ot

B T e T u—
Lo b RETRS e




SRI-TATTVA-NIDHI

(OF KRISHNARAJA WODEYAR III OF MYSORE)

(VOI-1)

SVARACHUDAMANI

(Ragamala Paintings)

Editor

Prof. S. K. Ramachandra Rao

1993

Kannada University

Hampi




4RI TATTVA-NIDHI of Mummadi Krishnaraja Wodeyar Edited by Professor S.K. Ramachandra
Rao and Published by Prasaranga, Kannada University, Hampi- 583 211, Karnataka, India

Number of Pages: 278

First Edition : 1993

- © Kannada University, Hampi

Price : Rs.350/-
$ 23
£i18

Published by C. Srinivasa Raju,
Director, Prasaranga.
Kannada University, Hampi.

Printed at -

Payonidhi Printers (P) Ltd,.

10, Sist. & Co. Industrial Estate,
27th Cross, Banashankari 2nd Stage,
Bangalore 560 070, India.

Phone : 610810




R S— Lk .

PREFACE

Kannada University is an institution that provides opportunities for learning,
but not a University that offers teachipg. In a way ours is an institution that
creates education. In India we have an ancient wisdom along with a stream of
knowledge that has flown from the west. The confrontation between these two
has brought both illumination as well as a sense of bewilderment. What is now
needed is a methodology to disseminate this new wisdom. The exploration of
new methodologies is the aim of all the research activities that are being carried
out here. We have to grasp the awareness that springs out of the harmony and
confrontation of the sciences and the arts, the classical and the folk, the in-
digenous and the extraneous, the occidental and the oriental and the great and
the little traditions. We must also strive to express this awareness in Kannada,
as it is only such awareness which finds expression in one’s own language that
is useful. Translation, explication, interpretation and criticism are some of the
ways in which the new awareness could be created. Kannada University provides
ample opportunities for such activities and provides the right kind of ambience.

The literature that is formulated in this manner must be published. Our
Prasaranga has this responsibility of making this knowledge available to the
people. Our Prasaranga aims at publishing books specialfy commissioned, by
experts in various fields and also bringing to light the knowledge that is created
in our University. Our Prasaranga should provide a proper perspective to the
new knowledge. Without a proper perspective both nature and culture lose their
meaning. Our people, who do not even bother to look at the ancient stone
inscriptions are willing to read them when they are published in the form of a




book. The words that our people use in their everyday life, when collected in the
form a dictionary, acquire status and value of knowledge.

Our Prasaranga is engaged in providing a much wider perspective than this. Our
~ publications intend to collect the knowledge from the world and to return it to the
world. :

To give the form of a book to the \knowledge that is gathered is the responsibility
of our Prasaranga. One could even say that this process of metamorphosis is the
unique feature of our University.

SRI-TATTVA-NIDHI is a rare and unique work of the period of Mummadi
‘Krishnaraja Wodeyar. It is a valuable record of the cultural history of Karnataka. I
am grateful to- Professor S.K. Ramachandra Rao, an eminent scholar of our state,
for taking up the responsibility of editing this work.

Kannada University : Chandrashekhar Kambar
Hampi 583 211 Vice Chancellor




INTRODUCTION

One of the major contributions of Karnataka to Indian culture is the remarkable and
encyclopaedic work, Sri-tattva-nidhi, prepared by Krishna-raja-Wodeyar 1ll (1780-1865),
who was the Maharaja of Mysore. A great patron of art and learning, he was himself
an artist, scholar and writer. This book in Kannada is a compilation of passages from
classical Sanskrit sources, pertaining to djverse subjects like iconography of our pantheon,
places of worship, scriptural divisions, literary pursuits, music, dance, astrology, and
indoor games. It is a monument of the ruler's versatile interests and broad-based
erudition. The more significant feature of this work is the lovely paintings that illustrate

the topics dealt with.

There is a copy of this unique work in the hbrary of the Oriental Research Institute,
Mysore; another copy, better preserved and more sensitively illustrated, is in the Mysore
Palace, and | had an occasion to see it, due to the kindness and courtesy of Sri
Sri-kantha-datta Narasimha- -raja Wodeyar. 1 have in my possessxon another complete
copy of this work, got prepared by the royal author himself, but bereft of illustrations.

I do not know if there are more copies of this work.

It is strange that this work, which is a veritable treasure, and of which the Kannada
folk could justly be proud, has not been published till now, barring an unedited publication
of only the text in Devanagari characters by Khemaraj Krishnadas of Sri Venkateshwar
Steam Press, Bombay, nearly a century ago. Dr. Chandrasekhar Kambar, Vice-Chancellor
of the Kannada Umvers:ty Hampi, therefore merits our congratulations and gratitude
for having undertook to pubhsh this great work in several volumes. And 1 am personally
grateful to him for having approached me to undertake the editing of this work.

1 had with me another manuscript book of the same author (Knshr_laraja—Wodeyar

1), Swara-chudamani containing more than thirty raga-mala pa-ihtjngs, which are unique




and unusual in South India, and not noticed till now by musicologists and art-er;t,husiasts.
I found that another set of raga-mala paintings is incorporated in the copy of
Sritattva-nidhi in the library of Oriental Research Institute. The paintings in my possession
were far superior to the ones in the Mysore copy. When our procuring the illustrations
of Sritattva-nidhi ran into some difficulty, it was decided that the first volume that the
Kannada University, Hampi, planned to brmg out would deal with the section on Music,
and utilize the raga- mala—pamtmgs in my possession. Thus the present volume provides
the text and illustrations of Svara-chudamani, which in fact forms a part of Sni-tattva-nidhi
(as available. in the Oriental Research Institute ‘and in the Mysore Palace). The second
and third volumes will follow the arrangement of topics given in the copy of
Sritativa-nidhi, which is in my possession. The present volume contains an elaborate
introduction regarding the life and works of the royal author and also an appreciation
of the musical ideas and art-style that matured in Mysore during his days. The introduction
to the second volume will contain the detailed content analysis of Sri-tattva-nidhi, and

an evaluation of the iconographic attempts that were made for this book.

This book is a free translation made by me of my own Kannada book that was
published last year by the Kannada University, Hampi. | have found it possible to
correct some of the errors which had crept into the Kannada book, and which noticed

when it was too late to do anything about them.

S.K.Ramachandra Rao

V.-
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ABOUT THE AUTHOR OF SRI-TATTVA-NIDHI

)

t is well-known to students of recent Indian history that the erstwhile rulers of the
“state of Mysore (now included in Karnataka) were great patrons of art and learning,
besides being the architects of a ‘model state’ ‘Many of the 'maharijas of Mysore were
themselves authors and poets, and they encouraged not only literary pursuits but music,
painting, sculpture and architecture. They were votaries of tradition,” and they naturally
upheld values that were traditional in character. They were also enthusiastic admirers of
science, techrialogy and crafts cultivated in Europe; they recognized the value of modernity
and progress. More significantly, they as rulers were eager that the people at large should
partake of the benefits of whatever they encouraged.

In a sense, the tradition of patronizing art and letters, which the monarchs of the
Vijayanagar empire avidly pursued, continued in Mysore after the collapse of the Vijayanagar
empire around 1565. The last prince of the Vijayanagar dynasty himself sought asylum in
Muysore as also the artists, craftsmen and scholars of his.court. The most illustrious among
the rulers of Mysore who supported and honoured literary and . artistic excellence was
Krishnaraja-wodeyar 1Il (1794-1868) :

This ruler had an advantage which his predecéssors or successors did not have: he
did not have io rule. He was freed from the responsibility of actually governing the state




Sri-tattva-nidhi  (Vol. 1)

for the major part of his long life. Accusing him of inefficient administration, the British
(who were slowly but steadily tightening their grip over all the native states) had appropriated
unto- themselves the right and responsibility of ruling the state on the maharaja’s behalf.

The maharaja was allowed to retain the pomp of royalty but was stripped of all power. '

Luckily for the people of Mysore, the maharaja was a remarkable man. Highly
cultured, he was an irrepressible and extraordinary votary of culture. He utilized his enforced
freedom from the worry of statecraft and ample liesure to turn his attention to things of
more enduring worth: literature, art and religion. He gathered round him the best of artists
and scholars,  and encouraged them to produce their best, for the benefit of the people.
He was rightly des-ribed as the celebrat.d Bhoja of the modern age.

Born in 1794 as the son of the kmg of Mysore, Khasa- Chamaraja-wodeyar ill
(1774-1796), and his bride Kempa-nafijarmmanni, he was duly installed as the monarch on
the thirteenth of June 1799, when he was but a lad of five years. However, his grandmother
and queen-regent, Lakshmammanni (1742-1810), was ruling on his behalf. She was indeed
a remarkable lady. Daughter of a nobleman of the Mysore court, Katti-Gopalaraje-urs,
she married the ruler Krishnaraja-wodeyar II in 1759. This marriage plunged her in a long
series of extremely trying situations, but she discharged herself altogether creditably. And
she was virtually ruling the state all through her life. Her husband died rather young, and
she had no children of her own. She got the young son of her co-wife, Nafijaraja-wodeyar,
installed as king; and when this boy died after four years, she made his brother
Chamaraja-wodeyar king. This boy too died after nearly six years. The queen-regent then
adopted a boy from her own family, Khasa-Chamaraja-wodeyar, and made him occupy
the throne of Mysore. All through these years, however, it was she who was actually
administering the state with the help of a council of wise and experinced ministers.

This adopted son of hers also died of small-pox in the year 1796, when his son
Krishnaraja-wodeyar Ill was only two years of age. Three-years later, the queen-regent
fdrmally put up this boy as the future monarch of Mysore, but continued to rule the state
till her death in 1810. Her grandson who was a ruler only in name ftill then, assumed
powers and began to administer independently. The early years of his rule were above
board, thanks to the sagacious and loyal counsellors like Pﬁmayya who continued to hold
the reigns. But the British who had an interest in, and hold over, Mysore since 1719 when
Tippu-sultan was killed by them in the battle of Srirangapatna, found reason to interfere
with the monarch’s administration around 1831 and to exercise their power. The state
began to be ruled by British commissioners, and the king was reduced to a mere figurehead.
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Although Krishnaraja-wodeyar III lost his power in the prime of his youth (when he
was thirty-six years of age), he was allowed a rather munificent purse. About three and a
half lakhs of rupees a year were earmarked for his personal and household (palace)
expences, besides a share in the ‘paffjam’ amount of the state revenue. But an old
document reveals that this purse proved meagre for the Maharaja, whose interest in culture
was enormous and unbridled.

A stone inscription in the Prasanna-Krishnasvami temple in the palace-complex in
Mysore mentions nine counts on which the prince was to be regarded as ‘a wveritable
jewel’:

(1) bhusha-ratna (jewel of decorations’) : He got made and donated several kinds
of costly ornaments and decorations (like bejewelled crowns, pearl and gold necklaces and
elaborate ear-pieces) for the deities ih celebrated temples like Melukote and Nafijangud
(near Mysore), to be worn on special occasions.

(2) desa-ratna (‘jewel of the country’): He was responsible for the formation of
several new villages and townships in the "coun‘try’ (viz. the old state of Mysore). The
prominent instance is the formation of the presentday Chamarajanagar Town, named after
his father (Khasa-Chamaraja-wodeyar) and formed by adding several villages to the hamlet
Arikuthara, where his father was born.

~ (3) sevaratna (‘jewel of service’): In several towns of the state, hospitals and inns
(where food was given free to travellers and pilgrims) were established at his instance. He
undertook the repair and construction of old and dilapidated shrines. And he provided for
services' in ‘several famous temples of the South like those of Tirupati, Udipi, Sri-saila,
Subrahmanya, Sriranga, Kafichipuram and Madhurai) and also in minor shrines within the
state * (like the Mallikarjuna temple in Mudukutore, Vaidyesvara temple ‘of Talakadu,
Ranganatha temple of Biligir, Honna-devi temple in Sosale and Tibba-devi temple in
Mugur.)

(4) dana-ratna (ewel of gifts’): He got agraharas (row of houses for poor and
devout brahmana-scholars) built, and made gifts of land tax-free to the indigent. Twelve
agraharas are ascribed to his initiative (like Krishna-rajendra-puragrahara near Kalale,
Nafiamamba-agrahara near Krishnaraja-nagar, Deviramba-agrahara near Malavalli and
Devajambagrahara near Hole-narasi-pura), and there are several documents testifying to
his gifts and donations. : ' ;




Sri-tattva-nidhi  (Vol. 1)

(5) pratishtha ratna - (‘jewels of consecrations’): He got gopuras (tapering towers of
several storeys at the entrances of temples) constructed in popular temples like those
Chamundi on the hill in Mysore and Nafijundesvara temple in Nafijangud, near Mysore.
He also got installed icohs for worship in several shrines (like Chamarajesvara in
Chamarajanagar, Sveta-varaha, TfrgeSvara and Prasanna-Krishna-svami in Mysore, and
Lakshmi narasirnha in Sri-ranga-pattana).

(6) upakara-ratna (‘jewel of benevolence’): In order to help the people at large, he
got bridges constructed over rivers (like Kaveri, Lokapavani, and Arkavati), steps on the
riverside and other bathing facilities (like those in Paschima-vahini), and planted trees on
the roadsides. He excavated tanks (like Karafiji-kere in Mysore, Dodda-kere in Bangalore
and Panasa-bavi near Chikkaball.gpur),' and provided free food and boarding for travellers,

(7) dharma-ratna (‘jewel of religious merit'): He made generous provision of lodging
and boarding for pilgrims in celebrated and crowded pilgrim-centres like those of
Tirupati-Tirumala and Varanasi.

. (8) kirti-ratna (‘jewel of renown’): He minted gold and silver coins to perpetuate his
celebrity (like the Krishna-raja-varaha and Bahaddara-varaha in gold and turuchi-kasu in
silver).

(9) sarasvata-ratna (jewel of learning’): He got written several literary and religious
~ works in. Kannada by scholars of his court, got them litho-printed in the press attached to
his palace, and distributed copies to the people. He himself composed many works (to be
mentioned later) and contributed considerably to the growth of learning in the state. The
‘Varnéavatarana- vaibhava-gadya’, a contemporary eulogy of this king, ‘described him thus:
‘sﬁ-tattva-nidhyEdyaneka‘grantha-nirmﬁr)a-prakESita-sakala—SEstrErthapr(xditya-vaibhavah’

It is obvious that he was zealous about preserving the traditional lore, and concerned
about the propagation of cultural values enshrined in this lore. Well-known was his enthusiasm
for religious edifices, but not so well known was his aesthetic sense in all the shrines that
he got cor)strzicted or in the gifts that he made to them. The towers for the shrines that
he built, the icons that he got carved or cast, the vessels and utensils that he donated
and the ornaments and decorations that he presented for the icons were all superb pieces
of art. The books that he wrote or that he got written were models of calligraphic skill
and were copiously accompanied by paintings and drawings. He had in his court not only
scholars in different branches of learning but artists of eminence, all of whom held in high
esteem their. patron’s taste and appreciation.
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Some of the poets, musicians, scholars and artists who thronged his court had come
from neighbouring states seeking his patronage. Among them were pundits from Maharashtra,
who were left without support when the rule of the Peshvas disappeared around 1818.
The names of several scholars in Mysore are even now of hallowed memory:
Tryarhbaka-sastri - (master of four disciplines), Kasinatha-sastri and Vidvanatha-sastri
(vyakarana-¢astra), Rajedvara-sastri (mantra-$astra), Tirupati Balacharya (tarka-sastra)
Kumbhakonam Seshacharya, Ananda-alwar, Tengale Sudarsanacharya (alankara-gastra).
Among the poets that adorned the court of Krishnaraja- wodeyar Il were Kunigal Rama-sastri,
(author of several works in Sanskrit) Kempu-narayana-kavi (author of Mudra-mafijusha),
Vyakaranam Narasirhha-sastri, Devalapura Nafijunda, Al.iya-lir'xga-rgja' (son-in-law of the king),
Devachandrakavi, Sosale Garala-puri-sastri, Vishnupadacharya and Sajjaya%hirya.

