘with the constituents of the. scale fhe charactenstic of mc—dal

. expression.

: There are some mstances in which mutually samvadz
pairs of notes may become, ‘Wivadis, For instance, if s and
ma are respectively vodi. and samvadi, the otherwise conso-

" ‘nant ‘pair-of notes ni and ga may become vivadis, as the
- latter occupy an adjacent position to the former.: Sumlarly

] if sa and pa =#re vedi .and samvadi, the adjacent pair of

samvadi noted\ri and dhe may become undesirable, and in

~ the case of #i,4nd dha, the immediate pair of ga and ni will
L gither. be; Ieft out or very sparingly used. . The second ad~
: ::]acerxI 1r is-usually avoided as being in opposition to the
o f the second pair is allowed to assert itself, the effect

o will ‘be doubled and the import of the tune marred. An

~ 1‘39“1'»1‘331 prohibition is -imposed in “Western ‘music, where

it i§ known’ as parallel or consecutive ﬁfths and fourths’
and -hence avoided. - : . _

'the i;;f élgi?nncommon somet1mes to find araga gomg under
T e.or the same name prefixed by a qualifying
L -attribute, being sung with different pairs of vadis at differ-

G _ent places of this country.” A raga whose scale may permit

.. several altematwe pairs of samvadis may be sung different-




: Iy in Gwalmr, Baroda, Poona or’ C’alcutta thus varymg its"
jmport and. character; This practlce mstead ‘of being_ de- -
plored; - is actually to be. encouraged. for it unfolds the_"._ﬁ_
various facts and pOSSlbllltIES of the same modal scale It'_'
only goes.to prove the importance of the vadis in 4 rage -
and the expresswe capacity of a changed wvadi for a changed *.
mood, The joyous, active panchama-shadje combination'is " - -
expressive. 'of sunshine, the passive ma-sa’ combmat_}._on __o{_--._f w
subdued peace and the serene dha-ga of calm and comntenta{ %
ment. These last vadi notes in Bilaval for instance, if-ye-"
‘placed by ri- pa would change its tender character 1nt0 :m Tl
assertive one. OO
Such is the emotlve power of the vadz and sam‘vadt and e
so dependent this power is on the choice of thé- vad;, its.___-ﬁ o
location and the nature of mutual relatlonslnp between . P
the consonants, that a taga based on a majogiscale may take ..
on the pathetic character. of a minor scgle and vice versa; _:; '
a raga.based on a mmor soale ‘t,he Jubxlant nature of Y major o
scale.. ... = W
‘The above Bﬂaval scale wou‘hd serve as an apt :JJustra— 2l
tion of this principle. of psychologlcal correspondences bet-: -
ween harmonic musical intervals and moods.. The wadf
used in this raga is the ténder ‘madhya dhaivata- of the ter- -
. tian series, . The vadi'dha forms an interval of & passive
- fourth  with its. equally soft mad.hya gandhara—s “mutual - -
relatlonsth between the vadis. The second relationship: bet "
ween the vadi dhawata and the taratonic shadje is that of
pathetic m.mar thlrd—-and ‘hence the soft, affectionate and
tender efféet’of ‘a minor scale engendered, although Bilaval a
Is equiyalent to ‘the Western diatonic major seale and should -
be nom:nally ‘expected to evoke a bright and hvely feelinig. .
“There exists a definite. relationship between an audible -
-musieal interval. caused. by physical vibrations and the’
corresponding. psychologlcal ‘mood it evokes, even' as the
. visible colours of the. rainbow’ caused by light’ vibratmns'
are expressive and suggestlve of certain. feelings. “In: ‘ages”
‘gone by, when spiritual’ powers were hlghly developed ‘the:
‘ancient Indian rishis intuitively. put their finger on the nght.
_ spot and described the psycholog;cal eﬂects of musxcal mter =
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vals not by dead mathematical ratios but by arriibufes ex- -
pressive of the corresponding feelings. Thus the expres-
sions karuna (compassionate), dipta (keen and fiery), mridy-
(tender) etc. were generic terms while the 22 shrutis were
described by specific terms like dayavati {compassionate),
raudri (fierce), krodha (passionate) etc. o
‘The meodern, scientific-minded intellectuals, having lost

the faculty of intuition, have grown moré and more sceptical
and they demand laboratory proofs, in terms of matter, of
these spiritual symbolisms of musical intervals which be-
long to the domain of ideation and hence must be gxperien-
ced and not touched or seen. N\ _
The moods expressed by intervals made- by the vadis
with samvadis and anuvadis, as also with the tonic, may
therefore be compared to the feelings evoked by colours.
The Pythagorean notes obtained ih“the upper panthama
‘or quintal series are active, mart'}él, joyous, denoting sun-
shine and strength, like thesfiery and bright red colour.
Similarly the notes of the lower panchama series are passive
‘and beauteous, denoting mivonlight and peace, like the cool
and peaceful green colour. Again the upper panchama
series of the tertian o spayambhu gendhara are suggestive
of tenderness, calm® and affection like the -sensitive and
tender pink colour. And finally the lower panchumo series

. of the tertial¥ or svayambhu gandhara are suggestive of

A

‘compassiofiate blue colour. .
. {fgsed on these and other considerations.the rogas are
fixed'for the four periods of the diurnal cycle. Hence they
are purve and uttare rages and the sandhiprakasha rages

‘compassign, Sadness, nobility and charm like the .sad and

Owith wvadis and samwaedis fixed, accordingly, to suit the

Y

mental-and physical condition of the singer and the hearers,
korr_zal and tivra madhyoma, representing composure and
‘excitement respectively, being often the chief ‘determining
factors. The other factors regulating the time of singing
-are the_ 'J::emaining‘four tivra and komala sveras.

- Vadi, sometimes known as amsha, corresponds to mese

n 01‘_’-1 G_I’.‘?Ek music. ‘Greek melodies would stress the mese,
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the most sahent note of ihe mede, in order to ;mpart to the- '
melody the character of the particular mode, - L

Though Western music does riot use the canventhn ef _
vadi-sgmvadi as a matter of fundamental principle in s
systemi, Western composers often give the imprint of d
.special character io a melody by stressing a ‘certain ﬁxed
note in the melody by a deviee’ known as the ‘pivotal centre’.

Franz Schubert, for instance, in his famous ‘Ave Maria”
‘consistently stresses the second note of the Bilaval seale;, N
particularly in the second half of the composatlon He
makes i the pwotal centre or vath whxch gives hlS ‘Ave
_Marxa its unmistakable identity. o

Beethoven stressed the third ga in the Fmaie iheme ef
'hlS 9th Choral Symphony. “Various other W«éstem com—-
posers have occasionally used the pwotal cenire’ device i
their melodies, invariably selecting ga o’ po’for the vadi..