There-were brilliant artists in the intimate circle of the king’s friends, who accompanied
him in his travels and made potraits of the interesting persons that the king met. The king
got an album made out of these portrait-sketches, and a part of this collection is preserved
now in the Jaganmohan palace at Mysore. The artists were also involved in the preparation
of illustrated copies of the books that the king himself wrote or that he commissioned the
scholars of his court to-write. ¥

The king was in the habit of presenting to the chieftains and learned men who visited
him copies of the books that he got printed in the litho-press attached to the JagadambE-vilEs
apartment of the palace, and also the paintings executed by his court-artists. An unusual
work of art is the famlly-tree of the royal dynasty of Mysore (varhga-vrksha), prepared by
Tippanna, son of Ramappa and grandson of Sarige Chennayya. It contains the portraits
of all the princes in the family of Yaduraya (the founder of the royal family of Mysore),
some of whom ascended the throne while the others did not. Those who became rulers
are shown seated on a throne with a canopy of the ‘royal parasol’ within tiny leaf-like -
enclosures. Details concerning the princes are inscribed within the enclosurers. The entire
painting has an elaborate account of the origin, growth, achievement and merits of the
royal family. The splendid painting is now preserved in the archlves of Karnataka
Chitra-Kala-Parishat of Bangalore; and it has been reprodued here (courtesy of Shri M.S.
Nanjunda Rao, secretary of the Chitra-Kala-Parishat). :

Books that were compiled or composed during the years that we are now considering
involved in a prominent manner a team of artists who were adepts in draughtsmanship
and book-illustration.
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@)

- To wunderstand and appreciate the unique personality of the Maharaja
(Krishnaraja-wodeyar IlI), we need to acquaint ourselves slightly at least with the affairs of
the royal family then and the times in which the Maharaja lived. His immediate predecessors
had been deprived of real power for over thirty years, although théy continued to be called
kings and sit formally on the throne on ceremonial occasions. The power had been usurped
by a soldier who was in their servive, Hyder Ali, who became, around 1746, prominent
and, around 1761, the supreme dictator of Mysore. After his death in 1782, his son Tippu
assumed all his father’s powers and more, and till his assassination in 1799 by the  British
army at Sﬁ-rahgé—patt_ar}a he personified the military power that Mysore was. The four
maharajas who sat on the throne one after another in the inter-regnum were pushed into
total oblivion. :

The birth of Krishnaraja-wodeyar Ill heralded a thange in the vicissitudes of the royal
family of Mysore. Even as the future king was a tiny toddler, Tippu disappeared from the
scene and the mother-regent, Lakshmammanni, could hope for the return of power to the
royal family of Mysore. But Mysore could no longer be an independent power. It had
already become a subordinate ally of the British. The mother-regent had herself signed the
Subsidiary Treaty of 1799 with the East India Company, accepting their protection and
control. Her husband Krishnaraja-wodeyar Il (1734-1766) and her adopted son
Khasa-Chamaraja-wodeyar (1776-1796) were maharajas only in name; Hyder-Ali and later
Tippu were the real masters of the land. She had sacretly sought the help of the British
to regain power. Her efforts bore fruit, which however, was not an unmixed one.

The name of Pumayya has already been mentioned. As the dewan during the most
troublesome period for Mysore, he distinguished himself as the most brilliant and efficient
of administrators and loyal to the throne. Born around 1746 in Tirukambur (in Tirucchirapalli
district) as the son of Krishnacharya and Lakshmamma, he lost his father when he was
barely eleven; and the family was so poor that his mother had to work in households
and eke out a living. The mother and son moved over to Satyamangala in 1760, and the
young Purnayya joined a local merchant (Ranga-setti) as a cleik and became his trusted
assistant. This merchant had dealings with another merchant Annadana-$etti in
Sri-ranga-pattana, who in turn was connected with the administrative unit of Hyder-Ali.
Purnayya’s talents were eventually recognized by the ‘supreme dictator’, who took the
young ‘man as a clerk in the toshikhana (treasury). This was around 1770, and in due
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course, Purnayya won Hyder’s confidence and was placed in charge of the commissariat
during Hyder’s war-merches. After Hyder’s death, he continued to have the confidence of -
Tippy, and even after Tippu was assassinated, the British overlords thought it fit to continue
the services of Purnayya for the state.

Purnayya served the state as its head, providing an efficient administration for more
than twelve years after the passing away of Tippu and the return of power to the Mysore
royalty. His most characteristic trait was loyalty to his masters; and he was trusted alike
by Hyder, Tippu, the British governor, Lakshmammanni and Krishnaraja-wodeyar Ill. He
was sincere in his concern for the people of the state, and he was one of the most brilliant
minds of the period, as amply evidenced by his economic plans for rural welfare,
establishment of judiciary independent of communal conventions, administrative reforms
and set-up of a neat bureaucratic framework.

He was involved, necessarily and thoughtfully, in the training of the young prince,
Krishnaraja-wodeyar lIl, by the mother-regent Lakshmammanni. He became a guide and
mentor to the Maharaja during his formatlve years, and was a great help to the mother-
regent in her efforts to secure the good-wnll of the British who had already held the state
in their political grip. He was the dewan (viz. the administrative head) of the state during
the regency of the maharaja and also after the lattey assumed independent charge in 1810.

(Laksh',mammar}r}i, the mother-regent, died in the month of February in 1810, after
a long life of struggle for the restoration of power to the royal family, and frequent and
bitter frustrations. Childless herself, she tried to set up two of her step-sons on the throne
after her husband died, but both youngsters died one after another; she adopted another
boy and when he grew up he too died stricken with small pox. But he left behind a child
to succeed him and this was Krishnaraja-wodeyar lII, who however was only two year old
when his father died (in 1796). All along, Lakshmammanni had to manage the palace
affairs and to a limited extent the administrative set-up (for Hyder and Tippu with the help
of Purnayya were masters of the political, economic and administrative affairs), besides
ceaselessly endeavouring to recover power for the royal family.

She had eventually succeeded in her endeavour and had the sansfachon of seeing
the prince, whom she had lovingly brought up (for the mother of this prince had died
soon after delivering him), well saddled in power. But she died precisely when the prince
assumed independent charge as monarch. Purnayya, who had helped her all along not
only to recover power for the royal family of Mysore but in training the young prince in
statecraft, continued for two years after her death as the administrative head of the state.

9
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After the death of Purnayya, the efficiency of administration gradually waned. The
young prince was no doubt endowed with a robust common sense, which he retained till
his end, and a goodness of heart, which also survived his misfortunes ali through his life;
but he was utterly devoid of worldy wisdom. He was a poor judge of men, and succeeded
in gathering round him flatterers, time-servers and self-seekers. He trusted all too readily
unscrupulous peopie, and invested them with power and funds. The dewans after Purnayya
(‘baragir-bakshi’ Balaji-rac, ‘sowar-bakshi’ Rama-rao, Babu-rao, Siddharaj-urs, Lingaraj-urs
and Venhkataraj-urs) were men of wide and valuable military experience, but lacked
administrative acumen. They were assets during war, but useless in times of peace. The :
‘huzur masahibs’ (viz. counsellors) (like Ramalinga-mudaliar, Vine-Venkatasubbayya and
Chowdayya) were some of them wicked and autocratic.

The ministers were accused of mismanagement, tyranny and oppression. Sir Thomas:
Munroe, the Governor of Madras, reported in 1817 to the Marquis of Hastings that the
“raja of Mysore was indolent and prodigal”. It was mentioned that the prince had squandered
six lakhs of pagodas that Purnayya thad left in the treasury at the time of his retirement.
There were numereus insurrections in the administrative divisions (Nagar, Chitradurga. and
Bangalore) and wide-spread protests from the people. In less than two decades, the
independent rule of Krishnaraja-wodeyar had come to be regarded as ‘disastrous’.

Lord Dalhousie’s Minutes to the Court of Directors in England spoke of the rule of
the Maharaja being “scandaléusly and hopelessly bad”. A letter from the British
Governor-General to the Maharaja dated 7th of September 1831 charged him with
“maladministration and misgovernment”’. The Maharaja was told that his rule had beccme
. “no longer bearable by the .inhabitants of the territory of your Highness for the past year
and a half’, and that * the entire dominions of your Highness have been in insurrection
in consequence”’. Two British commissioner§ (Col. John Briggs and C.M. Lushington) were
appointed to take over the administration of the state from the Maharaja. Thus the
unfortunate prince was divested of his power on the 19th of October 1831.

This was an unexpected and severe blow to the self-respect and independence of
the Maharaja, but it did not shake his composure, which was a characteristic trait of his,
Nor did he compromise with the turn of events sheepishly. Of course, he could not resist
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the transfer of power, for according to the Subsidiary Treaty of 1799 (which his grandmother
had entered into), the state had already accepted the position of a subordinate ally. But
he repeatedly prevailed upon Commissioners, the Governor of Madras and other influential
persons to get corrected what he regarded as a mistake on the part of the British overlords.
In fact, Lord William Bentinck after he visited the Maharaja in April 1834, “felt doubts
about the legality and justice of depriving the Raja of the administration of the country”

But the British administration refused to reconsider the transfer of power from the
prince to the Commissioners, despite the persistent appeals of the prince. Even as late as
1864, Lewin B. Bowring, who was the Commissioner of Mysore, delivered a ‘kharita’ to
the Maharaja, informing him that in the opinion of the Court of Directors in England, the
“reinstatementt of the Raja in the administration of the country was incompatible with the
true interests of the people”. The Maharaja was visibly disappointed. He was already 62
_years of age, and as he had informed Lord Dalhousie earlier, “he was the only Raja who
for the twenty generations past has lived to the age of sixty years”. He did not expect
to live much longer. But what he told Lewin Bowring on this occassion was memorable:
“So long as justice sides my cause, there is little fear of losing my.rights. If one authority
refuse me niy claims, | shall never cease to importune another hngher authority for better
. treatment.”

This was typical of his character. He did not allow adverse conditions to break his
spirit; nor.did disappointments stop his efforts. It was not in his nature to despair and
become despondent, under any stress. He had a positive outlook on li,fe,. and believed
that human effort can alter the destiny. Till his erid, he never compromised with his lot.
He hated the idea of Mysore “being wiped out as a distinct identity””, and strove to secure
“the permanent continuance of Mysore as a Native State witheut being merged in the
ocean of British temitory”. It was not his desire for personal aggrandizement or wounded
self-respect that prompted him to persist against odds; it was more his concern for the
people who had a special regard and affection for royalty that moved him.

His efforts ultimétely bore fruit although he did not live to see it. It was only his
adopted child that could be formally installed as king accompanied by a proclamation from
the Court of Directors in England that r;ower would be restored to this pnnée when he
came of age. He adopted when he was 71 this child of three years (later known as
Chamaraja-wodeyar X, 1881-1894) on the 18th of June, 1865 again against many odds;
he took seriously ill and passed away on the 28th of March, 1868; and the formal installation
of the future king was held on the 11th of April in the same year. And the prince became
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the full-fledged monarch on the 25th of March 1881, when he reached his eighteenth
year. The royal dynasty of the Wodeyars continued to rule Mysore (albeit as a subordinate
ally) until the nation became independent in 1947.

Here is an account of the personality of Krishnaraja-wodeyar Ill based on contemporary
documents (Cf. M. Shama Rao; Modem Mysore, I, from the beginning to 1868,
Higginbothams, Bangalore, 1936):

“He was somewhat short of stature but had a pleasant and dignified countenance.
His complexion was fair and his dress was ordinarily in excellent taste. On public occasions
he used to wear round his neck a triple necklce of pearls and girt round his waist was
also a sword with a medallion of the Queen of England upon the belt. He was of a kindly
and generous nature and possessed many amicable qualities. He was well up in the
administrative- details of his State and possessed a rare memory. He never gave up lightly
any subject on which his heart had been set and there was in him an extraordinary amount
of persistence and tenacity in pushing forward his views. Krishnaraja wodeyar was described
by those who knew him well as a prince of more than average acuteness of intellect,
active for his years, and capable of taking a shrewd and lively share in a discussion on
public affairs, master of three languages spoken in his dominions Kannada, Marathi and
Hindusthani," sufficiently acquainted with English to appreciate and' control a correspondence
and to understand-a good deal -of conversation, though unable or unwilling to take part
in it” (p. 605).

‘In private, the Maharaja divested himself of all state and was accustomed to sit up
to a late hour at night listening to the gossip of the town, hearing tales and poetry, and
sometimes discussing politics or religious themes. He was fond of pungent dishes’ (p. 606)

‘The Maharaja was refined in demeanour and his conversation was generally seasoned
by shrewd and sarcastic remarks; and he was fond of jokes’.

‘Krishnaraja-wodeyar was a great patron of learning and his charities were innumerable
and princely. The Maharaja, besides the knowledge he possessed ‘of the four languages
already mentioned, was also acquainted with Persian and Sanskrit. He had a well-stocked
library and scholars learned in various branches recejved liberal encouragement at his hands
(p. 607)

Lord Valentia (nephew of General Wellesley) who visited Mysore in 1804 and met
the Maharaja has left behind an account of his impressions about the young Maharaja:
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“The musnud on which the Raja was seated was of ivory and had much carving.
The young Raja was dressed in gold tissue, with some pearls round his neck.

I turned the conversation to the new town of Mysore and several indifferent subjects
to try if the Raja’s replies would be ready. He never hesitated, spoke sensibly and 1 was
assured by Major Symons that he was not prompted. He is about 11 years old, of middle
size, neither tall nor short for his age, not handsome but of an intelligent countenance.
He seemed lively...

1 enquired of his pursuits and was informed that he was fond of riding and the sports
of the field. These were considered as becoming his dignity. But when I observed that he
seemed- playful, 1 was instantly assured that he was not so.”

(quoted M. Shama Rao, op.cit., p.374)

(©))

Krishnaraja-wodeyar 1l appears to have regarded the loss of his right to rule the
state as a turn of events determined by fate, as something ordained by higher forces.
Nevertheless he was convinced that those who were responsible for this at the mundane
level had acted in a high-handed and unreasonable manner. He therefore never reconciled
himself to this injustice meted out to him. He endeavoured without a let-up to recover his
right to rule. Rebuffs and rejections did not dishearten him. He lived to see that his efforts
at last bore fruit, and that power would be restored to his adopted child. :

But what is significant is that this misfortune did not sour his temperament, He did
not smart under humiliation, nor did he lose his cool. He retained all through his life royal
dignity and cheerful disposition. He did not curse his fate in despondency, but set out to
‘'win over both destiny and the mortal overlords in England. He seems to have become
more devout and creative during the years that were marked by his political impotence.
He took to writing books, making pilgrimages, ‘ encouraging art and engaging himself in
-religious activities of various kinds.
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The background of his devout temperament may become to a small extent evident
by the details provided in an illumined panegyric entitled ‘Vamsavatarana-gadya’ prepared
by Tippanna, an attendant of the king (‘maha-sannidhanada gottugara’). There is a reference
in it to the king’s father, Khasa-Chamaraja- wodeyar, having performed in the Nafijjangud
temple (near Mysore) the ‘kétj-puraScharana’ of the Siva-pafichakshari-mantra (repeating
ceremonially the mantra ‘om namas-siyaya’ ten million times), before the great son was
born to him. The birth of Krishnaraja-wodeyar Ill was thus believed to be due to the grace
of the presiding deity Sn"i&ar;t_heSvara (or Nafijundesvara) of the great temple in Nafijangud:

‘koti‘-pafichEkshaﬁ-puraScharyE-paﬁtoshita-
- sri-kanthesvara krpa-kataksha-purna-patra’

If was natural therefore that the king should be exceedingly devout and attached
especially to the temple at Nafijangud. He contributed considerably to the enrichment and
enlargement of that temple. Krishnaraja-wodeyar’s grand-mother, Lakshmammanni, who
was the mother-regent when her adopted son Khasa- Chamaraja-wodeyar was nominally
on the throne, had also offered special. prayers at the hill-temple of Chamundesvari for
the continuity- and prosperity of the royal family of Mysore; and she had believed that this
prince was born in answer to her devotion to Chamundi, who was' the tutellary deity of
the Wodeyars. The king was specially devoted to this goddess, and:made the hill-temple
prosperous. | '

Tippanna’s panegyric suggests that the king was favoured by Srikanthesvara and
Chamundesvari, and that all his greatness was directly due to this fact:

‘sri-chamundambika- ‘mahE-pmsEda-paﬁkalpitEvatErah’
‘sri-chamunda-padambhoja-bhramarayita-manasah’
‘$ri-kanthesvara-prasada-labdha-sarva-sarnrajya-sali
‘éiva-puja-labdha-diksha-dhurina’

Chamundesvari for Krishnaraja-wodeyar Ill was not only the tutellary deity (kula-devata)
but his chosen goddess (ishta-daiva). His grandmother- (the mother-regent) is recorded to
have taken him soon after he was formally installed on the throne as a boy of five, to
the hill-temple for thanks-offering. It was on a Friday in the month of Phalguna (1804-5)
that the royal party, including -the dewan, Pﬁmayya, and all the senior officers of the
palace, went up to the temple and worshipped the. goddess in all splendour and gaity.
This must have made a powerful impression on the young_prince.
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The association of the royal family of Mysore with the hill temple is of considerable
-anitquity. A document prepared in 1785, which was supplied around 1916 by Muddaraj-urs,
personal secrétary to the then Maharaja, to the author of the official account in Kannada
of the dynastic rule of the wodeyars (Sriman-maharajaravara vamsavali), records that the
founder of the ‘royal family of Mysore, Yadu-raya (also known as Vijayaraja-wodeyar),
arrived in Hadadana, a fortress on the southern side of the Chamundi-hill, and worshipped
the goddess on the hill: :

‘$ri-ranga-pattanakke bandu alli nodi-kondu kaverige dakshinadalli
chamundesvari- athmanavara bettada vatti-nally, dakshina-parsvadalli
hadadana yernba kotege bandu chamundesvari- arhmanavara
seveyannu madikondu yi prakara yirutta-yiddall...’

Mysore was not an important or populous town at that time, but Sri-ranhga-pattana,
an island formed by the river Kaveri, was. And the hill on which stood a small shrine to
goddess Chamundi was also celebrated. Mysore at that time was a ‘hudeya’, viz, a safe
- place for the people to hide when the enemy marauders attacked. The document. cited
above also contains the information that there was a shrine of the Chola period in this
place for the god Lakshmi-ramana; and that when the founder of the royal family of
~ Mysore reached this place, he was accepted by the people as their king:

\ ‘mahisuru vondu hudeyavagi chola-pratishtheyagi Lakshmi-ramana-
svamiyavaru suprasannateyagiruvadannu  yi vijayaraja-wodeyaru yivara
tammarndiru saha svari-margavagi bandu yi hudeyadalliruva
mandiyammu raja-marnnaneyimda vasa- vrttiyannu madi-kondu.’

Thus, the early monarchs of Mysore were naturally aware of the hill-temple of
Chamundesvari; but their devotion was focussed on Lakshmi-ramana, the patron-deity of
the ‘hudeya’ that Mysore then was. Mysore ceased to be the capital, when Raja-wodeyar
(1552-1617) shifted to Sri-ranga-pattana nine miles away. Royal devotion was now transferred
from Lakshmi-ramana to Ranga-natha (the patron-deity of Sri-rahga-pattana). Chamundesvari
was almost forgotten unti Mysore again became the capital when the reign of
Krishnaraja-wodeyar Ill began in the month of June in 1799. None of the twenty kings
that ruled the state before this date had thought of renovating the hill-shrine which was
then almost in a dilapidated condition, or of making donations to make regular worship
possible there. ' '

It is trie that Raja-wodeyar (1552-1617) who resided in Mysore during the early
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years of his’  career, commissioned the building of the conventional gate-tower (raja-gopura)
for the hill temple; but the project did not materialize, for the king moved away from
Mysore to Sri-ranga-pattana. Later, Dodda-devaraja-wodeyar (1639-1673) constructed an
ascent (sopana) of a thounsand steps to the hill-temple; the splendid monolith of the sacred
bull, half-way up the hill, was also his idea (1664). But he did nothing t6 renovate the
shrine on top of the hill The mother-regent Lakshmammanni, the grandmother of
Krishnaraja-wodeyar Ill, was a fervent devotee of the hill-goddess, but was not in a position
to improve the condition of the temple. ; '

It was at her instance that Krishnaraja-wodeyar Il not only visited the hill-shrine
frequently but resolved to make it a grand edifice. The icon of the goddess in the sanctum
had become infirm on the pedestal; the ‘ashta-bandha’ ritual for fixing the icon properly
in accordance with scriptural prescriptions was undertaken by the king’s order in 1820.
The king also got constructed a lofty gateway-tower of seven storeys in front of the sanctum
in 1827. The agama worship, which had become obsolete here, was now re-instituted. For
this purpose, processional images, astra-murtis, altar for offerings (bali-pitha), flag-post
(dhvaja-starhbha) and chariot for festivals (bornbeya-ratha) were all got made. The temple
was repaired fully, and the tank attached to the temple (Devi-kere) which had fallen mto
dxsuse was cleaned and repaired.

There is an interesting detail with regard to the religious outlook of all the kings in
this dynasty. -Some of these rulers were Vaishnavas, and others Saivas in their private
lives. But as rulers, they without an exception considered it as their obligatory duty to
support all religious divisions and sectarian denominations. They made generous land-grants
and gave munificent donations in cash and kind, to all the important and popular temples
in the state, irrespective of their sectarian affiliations. Their devotion during the days of
Krishnaraja-wodeyar Il stretched even to the temples outside the state, especially to the
shrines at ‘Tirumala-Tirupati, Kalahasti, Kafichipuram, Madurai; Ramesvaram, Varanasi,
Gaya and Dvaraka. :

When Krishnaraja-wodeyar IIl turned his attention to renovate the important temples
in the state, he found that agama form of worship was not being followed fully in them.
The Agama tradition had already entered and made an impact on the devout folk.
‘Rana-dhira-kanthirava’ Narasa-raja-wodeyar (1638-1659) had decreed that worship in the
Ranganatha temple at Sri-ranga-pattana (the capital of the state then) should'be conducted
according to Paficharatragama; and Chikka-devaraja-wodeyar (1673-1704) had arranged
the worship in the Para-vasudeva temple at Gundalu to be according to the same agama.
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The temples at Nafiangud and on the hill in Mysore were following Saivagama and
Devyagama respectively.

But there were practical difficulties in the temples which precluded’ the observance
of agama prescriptions: structural inadequacies, like the absence of separate enclosures
for prescribed sequences of worship, of altars for offering (bali-pitha), of the flag-post
(dhvaja-starnbha), of the processional and other images (utsava-bera, bali-bera etc) and of
funds for the details of worship (dipa, dhupa, arati, naivedya, utsava etc.).
_ Krishnaraja-wodeyar Ill, who was anxious that worship in all temples must follow the
customary agama, had the wisdom to understand why the agama was not being followed.
He studied the agama texts himself ard consulted the scholars of his court before he set
out to make each of the important temples a ‘sangalaya’ (viz, a complete temple, structurally
as well as fﬁnctionally)

He arranged for new courtyards, enclosures and edifices to be added to the existing
temple-structures in many places so as to facilitate several services as required in agamic
worship. He donated icons, utensils and implements, and made generous donations to
the temples so that worship may be conducfed in strict conformity to the agama. He got
also the priests trained in the agamic mode of worship, and encouraged youngsters from
priestly families to take up temple-worship as their career. He arranged for several agama
texts to’ be .copied by royal scribes for distribution among the influential courtiers. He
periodically visited the more important of the temples in the state to see if agamic worship
was being followed. -

He appreciated the fact that the temple was designed to be a place where religion
and art met. He had learnt by studying the agama texts’ how important iconography was.
A temple was to be the home of excellent images in stone and metal. In the temple at
Nafijangand, for instance, he got installed beautiful stone images of the twenty-five sportive
forms of Siva (as described in the Saivagama texts) and of the sixty-three Saiva saints of
antiquity (nayanmars, puratanas). He got the outer wall enclosing the temple (prakara) '
reconstructed, and decorated the entire length with images in mortar -and stucco of the
eight guardian deities (dikpalas), the nine planetary-deities (graha), the seventeen types of
Subrahmanya, the seven kinds of Siva’s dance, the thirty-two varieties of Ganapati and
the different forms of Dakshina-murti as indicated in the Saivagama texts like Ajitagama,
Karanagama, Kamikagama and Arh$umadbheda. it

He caused in 1826 a huge temple built in Chamara)anagar (the township which he
brought into being 'with Arikuthara, the hamlet where his father Khasa-Chamaraja-wodeyar,
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was bomn as the nucleus), in memory of his father. The linga in the sanctum was named
Chamarajesvara. In order to render it a ‘sangalaya’ according to the agamic framework,
he installed there six Siva-fdrms, (shat-siva in memory of his step-mothers), the nine deities
(nava-bera, viz. Soma-chandrasekhara, Mononmanyarnba,  Tandavesvara,
Nitya-kalyaria-murti, Soma-skanda, Kiratarjuna, Uma-mahesvara, Ganapati and
Chandikesvara), the twenty-five sportive forms of Siva (paficha-vimsati-lila- murti), the
sixty-three Saiva saints (tri-shasthi-bhakta), and the Kshetra-palaka.

Likewise, in the Vishnu temples of Mysore, Melukote, Sri-ranga-pattana, Kalale,
Gundalu and other places, he arranged for the installation of icons as required by
Paficharatragama, the alvars (especially Nammalvar), the Bhashya-kara (viz., Ramanuja),
Vishvaksena, Ananta, Garuda and so on. ~ Icons of several forms of Vishnu (e.g. Krshna,
Lakshmi-narasirmha, Varada-raja and Srinivasa) and Lakshmi were also provided.

Among the works that he composed or compiled to focuss attention on the role of
Agama in temple-culture, Sri-tattva nidhi is the most conspicucus.

@

Tbe kings of the Wodeyar dynasty were also great patrons of Kannada literature.
Kannada made an impressive headway during théir rule in Mysore; the literature in all its
branches was enriched. Some of the rulers were themselves authors of considérable celebrit;,v.
Chamaraja-wodeyar (1606-1637) rendered in simple Kannada the celebrated epic-poem in
Sanskrit, Ramayana of Valmiki, in a work that is known as Chamarajokti-vilasa.
Chikka-devaraja-wodeyar (1673-1704) - was undoubtedly an author of distinction. He was
known among the scholars of his day as the touchstone of literary merit
(‘sahitya-vidya-nikasha-prastaram’). His Chikkadevaraja-binnapa, a prose work of thirty
eloquent and poetic submissions made to the god Cheluva-narayana of Melukote, is justly
celebrated as a master-piece. Gita-gopala, another of his works, prepared in collaboration
with his boyhood friend and minister Tirumalarya, is a splendid lyric, set to music. The
king also wrote a gloss known as ‘Chikadevar&ja-sﬁkti-vi[&sa’ in Kannada on Bhagavata;
~and several other works like Sesha-dharma and Bharata (rendering of Mahabharata from
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Santi-parvan onwards) are also ascribed to his authorship.

This monarch also encouraged several talented authors. Chikupadhyaya (Lakshmipati,
wrote several poems in sangatya style), Singararya (author of Mitra-vinda-govinda), Safichi-
Honnamma (a lady attendant of the king, who wrote Hadibadeya dharma, a work of rare
merit) and Srgaramma (a poetess who wrote Padmini-kalyana) are some of them. The
king that succeeded Chikka-devaraja-wodeyar was Dodda-Krishnaraja-wodeyar (1704-1732),
whose queen Chaluvajammanni (Cheluvambe) was a prolific writer; her Vara-nandi-kalyana
and Venkatachala- mahatme are the better known among her works. This ruler’'s commander
of troops (dalavayi), Nafijarajayya, was also an author, whose Halasya-mahatme (otherwise
known as Naiijaraya-vani-vilasa, the legend of Sundaresvara, the patron-god of Madurai, in
seventy-one chapters) is justly celebrated. ;

However, Krishnaraja-wodeyar Il belongs to a class apart. He was not only a prolific
writer but a generous and discerning patron of scholars, writers, poets and dramatists. His
interests were many, and he commissioned many literary works. It is not for nothing that
he became known as the Bhoja (the famous monarch of Dhara, who patronized poets like
Kalidasa) of his days (abhinava-bhoja). There is a proverbial saying in Kannada, eulogizing
his service to the cause of culture: ‘Krishna-raja bhupa, manegella dlpa (“Krishnaraja being -
the ruler, there is light in every home’)

He is said to have authored as many as fifty-nine works, some in Sanskrit and others
in Kannada. Among his Sanskrit works, Krishna-katha-pushpa-mafijari (the story of
Bhagavata), Ramayana-katha-pushpa-mafijari  (the story of Ramayana) and
Chamundi-mangala-malika (verses on the goddess Chamundi) are better known. Having
been taught Sanskrit and Kannada even as a boy by excellent and inspiring masters, he
had naturally an 1rrepre551ble urge to give to the Kannada people the best in Sanskrit
literature.

He rendered in simple Kannada with copious explanations (called Nataka-navina-tike)
the Sanskrit play Sakuntala of Kalidasa, and retold the story of Ratnavali, another well-known
play in Sanskrit, in his Vatsa-raja-kathe, a narrative master-piece in Kannada. He prepared
a book of tales for the benefit of children (‘bala-hitartha’) based on Pancha-tantra. His
Arka-pushkarini-. mahatme and Akhanda-kaveri- mahatme are trapslations of chapters from
Padma-purana and Skanda-purana respectively.

The credit for stimulating his literary and religious interests must go to his grandmother,
the mother-regent Lakshmammanni. She arranged for his education to fit the role of an

19




Sri-tattva-nidhi  (Vol. 1)

enlightened and benevolent monarch. He learnt Sanskrit, Kannada, Persian, Marathi and
Hindusthani weli enough to read books in these languages and to converse with people
in them. He could understand English, although he spoke only in Hindusthani with English
officers. When providence deprived him of administrative cares normal to a ruler, he
zealously took to reading and writing, which he was very fond of. It is said that he would
keep awake till late in night, conversing and discussing with scholars, listening to literary
master-pieces which his courtiers would read to him and enjoying the gossip of the town.

His love of Kannada was of course unrivalled. But he longed to enrich Kannada
‘from the best in other languages like Sanskrit and English. He opened in 1840 a school
for teaching English, and entrusted it to the care of two dedicated Englishmen Major Eliot
and James Denning. While inaugurating the new building for this school in 1866 (July 30),
he made a fervent plea that more attention and encouragement should be accorded to
Kannada and Urdu. '

Saugandhika-parinaya is largely a creative work of about six thousand verses in
thrity-six sections (asvasa), dealing with Indra, cursed by the sage Durvasa, being born as
Sucharitra, son of Sugandha- raya, the king of Ratnapuri, and marrying his consort Sachi,
who had been born as Saugandhika.

According to the official publication of the Mysore Palace in 1916-1922,
Sriman-maharajara- vamsavali, the writing of Krishnaraja-wodeyar 1ll were as follows:

Sri-tattva-nidhi

[—

Ganita—sémgraha

Svar.a—chﬁt_ﬁma'r}i

Sauandhika-parinaya

Samkhya-ratna-kosha (with Prabhavali, a commentary)
Sri-krshna-katha-sara

Nava-graha-puja-maiijari

Arya-Ramayana

D R0 sl Ly U1 B 0

Srichakra-sarhgraha-mafijari

—
=

Surya-chandra-vamsavali
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11. Sri-chamundambika-laghu-nighantu

12. Mah?k’oshafsudhgkara.

13. Chaturanga-sara-sarvasva

14. Maha-samkalpa

15. Dasa-vibhaga-padaka

16. Vishnu-nama-pafichasafi (nanartha-yukta)
17. Devata-nama-kusuma-mafijari

18. Sarh'khyE-mEE (Samkhya-ratna-mala)
19. Sri-chamundesvari-trisati

20. Srikanthesvara-trisati

21. Sri-maha-vishnu-trisati

22. Ganapati-trisati

23. Graha-darpana

24. Kannada rendering of some old plays, BhSéavata, Bharata and Ramayana.
25. Several prose and poetic pieces.

The same source also indicates that many of the above works were got appropriately
illustrated by the artists of his court, and that litho-copies were made of these books in
the litho-press of the palace (‘arnba-vilasada mudrakshara-sala $ila-yantradalli acchu-hakisi’)
for distribution among scholars of the court as well as among the learned folk from outside
the state. Besides the works listed above, the king is said to have prepared many rare

diagrams (yaritra). -From other sources, we understand that Nafjunda-sataka,
Sarmkara-samhite and Devi-mahatme (all in Kannada) were also from his pen.