Some of the reasons why vivadi mte\svals are sornet1mes
mistakenly chesén as samoadis for composmon are that the -
perfect shruti system of measurmg intervals is neglected -

- Musicians sometimes mdmcnminately choose the fourth or =~

fifth note from the vadi as\samvadi without teking the o
trouble to verify their relatlve consonance or dissonance.-.
Augriented fourths and \diminished fifths are often’ named.
a8 sampadis. These\k\ltervals are ‘uwadzs in the worst form
of the term and should never be used. Herem 11es the ad~
vantage. of stud}!mg either the shruti system or the .old-

- murchana sys‘bem or the new phonetlc system, In this last -
system ﬂgsamvadz notes are mstantly discernible by thezr \
sumlar \phonetic terminations or by the colour scheme. o

How the exact knowledge of samvaditve grew from the
&rliést times is an interesting subject. In the course of -
hifman history this is marked by three epochal diseoveries.
The first stage was when the panchama was discovered either - '
in India, China, or Greece. At that stage theoreticians built:
musical scales based on the panchama or quintal series alone.
‘This was the quintal or Pythagorean scale built out of the’
ved, fiery and jubilant higher panchama tivratar series, and -

" the passive and green. Iower panchama or qumtal atzkomala




" eries. The Chinese and the Tibetans stilI use the higher _

e -panchama series. -
. ‘The second stage was’ when the svayambhu gcmdhara
“.was discovered in India much before Aristoxenus did it in

' Greece, This svayambhu gandhara jntroduced - the new -

 upper tertian series of pink tender notes and the sad blue
_notes of the lower tertian series. These gave blrth foa new
_series of samuvadis. *

.. The third stage came when some decades ago Indla

" began to use the septimal {saptakomal) or the mystical
violet series. No other country has yet begun to-use ~them

_ These in turn have generated new samuvadis. Of\dotrse, -
. -the ‘violet septimal notes were not used in Sbamgadevas '

time. The Indian system of music was frorﬁ time imme-
-morial definitely based on penchama and gcmdhara intervals

- and at present on penchema, gandharaand svayambhtt sap- .

takomal intervals, but not purely on the Pythagorean system
~which is primitive and long abandbned by India. - .

* . The, vadi and samvadi emploved in a certam type of
© Marva sung by the late’ Abdul. Karim. Khan and by musi-
~ cians in Western India, whether by accident or by design, is
. a unique example of its kmd that has yet come,to my notice.

There are three perfett. fourths or samvadi pairs. avaﬂable
in Marva and occagionally used as vadi and samvadi. But

the unusiial practiee in Western India of using the, atikomal
. #i and the Pythagorean dhe as vadi and samvadt w1th an
1. interval of miinor sixth or 15 shrufis between them, ie the

o _mverslon bf major third or seven shrutts, establishes a new
S conve{si\mn as agamst the old perfect fourth or. perfect fifth.
. Did dhis happen because they were uncntlcal ‘of the imper-

Vo iec’clon of ﬁiths ehosen for samvadw or were these choaen

\by design?

S . An identical parallel exists in the history of the evqu- |
an tlon of Western harmony. Till about the 13th or 14th cen-

- tury only perfect fourths and- fifths were allowed and the
church. authorities. had strictly forbidden the use of other
i .consonances _But the French contrapuntists, while observ-
s mg the order in the 1etter ‘broke it in spirit by mtroducmg

—



t.he shadja gandham interval. - At: that moment harmony
was born in Europe’ and. has. grown ever since. . v S
As more than two or three palrd of samvadzs are usual-. _

ly available .in the same scale, the same rage bearing” a
certain name or a shghtly altered name, may have different
vadis in different regions, dependmg upon iradition, ‘con<
‘vention and usagé or the mood’ which the original’ cornposer'.-'_-
of the raga intended. to convey. " Therefore, as long as the .-
- dogmatic regulatlon ‘of perfect fourths: and. fifths for. va,ds O\
and samvadi is not broken, there should be nothmg wrong™’ -
if a composer wants to create’a new version of a lmbwn_f
raga under g shghtlv altered name or under a dﬂ‘r’erentsname o
altogether, provided the new. composition is harmmucally.
and aesthetlcally beautiful..- As a matter of ;fact that L
how the various ragas ﬁrst came into e:nstence o T
'Now; as regards progressive ways of itroduc¢ing new -
forms for vadi and samvadi, a few of the Farious poss1b11ities TN
: '.mdlcatrve of futuristic trends may be Eentloned here:: :
Thirds and sizths :. Tf the' s‘necxal case "of Mawa_

above referred to, is any. indication, then the Ma]or Third
or Major Sixth (seven or 15 sh’rutts) and the Minor. Third_:_'
or Major Sixth (51x or 16 shrutas) are the two. nearest possi=
bilities as these are they two best. consonances acoustlcally'
available after the perfact. fifth or fourth. o '
2, Fixed drone\q\td movedble vadi: Whﬂe the drone
remains fixed, thé jnitial vedt and samvada may sh1ft on to'"'
another pair of wadi and samovadi; consonant with’ the: pre-
vious smvard‘&s and these: samvadz ﬁfths may ewn be of the
qepﬂma]\qn santakomal series.. i .. -
3., ‘F}Exed vadi’ and movegble drone _While the ﬁxed___

: drone Sa-pa ‘smoothly resiles ‘into a new drone pa-ri, the :
origmal paJr of mdt—sambadz may remam statmnary




INDIVIDUAL NOTES AND SPECIFIC -
RASAS '

S. N. RATANJANKAR

N\

Tue term ‘note’ is applied, in Western music, 4o the writ-
ten sign on the line or between two lines of"the staff of
Western musical notation. It also meanssa musical sound
of a definite pitch, having a definite name: '

- In Indian music any musical o€ is called a svarg,
which is a common term. But a~gvare acquires a definite
name only after and as soort as th®sharja, the fundamental

keynote, is fixed. There is no. standard keynote in Indian

music of the present-day. \ .~ : .
.. The ancient musicolegists had a standard keynote and
definite degrees of pitch\in mind when they made this state-
- ment. The calls of-thé peacock, the ox, the goat, etc., re-
ferred to as représenting the successive degrees of pitch
“of ‘the Indian grusic seale would also lend support to this
idea. Even jf &at were so the idea of musical tones indi-
vidually expressing a specific rasa, an emotion, an abnormal
state of I{lil_ld; Dasses my understanding.. -
In-the present system of music, anyway, the svaras are
notabsolute. They are all relative. Any musical tone may
have any name, sa, ri ga, ma, ete. in relation to the keynote

~(or in relation to any other musical tone having a definite

‘name: The term ‘notes’ refers to pitch value, absolute or
~ relative. If a musical tone by its pifch value alone were
~capable of expressing an emotion, or affecting the listener’s
~ mind so as to create a feeling of joy, sorrow, terror, amour,
" e?c., why should it have different effects when produced on
different types of musical instruments? Why should it sound