It cannot be ascertained how many of his writings are available for us today. The
present author with best of efforts has not been able to see more than about a dozen of
his books. By a scrutiny of the titles given above, one can get an idea of the wide range
of his interests and the extent of his accomplishments. The works deal with many subjects:
literature, music, philosophy, astrology, the science of numbers, agama, mantra-$astra, indoor
games and lexicography. The books of hi§ that I have seen are illustrated by drawings
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and paintings, which speak highly of his aesthetic sensibilities. He was doubtless a connoisseur
and scholar.

Sri-tattva-nidhi is, of course, the best of his works. More about it will be said in the
next volume, It is an encyclopaedia of religious subjects, music, astrology and indoor games.
And it attempts to provide visual representations of the most significant details of our
culture. The paintings naturally constitute the best part of the work. They are done by
different “artists, but under the king’s guidance. Krishnaraja-wodeyar appears to have had
an ‘atelier’, on the model of the ones the Mughal emperors had. We are told that some
of the artists were among his intimate friends.

Svara-chudamani, which probably is an incomplete work, deals with music and is
exquisitely illustrated. The collection of visual representations of musical notes and classical
melody-moulds here is the only set of raga-mala paintings in the south (barring the one
in Sri-tattva-nidhi) and can compare very favourably with any raga- mala paintings that
are known to us. It is unfortunate that these paintings were allowed to remain unnoticed
for nearly two centuries. Another work. Sara- sangraha-bharata, which is ascribed to his
authorship, deals with the art and science 6f music and dance (bharata-sastra), and illustrates
with drawings the hand- gestures employed in dance (hasta- mudra). His Sachitra-ramayana,
Saugandhika-parinaya and Devi- mahatme are also illustrated with fine paintings.
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CONCERNING PAINTINGS OF THAT PERIOD

1),

rishnaraja-wodeyar 1l was an art-enthusiart. He was interested, sincerely and

enormously so, in all forms of art: pc;etry, music, dance, painting and sculpture. He
had also acquainted himself with the texts concerning these arts, and had a pracﬁcal
knowledge of the arts. He gathered round him the best talents of the state, and encouraged
them to create works that would stand the test of time. The sculpture-pieces in (stone,
stucco, and metal) that he commissioned for several temples are among the best in the
coutry; his own portrait-sculptures along with those of his queens in the temple of Nafijangud
are exceedingly fine specimens. The book-illustrations of his days are again easily among
the best of their kind that we know of.

The artists of note that he honoured with his confidence and admiration included
masters of painting like Javagallu Narasimhayya, Nagunalli Naranappa, Yallayya, Viranna,
Alasingrayya, Sundafayya, Rangappa of Nelamangala, Krishnappa of Durga, Gurikara -
Tippanna, Tafijavuru Kondayya and Venkatasubbu. They were involved in the production
of religious paintings, not only for the books the king was writing, but for decorating the
walls of the palace and for mansions and religious halls (bhajane- mandiras). The common
themes which they handled were the coronation of Rama, the ten avataras of Vishnu,
Visva-rupa-darsana which figures in the Gita, Rajarajesvari, Chamundesvari and Krishna.

Encouragement to the painters was not unknown in the royal family of Mysore. When
the Vijayanagar empire, which supported art in all its forms, collapsed, the artists moved
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out of Hampi seeking patronage from neighbouring princes and chieftains. Many painters
arrived in Mysore, especially because the last of the Vijayanagar kings, Tirumala-raya, was
then residing in Sri-ranga-pattana, as a refugee. In a sense Sri-ranga-pattana continued the
art traditon of Vijayanagar. Govinda-vaidya, who was a poet in the court of
Kanthirava-Narasaraja-wodeyar (1638-1659), describing in his Kanthirava-narasa-raja-vijaya
the magnificence of Sri-ranga-pattana, the then capital of the state, mentions that there
was a separate area in the town inhabited by a large number of painters.

The painters who gathered in Sri-ranga-pattana in this period were Kshatriya-rajus.
It appears that REja-woc_leyaf (1552-1617) himself had invited many painters to the capital
and got a temple built to their tutellary deity Nimishamba in their locality. The families
were well looked after by the kings of Mysore, their officers and the wealthy people of
the place. During the days of Krishnaraja-wodeyar III many of ‘the families had talented
artists, whom the king gathered round him.

The love of art that this king had was, however, unprecedented. Jaganmohana-mahal,
which he established in Mysore in 1851, is a monument of this love. He planned to house
here the very best paintings and other art-works executed by his artists, for preservation
as well as display. Now in this well-known art-gallery in the city of Mysore, can be seen
not only large paintings done during his days but albums of miniature portraits which the
king commissioned to be done by his staff-artists; The sitters included the king, his officers
of state, officials of the palace, scholars of renown, musicians of note, saints, wrestlers and
artists themselves. Here is a remarkable collection of very fine specimens of portraiture.
The king also built another art—.gallery, Loka-rafijana-mahal near the Karafiji tank outside
the fort, for housing the works of master-sculptors.

About the nature of painting that was encouraged by this king, it must be said that
the style crystallized in Vijayanagar when the empire was in its glorious days was largely
followed in Mysore. When that empire‘ collapsed, the style also underwent a few changes
and appeared as Deccani style, Taffjavur style and Mysore style. And it must not be
forgotten that the Vijayanagar idiom itself had incorporated influences from Persian, Mughal,
Avadh and Bijapur styles. Before we can have an insight into what made the Mysore style
that it was during the days of Krishnaraja-wodeyar Ill, we must have a peep into the
background scenario.

The Mysore style of painting that appeared well-formed and vibrant during the days
of this king cannot in fact be designated as answering to the specific details of any major
school that we know of. Nor can it be described as any stage in the development of any
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school of painting. However, it is impossible for any style to emerge out of a vacuity; the
Muysore style is not an independent or sudden emergance. An examination of the paintings
that were produced by the artists attached to the court of Krishnaraja-wodeyar 1II reveals
a few correspondances with, and departures from, earlier styles in the North that also
developed with royal patronage.

The Rajasthan school appears to have influenced the theme and treatment of some
of the Mysore paintings. This school which got defined around the sixteenth and seventeenth
centuries, branched into a number of sub-styles in the eighteenth century: Bahsoli, Guler,
Kangra, Garhwal and so on. The outstanding character. of all these sub-styles was
book-illustration; paintings that took the theme from Ramayana, Mahabharata and Bhagavata.
We find the same true of the Mysore paintings of this period. Further, the artists in Mysore
were, like their Rajasthani counterparts of yester-years, absorbed with the erotic sentiment
(srhgara) in painting; they attempted even as the Rajasthani artists did, stages of love and
different types of lovers. They also paid attention to the aspects of nature in the background,
which supported the themes of painting.

Some of the paintings in Sri-tattva-nidhi and Svara-chudamani suggest direct Mughal
influences; a few of the details suggest even an acquaintance with Persian master-pieces.
The Mysore artists apear to have kept their eyes open and their minds receptive. They
had access to the Rajasthani, Mughal, Deccani and Vijayanagar paintings, and utilized the
particulars that appealed to them. Here the emphasis was on the representation of gods
and goddesées, and they had before them textual descriptions to guide them. But they
attempted to involve the techniques and treatments that distinguished Mughal and Rajasthani
styles. The raga-mala paintings found in Sri-tattva- ‘nidhi and Svara-chudamani were
undoubtedly inspired by the Rajasthani and Deccani specimens; but one can see that the
nature of these paintings in Mysore is markedly different. Even the composition follows a
different idiom; although the Rajasthani and Mughal influences in details cannot be
overlooked.

The Mysore paintings, like their Rajasthani counterparts, adopt for the miniatures the
fresco and mural models. The reduced size does not alter the effect or import. The royal
framework within which the paintings, both here and there, were produced naturally
accommodated scenes like hunting, procession, battle, audience and romance. The indirect
Mughal influence and direct Deccani influence can partially but indubitably be perceived
in the miniature portraits that were commissioned by Krishnaraja-wodeyar Il and now
preserved in the albums in Jaganmohan-mahal in Mysore. Some of them have been
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reproduced in the present volume.

The art of painting that flourished with the encouragement of this enlightened king
is characterized by a balanced fusion of several styles and by an accommodation of
independent painting techniques with book-illustration. In the Mughal school, the albums
of portraits replaced book-illustration, as we have noticed earlier. But in Mysore, the two
co-existed, and each appears to excel the other in the delicacy of treatment, warmth of
the theme and total effect.

)

It is natural that when one school of art comes into e¢ontact with another, it gets
duly influenced. Historical circumstances determine not only who the borrower is but how
much of borrowal is to be made. When the borrowing school has vigour of its own as
well as an idiom that is its own, then the influence can but be marginal or momentary;
the other school will not be able to supplant the essential nature of the borrowing school.
The original framework which is oriented to the needs, aspirations and peculiar characteristics
of the borrowing school would in any case survive; and borrowals would normally be in
the nature of adaptations.

It is well-known that the Mughal monarchs provided great encouragement to painting.
It was but natural that the founders of this dynasty were admirers of the Persian school
of painting, and invited some of the masters of this school to the land they had begun
to rule. Persian ‘painting was especially distinguished in book-illustration. The paper
manuscripts in Persian and Arabic, dealing with romantic tales, royal adventures, and
dynastic succession were sumptuously illustrated with miniature paintings done by experts;
skillful calligraphy, elaborate decorative designs and sensitive paintings in water-colour
dominated the books produced under royal patronage. Masters of calligraphy and painting
were involved in these masterpieces of illumined manuscripts, and they set a really high
standard.

The Persian painters who amived in India at the behest of the Mughal monarchs
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represented the best tradition of Persian art. The first major work which they were
commissioned to accomplish was illustrating the Persian classic, Hamza-nama (Dastan-amir
hamza) in twelve volumes. The work was entrusted to a team of artists, Persian and Indian,
(atelier) headed by Abd-al-samad, disciple of the celebrated Persian master Bihjad and
Mir-sayyad-ali (another disciple of the same master). The work began during the reign of
Humayun (1555), and it was completed about five years later when Akbar as the emperor
(1556-1605). The team of artists that worked at it distributed the details amongst themselves:
one prepared the outline drawing (tarra), another did the portraits (chira-numa), still another
did the background landscape (surat), and yet another attended to the colouring.

It was impossible in this situation for the Indian artists to escape the influence of the
Persian masters, under whom they worked. Indian painting that evolved by a judicious
borrowal from the Persian style came to be known as Mughal art, after the court that
patronized it. While the early tendency was heavily Persian, soon the indigenous idiom
prevailed, and naturalized the borrowals from Persian style. The Mughal paintings do not
belong to the history of Persian art; they mark decidedly a phase of Indian art. And the
Mughal paintings betray, besides Persian influence, impact from Seracenic and Central
Asian (especially Herat and Samarkand) sty]es.

Miniature paintings, portraiture, narrative delineations, calligraphy, floral and scroll
decorations framing the painting, delicate draughtsmanship, dreamy realism and idealization
of nature-representation inclined more to the Indian tastes than to the alien. Iconic symbolism
and iconometric prescriptions, which are inherent in Indian art, also had their role to play.

In the court of Akbar, many were the artists who held important positions and who
were in the inner circle of the emperor’s companions. Some of them were of Persian
origin, but a large number were Indians, Hindus as well as Muslims. Among the Hindu
painters of note, the names of Basawan, Daswant, Madhu, Bhagawati, Mukund, Ramdas,
Muskin, Keso and others have survived. They were involved in the preparation of illustrated
manuscripts of Shah-nama (Dynastic history of Persian monarchs), Raj- nama (Ramayana,
1591) and Mahabharata (1582). Raj- nama, which was commissioned by Akbar is said to
have contained as many as one hundred and sixty-eight -paintings. The style of these
illustrations was characteristically Persian, but the art-idiom was typically Indian. The
decorative element smacked of Persian influence, but the narrative mode was indigenous.
The principal painter in the court of Akbar was Kwaja-Abd-al-salam, who is credited with
having heralded the Indo-Persian school of painting, which was heavily influenced by the
Iranian idiom.
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Muhammad Kutb-shah, Sultan of Golkonda (Deccani painting)
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Muhammad Jan-Kudsi (Mughal painting)

30




(Vol. 1)

tattva-nidhi

Sni-

Prince Dara-shikoh

31




Sri-tattva-nidhi  (Vol. 1)

The number of artists who were patronized by Jehangir (1605- 1627), and who
participated ‘in the preparation of Babar-nama was one hundred and eighty, and of them
the names of forty-eight have survived. The names suggest Indian origin. While the
Indo-Persian style of painting may be said to have continued, the specimens extant reveal
that it retained only the technique of Iranian drawing, giving up all other aspects of Iranian
style. The manner of miniature painting of Rajasthan, which drew from the ancient Ajantan
mural conventions, appears to have influenced these specimens; orientation towards realism
is also apparent. In portraiture, it is not only the perfect profile that held sway; the face
tended to turn more and more tou{ards the onlooker.

The Indian convention that in portraiture more important than the physiognomy is -
the character of the person began to be appreciated by ‘the painters in Jehangir's court.
The tendency to idealize the sitter was also in evidence. True to the Indian idiom, the
outline drawing became most important. Form and determinate lines stood out even after
the colours were applied. Elaborate decorations were generously incorporated. While realism
in portraiture was peréeptible, it was always tempered by aesthetic requirements. However,
animals and birds were always realistically represented, with attention. to the ferocity or
tenderness of the animal or bird. Landscapes were never independent themes, they were
always in the background, sort of backdrops for human or animal representation. But the
landscapes were endowed with a quality all their own and were not treated as incidental.
These characteristics of Mughal painting answer to the prevalence of Indian influence.

It was not casual or fortuitous that Mughal art acquired an unmistakable Indianness.
The early Mughal monarchs, especially Akbar, recognized the inevitability of indigenous
influences, and did not resist them. Akbar, in fact, encouraged the incorporation .of the
ideals and techniques of classical Hindu art into the new school that was evolving from
Persian inspiration and in the atelier that was guided by Persian masters. Akbar was not
a religious fanatic; he could not be, for he had Hindu wives and many of his friends were
Rajput princes. He had a special regard for Hinduism, for the Sufi saint Shaikh Mubarak,
who made a powerful impact on him, was a Vedantin, well-versed in the Hindu scriptures.
Two of this saint’s sons, Abul-fasl and Shaikh Faysi, were avid advocates of the unity of
all religions. Akbar commissioned Persian translations of Bhagavad-gita, Ramayana and
Mahabharata. '

The atelier of his court consisted of one hundred and fifty painters, and less then
one quarter of this number were Muslims by faith. Most of them were Hindus, and there
were also a few Jesuits. This continued during the reign of his son Salim (better known
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as Jahangir), who had loved and married a Rajput princess. Prominent among the painters
in his court were Tarachand, Jagannath, Sanwal-das, Bishan-das, Manohar, Govordhan,
Balachander and Bichittar. He too encouraged the assimilation of the typical Indian idiom
as well as the best aspects of Iranian style in the new school that was developing in the
Mughal court. He suggested, ineffectually however, the incorporation also of some of the
details of European art.