- Sweet In one voice and dry in another? There is no ques-

tion here of the tone being in tune or out of tune, because

54

Il

[T N VT TN S A



:
:
:
:
i’
.
E
;
:

it stands by jtself as an abs.'dlut'é"muéical' '_"tone'. Granted -
that a musical tone has the inherent quality of pleasing,

affecting’ the mind agreeably; - yet there is much diffe- -

rence in the measure of good effect it produces on ‘the =
listeher’s mind when it is produced on different insiruments
or by different voices, How then.can we ascribe any par-
ticular expression, any specific emotlon any partlcular eﬁect

to any particular musical tone? -

" It is said music is a language. Yes, we experlence the!
truth of this statement when we listen to Indian music,ify
its best form. And when a performance of Indian music
reaches its dreamy heights, there remaing nothing like indi-
vidual notes. All the musical tones occuwrring inisuch a
performance of great height form a part of a beaut1fu1 and
sweet gural image, a great theme, and have{ ho individual _
existence as such. They are only the ‘whdf® in music and

_not the *how’, which is in-a much greatey measure respon- -

sible for What we know as ‘effect’ :in anusic.  Indian music

is by its nature airy, fluent, so that 20 note in 1t is expressed

detached, straight, by 1tself RN B
"An.Indian musician, vocahst or 1nstrurnentahst w111

‘never produce his ¢ ‘sa’ stra.lght on its pitch. He will always

start it on the ‘ni’ or “palof the mandre saptak, or on the .
ga or: ri of the madhga\swptak and glide in an expressive
way to the proper ‘pitch of the “sa’. Every note is linked
up with its precedent and subsequent notes. It stands in

relation to othégs in an artistically planned scheme as it -
. were and takegits due place in the.cadence., Then only it ac-

quires aig'n?ld of meaning, ‘significance’, as Susanne Langer
puts it do*her “Philosophy in a New Key.”. Individual notes

have\né meaning in Indian music except that they-are, as-
it"were, valuable jewels or grains of pearls awaiting some

gréat artlst’s hand to be woven into a garland, to be fixed

up in’ a beautiful ornament. They are hke the ‘words: of

language the poet’s stock in trade. .

A pigce of Indian music itself when in the actual’ pro—
‘cess of performance is likely to create different effects when

‘sung in different voices or even in one and the same vaice -

it may make different eﬂ‘ects if sung at dﬂ'ferent occasmns



and in different surroundings. The individual notes in India

musie are very dynamic and as such keep on moving up and -

- down in degree of pitch according to the requirements of

a particular cadence. They form syllables of a sentence

subject to changes in expression, or pronunciation, if you eall
it, as required for the accounts and emphasis on them.
If we consider this tendency of the notes to move up
and down in the process of performance critically, we shall
find that every note makes its own effect on the notes follow-

ing it and determines the actual degree of pitch with which'

the other note will follow it. The komal nishad in(Bhim-
palasi has a particular expression of its own in(the scale
- upwards, much higher in pitch than the -komal ni in the
downward scale. ‘For instance :’ 7 ' .
p dh & § dh & CpaYy
Me Pa, Ni, Ni, Pa Ni, Sa’, S¢"Ni Dha Pa
.. Even when we make a long halt.’o}f any single note we
have all the context of all the notes'and cadences that have
- gone before it and hear it in that ‘eontext, in that relativity.
This much for the notes themselves. In considering the

&
L

* effect, the so-called rasas of individual notes, the other rela- -

. tive of music, and the dhost intractable relative at that,
~ namely, the listener, Mas to be thought of. Will a musical
 tone, if at all itis supposed to make its own individual effect,
to create a partietlar definite feeling, make its particular
‘effect, create it§ particular rasa on each and every listener?
Or even onjgnié and the same listener at all times? What
-about -__thg. eapacity of the Hstener to appreciate the sweet-
' ness qf\music? What about an able listener’s mood on a
_ parti¢ular oceasion as a fit receptacle? .
. AThe sage Vyasa closes the second chapter of the Bhaga-

g M-Gsta in the following shloka :

srERqasaatay,
- ggEAm: sfaafa agag
agaw 4 afaufia g,
C a0 mgbenEifa a swe o _
" &7 Arjuna asks Lord Krishna the definition of a.sthita-
prajng g.n_d___' wants to know how a sthitaprajne behaves

P




it the world and the Lora follows w1th a whole chapter QI
sthttaprajnos It is not easy: to translate thls partlcula* B
word into: Enghsh At the-most W& may’ say ‘a ‘man: of
steady mmd a'mah who hag controiled his: ‘mind to'such an -
exterit that he remains absolutely unaffected exther by’ cala-' -
mlty or prospenty ‘however great And the Lord concludes -
his discourse on the sthitaprajna With the shioka 1 have gustf_' Ny
" quoted. I have only to pomt out in‘this shloko that there iga s
- hint at comparison of the human ming w1th ¥ body of Water \Y
The sthttapmgno is compared to.an  ocean, which* never
overﬂows by the waters of hundreds of rivers ﬂowmg mto 11: S
nor does it go a jot dry by absence of rams nor, again isit .. .~
' dlslocated by the heaviest of- storms - '

The mznd of a sthztaprajna is llke the Qoearn, But this T
is the rhind of - a ‘sthitaprajna. .. The mindjof an- ordinary
humble man like myself is:like a lm‘itted ‘body of water, -
always. ﬂuld and gs such subJect eorist’antly to d1stu1'bance -
by the: slightest touch. I am notrﬁ stadent of psychology. b
I shall only: say what occurs t8my! mind: regardmg msas L
_ 8s an observer Wlthout any preooncewed notmns

To me rasa conveys an abnormal sfate of mind. The 51ght. -
of a beautiful scene, a ‘beautiful flower, attracts themind-and
puts it out of its m’mal ‘conditions and: we . call g 3oy,-:"_
pleasure delight, etc - The sight of & horrlble accident When;' L
the poor subject; of -the accident ‘appears. bathed in blood .. ...
- -and his body, Wounded here and there again puts- the mmd.“_':sﬁ: L
off bal eey‘and we call this state of mind grief, sorrow .. -~ - =

and so forth. And what is the reaction of the- mind on such_.-_.;’;;." )
_ occasions of joy or grief? - There are’ unbalanced actlons -
‘end ‘inbalanced ejaculations.- T e

Are these e3acu1atlons mus1e‘? Are Iaughter expres---_..__.s._-__._'
sions of ‘joy or lamentations and howls of grief music? ‘No " '
doubt they have the germ:of music in them. - But they are . -
not yet musie. ‘I, for one,- would hold - that music has a.
purpose . quite’ oppomte to. such aﬂ"ectatzons “of the mmd
Emotional ejaculationg may be analysed as musmal tones
But these are not regulated They become musie only when_--:_ _
'these tones are. regulated and put in a’ certam theme a




certain context. The rasa theory properly belongs to poetic
literature.

The proper effect of music would appear to be con-'

centration of the mind, a sort of holy communion with the
soul. OFf course it may be possible to give music a certain
background and apply it to a certain definite set of circum-
gtances and make it expressive of a certain emotional idea

by means of words, voice and modulations, a little acting,

proper adjustment of musical accompaniment, surroumging -

scenery and so forth, and to that extent it is comparatively
cheap music. But even then the musical notes(@re not by
themselves responsible for creating a desired. \effect. And
this is what we may call seguna upasang jn music. We
give music a certain definite visible shape and worship it.
Otherwise music, pure and simple, is the expression of the
soul, - ¢ \\

The eﬁect of this musie is as\I ‘have pointed out, con-
centration of the mind, holy eerafnunion with the sou] In
- this sense it is a Reja-Yoga,and it is this music which the
Lord refers to when he teJls Narada, the greatesf of his
devotees

' ma;wmiuu m-aﬁa ax famify ag 1
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THE CONCEPT OF RASA
' Jameva Stvex

It 35 the aim of this paper to examine what rase means, )\
what is its exact connotation and what are the main featui‘es
of the experience of rasa. - : : N

The connotation of rasa has four ldeas namelg, (1) sap,
juice, (2) flavour, relish, (3) delight and (4).gllintessence.
All these four ideas are included in the word\rasa as it is =
used in art. The simplest way of understarl&\mg its connota-
tion is to analyse its meaning in connectzoﬁwnth food, When
we take a morsel of food, we move it ghdut with cur tongue,
trying to extract its sap or quintesseice. While doing so, we
feel a peculiar relish and delights Even so in art, emotion
is the food and the artistie con}selousness is the tongue. The -
resulting experience is rasd\ I do not know if there is any
word in any other language which can bring out the 1mport
of the word rasa in its fulness. '

The “words. .‘séntiment’ ‘motif’ have been proposed .
Perhaps ‘artistio, exxpenence would be the nearest equivalent .
~ of this word/in“English. The Sanskrit. rhetoricians have
studied the ¢oricept of rdsa in very great detail in connection
with kapgit or poetry. While all the details cannot be direct-
ly apRhe'd fo musie, a few fundamental characteristics are,
to'my-mind, applicable to all art and so also to music, First,
wevhave to guard against ' confusing the word rasa with
bhava or emotion. The tendency of bhava, or emotion is to-
pass into action. ‘Bhavati it bhaveh. _

Bhave does not mean ‘to be’ but “to become ~8o also,
the word embotion is derived from the Latin ‘@’out and ‘moveo’ -
to move, It is 2 moving out.of the mind, it is that feelmg' .
- whxch hasa tendency to.pass mto actxon )



The emotmn of fear leads one to escape of Tun away
. the emotmn of anger moves one to strike or utter harsh
words, which is only verbal striking. When the emotion of
. grief overtakes us, we sigh, sob and may even swoon accord-
ing to the intensity of the emotion. But when an emotion
. isheldin, detained, leisurely tasted, just as a morsel of food
may be chewed and tasted in the mouth, then we have that -
' modification of consciousness . which is designated as rasa.
Rasa is due fo ruminating over' or chewmg the honeyed cud
of emotion. L o &
. The, Sansknt rhetonmans have used churoano ot ohewmg
and asvade or relish as the synonym of rase. {dyuly has it
been said in Praneve-vada, “Bhava-smmonam faseh.” Rasa
is the calling up of and dwelling on emqtlon In the same
vein, Dr. Bhagavan Das says in his ‘Seignee of the Emotions’,
“Its business is to call up an emotionand then hold it in, so -
that its correspondent feeling of p{ea\sure is tasted at leisure.”
{page 336) o P .
. Secondly, an emotlon may be pleasant or painful but
rasd is always an experiénce of ananda or delight.- Shoka-
' bhava or emotion of sifrow is painful, but karune rase or
-~ 'the artistic experlence of pathos is always one of dehght
- Even mtz-bhava. érithe erotic emotion is not always a matter
..~ of delight, it 1§\}mxed with chinta, nirveda or anxiety and
despondency’, but shrmgara rase is always an expenence of
dehght S )

Balabod}um 'commentary on Lavya-prakosha ‘says
: rlghhy “Loke harsha-shoka-Karanebhyo harshashokaveve hi
_j@yete; atra punch servebhye eva tebhyah sukhamityalau. -

,_ N kikatvam”, ie., in the common experience of life, from joy
- you ‘will have but joy, from sorrow you will have only
gorrow; but in the experience of rasqe, you will have delight -
from every. emotion. Such is its peculiarity. Under the

- _.n-mgic touch. of poetry or musie, every-emotion is converted
. intoan experience of joy. In actual life one may experience.
so_r.rowr'-but-- when this sorrow is expressed in a raga like
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As a matter of fact, all art is only.an’ expressmn of an

inward’ splntual dehght Creatlon itself is a manifestation

arune Tasa; it glves pecuhar aesthetm L

of the delight -of the Supreme:: “As’ the great Kashmiri
Pandit- Kshemaraja: puts it, « Anaridocchalite ‘Shaktih sriat- o
yatmanam atmna.” The surplus of: the delight of the supreme

gpills over- info- creation,:: . So-also do’ ‘the Upanishads say,

“Anandadhyeva Fhalu - 1mam bhutam “jayante, -anandena . A
- djatani jivanti, “‘anandam: pmycmtt abhzsamvwhantt ~From .\ C
the anande of the supreme are all creatures borm, by 1t are~ » I

they all sustamed -and to that do they-all return.-« oA
‘Art has mo- other purpose but to” express -an mward
delight. - “When :we want: 10 reach somewhere, we Walk or

- travel” -But when we have 1o other purpose butf o express

- our inward dehght we dance. “When" ‘we wapt o convey
* something to. others;  wetalk, but when % 12ve, no such-
purpose to gain, but only to express ouxSoul’s ]oy, we' smg
Rasa is, therefore, always an experlence of ananda, 5. .

Thu'dly, in'rase, there is ‘univetgalization of eXperience. -
In actual life, the -emotion ofs ‘Dushyanta is his personal .. ..
experience; ‘orthe emotion of ‘Shakuntala-is her personal e
experience, but in the.m 1um ‘of .art,-in Kalidasa’s drama. - .~
‘Shakuntala’, the ‘emptién)is universalized. -1t is no longer = * . -
the emotlon s:mply B - Kingior the emotion of a simple -~ . - &
maiden’ of ‘the" hem'ntage of Kanva that we experience, it =
is the emotlon ‘0f‘manas :man -or: woman. ag- woman that '

- captivates om\ heart.';

Whel\a M!ra tnlls forth her. expenence of mmha or v

separatmh ina mga like desha—mam virohin, baithi: 3agwn.,'-'
Jagat\saba sowai 1 ali?, ‘we hear in it'not only the pangs of-:*
Mixa; but the heart- throb of humamty “For a full realization -

ofrasa; the listener’or ‘reader has-also “to shed his partxcu- S

larities. -as: Mr. X or:Y,.and" experlence the:emotion as man
as such." This’ umversahzatmn is valled sadharanikarna by

our art crities. -'They insist that.without this sadharanike. '- o
Tang, we. cannot have: expenence of real Tasa but only of a: e

msabhasa—a ‘pseudo-rasa,
~ In one-of thep pqems_

the great poet | Rabmdranath S |



o -rasa. .