The specimens ‘that have survived from the paintings of this period are characterized
by an involvement of diverse styles, Indian, Iranian, Persian, and European all harmoniously
blended, but the outstanding flavour was that ‘of Ajanta, the paintings in Verula (Ellora)
and Badami, the miniature paintings of the Pala period, and the paintings in th2 Jaina
palm leaf manuscripts such as Kalpa-sutra and Kalakacharya-katha. The outline drawing is
still important, well in tune with the scriptural prescription: ‘rekham prasamsanty acharyah’.
Greater attention is paid to the feeling-tone than to realistic representation, in accordance
with another prescription: ‘chitram bhava-darsakam-ity- ahuh’. Traditional symbolism has
been to an extent utilized. Colours are meant more as a decorative device than to indicate
mass or texture. In effect, the Mughal paintings with their penchant for an ethereal
atmosphere and idealized forms are more Indian than alien.

These were the details that stood out in bold relief in the subsequent stages of
development of painting in India. Especially so in the Vijayanagar period. The Iranian
influences were pushed aside, and religious subjects became increasingly popular. This is
not surprising, for the very purpose of founding the Vijayanagar empire was to preserve
indigenous culture and save Hinduism from alien influences. The art ideals and techniques
that were time-honoured and integral parts of traditional religion were naturally resuscitated,
and attention was focussed on them.

Revived in Vijayanagar were the ancient conceptions of artistic representation that
one can find in Ajanta (200-650 A.D.), Sigiriya (the rock paintings in Srilanka, about
twenty-five in member, done around 490 A.D.), Bagh (in Gwalior, around 600 A.D.), and
Sittanna-vasal (near Pudukkottai, about the same time). The "beauty of the outline drawing,
the face beaming with feeling, the delicacy of colours, the conventional gestures and
postures and the lack of interest in stark realism which were inherent in the Indian idiom
are to be found in all these specimens, in varying measures. These features were also
favoured and slightly exaggerated by the artists who illustrated the palm-leaf manuscripts
at the behest of the Pala monarchs of Bengal (750-1250 A.D.) and who prepared the
miniature paintings in Gujarat (1100-1600 A.D.). Profiles, three-fourth profiles, eyes comina
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out of the face, noticeably elevated chest, thin waist, conventional representation of
vegetation, flat colours and ample dress, which are seen in these paintings were also
adapted in the Rajasthani style.

The style that developed in Rajasthan and Bundelkhand (especially in the royal courts
of Jayapur, Udayapur and Bikaner) in a sense continued the flavour of art-ideas of the
Persian court and retained quite a few elements of the Mughal school; but the subjects
were Hindu, and the treatment had to be in accord with the conventions that were Hindu.

It-must be noted that the decline of Mughal art began when Aurangzeb began to
rule; he looked upon art as antagonistic to-religious piety. The painters, both Hindu and
Muslim, who had enthusiastically flocked in Delhi, had to disperse and seek other patrons.
The small kingdoms of Rajasthan offered work-opportunities for many of them.

- This interlude which began around 1550 continued till about 1850. A large number
of the artists who sought refuge under the Rajput rulers were Muslims, and they continued
the major trends of Mughal painting. Miniatures, portraiture and murals were encouraged.
However, thematic variation was necessarily introduced. The cult of Krishna, provided the
popular subjects for paintings. And under that pretext, the sentiment that was principally -
romantic and erotic (srmgara) was also portrayed frequently. In-this.new context, the seasonal
variations (rtubheda), the favourable landscape for love, the pangs of separation, the types
of lovers, and music as an aid to love gained importance as subject-matters for painting.
Of particular interest is the treatment of musical modes (raga-ragini), which became a
recurrent theme in Rajasthani painting.

This offshoot of the Mughal school inspired art-activity in the Himalayan foot-hill
region, collectively known as ‘Pahadi’ (“pertaining to the mountains”). There emerged
rather distinct ‘modes’ (kalam) of painting in Jammu, Basohli, Chamba, Nurpur, Kangra,
Kulu, Garhwal and Mandi. The basic idiom here was no doubt Mughal, but the features
of Rajasthani and Gujarat styles were generously incorporated. Conventional details,
tenderness, poetic quality, erotic sentiment and fervour of piety were frequently involved.
‘The prevailing mood became one of unearthly delight and divine fervor. The conventional
types of nayaka and nayika, the six seasons, the musical modes and the variations of the
romantic mood were often delineated. Book-illustration was revived: texts like Bhagavata,
Gita-Govinda, Ram-charita-manasa and Rasika-priya were brought out accompanied by
miniature paintings.
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The Kangra-kalam stands out as prominent. Besides all the above details, the Paintings
here abound in tranquil landscape in the background, folk ideas and feelings, bright' colours,
characters full of life, and delicate and sensitive lines. The paper on which the paintings
were executed was mostly made in Sialkot; and the colours made out of vegetable dyes.
There was an attempt- at vitality and vividness, and not at dreamy delicacy.

RAGINT BHAIRAVI
(Rajasthani PRainting)
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A Raga-mala painting (from Malwa) %
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A Raga-mala painting (from Rajasthan)
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Bodhi-sattva Maitreya (Pala miniature)
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The Bahmani kingdom in the South, which was subordinate to the Mughal monarchs
of Delhi, broke up in course of time into several tiny principalities. This helped the cause
of art inasmuch as its patrons were now many. Painting received considerable encouragement
in all these minor courts, some with distinct features of their own. The main framework
for this school was nominally the Mughal style, but the style that was actually adopted
was the one as modified by the art-masters of the Vijayanagar period.

It is unfortunate that art activity of the Vijayanagar period (1336-1565) in the field
of painting is all but lost to posterity, barring a few murals and frescoes which have survived
the neglect of the people, the ravages of time, and vandalism. The remnants available in
Anegondi, Hampi, Tadapatri, Lepakshi, Sibi, Bijapur and Kalburgi (Gull;arga) suggest what
must have been the nature, contents and techniques of Vijayanagar painting during its

heyday.

The best illustrations are to be found in the palace of Anegondi, in the Kalyana-mantapa
of the Virupaksha temple in Hampi, the Huchayappa-matha of Anegondi, the Papanasesvara
temple of Lepakshi, Vardhamana shrine in the Jaina area of Kafichipuram, the Brhadisvara
Temple of Tafijavur and Chenna-kesava temple of Somapaili. The traveller paes has:
recorded that he saw during his visit the murals in the Virupaksha temple at Hampi and
the paintings in the Anegondi palace (1584-1614). We have evidence that the painﬁngs
in Lepakshi and Somapalli were executed around 1500.

Vijayanagar paintings were largely religious in theme: they were meant to illustrate
puranic episodes of popular celebrity. And they were almast exclusively to be found in
temples, mathas and palages. The canonical texts, collectively known as Silpa-sastra, had
already been prepared, and were in wide circulation. There is evidence that the painters
of this period, who probably were mostly Hindus, followed the prescriptions regarding
iconometry, postures, gestures and ornamentation ‘as laid down in these texts.

It is only after the collapse of the Vijayanagar empire that the Deccani school reared
its head.. The surviving rulers, chieftains and noblemen of Vijayanagar had to flee Hampi
and were not in a position to patronize artists immediately. The artists had therefore to
seek patronage under the principalities of Bijapur, Ahmadnagar and Bidar. The most
remarkable of the rulers in the South of that period was lbrahim Adil-Shah 11 of Bijapur
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(1580-1627). He was not only a connoisure of art but was himself a painter, poet and
musician. It is reported that the Mughal emperor Jehangir had presented this ruler of
Bijapur in 1618 a portrait-painting of himself. A portrait of Ibrahim Adil-Shah I, now
preserved in the Prince of Wales Museum of Bombay, betrays a strong influence of the
Mughal school. It is on record that this ruler had a special fondness for Persian miniatures.
He was acquainted with European painting through his contact with the Portugese
administrators and traders of Goa. As early as 1660, James Storey had opened a ‘painters
shop’ in Bijapur.

Ibrahim was enormously interested in music; he composed poems and set them to
music. Among his Writings, the best known and also remarkable was Kitab-i-navras dealing
with aesthetic relish according to Indian perception. Wriften by a Muslim, it is rather
remarkable in that it follows the Hindu convention of offering prayers to Ganapati and
Sarasvati at the beginning of the work. The book further has the distinction of pioneering
the ideology of iconographic representation of musical modes, classified into masculine
(raga) and feminine (ragini).

The trend of painting till this period reveals the assimilation, at once judicious and
restrained, of Persian and Mughal details into the indigenous Indian style. This became
responsible for several sub-styles or modes, determined by, and reflecting, regional variations,
impact of local literary traditions, social processes and folk inclinations prevailing among
the populace, and peculiar innovations in the areas. However some details are common
to all the modes: attention to outline drawings, making the lines full of feeling, slight
application of colours, employment of colour only to highlight mass or sometimes to indicate
ornament or clothes. Although paintings, they are in reallty drawings. But an attempt at
three-dimensional effect and depth was made.

lllumined manuscripts and illustration of songs became popular in the Deccani schools,
especially in Ahmednagar. The Bijapur mode excelled in frescoes and miniatures; and in
the mvolvement of opulence in thematic representations. Portraiture fascinated both the
artists and their patrons. Before the pigments were borrowed from the European countries,
lamp-black (for black), powdered lapis lazuli (for blue), mixture of lampblack, orpiment and
indigo (for green), indigo and vermillion (for red), crude cinnabar (for vermillion), orpiment
(for yellow) and lead (for white) provided the major sources of colours.

Another detail that became increasingly important in Indian painting from this period
was the demarcation of enclosures in the same space by lines. Despite the unity of the
theme and the contemporaneous character of the narration, it becomes necessary for
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apportioning areas for groups of characters. When, for instance, the subject of the painting
is the court-scene of a king who is listening to music, the king should be shown seated
on a throne in the main pavilion, while the performing musicians are shown in a different
enclosure, members of the audience and courtiers in yet another hall, servents in still
another area. The painter cleverly achieves this effect by making lines of different kinds

suggest different areas and enclosures. Likewise, the apartments of the royal mansion, -

houses and streets, groves and parks, gardens and fountains and battle-fields shown in the
painting through lines and their arrangement.

The convention of suggesting the main character in the painting by exaggerating its

size in contrast to the minor characters was followed. The major space of the painting was
filled by this character; gods, demons, kings and chieftains round whom the main interest
or activity is focussed could be recognized by this arrangement.

Notwithstanding, the fact, for instance, that the king and his retinue and attendants
are all human beings of more less the same size, the convention prescribes that the king
must be shown in a gigantic size, while others are to be represented as pigmies. The god
or goddess apropos the attendant-divinities or the demons subdued by them. It is not the
physical likeness or realism that matters but the rebresentation of power, glory or
transcendence.

The painter must be aware of the relative significance of diverse details, and bring
out the relevant idea in bold relief. When, for instance, the theme is Lakshmi-Narayana,
Lakshmi is shown seated on the lap of Vishnu. It would be thoroughly inappropriate and
aesthetically incoherent if Lakshmi is shown as big as Vishnu. Artistic propriety as well as
philosophical validity would insist on Lakshmi (symbolizing Prakriti which is incidentally real)
being shown as much smaller than Vishnu (symbolizing Purusha, which is the primary
reality). A work of art is also an essay in ideational communication. Even in portraiture,
the dignity of a king or saint is more important than the photographic likeness of that
_ person.

An additional feature of the conventional framework of a painting is the elaborate,
intricate and ornamental design consisting of flowers. creepers, or birds. This was probably
a borrowal from Persian painting, where this detail was known as ‘hashia’. This decorative
framing of the painting, however, was frequently done not by the painter himself but by
a craftsman trained in it. The border was artistically distinct from the painting, and was
not meant to contribute to the effect of the painting.
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The nature of the paintings that appeared during and after this period (of Deccani
school) was. by and large artistocratic. The subjects were, more usual than otherwise, kings
of the realms, commanders of armies, saints of celebrity, teachers of renown or gods and
goddesses. The paintings commemmorated events like royal audiences, hunting expeditions,
processions, festivals, wrestling matches, romances or the exploits of gods and goddesses.
Nature was also a favourite theme: flowering trees and plants, birds and animals, seasonal
peculiarities, clouds and so on were shown in the background but prominently.

@

The period intervening between this revival of styles and the mode that evolved and
gained currency in Mysore (illustrated by the art-works done during the reign of
Krishnaraja-wodeyar 1lI) appeared another hybrid art-form which however was short-lived
and left no.impact. This has been called ‘Company-Art’, because it came in the wake of
the establishment of administrative control by the East India Company, which was in its
original intent a commercial institution recognised and permitted by the then Queen of
England, Elizabeth, to carry on trade with the eastern regions of the Indian subcontinent.
India’s contact with British culture can be traced back to this period.

Howéver, the company was not the pioneer in e'stablfshing the relationship between
India and England. As early as 1613, Sir Thomas Roe had arrived in the court of the
Mughél monarch, Jehangir, as an ambassador of the King of England, James I; he had -
come here seeking the Mughal monarch’s permission to start a factory in Surat. Earlier
‘than this event, Jesuit priests had visited the court of Akbar around 1580 and had presented
to the emperor an illustrated and multi-lingual edition of the Bible. The enlightened emperor
had been fascinated by the Flemish paintings and drawings in this book, and had asked
the painters of his court to reproduce them. Diirer’'s engravings also reached the artists of
Delhi’ some time later.” After the disintegration of the Mughal empire when Aurangzeb died,
the English and the French were attempting to establish their own powerpockets in this
country. Thus the interaction between India and Europe had begun long before the East
India Company came here.
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The painters of India began to be acquainted with several features of European
painting like the play of light and shade, realistic delineation of objects and persons, the
perspective and the three- dimensional effect. The Persian miniatures had fascinated the
European artists, especially the soft and dreamy depiction of nature in the background.
The details of Mughal painting that European artists despaired of were the utter indifference
of the Indian artist to the value of perspective and his ignorance of realistic representation.

The unthinking admiration for all that European culture stood for has been a weakness
of our people, ever since they come into contact with Europe. Quite a number of Indians
have continued to place a high value not only on science and technology of the West
which have revolutionized man’s civilization, but on all things pertaining to the West: the
complexion of the people, the language they speak, the dress and deportment, customs
and habits, and so on. The novelty by itself has an element of attraction. The assimilation
of Furopean culture by the Indians is in evidence from. the sixteenth century. And
acquaintance with the Western norms, ideals and techniques of painting naturally prompted :
the Indian artists to imitate and absorb all of them. Water-colour paintings on paper
manufactured in Europe was an interesting adventure; the dyes borrowed from foreign
sources also impressed the Indian painter as‘having greater potentialities than the vegetable
dyes that convention had placed in his hands. The remarkable change in the painting
brought about by the involvement of the idea of perspective also charmed the Indian artist.

The first flush of exposure naturally caused a set-back for the conventional ideas and
ideals. The gods and goddesses that abound the paintings in the Vijayanagar period went
out of vogue; the royal subjects (kings, their consorts, hunting, battles, processions, audiences
etc.) no longer were fit for artistic presentation; the depiction of musical modes (raga-ragini)
and aesthetic sentiments (rasa) in terms of romantic personages (nayaka-nayika) became
obsolete. The new fancies were European officers, their women-folk, market-places,
cock-fights, street scenes and hunting expeditions. The painters had to fit this bill

The company officers brought with them some of the English painters, probably the
unsuccessful ones back home, and they not only painted the local scenes of doubtful
artistic value but provided models for the ‘native’ painters. Some of our own aspiring
painters thought it wise to be taught systematically by them, so that they would catch up
with what they thought to be the best of Western art. The English painters enthusiastically
enlightened the Indian art-students about the worthlessness of traditional Indian art, and
about the merits of realism, still-life, perspective, light and shade, and balance, which they
found lacking in Indian paintings.
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Thus began the phase of ‘Company Art’, characterized by the fundamental insincerity
that distinguished the artistocracy of those days. Paintings of this period exhibit uninspired
academic realism and coldness in technical accomplishment. The subjects were too
commonplace to inspire a sensitive mind, and the techniques were all borrowed from
European decadence. The painter was activated in fact from a felt feeling of inferiority,
and was attempting to alienate himself from his own background. ‘

It is remarkable that a knowledgeable man like Sharbhoji, the Maratha ruler of
Tanjavur (1798-1832) was an avid admirer of European culture. A Danish painter of
mediocre merit was invited to reside in the-palace and teach the king the rudiments of
European art.” The painters of the Deccani school of Golconda interacted with the Company
artists, and this unholy admixture was patronizd in the court of Tafijavur.

Luckily, the company art-style disappeared around 1880, not by a revitalization of
conventional Indian art but by the spread of modern mechanical processes like photography,
lithography and engraving. What remained of the imported English art-techniques was the
miniature painting on ivory. The Indian renaissance also played its role. Love of indigenous
art was evident in some quarters, and some of the ‘native’ states encouraged what were
regarded ‘as traditional values in art.

Credit must be accorded to the monarch of the Mysore State during this period of
transition, Krishnaraja-wodeyar Ill, for evincing zealous interest in all forms of art that were
genuinely Indian. Keen as he was in recovering the power that the British had snatched
away from him, he found it expedient to play court to the overlords in England; and he
even opened a school in Mysore for the teaching of English to the ‘natives’. But he appears
to.have been averse at heart to importing the culture of the British administrators into our

country.

He was inspired by the idea of the Vijayanagar empire and the ideals that it sought
to uphold. The art-forms that-found royal patronage here, were the ones which were made
popular in the Vijayanagar domain by Krishnadeva-raya and Achyuta-raya. In a real sense,
therefore, the rulers of Mysore like Raja-wodeyar and Krishnaraja-wodeyar Il continued
the Vijayanagar tradition. Painting in Mysore did not incorporate in any measure the details
of ‘Company Art’ or of the decadent Deccani art of Golconda. However, the impact of
the Deccani stg;le of Bijapur was there, as also of the Rajasthani idiom, both of which
retained the essential aspécts of conventional Indian art.
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Krishnaraja-wodeyar Il ‘resuscitated the production of illustrated manuscripts. He
himself authored many works like ‘Sri-tatva-nidhi and Svara-chudamani, which were
sumptuosly illustrated by miniature paintings from his court-artists. This art of illustrated
manuscripts was encburaged by the early Mughal emperors, who had cultivated this love
from Persian sources. But this was not the beginning of this art in our country. Even
during the tenth or eleventh century, the rulers of the Pala and Sena dynasties of the
presentday Bihar and Bengal had got many Buddhist works transcribed on palm-leaf, and
while so doing they were appropriately illustrated.

Episodes from the life of the Buddha, incidents relating to the bodhisattvas arid the
gods and goddesses of the Buddhist pantheon were subjects of these manuscript-illustrations,
which were of course miniatures. But the technique followed in them was reminiscent of
that of the Ajanta murals and frescoes, adapted to palm-leaf miniature work.

It could be seen that conventional representation and time-honoured symbolism guided
these art-pieces. The same was the case with the Jaina miniature paintings of GujarEt, and
also with the ‘patlis’ (decorative designs on the wood book-covers for palm-leaf manuscripts)
of Gujarat. The inspiration was no doubt the paintings on the walls of the Ajanta caves.
And the style survived even in the fourteenth century when hand-made paper began to
be used for preparing religious manuscripts.

The earliest extant specimens of book-illustration in our country are the palm-leaf
manuscripts. of Bengal and Nepal. The books were not only the religious and doctrinal
manuals of the Jains and the Buddhists; they included also purely literary works like
Vasanta-vilasa (1127). Rectangular enclosures set apart for illustration in the palm-leaf were
filled by human and divine figures in conventional postures, and showing gestures according
to scriptural prescriptions. The outline drawing was still important, and few were the colours
used. The folk style of graphic representation has also been utilized. With the use of paper
in course of time as the material for book-production, the painter’'s freedom increased.
Depiction of nature in its usual seasonal variation and of clouds overhanging in stylized
patterns could be introduced in the background; ornaments and decorations could be more
various and profuse; more colours could be used. However, convention continued to hold
the reins: three-fourths profile with the distant eye overﬂowmg the face, Iong and pointed
nose, elevated chest, thin waist and so on. .
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It must be noted that during this period, murals and miniatures coexisted. The former
were relevant in temples, cave-shelters, monastic settlements and residential quarters for
monks in the rainy season. The latter, on the other hand, served their purpose which was
limited by accompanying texts used by individual scholars and students. However, the
technique employed in the preparation -of murals and miniatures was broadly identical as
also was the subject-matter.

The murals and miniatures, and the book-illustrations commiissioned by the Pala and
Sena kings inspired polytheisrh in a big way. Many were the gods and goddesses that
people Vajrayana texts and Sadhana-mala manuals, and numerous were the denizens of
the realms beyond the perceptible in the Jaina cosmological thinking. Iconographic
peculiarities were also worked out in minute detail and sharp precision. The representation
of the pantheon in the Kailasa shrine of Verula (Ellora), Talagirisvara temple of Panamalai
and Kailasanatha temple of Kafichipuram (both of the Pallava period), ‘Brhadigvara temple
of Tafijavur (Chola period), Virupaksha temple at Hampi and Virabhadra shrine of Lepakshi
(both of the Vijayanagar period) is indeed remarkable. The three major divinities (Siva,
Vishnu and Sakti) as well as the minor dieties (like Skanda, Ganapati) were shown in their
different incarnatory forms and in their functional variations .in accordance with the myths
enshrined in the puranas and local legends. We find an echo of this trend in Sri-tatva-
nidhi.

When in the fifteenth century, the rulers of the Khilji dynasty were governing the
Mandu region of Central India, the book-illustration in the Persian style became popular.
Nimau-nama, which appeared then, reveals the influence of Turkoman mode of the Persian
idiom. Humayun, the early Mughal monarch (1530-1556), was compelled by unfavourable
circumstances to seek refuge under the Persian king Sha-tahamasp of the Saffavid lineage
for some years. It was then that he got acquainted with several artists (like Mir-sayyad-
Ali, Abd-al-samad, and Mir-mussavir) who were involved in ‘the excellent illumined

" manuscripts in Persian. He was so impressed by this art-form that when he could return
to India- he brought with him some of these masters. Persian style of book-illustration was
thus transplanted in India, with of course modifications to suit the altered ethos.

Akbar (1556-1605) continued Humayﬁn’s‘\interest in illustrated Persian books, and
commissioned the prep‘az{aﬁdn of several of them: Tarkh-i-alfi (world history), Jami-al-tavarikh -
(dynastic history of Mongols), Darab-nama (dynastic succession of Persian emperors),
Taimur-nama (the ancestral account of Taimur of the Turk lineage of Central Asia,)
Babar-nama and so on. As these books were planned, the illustrations were to be as
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important as the texts. And masters of miniature-painting were involved in the ateliers that
produced these books. It is interesting to note that a large number of artists who held
positions of importance in the ateliers were Hindus. Jami-al-tavarikh contains specimens of
art-work by Basawan, Lal, Bhim-Gujarati, Dharam-das, Madhu, Surdas-Gujarati and others.
The most prominent painter in the team that prepared Darab-nama was Miskina, an Indian,
and his associates Nanha, Burra, Kanha and Sarawan were also trained in European
techniques of painting.

The artists of Akbar's court were commissioned to prepare copies of the Persian
works like Khamsa of Nizami, Gulistan of Sadi, Divan of Hafiz and Bahristan of Jami.
Akbar’s atelier brought out an excellent edition of Hamza-nama, a Persian classic, initially
under the leadership of the conservative Persian art-master Mir-sayyad-ali of Tabriz. The
miniatures found in this book are prominently Persian in character. When this master left
India in 1574 to return to Persia, the leadership of the. atelier fell on the shoulders of his
compatriot Abd-al-samad, who was broad-minded enough to incorporate ideas and details
of Indian art into the illustrations of Hamza-nama. The preparation of this work entailed
the labours of fifty painters; it is said that the number of paintings here was fourteen-thousand.

Jehangir (1605-1627) got his memoirs recorded in an illustrated volume called
Tujuk-i-jahangari. The master-painter of his court was Ustad Mansur, who worked with
several Hindu artists like Bishan-das, Anant, Govardhan, Manohar and Madhu. One can
see that during the latter part of Akbar's reign and during Jehangir’'s days, Mughal art was
becoming increasingly Indian, shaking off in quick measures Persian influence. Jehangir
preferred albums of independent miniatures (murakka) to illustrated manuscripts. The latter
were not to be popular in Delhi after 1608.

When in 1565 the Deccani ruler of Ahmadnagar, Sultan Hussain Nizam-sha, died
his wife commissioned an illusttated volume recording his valour and glory, Tarif-i-hussain
shahi. This work reveals more of the Indian idiom than the Persian. Sultan Ali-adil-shah 1
of Bijapur (1558-1580) too made arrangements for an illustrated book, Najum-ul-ulm. His
successor, the celebrated Ibrahim- Adil-shah, however, was not inclined this way, although
he was himself a prolific writer, poet and-art-connoisseus
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It was Krishnaraja-wodeyar IIl that continued this tradition of book-illustrations. The
artists of his court were asked to prepare the dynastic tree of Mysore rulers (varnsa-vrksha).
The one by Tippanna, a gurikara of the court, is an excellent illustration. It contains
miniature portraiture paintings of the rulers arranged in dynastic succession, and an elaborate
account of the main events during the reign of each one of the rulers. It is probable that
this was inspired by a Persian model. The king got old books illustrated, and he himself
wrote works like Sri-tatva-nidhi and Svara- chudamani mainly for the sake of illustrations
that were to accompany them. : ‘

A look at these illustrations will convince one that the artists of Krishnaraja-wodeyar’s
court were acquainted with Persian, Mughal, Rajasthani and Deccani styles. The style that
these artists adopted utilized the salient features of all of these styles. While the Mysore
artists did not evolve a distinct style of their own, their style is not merely a mixed fare,
nor does it lean heavily on any particular antecedent style. -

The artists appear to have utllized the idea of perspective fairly successfully. The
paintings reveal the division' of the visual space into distinct enclosures, the exaggerated
size of the main character, . formal rigidity of the limbs, use of conventional gestures and

postures; precision and prominence of the outline drawing; the facial dispositions of all -

sorts (profile, three-fourths profile, frontal); purity and economy in the colotirs applied;
depiction of nature as backdrop; ornamentation, clothing and drapery of contemporary
interest; attempt at realism; and attention to relative proportions.

It is on record that this king was well-versed in Persian, Marathi and Hindustani, and
that officers of his court hailed from areas where these languages were spoken. It is likely
that he was acquainted with literary and art works in these languages. And it is not
improbable that he had occasion to see several specimens of Persian, Mughal, Deccani,
Rajasthani and Vijayanagar paintings. It is said that he guided the artists of his court in
each one of their paintings as regards the subject-matter, technique, treatment of details
and colours. o -

The paintings prepared thus under the order and guidance of this king belong to a
class, despite the involvement of several artists. They are easily distinguished from the
paintings prepared during the same period by artists not attached to the royal court. The
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" former group betrays the influence of Mughal, Persian, Vijayanagar, Rajasthani and Deccani
‘kalams’, whereas the latter group of paintings, found in the mansions of the rich folk, in
the community prayer-halls (bhajana-mandira) and in some of the private temples, continue
only the Vijayanagar style within conventional framework.

The paintings accompanying the literary works authored by Krishnaraja-wodeyar Il
cannot all of them be desctibed as answering to the traditional style following canonical
injunctions. It is well-known that Yasodhara’s gloss over Vatsyayana’s Kama- sutra contains
a verse which speaks of the following framework for traditional paintings:

rupa-bhedah pramanani bhEVé-lEvariya&OjénEﬁ :
sadrléyam varmka bhangah iti- chxtram shad-angakam :

-

The verse mentions six dlmensmns of A pamtmg (1) delmeahon of form by lines,
(2) iconometric precisions, (3) depiction of correct. ‘moods and sentiments, (4) introduction

of elements contributing to the beauty of the piece, (5) realistic orientation and (6) -

incorporation of proper colours. Of these details, the first is also the foremost. Another
verse highlights this: :

rekham prasarhsanty acharyah vartanam cha vichakshanah,
striyo bhushanam ichhanti varnadhyam itare janah.

In a work of art (viz. painting), the masters look for the excellence of lines (viz.,
outline drawing), the experts admire the brush-work; women, ‘however, prefer the decorative
elements, while others (viz. ordinary folk) appreciate only the colours.

The paintings in Sri-tattva-nidhi- differ markedly from those found in another work of
the same author, Svara- chudamani. The latter follow the traditional prescriptions mentioned
above, while the former work appears to ignore them. In Sni-tattva-nidhi, colours are:
prominent and decurations are profuse; the figures are more wooden, and the outline
drawing seems feeble and unimportant.

The sequence of activity followed in the paintings however is the same; outline '
drawing (rekhapata), brush-work (vartana), decoration (alankarana) and colouring (varna).
But the emphasis alters; the preceding appears to be less important then the succeeding.

The illustrations in Svara-chudamani accords rather well with the prescriptions about
line-drawing given in Narada-silpa. This text distinguishes between different types of drawing -
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lines, broad or thick (sthula), subtle or thin (hairika) subtler, done by a single-hair brush
stroke (binduja), and reinforcement of a line (stambhana). We find this technique adopted
in the drawings here, whereas the drawings in Sri-tattva-nidhi appears to ignore it.

The pure colours enumerated in Basava-bhupala’s Siva-tattva-rat;ﬁkara are in evidence
in the drawings done during the days of Krishnaraja-wodeyar IIl: ‘gairika’ (ochre red),
‘¢arhkha-varna’ (white), ‘nila (blue), ‘haritala’ (yellow) and ‘kajjala’ (black). These figure
prominently, and in addition to them green also is frequently employed. Green colour was
obtained by mixing ‘nila’ and ‘haritala’. The colour-scheme in the paintings involve the
use of several shades and combinations like ‘chandra’ (saffron), ‘pachche’ (green),
nada-haladi’ (country yellow), gopi (ochre), ‘uru-mafiji’ (bright red), ‘sapheda’ (white),
‘nili-kappu’ (blue black), ‘kirma’ (crimson); ‘chamala’ (amber) and ‘makki’ (gamboz). Most
of these are vegetable dyes, though a few of them are mineral products.

The paintings of the period are replete with decorative details and designs, recalling
the prevailing feature of the Saffayid school of Persian painting. The involvement of
perspective too is broadly akin to this_ school. The delineation of nature lacks realistic
quality. The colours used do not easily mix; they stand out as distinct patches. The postures
and stances of the human figures are almost uniform, and monotonously so. It is not easy
to look at more than four or five paintings with sustained interest. There is no attempt at
utilizing conventional gestures meaningfully, or at suggesting symbolism.

The portraits that this king commissioned to be made and later collected in an album
(like the albums of the Mughal and Deccani schools) belong to a class apart. They are
extréordinaﬁly sensitive and realistic specimens of portraiture, and can compare favourably
with the world’s best portraits. Most of them are simple but forceful line-drawings and
sketches, while some are exquisitely coloured portraits. One:can see here the influence of
Persian and Mughal schools of portraiture. A collection of some these portraits is now
preserved in the Jaganmohan palace of Mysore.

Krishnaraja-wodeyar 1ll was a keen player of indoor games like cards and gafijipha.
He commissioned the preparation of these cards in artistic forms. For distinguishing the
cards, the ten incarnations of Vishnu, the twelve zodiacal signs iconographically rendered,
the eight guardians of directions and the nine planetary icons were utilized. Sri-tattva-nidhi
contains a whole chapter, (kautukanidhi) on how these cards have to be prepared, and
how different games could be played. Gafijipha which was orinigally a Persian game arrived
in India during the days of the Mughal rule. Akbar is said to have been an avid Gaifijipha
player, and many modifications and innovations in playing are ascribed to him. Abul-fazl’s
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Ain-i-akbari makes a mention of Akbar'’s involvement with gafijipha.

As the Mughal culture spread in the country during the seventeenth and eighteenth
centuries, playing gafifipha became popular in the aristocratic circles. Chieftains, officers,
courtiers, rich traders and scholars took to this game enthusiastically. There were also Hindu
versions of this game even during the Mughal period, like the ‘Dasavatara-gafijfipha’. The
interesting aspect of the game was the fine miniature-paintings that the cards contained,;
the possession of cards with superb paintings became fashionable among the wealthy folk.
When the fascination of the game descended to the middlelass, the cards used by them
were more modest in their artistic claims. There were cards for" darbari-ganjipha’, which
were superior and expensive, and cards for ‘bazaar- gafijipha’; which were ordinary and
cheap. 3 .