Tagore someotie puts a questmn ’co a bn‘d “How is it that.
“you do not sing when you are resting in your nest, but begm\ _
-to pour-forth your music when you soar in “the sky?” The
. bird replies, “When I am confined in the limits’ of the nest,
1 have no inspiration for a-song. . It is- only when'I. Treak
loose from.the limits of the nest, and soar into_the limitless
sky:that I find my song”. Evenso when a poet or a musician .
breaks away from the limits -of the; NArTow ; partlcular and
rises to ‘the plane of umversal expenence can, ‘he - create

Agam and agam our art cr1t1cs mslst on thls apanfrkata
bhrwa i.e., rising above the limitations of the narrqw Ppartis

- cular. Art requires a ¢ertain amount of detachmént'or emer-

- gence from the narrow particularistic . self, and mergence'
into universal -experience.: Sadhammkamna -or -uparimite.-
bhava is: therefore an- essentlal factor m‘the experlence of
Fasa. N\ :

Fourthly, the expenence of m@a 1s possxble only ina
certam condition of mind. Someé. ‘&;t‘the critics have called it -
sympathy, but. German tmnkers "have rejected this word, -

_They say ‘that . the word" ‘sympathy! - does- not adequately -

* describe this experierice, £67*‘sympathy’ only means ‘feeling '

- . together’ or ‘feeling wzth’ but art experience is not feeling-

together but becommg one with the spirit. of one’s theme-
In order -to descmb.e this mental state, they. comed a: new
word “Furful r{g “which means: ‘feelmg Anto’ sy o
i+ In orderto ‘bring out this idea, a new- word was coinéd
- in the Eng\hsh language namely, ‘empathy’, Thls -word has ..
now beefi #icorporated in the revised edition of the Oxford
- chtlona . Whereas sympathy means “feeling with’; -empathy’
me a{ss"feelmg into'. But long before this idea even oceurred
- 1o\ the ‘Western thinkers, our. art- critics had dealt .with it
;_."elaborately In order to describe this state of mind; they used

< -":"'the ~word tanmaytbhavanam or -tenmayota.-: It means. fhe-

commg orie with’. . This is far’ more expressive than empathy.
- The poet has {0 become tanmaya or-one with his:theme,

. the ‘musician has to become tammaya or one with the raga- .

. bhava or spirit. of the 7aga-in order to be able to express
- TGSG and 50 also the 11stener has to become tanmayu m m'der -




to enjoy that experlence It was for thls purpose that ?‘a»ga_

dhyanas were composed by our old masters.” Abhinavagupta -

has very aptly described msasvada _a "tanmaytbhava in h1s ) o

commentary on Bharata;. : -
Lastly, rase is a umque expenence whlch cannot be re- .

solved into any common experience of man, That is why our '_; o

'shastms have called-it alauktka or lokottarg or vilakshana,

It is & transcendental experiernce.. Art 1nses: the medium.of -
sense in order to pass bieyond sense: Poetry uses: words
.music uses sound; painting uses colour. These are all sen-
suous media, but the ~experience ‘of rasa is supersensous.’

_That is why Mamrmata says in his Kavya-prakashy that it, &) -_ L

. entirely different from laukika pratyakshadi pramang, dtyis’
Zokottamsvasamvedana e, the experience of rase sy com- -
pletely different from Ia-uktka or the ordmary copunon  ex-
_perience that we derive in this woﬂd from pmtyaksha or.
sense, gnumana or inference, '

It is lokottarasvasamvedand or'a trans Bndental exper.- B

‘ence in which the soul abldes in her su{zernal ananda, her

ineffable joy.  So also Abhmavagupta gays in his ‘Abhinava--

 bharati’ commentary on Bharata, “Raswna cha: bodharupawa '

kintu bodhantarebhyo Iwukzkebhyo wilakshanaiva’ ié. ,Tasais

‘an. experience which is. dlfferent ‘toto” caelo from alI the
common wordly expemence It transports us mto a regxon

where we taste for a moment the inherent ananda of the Self .. ' -
and leave behind ﬁ\ﬁie fret and - fever of life Ttds - =

brahmanando,sahoda Le; it is-akin fo- the ananda of .

‘brahm’. We have this ¢ expenenoe of’ msa par e:trceIIence in
" music.. Truly has a mus1c1an poet sald S

know not what T-was. playm
.'Or what T was dreaming then.-
o\ 'But I struck one chord of rmusie,
¢\ Like the sound of a. great Ame
" It quieted pain and sorrow,.’
Like love. overcommg strlfe ;

. It seemed the harmonious, echo
- From our discordant life.: _ BRI
- It linked ali perplexed meanmgs_ CE




Into one perfect peace _
_ And trembled away -into Sllence
-3':_ As 1f it were Ioth to cease”. o

Yes ‘such s’ the rasa- ‘that one’ expenences -the’ art: oi
music, --If quietens pain and sorrow. and Imks all perplexed
meanmgs into one perfect peace. '




grammes broadcast from theé: 28 - Statlons of AIR In: '
one year alone (1956) 41987 “hours ' of-Indian’ muslc'“
broadcast. from{hie deferent Statlons of - AdLBoes
lafge programme demands not only: elaborate plannmg and’
- supervision ’ by experts but also-the:aceeptaned. of certain
g‘mdmg prmcxples as fo’ the pollcy of AIR SN e

: Obgpctwes R
The first ob]ect that--A.IR ‘has hiad: before 1t in’ respect:
|of its music programmes isto’ try and carry: to listeners the
best of ‘gentiinely Indian musje:y Since. thére are-different
programme hours :Eor Western and mternatmnal musie, the )
prograrmnme " of~ Indlan mtsu: is' to- be conﬁned to 1tem _
genuinely " Indian - in tl{ﬁmder sense of the term.” Closely_\
connected with it ig'the policy: to’preserve and promote the:
classical music ‘of Imha Tn-this, tranmtmnal phase of Indla g:
cultural lustory, -ALR. has had- 1 'play the role’of the pr
server an atron of classical” mumc' or, mth the dlsappear-_
‘arice of the prmces ‘and the landed iSto'cr'a"c_‘y ‘and in” the
absence “of opera’ house and concert alls; the : pract
twners ‘of tradltlonal'- d:
for fac:lltles 10 contmue the
of mass communication; AIR has ‘:_-however EMﬁred
not only to'preserve but also_t_o promote clagsical music by
formulating ‘programmes of classical ‘nusic that would mte-
rest the average and uninitiated, hstfr_lgr_s_gls_g_ opularisi;
“classical. music, : therefore, has been .an’ 1mportant?u§l§1g
o prmaple W1th :A.I R. Thlrdly, as- an . all-India’ organisa-




-

tion with Stations located in different regions, ALR. has

endeavoured to bring together and 19 Eheourage MULAL

understandlng of the different .forms of Indian music, Hin-
dustani, Karnatak, _devotional, ToIK ¢fT Cotiposite

‘programmes presented on an all-India level and consisting -

* of items drawn from different regions have encouraged
better appreciation of the music of different parts of India,
_and thus indirectly promoted nw .Fourthly, the

deinands of popular taste have encouraged A TR to seck
_new directions in the field of Tight music. Thus speclal pro- .
duction of light music with the help of poets and‘ COMPOSETS; -
presentation -of folk music in all -its bew1fder1ng vanety
anid experimentation with orchestral and ‘¢horal comp051- _

tions are only some of the examples of’the fruits of this
policy. Lastly, in planning its musl\mprogramme AIR. has
sometlmes had to function as more than a broadcasting

organisation, 1t has had to»erganise concerts, Sangeet_

Sammelans and offier programimes With a view 10 encourag-
Jng the formation of the concert habit among our peoT

Admsm‘y Bodzes amd th'e Staﬁ’

- For. the 1mp1ementat10n of this pollcy, All Indla Radio
has not only t {depend upon a large ‘staff of experts but

- alsotobe adpised by an authoritative body of connoisseurs,
scholars ang’lovers of music. This is-the Central Advisory. _
Board of\Musm distinct from the Central Programme Advi-
-sory Qorhmittee. ~The Advisory Board of Music is presided -

oVE, \\by the Minister of Information & Broadcasting and con-
~ sists"of 20 specialists from all over the country. - The ‘Board
ﬁaeets once or twice a year and examines new developments

) and lays down the policy wherever necessary. For example; '
in 11:5 May 1957 meeting, the Board was calléd upon to give

lts opinion on’thé recent experimentation with orchestral
compomtlons in ALR. “On local programmes the ‘regional
Stations of ‘AIR; get advice from the local Programme

Advzsory Commlttees Wthh usually 1nc1ude some connms-'

seurs of music.’’ v ¢ SEREE

With the rap1d expansmn of ALR. durmg the last fen =

years the need for mtegrated programme plannmg and for
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expert handling 'of local ‘programmes was felt. Since 1955;
* music programmes have becom_é’-'-t_he'--T!?SPOHSIbﬂltY of M‘W‘-’
Producers assistéd by theregulai staff.i There are two Chief
Producers. ‘one for HindustaniMusic and-the. other for Kar- -
' natak Music; each of";?w\}_idm-is_in'overall__-t:hargé_ of the plan-

ning ‘of music programimes’and Tooks after the maintenance
: 'of-genéréiﬁiét'a'ndai‘as.-'--".{.-LTh.f;% “:Chief iProducer 'iqf-'Karnatak o

© Music' has-his headquarters in Madras and' the Chief Pro-

diter ot Hindustini Music at Delhi. : There is at the head-
quarters of All Tndia Radio at Dethi, a Central Musie Unit (8.
~which includés not only-the Chief Producer but also two,)
. Deputy Chief Producers, one Producer and one" Assistanl
‘Producer. ~'This". Central - Music :Unit--handles - all matters
connected ‘with the '_screer‘iiz_l'g'of'-artists,.productioiii‘bf spe- -
cizl programmes; ‘co-ordination:of programmes from various
Stations, organisation”of Radio Sangeet S gielans, formu- .
lation of National Programmes, direction 36 orchestral and
choral. experiments, gidance to folkamusic and Tight music
units, ete.. ete DA e e

3

- Apart from the-central supstvisory staff, there ‘are Pro-
dlucgrsl ‘and 'A_ssis"teint“:'_l?rodu’céfé ‘of Music-Programmes at.
various Tegional Stations.{ At each Station there is at least
one Producer or- Assistant Producer:of Classical Music. ' At
most statio'hs"there;'is\’_oh'e'-'Pi"oduéer ‘or Assistant Producer of
Light Music. (Sugam Sangeet).: At 'a few selected Stations -
 there are Produgérsior Assistanit Producers in'charge of folk
‘music. - Thé fhrict'ibns? of these Prodiicers aré {5-prepare the
plan, tf}\é’elect artists; to watch theirstandards,to Help them
at. rehearsals -and. io: edit”and “comiment’: ixp’on- their ‘per-
formidnces. “Persons in‘charge of folk muéié':also.'gb out for
\Jecordings. * There. are! at. some" Stations  composers of
. ;rc?{estral musie’ also: Apat “from Produicers, every St:ﬁc?n y
aggﬂﬁﬁgﬁiﬁﬁgﬁ'QSWMeﬂa}i_l__fstaf'f &ttists who provide
mpaniment:atid - gccasionally. -ensemble:  The - total
S B e
oot ranks) in All India Radio 1§59 and o ic
. ;rati;j:ﬁ%;hm jl}%mpe:_gﬁ;__c_lgdes also thel;a:}e?n%fegffm;;f
account i 'gii?égl?létfesu% 2 New Delhi of which a fuller
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Early in 195‘? it was declded to assoclate thh AIR s -

‘Music Section some sehior artist who while not in the re-

itk v ek

gular employ of ALR., would -be - available: for.: glw_ng o

- advice, for training the regular staff and for.giving some of
* their rare compositions - for the ALR, archives. These
artists are called Sangeet Salahkars and there are two of

them for the present.-

"ALR, thus has the prlvﬂege of havmg thhln 1ts folds
. alarge number of eminent and noted musicians and musico-

“logists of the country. Their presence has in itself givema

‘new tone to the programme and lent prest1ge to the orgamsa-

© tion. - : e T KR

4 W

Performmg Artists -

: . It is, however ‘the large mass of performmg artlsts ’
" throughout the country who are the mainstay of the ALR.

© programmes. There are at preseni\on the roll of AIR.. _

9570 peforming artists of different Qategonesg This list goes -

on increasing from year to year as\a result of new enrolments

of screened artists. How are: these artists selected? Since -

1952, the system of gradmg of artists has been in-operation.
Flor every Station there JS 2 local Audition Committee, This
Committee makes the preliminary selections after hearing

the artists who appleor audition. Hitherto, the decision of
the local Audition- .Committee in respect of non-classical .
“music has beén 1. Artists for classical music are not
- finally approved unless their performance has been screened
by the Musm Audition Board, The Music Audition Board -
L _' _' . 13 a centr al| body consisting of 23 members. It has two panels, |
~7° onme f&\Hmdustam Music and the other for Karnatak Music.
TheSe panels hold their . sessions from time to: time to =

cﬁmmder the artists approved by the.local Audition Com-

_mittees. Till mid-1957 the Music Audition Board panels used
~ to go from Station to Station and screen the artists on the
_ gpot. * A new system has how been introduced which enables

_the panels to meet at one place and to listen to play-backs

' of recordings given by the candidates, - This ensures anony-

S mlty as well as convenience to the members; * The approved
- -. artlsts are classﬂied in three broad oa’cegomes w:th manl'_ '




variations in each category according to the fees. On account *. B
. of the large number of approved artists, independent book- '
ings of programmes are given now mainly to artists of the
first two grades. . B . : _—

Planning the Programme _ : .