The gafijipha game as described by Krishnaraja-wodeyar Il was obviously taken from
the Mughal model, as indicated by his statements like : ‘mogalayi- gafijiphina merege
tolaba-talabu- natavani-titavani muntaddu madutta baruvadu’ But he introduced several
variant forms of playing the game, like ‘Chamundesvari- gafijipha’, ‘Jaganmohana-gafijipha’,
‘Paficha-pafidava-gafijipha’, ‘Nava-graha- gafijipha’, ‘Dikpala-gafijipha’, ‘Manohara-gafijipha’,
‘Navaratna- gafijipha’, ‘Devi- dasavatara-gafijipha’ and ‘Sarva-mangala-gafijipha’. The colours
distinguishing the cards have also been indicated by him: ‘chinnada-barhna’, (golden blue),
‘sarnpige-barmna’ (colour of charipaka flower), ‘chandra-bamna’, ‘kappu-pachche-bamna’ -
(black- green), ‘uda-barmna’ ‘gulada—bamr_ma’,? ‘nila-barhna’ (blue), ‘varti-barhna’ and so on.
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‘CONCERNING RAGA-MALA PAINTINGS

¢y

The illustrated text of Svara-chudamani ascribed to Krishnaraja-wodeyar Il has here
been reproduced in full. It provided the iconographic prescriptions (dhyana-slokas) for the
visual representation of the seven notes (svara) of classical music and thirty-six melody
moulds (raga), which remind us strongly of the raga-ragini formulation that is popular in
Hindustani music. The account in this text (both the descriptive verses and the illustrations)
is substantially repeated in the Mysore manuscript of the same author’s more famous work
Sri-tattva-nidhi. (pp-154-188). The Mysore manuscript is the artist's copy of the work,
preserved in the Oriental Research Institute (University of Mysore) in Mysore; this manuscript
also gives verses and illustrations for musical time-measures (tala), not found in the manuscript -
of Svara-chudamani. The manuscript of Sri-tattva-nidhi in my paossession does not contain
either the verses or the illustrations of the musical notes, melody-moulds or the musical
time-measures that are found in the Mysore manuscript. ’

It is significant that the Mysore manuscript prefaces its section on these musical details
with a statement that this account ‘‘is in accordance with the work Svara-chudamani,
prepared by ourselves”. '

‘asmat-krta svara-chudamani-grantha-ritya-’

This lends force to the inference that Svara- chudamani (a manuscript of which is
in my possession) was prepared earlier to the completion of Sri-tattva-nidhi. It can be seen
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from an examination of the Mysore manuscript that it was prepared by the artists solely
for the sake of illustrating the text with paintings; the artists may have used another text
prepared by the court-scribes at the royal author’s dictation (like the one that is now in
my possession). A comparative study of the paintings relating to the musical notes and
modes included in Svara-chudamani with those in Sri-tattva-nidhi- will convince one that
the artists of the two sets of paintings were different; the technique, style and finish-are
by no means the same. *

Whatever the truth of the situation, it is remarkable that in Mysore was produced a
set of Raga-mala paintings about two hundred years ago. Raga-mala illustrations are typical
of the Hindustani division of classical Indian music', and are found in the northern parts
of the country. They are conspicuous by their absence in South India. And the reason is -
- not far to seek. They do not fit into the raga-conception and classification current in
Karnataka music. How then did these Mysore paintings appear? Is it that the distinction
between Hindustani and Karnataka styles of music had not as yet been clear?

The expression ‘raga-mala’ means a garland of melody-moulds. It is a pattern where
several melody-moulds are strung together on any ideological basis. The Indian
melody-moulds have been classified differently - primary ones and secondary ones, those
with all seven notes and those with notes less than seven, the parental moulds and the
derived ones, the ancient and the modern moulds, the moulds which are ‘heavy’ and
those which are ‘light’, the moulds which lead a group and those which are included in
them and so on. :

Raga-ragini scheme is another attempt to classify the classical melody-moulds. The
melody-moulds are distinguished as masculine (raga) and feminine (ragini). And there are
moulds which are neither entirely this nor entirely that, the neutral ones (napumsaka-raga).
When there are moulds which are male and which are female, then there will naturally
be moulds which are in the nature of offsprings (putra-raga). Imagination freely exercised
brought about the ‘daughter-in-law’ (snusha-raga) moulds and ‘maid-servant’ (dasi-raga)
moulds! Whatever the extent of the family of the musical moulds in the musicological
fancy, the raga-ragini scheme held the ground.

What inspired this scheme was the basic idea of an Indian musical mould or raga.
The Sanskrit word ‘raga’ etymologically signifies a series of notes characterized by the
production of delight (‘rafjakatvad ragah’) in the listener. The movement of the notes
within the ambit of a mould have a peculiar power to evoke feelings and sentiments. Each
melody-mould is said to have a specific emotive quality. A melody-mould is distinguished
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by the number and nature of the notes that are to enter into its making, the movement
of the notes, the chief note, the note that is to be eschewed, and the permissibility of an
alien note entering into it. Besides all these, the feeling—tdne that occurs sui generis also
becomes significant.

Therefore, according to some, each of the melody-moulds has its own specific relish
(rasa): like the melody-mould called Mohana having pleasuré as its relish (harsha), Athana
fury (raudra), Bhairavi compassion (karuna), Deva-gandhari awe-inspiring (vira), Kambhoji
romantic or erotic love ($rhgara), Behag humour (hasya), Todi terror (bhayanaka), Nilambari
affection (vatsalya), Kanada humility (dainya) and Dhanyasi tranquility ($anta).

A text of the medieval period, Bharata-astra, associates a specific relish with each
of the seven notes of the scale; affection (karuna) with shadja, the heroic (vira) with
rshabha, disgusting (bibhatsa) with madhyama, the frightful (bhayanaka) with pafichama,
humour with dhaivata and romantic love with nishada. When thus even the notes are
evocative of sentiments or feelings, would not the melody-moulds which are constituted
by the notes not have power to evoke emotions? The rationale behind the Raga-mala
paintings presupposes this position. i

But in South Indian music, the specificity of a feeling tone or of a relish to a
melody-mould is not accepted. While it is true that a melody mould is capable at evoking
feelings or sentiments, any melody-mould can evoke any feeling or sentiment, and a
melody-mould is capable of evoking several emotions. Besides, the purpose of music,
according to this division, is peace, tranquility. Any feeling or sentiment must only contribute
to this; and only then does the feeling or sentiment became relevant in music. This is
how, in our understanding, music has a spiritual overtone. The pioneers of the classical
music in South India were all sages, saints and religious teachers. :

The development of classical music in the North followed a different course. An
important function of music there is to evoke diverse human emotions, most of them
pertinent to daily life. The outlook was primarily‘A mundane and transactional. Music was
nurtured in the courts of rulers and chieftains, and its appeal was to the pleasure-loving
aesthetes. It is not that the element of spiritual devotion was entirely absent in it. It certainly
was there, and it played its role. But spiritual devotion was not allowed to supplant love
of wordly pleasures. Music was meant to reflect all normal human emotions and aspirations.
The melody-moulds were thus means of portraying feelings and sentiments.

Besides this association of emotions with the melody-moulds, an alignment of the
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hours of the day with particular melody-moulds for purposes of effective expression of
emotions was also suggested. Musicological treatises like Somanatha’s Raga-vibodha
enumerated eight divisions of time and prescribed the suitable melody-moulds for them.
The early hours of the moming from six to nine are appropriate for melody-moulds like
Dega-kari, Bhairav, Sindhu-bhairavi, Ramakali and Vibhasa. After nine in the morning till
noon-time melody-moulds like Asavar, Bilaval and Todi may be sung. Then ftill three in
the afternoon Saranga, Gauda-malhar, Brindavani-sarang and such melody-moulds are
suitable. From three in the afternoon till six in the evening, Multani, Sri-raga, Puriya, Gauri,
Bhim-palasi and Pilu may be rendered. The period between six and nine in the night is
appropriate for Bhupali, Mand, Telang, Tilak-kamod, Bihag, Des and Kafi. After nine in
the night till midnight, Jifijhoti, Kanada, Darbari- Kanada, Malhar, Malkhauns and Durga
may be sung. Basant, Faraz, Lalit-paficham and Adhana are appropriate after midnight.

Such association of the time-phase with melody-moulds was also in vogue in South
India. Bilahari, Kedara and Suddha-dhanyasi are regarded as the melody-moulds appropriate
for dawn; Dhanyasi, Saveri, Abhogi, Arabhi and Deva-gandhari are suitable for the morning.
Sriraga, Mani-rangu, Darbar and Madhyamavati are afternoon melody-moulds. Purvi-kalyani,
Vasanta, Natta-kurafiji and Sarasvati are for the evening. Sankarabharana, Kedara-gaula,
Kanada, Kharaharapriya, Bhairavi, Sirhhendra-madhyama, and Todi are melody-moulds
suitable in the night. However, this sort of classification did not gain ground here. The
" notion that prevailed here was that all melody-moulds are suitable for all time-phases.

~ The classification in Hindustani music of melody-moulds on the basis of their suitability
to the time-divisions is founded on the concept of feasibility of singing and effectively
expressing the emotions appropriately through the particular melody-moulds during specific
periods. The underlying idea is that a time-phase lends itself to the manifestation of . a
feeling-tone or sentiment. There is also the notion of seasonal influences. For instance, in
spring the melody-mould Vasanta is best sung and is most effective, in the rainy season
Megh, in cold weather Sri-rag and in autumn Natta-narayana.

~ Melody-moulds are also associated with emotions which are situationally aroused, like
Bihagada when a fight is going on, Nada-nama-kriya when one is lost in deep thought,
Asaveri when one is distraught, Todi or Bhairavi for portraying royal dignity or ascendance,
Vasanta for suggesting happiness and Mohana for bashfulness in a romantic encounter.

When such associations are projected on melody-moulds, it only means that each
melody-mould has an individuality or personality of its own; it is a unique constitution both
structtirally and functionally. This character which is inherent in a melody-mould does not
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~

get adequately communicated by merely listening to the rendering of that melody-mould.
For it to become evident and apparent, a visual representation also becomes relevant and
necessary. Even as the competent musician helps the evocation of the most effective
auditory constituents of a melody-mbuld, a clever painter may bring out the visual
involvements of the same melody-mould through lines, shapes and colours on a canvas.

The feeling-tone or sentiment is as capable of manifesting itself through sound-patterns
as through shapes and colours. And if sound and form can combine, the musical experience
will naturally be heightened. Imagination becomes more effective when the audible aspect
of an art-work (sravya-guna) is augmented by the visual aspect (drsya). The pictorial
representation of a melody- mould is thus as valid as ,t!ie rendering of that melody-mould
by singing or playing on instruments. :

The visual picture of a melody-mould is said to incorporate the nature of the notes,
the musical quality of the combination of those notes, the situational pressure of the
melody-mould feelings that are evoked, the time division that is suitable and the words of
~ the song, and impress on the viewer's mind a clear and cogent image of the melody-mould.
. The shapes, lines, colours, nature, occasion and persons, that go to form a picture are as
relevant as notes, sequencés of notes, pitch, volume, timbre and beats.

. A raga-painting is thus an integration of music and painting; viewed from a common

perspective, ‘we have the raga-mala scheme. The essence of the melodic material of a
raga is to be found in the scale by tonic shifts (murchhana);, which in the North Indian
division of Indian classical music is known as the ‘that’. This comprehends the ‘life-bestowing’
(arhda) note, the melodic movements within the scale and the specific usages to heighten
the feeling-tone of the melody-mould. The painter of the melody for an aesthetic experience
in a melody-mould is reflected in the theme of a raga-painting, so that the connoissure of
music will perceive ocularly the particular melody-mould in the painting.

Music’ needs songs to provide a more or less fixed or enduring framework. The
melody-mould becomes impressive through the rendering of a song. And the song is a
collection of words with a musical imprint. Words are also necessary to communicate
feelings, sentiments and emotions. At the back of the Raga-mala paintings, therefore, there
were musical compositions like Gita- govinda, Bhagavata, and Rasika-priya, on the ‘basis
of which texts themes like the eight types of romantic beloveds (ashta-nayika), the variations
of erofic sport (érhgara) and the seasonal changes and the moods produced by them
(bara-masa) were selected. The themes are meant to focus attention on the unique emotional
content of the melody-mould.
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" The selection and arrangement of different melody-moulds based on any aesthetical
principle is the main feature of raga-mala series of paintings. It is a ‘mala’ or garland,
because many melody-moulds (raga) are strung together in it. The melody-moulds are
principally distinguished into ‘masculine’ (raga or purusha-raga) and ‘“eminine’ (ragini or
stri-raga), as mentioned earlier. The ‘masculine’ melody-moulds express mixed emotions
like valour, zeal, adventure, mastery and power, while the ‘feminine’ ones are characterized
by tenderness, softness, love, charm affection and grace. The painter of the raga-ragini
series would be guided by such considerations. '

The raga-ragini scheme in Hindusthani music began to be popular around the fifteen
fifteenth century and the attraction began to fade out about two centuries later. But the
raga-ragini paintings, which probably originated in the early Deccani school of Bijapur,
continued to be made till the beginning of this century.

)

To appreciate the significance of Raga-mala paintings, it becomes necessary to
understood the attempts made to classify neatly the melody-moulds which had become
popular. The need to classify them was justified by the necessity to keep the melody-moulds
in fixed frameworks, so as to make their rendering uniform, consistent, well-regulated and
- enduring. The attempt at classification is of course an ancient one in our country. Broadly,
two criteria were employed in' the classification: the similarity in the tonal material that is
involved, and the similarity of the moods that are evoked. The early attempts accepted
the first criterion as concrete, practicable and feasible. This is the classification that is still
prevalent in South Indian music.

Narada’s Sangita-makaranda (a work of uncertain date, but most likely prior to the
tenth century A.D.) appears to be the first musicological treatise that preferred the second
of the above-mentioned criteria. This work enumerates twenty ‘masculine’ melody-moulds,
expressive of. moods involving valour, wonder, vigour and power; twenty-four ‘feminine’
melody-moulds, evoking sentiments like compassion, affection, humour and erotic love; and
thirteen ‘neutral’ (or hermaphrodite, ‘napurnsaka’) melody- moulds, expressing feelings like
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fright, terror, disgust and calm.

This text is also important because we find here for the first time the mention of a
group of thirty-two melody-moulds (battisa- raga), eight which are principal and twenty-four
which are secondary, totalling thirty-two. The convention of a group of thirty-two
melody-moulds (although what the constituents of the group were was not always clear as
we shall see later) was widely accepted even in the twelfth century in the South, for we
find the celebrated saint Basava suggesting the singing of the thirty-two melody-moulds
(‘battisa-ragava hadayya’). Later, Purandara-dasa also described in a song Krishna playing
the thirty-two ragas on his flute. The group of thirty-two melody moulds however recognized
only the division into principal and secondary melody-moulds; it in no way heralded the
raga-ragini classification. :

In the raga-ragini classification too, there was an underlying division into six primary
melody-moulds and other secondary ones. Pundarika-vithala’s Raga- mala (about 1600
A.D.) enumerates six ‘masculine’ melody-moulds, several ‘feminine’ and also some ‘offspring’
ones. His work shows that he was influenced by Persian music to a considerable extent.
He was honoured in the court of the Mughal emperor Akbar (1556-1605), and during
Akbar’s days Persian painting and Persian music had already made a deep impact upon
Indian painting and Indian music. Even as Mughal art appeared as a distinct style and
school, incorporating the Indian and Persian elements, Hindusthani School of music was
also getting formed on the same basis. »

Gopala-nayaka and Amir Khusro {1253-1324) had already prepared the ground for
this new emergence. Amir Khusro, in particular, who had a Persian father and an Indian
mother served the Khilji rulers, Ala-uddin Khilji and Ghiasuddin-Tughlaq; adept in Persian
music he was enormously interested in Indian music. Many new melody-moulds (like
Bahar, Pharaz and Sarparda) which are fusions of Persian maquams and Indian ragas, are -
ascribed to him. ' :

Persia even in the thirteenth century had witnessed the classification of melody-moulds
into twelve main maquams (or pardas) on the basis of the twelve zodiacal signs. Safi Al-din
Abdul Mayim is said to have suggested a classification of melody-moulds accofding to the
feelings and sentiments they evoked, as early as 1294 in his work Al-Sharfia. Later, each
of the main melody-moulds was associated with two secondary melodic modes (called
subah), thus crystallizing twenty-four melody-moulds. In due course, there were four
subsidiary melodic modes (gusah) in each ‘parda’, besides numerous ‘avaz’. Lochana-kavi’s
Raga-tarangini (15th century) not only coined the Sanskrit term ‘sarnsthana’ (which was
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later called ‘thati’ by the instrumentalists of the Hindusthani school of music) as an equivalent
of the Persian ‘maquam’, but utilized the Persian delineation of the melody- moulds.