' Routine programme planning involves such things as the
selection of the artists with reference to their previous book- -
ings, decision about the content of the programme, selection _ - '
of accompanists, reference to ancther Station if the artigt{>
is from the programme jurisdiction of that Station, arrangs:
ments for pre-recording where necessary, and other. admiris-
trative details. When artists are invited [rorr},,'}gﬁstaﬁt',-
Stations, information is sent to the Stations on the'voute, so
that they might be able to book the same artists, within the
same trip. This leads to some kind of chain bookings also.
Visiting artists are sometimes presenfed. before- invited
 audiences at concerts which are ngw\3a growing feature

of outlying Stations of A.LR, - It hagh now been decided that. -

at least 25 per cent of th_e'pro'glzamrﬁe should consist of re-

peats of the better type of pei-recorded items. This has
been done in the interest ofyimproved quality as well as
economy. To facilitate this, & Programme Exchange Tnit

Yias been set up at the héadquarters of All India Radio. This

Unit is of course cohderned with all varieties of programmes,

but handling of music programmes constitutes one of its

principal functivfis. Commercial records account for 182 .

per cent ofymbisic programmes from all Stations of ALR.

These corfixrrercial records are used according to agreements

entered\into with gramophone companies, under which
' anr;x,igi’l royalty is paid to these companies on the basis of
Alenumber of play-backs and transmitters. ' o

' We may now consider some of the special features of
the music programmes of ALR.

National Programmes

The National Programme of Music was inaugurated cn
July 20, 1952, Ttisa weekly feature; every Saturday night
" at 9-30 p.m. one or the other high ranking artist of the coun-
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4y (or a group of artists if it is & programme of folk music) -
- is brought to the microphone and £or one and a half hours -
" listeners all over the country are enabled to hear the choic- -
‘est of music that the artist can offer. The programme is Te-
layed by all Stations of A.LR. and usually originates from -
the Delli studios. So far 111 individual artists have appeared
on this programme, It has incidentally brought to listeners
" all over the country the best classical music of both Kar-
patak and Hindustani schools. - AN
 Since 1955, programmes of folk music have also ‘geen
' broadcast in this series. Thus the musicof Tamil Nad, Hima-
layas, Kerala, Gujerat, Orissa, Karnatak, Andhfa) efe. has
been presented. Different styles such as ¢the  Dhrupad,
" Tappa, Thumri, etc., have also been elabptated by compe- -
. tent artists. : O .

A variation of this programme (thpugh it i part of the
séries of the National Programme/of Drama) is the opera
which has been attempted on all—I}tdi'a scale from 1956.

_ On special occasions the National Programme has been
- built up around orchestral&nd choral compositions or pa-
triotic songs or songs of th&$easons. Whatever be the varia-.
tion, the National Progeamme now has become an institu-
- tion for the whole gc”}untry. ' - S

P

e~

. E +€ )
' Radio Sangeet S&‘rﬁmelaﬁ_ . S
The Radie’Sangeet Sammelan is the annual festival of
music organised by the All India Radio simultaneously at -
Delhi gx}ﬂ‘fﬂadras before invited audiences and relayed (one
~or’ theother programme) - from’ all the Stations in the
codtitry.. The Sammelan lasts about a week and is the most -
- . miportant festival of its kind in India. The first Radio San-
- {Vgeet Sammelan was held in October 1954 and the three fes-
tivals that followed have been held round about Diwali.
SN _-_Ther_e are usually two sessions of the Sammelan every-
:day, each varying from 3 to 4 hours. At each session two
- or .thre_e_ artists present - their programme. In 1954 the
 number of artists who participated in the Sammelan was
o+ 95 and in 1955, 88. The numbers for 1956 and 1957 were
: l5éand 150 ~respectively. -Considerable amount of plan-
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ning- on both the programme and emgmeermg sxdes goes o

~ into these broadcasts of nearly,r 7 hours per-day. T R
-Since 1955,. 2 symposium consmtlng of a series of dlS— L

cussions ‘on’ a given subject by well-known musmologlst_s B

“has been a feature of the: Sammelan. -Subjecis iike “The- _Z S

" importance of. voice culture in the teachmg and practlce of

music”, “Aspects of emotional .appeal in Indian music” and

_ *Rhythm and tempo in Inchan mu:.xc” have been d;scussed

- at these symposia. L : o L .
Though the Sammeian is devoted mamly o ciasszcaI

and light classical music, sometimes all- India pmgrammecr -

of folk music and light music have .also been. hmad,cast as

in the Sammelan of 1955.7 Another variation % Jthe holad-.

ing of some sessions at places like Bombay amT Madras and. -

inclusion of some Karnatak music artist§\d the sessions:

ffom Delhi and of Hmdustam musu: ar‘m}ts in the sessions. '

from Madras. : AN o

. There is no doubt that the Radlﬂ_'Sangeet Sammelan '

means not only @ treat for listaners but -also an’ indirect

training in the concert habl’f;--for people 1n Delhl M‘adrah

~and elsewhere R " .

Music Competztwm O L
 The anniial m sic competltmns (whlch are’ held 1mme—
 diately before the annual Radio Sangeet Sammelan) consti-
tute an attempt on the part.of A:LR., to discover fresh- talent
 among juvenilé artists, The compet1t10n is confined to younﬂ‘
artists hatweéen. the ages of 16 and 21 years. The ﬁrst o~
petxtlon ras’ held in 1954 The number of part1c1pants in
1955 Swas 1,274 and in 1956 1115 The competition is held at
'twa stages and separately for- Hindustani - and’ Karnatak
mitsic, Prehmmarv competztlons are’ held at ‘the varjous-
regional. Sta*mns of All Indiz Radio and the f‘mal at Delhl
for Hindustani music and at Madras: for Karnatak musie.
The President of India usually encourages the wmmna
artists bv dlstrlbutmg the award‘s w0 R

Sugam Scmgeet (Light Musxc} S
AIR s pohcy about hght musm 13 to ﬂncourage and',__ :




4o bring to light the indigenous forms of light music known
in different parts of the country, to popularise lyrics that
are meaningful and have poetic beauty, to -promote
songs based on simple classical melodies, to adapt and edit
£olk tunes as the basis of some of the modern light musie.
“The first important step was taken by All.India Radio
in 1953 in this direction, when at 8 Stations special units for
the production of light music using lyrics of modern and
-early poetry were set up. Short compositions of 3 19
_minutes’ duration have been prepared in large nubers
' by these special units, the total number running {o néarly

2,000 songs of which nearly 700 have been progessed info

discrecords. These songs have been 2 regu“lar feature of
“both all-India and regional programmes, '\

In 1955-56 it was decided to appointal practically every
Station an Assistant Producer of L1gh},‘ Music. With their
appointment it is hoped to extendrthe production of Sugam

" Sangeet to all Stations. Of courge, they have also to attend
to the normal programme plarnmng of light music, A de-
tailed memorandum has bgen issued to the Assistant Pro-
ducers of Light Music and gradua]]y this type of light music
is acquiring its special eharacter,

. Devotional song’s?have also been recorded from temples,
monasteries, etc.\énd on their basis new devotional songs

'have heen corrmosed and broadcast
A\ \ }

o Ftlm Muszg

Al RR ‘broadcasts film songs from all its Stations and of
c{)urue\m larger numbers in the All India Variety Pro-
grag:nfne Only the songs by producers who have entered into
\-:,'The prescribed contracts with A.IR. are broadcast. Not
" ‘évery song is approved for béing broadcast. There is a com-
mittee for the screening of film songs for every language in
~which films are produced. This Committee consists largely
- . of persons of taste from outside A.LR. though one or

. 't“{o members of ‘the staff of A.LR. also serve on the Com-
‘mittee. Only the records thus approved are used in the

‘programmes and adequate allocation of time has been made
- at each Statmn
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Orchestml cmd Choml Mustc _ : B

Authorities differ about ‘the tradltmn of orchestral and

even choral music in India and sometimes it is held that
in recent centuries Indian music has been essentially indi-
vidualistic. However, from the every beginning A.LR, has
been in favour of experimentation, subject, of course, to the
retention of the basic Indian characteristics.

What is known as the A.LR. Vadya Vrinda ‘or Drchestra.
came into its present form in 1952.- There had been alse(s
earlier attempts ai orchestration but a combined unit was
formed in that year and the first Indian ensemble came {frivo

. being. . I consists of both North Indian and Karnatak'mnusic
artists and it has at present 29 members. Mostly dndian in-
struments are used; though the viclin, the double hass and
the clarinet have also been admitted. Theté\are two Com-
posers-cum-Conductors, one with the special’ background of
North Indian music and the other wit ‘at of South Indian _
music.” The music has been wrltten,: though the notation

- has not yet been standardiged. T1ll 1957 the Orchestra has
bu11t up 113 compos1t10ns in 11;3 repertowe Not ‘only elabo-
rations of ragas and T{Igzms‘ have _been presented “but

. the Orchestra has also attempted 1ot w1th0ut success, special
thematic composmon{ on  subjects liké - “Meghdutam”,
“Kalinga Vijaya”, eté.) For the ﬁrst time in: 1956 the A.LR.
Vadya Vrinda wa%&ent out on ‘a concert tour to Caleutta, -
‘Madras and Bombay A similar tour was undertaken early-
in 1957. It ig\gfinterest that some of the eminent authorities

on Indian/ /miusie wha listened to the programmes have o

agreed\(hat the purity of Indian music not been compro— '
mzsed‘ﬁl these compositions.

~Lhte in 1956, A. 1. R. decided to encourage the formatmn o
6{ "choral groups at the regional Stations. - These groups ..

donsist of casual artists but present programmes on . special - -

accasions. Beginnings have been made with choral music of .
Tagore and also adaptatlons of some classzcal pxeces

Popularising Classzcal Mus'ec S : A B S

This is a difficult task to- day for various reasons, Iﬁ the
- first place, ALR. has been broadcasting’ from - various



. Stations music lessons for novitiates. - These are well-planned
. programmes and. have meant a blessing in ‘places where
there are inadeguate facilities for the teaching of music.
" Secondly, illustrated talks and discussions are broadcast
' .as ‘Music Appreciation’ programmes. Fine points of ragos,
*details about musical instrurnents, biographies of ‘eminent
singers and composers, literary and other backgrounds of
. songs have been covered in these programmes. - -
° " TEarly in 1957 it was decided to introduce what is now
. known as the Subaddha Sangeet. These are short pieces
“varying from 3 to 10 minttes and consist of attractiyeand
simple exposition of classical melodies, with special gmphasis
- upon voice and’ attractive presentation. Some eminent
" artists have participated in this experiment fiirhich is ex-
pected to’popularise good music. - S\

" Folk Music E ' _ \\ o .
A significant trend noticed in AR, since 1950, is the
1 special attention given to folk misit and its elevation from
“the Rural programme to. the' programme for general
“listening. Of course, most.&f folk music is still broadcast
‘as part of the Rural programmes and brings the -utmost
pleasure to millions of{listeners of those programmes. But -
‘the presentation of{S}}ecially selected items of folk music
in the National Programme has given to this form of music’

[ :anew fillip. . Every third month a special programme of

folk music ffgm different regions has been presented in the
National Programme series. Apart from this, regional Sta-
‘tions h“&ld" their own folk music festivals. B :
= A‘t\d few Stations that-are within easy reach of areas
~with rich tradition of folk music, units consisting of an Assis-
tatit Producer, a mobile van with recording apparatus and

" | Yome of the staff; are being set up. These units will move

in. the cd_l_mtryside' and record folk music and folk-lore in
the homes and in the jungles. . This will then be broadcast

o “and will also be used for the creation of new music. Re-
- cordings of tunes from one region will be circulated to other

~ Stations, so that the music of one region may be known in
other regions. S - L : :

EER .




' Other Eo:pemnentv' N

Other experiments. lnClude songs for the Army, Chﬂ—.\.

'drens songs, humorous lyrics, patnotlc musie,; ete.” cro
It is ARl India Radio which was. entrusted with’ the
‘task of preparifg suitable: orchestral and choral versions of - -~ .
the National Anthem. These have now been approved-and =" o
are being- released through :the gramophone companies. -

AIR/’s Orchestra and Choral Group have used- the Vlshwa '

*_ Bharati tune as ’she b351s for these comp051t10ns




CONTRIBUTORS

| Shr1 G. N. Balasubramanyam is Producer of Musm AIR
. Madras. . _

- ShI‘l D. T J oshi is Deputy Chief Producer of Musm A{R ;
Shri N. N Shuk]a is Producer of Music, A.LR. Ahms;dabad

Dr D. G. Vyasisa well—known scholar and mem\ber of the
Central Advisory Board for Music, AI R N PR AR Y |

' The late Shri Govinda S. Tembe was a wéll known 'Marathl '
- actor, dn‘ector and musictan, o

culture. = \
~ Dr. Sumatl '\eIutatkar is Deputy Chlef Producer of Musie,
AIR. 0

' Shri G. H Ranade is é’ ﬁiusician of repute.

: | .-_Professor D.P. Muker]ee isa reccg‘n\ized authorlty on Indian |
:
|
]

- Shri Antsher LQb has made a close study of Indlan and 4
Western ﬁxﬁsw . 2

: Shrl 5. N, Eatan]ankar is Vice- Chance}lor Indlra Umvermty _
-of I\Qumc Khawagarh |

Tha%?:r Jaideva Smgh 1s Chief Producer Hmdustam Music,
IR,

N\ \.Shn J. C ‘Mathur 13 D1rector—General All Indl,a Radlo

+%
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