Pundarika-Vithala’s Raga-mafjari -(contemporaneous with Akbar's days) makes
extensive use of the Persian classification of the melody-moulds, and points out how
correspondances could be worked out: as illustrations might be cited the Indian Bhairav
and the Persian Zsulup, Desikara and Bakhrejs, Ramakriya .and Musaleek, Saindhavi and
Hijsejs, Velavali and Sarparda, Malhar and Bara, Kedar and Suhava, Dhanyasi and Iraque,
Saranga and Nahur and Bangala and Zsangul. Somanatha’s Raga-vibodha (1609) also
contains borrowals from Persian sources. It thus becomes evident that the Persian conception
of a melody-mould and classification of melody-moulds left a deep impress upon the musical
system that evolved under the patronage of the Mughal rulers.

There is, therefore, some truth in the argument that the origin of the Ragamala
paintings must be sought in the Persian background. It is not known which Indian
musicological work it was that first gave iconographical accounts of the Indian melody-
moulds. But we know that Ragamala which Pundarika-vithala wrote at the behest of the .
Mughal emperor Akbar, contains verses which not only personify the well-known
melody-moulds but provide material for their visual representation. Later,
Chatura-Damodara-midra, who lived during the days of Jehangir, wrote Sar‘zgfta-darpapa
_ (about 1625), and crystallized the iconic forms of the ragas through verses for visualisation
(dhyana-slokas). He appears to rely on Sarnga-deva’s Sangita- ratnakara for the basic
material coneerning musical notes and on some uncertain work for details about
melody-moulds. The work also presupposes the division of melody-moulds into ‘masculine’
and ‘feminine’ varieties. It is probable that the themes of the later Raga-mala paintings
were derived from this source.

However, there is a ragini-painting of Dhanasr, which was executed in the Deccani
style during the reign of Ibrahim Adil-shah 1I of Bijapur (1558-1580). This shows a marked
Persian influence, although the subject-matter is Indian. A lady, distressed by separation
from her lover, is engaged in writing a love-letter; a lady-attendant is seen fanning her,
and a friend is seated by her.side. The presence of the peacock symbolizes the romantic
situation. Another raga-painting, that of Vasanta, done in 1575 in Ahmadnagar when Sultan
Hussain-shah was ruling is also available. This lends some support to the view often held
that the Raga-mala paintings originated in Bijapur. It is also likely that the ruler Ibrahim
Adil-shah II had something to do with this new idiom. '

The development and popularity of the raga-ragini paintings were of course in
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Rajasthan, particularly in the courts of Mewar, Bundi, Jaypur and Kota. Well-known is the
series painted by Nasir-ud-din around 1605 in Chawand, the capital of Mewar. Sahib-din,
painter in the court of Raja Jagat-Singh, is credited with another series of Raga-mala
paintings. It was in Mewar that the convention of Raga-ragini paintings matured and assumed
a completely Indian outlook (around 1628).

llustrations for the stories. of the popular work, Bilhana's Ch&ura-panchasika, was
already in vogue in Rajasthan. Jayadeva’s Gita-govinda provided many themes for paintings.
The romantic episodes involving Radha and Krishna, as narrated in Bhagavata- purana
also were favourite subject-matters with the artists, connoisseurs and lay-folk. Of especial
interest were topics like seasonal variations reﬂechng diverse romantic moods (the familiar
‘bara-masa’ paintings, delineating the six Indian seasons or the ‘twelve months’) and the
love-play of the lovers and the beloveds (nayaka- nayika bheda). The painters of the Raga-
mala series utilized these and other subjects for the illustration of melody-moulds.

The Raga-mala paintings also became popular in Bundi around 1625-1640.
Lotus-ponds figured prominently, and Krishna was the usual hero. Episodes were selected
from Kesava-dasa’s Rasika-priya. The Raga-mala paintings of Rajasthan did follow the
Mughal style in many details, but the treatment of the subject-matter tended to become
increasingly Indian. Involvement in the paintings of the atmosphere of the royal courts was
gradually supplanted by folk situations. The lines, colours and depiction were typically in
the folk style. The Raga-mala paintings were patronized by the rulers, chieftains, aristocrats
as well as by the lay-folk.

The Kangra ‘kalam’, reached great heights during 1775-1823, when Raja Sansar-chand
was ruling. This king, who was a fervent devotee of Krishna, commissioned paintings
illustrating the epics Ramayana and Mahabharata, Bhagavata-purana, Jayadeva’s
Gita-govinda, Behari-lal's Sat-sai and Kesava- dasa’s Rasika-priva. The series of paintings
depicting the seasonal variations (bara-masa) and melody-moulds (raga- raglm) were also
got made.

Even if the convention of Raga-mala paintings was originally inspired by Persian
sources, there is no doubt that it was meant to illustrate not the Persian maquams but

" Indian ragas; the framework was entirely Indian. If the conception of emotional overtones

in melody-moulds was influenced by the Persian contact, the delineation of these overtones
was completely naturalized. It must be noted that it is only after the raga-mala paintings
began to be executed in Bijapur that Sangita-darpana was composed. This work in Sanskrit
was essentially a compilation of relevant material from different and earlier sources. Both
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the Raga-mala painters and the author of Sangita-darpana must have utilized the same
verses for visualization of melody-moulds. Such verses also must have been known to the .
ruler of Bijapur, Ibrahim Adil-shah II who has used them in the preparation of his
encyclopaedic work, Kitab-i-navras. This work not only speaks of the association of feelings
and sentiments (aesthetic relish) with melody-moulds, but provides visualizations also for

" them.

Hermann Goetz takes the trouble to show that the Deccani school of painting
incorporated South Persian, Arabian and Ottoman influences (La Painter Indien, Gazette
da Beau Arts, 1936, p. 277). But he did not bother to inquire into the Indian influences
that were involved more prominently. The Sultan of Bijapur began his work Kitab-i-navras
with prayers to the Indian deities Ganapati and Sarasvati. The dress, ornaments, delineation
of nature, depiction of reasons and the romantic situations are all undoubtedly Indian in
influence. The description of melody-moulds found in this work are certainly not Persian,
Arabian or Ottoman; they follow classical Indian musicological conventions. The Gauri-raga
there is pictured only as the Hindu goddess of that name, and Bhairav is Siva; the raga
Malhar is associated with the rainy season that is typically Indian.

&)

We have two sets of Ragamala paintings commissioned by Krishnaraja-wodeyar III,
one in the Mysore manuscript of Sr-tattva-nidhi and the other in the manuscript
Svara-chudamani in my possession. The textual descriptions of the melody-moulds in both
manuscripts are the same (with minor variations in the readings). The subject-matters of
the paintings are also the same, although their delineations differ. The two sets are obviously
executed by different artists. The paintings in Svara-chudamani are aesthetically more
mature, and show a better sense of composition. The paintings of the melody-moulds- in
Sri-tattva-nidhi are characterised by rigidity of convention and treatment. The composmon
is rather weak and the details are ill-integrated.

These paintings remind us of the decadent phase of the Rajasthani idiom and bear
a correspondance with the Tafijavur paintings. The influence of the Rajasthani school on
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the raga-mala paintings in Sri- tattva-nidhi is also evident by the recurrent representation
of Krishna and Radha in the roles of nayaka and nayika. The corresponding paintings in
Svara-chudamani seldom utilize the Radha-Krishna theme, and the representation of gods
and goddesses is infrequent (as in the delineation of the melody-moulds Bhairava, Bhairavi,
Saindhavi, Kedara, Vasanta and Asaveri). The differences in the style and subject-matter
of the two sets of paintings are borne out by the their reproductions in the ensuing pages.

It is usual to enumerate thirty-six melody moulds for the Raga-mala series in the
Rajasthani school of painting. The melody- moulds chosen by Krishnaraja-wodeyar Il for
painting in Sri-tattva-nidhi and Svara-chudamani are also thirty-six in number. The number
thirty-six is arrived at by regarding the principal melody-moulds as six, each of which having
five subsidiary ones. However, there is no unanimity as to what the six principal
melody-moulds are. According to Pundarika-vithala they are: Bhairava, Hindola, Desakari,
Sriraga, Nata and Natta-narayana. Mohmed Reza-Khan names Bhairava, Malkauns, Hindola,
Sri-raga, Megha and Nata as the principal six. Sabdakalpa-druma says

‘bharata-mate hanuman-mate cha ragah shad-vidhah’

The main musical schools in Hindusthani music are two: Bharata’s and Hanuman’s,
although three more are also recognized: Siva’s, Krishna's and Ragarnava’s. The number
of principal melody- moulds, irrespective of the school, is only six. This number is accepted
in all musical works relating to the Hindusthani division, after the fifteenth century. But it
often happens that the ragas of one school are treated as raginis in another school, and
the picture of the ragas is not the same in all the schools.

According to the two main schools mentioned above, the melody-moulds are: Bhairava,
Kausika, Hindola, Dipaka, Sri-raga and Megha. There is an explanation available that the
school named after Bharata is prevalent in South India, while the school named after
Hanuman is in vogue in the North. The same text mentions two other schools,
Kallinatha-mata and Somesvara-mata. The six melody-moulds accepted by these two schools
are Sriraga, Vasanta, Pafichama, Bhairava, Megha and Natta- narayana.

About the number of subsidiary melody-moulds, however, not all the schools accept
five for each of the six principal melody-moulds. The two well-known schools, viz, those
of Bharata and Hanuman, enumerate five (‘pratyekam etesham paficha-raginyah’), thus
giving a total of thirty-six melody-moulds (six primary and thirty subsidiary). But the schools
named after Kallinatha and Somesvara, provide six subsidiary melody-moulds for each of
the six principal ones, thus totalling forty-two melody-moulds (‘somesvara-kallinathayor mate
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pratyekam etesham shad-rEQir;nyah’).

Somesvara (6, 26) enumerates the six principal melody-moulds and the subsidiary
ones in the following order. ; R

Malava: Dhanasi, Malasi, Ramakari, Sindhuda, Asavari, Bhairavi.

Mallara: Velavali, Puravi, Kanada, Madhavi, Toda, Kedarika.

1
2
3. Srraga: Gandhar, Gaur, Subhaga, Kaumarika, Veloyar, Vairagi.
4. Vasanta: Tudi; Pafichami, Lalits, Patha-mafiari, Gojjari, Vibhasha.
5

Hindola: Natika, Bhupali, Ramakeli, Goda, Kamoda, Kalyani.

Also found here is the description of the principal melody-moulds as ‘masculine’ and
the subsidiary ones as their ‘wives’. The expressions ‘raga’ and ‘ragini’ are meaningful only
in this context.

A medieval work called Bharata-sastra (as also Bharata-kalpa-lata-mafijari, edited by
Patavardhanam Subba-Sastri and Balakuntla Ankaji-Sastri), which may be an early medieval
composition, gives a list of eight ‘masculine’ melody-moulds and provides each of them
with three ‘consorts’ (‘striyah’ ‘yoshitah’, ‘patni’). This is here given as the view of the
ancient authorities like Narada (pp. 138-139).

bangalas’ chapi bhupalo bhairavo malavas tatha, $ri-ragas cha
vasantas’ cha sarango raga pafichamah, ashtav ete naradadyaih
purn-raga iti prakirtitah.

The eight ‘masculine’ melody-moulds according to this text are Bangala, Bhupala,
Bhairava, Malava, Sri-raga, Vasanta, Saranga and Pafichama. With three subsidiary
melody-modes in each of them, the total would be thirty-two, the well-known ‘battisa-raga’.

As mentioned earlier, the enumeration of thirty-two melody-moulds (battisa-raga)
appears to be rather an ancient one. It survived in the South till the last days of the
Vijayanagar empire. Purandara-dasa, the celebrated minstrel who lived to see the collapse
of the Vijayanagar empire, describes how Krishna played on his flute the thirty-two ragas.
While this song (in Ananda-bhairavi) names three ragas, another of the same saint’s songs
(in Sankarabharana) gives the names of twenty- seven ragas, thus accounting for the names
of thirty of the thirty-two ragas:
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(1) Marava, (2) Desi, (3) Guijjari, (4) Bhairavi, (5), Gauli, (6) Nati, (7) Saver, (8)
Aheri, (9) Purvi, (10) Kambhoji, (11) Padi, (12) Desakshi, (13) Sahkarabharana, (14) Malavi,
(15) Varali, (16) Kalyani, (17) Todi, (18) Mukhar, (19) Varali, (20) Vasanta, (21) Baulj,
(22) Dhana-éri, (23) Saurashtra, (24) Gunda-kriya, (25) Rama-kriya, (26) Megha, (27)
Kurafiji, (28) Saranga, (29) Phala-mafijari, and (30) Ananda-bhairavi.

" Another author, Praudha-raya, who also mentions ‘battisa raga’ in his work
Sarnjiiartha-kosha, gives a variant list. The ragas not found in the above list are: Narayani,
Madhavi, Mangala-kaiéiki, Bangali, Deva-gandhari, Ghanta-rava, Regupti, Lalita and Malahari.
Some of the names of the common ragas are given differently (e.g. Dhanya for Dhana-éri,
Palava-mafijari for Phala-mafijari and Gurjari for Gujjari).

Bharata-kalpa-lata-mafijari  already mentioned, explains that the numbér thirty-two is
arrived at by a combination of three kinds of scales (having 7, 6 or 5 notes):

shadav-audava-sarpurna-éuddha-salaga-misragah,
prasiddham paramam ganam raga dva-trirndad iritah

It is to be noted that although the convention of thirty-two (battisa) melody-moulds
was popular in the South, Krishnaraja-wodeyar 1l did not follow it in his Sri-tattva-nidhi
or Svara-chudamani. He preferred the list of thirty-six ragas of the Rajasthani idiom. But
he does not appear to have adopted the raga-ragini scheme. All the melody-moulds here
have been called ‘ragas; and neither the descriptive verses nor the pictorial visualizations
suggest any distinction between the ‘raga’ and ‘ragini’ as prevalent in the North. However,
descriptive verses sometimes refer to a raga as a ‘ragini’ (e.g. ‘sa saindhavi bhairava-ragini
vam’), in the sense of another raga’s consort. The list accepted by Krishnaraja-wodeyar III
has the following melody-moulds:

(1) Bhairava, (2) Madhymadi, (3) Bhairavi, (4) Bangali, (5) Varati, (6) Saindhavi, (7)
Malava-kausika (8) Todi, (9) Karhbhavati, (10) Gundi (Gauri), (11) Gunda-kriya, (12)

- Kakubha, (13) Hindola, (14) Velavali, (15) Rama-kali, (16) Desakshi, (17) Phala-mafijari,

(18) Lalifa,*(19) Pradipaka (Dipaka), (20) Ketara (Kedara), (21) Karnata, (22) Dei, (23)
Karhbhoji, (24) Nati, (25) Sri-raga, (26) Vasanta, (27) Malava-¢ri, (28) Malava, (29) Asaveri,
(30) Dhana-¢ri, (31) Mallari, (32) Megha, (33) Bhupali, (34) Desa-kari, (35) Takka and
(36) Ghiirjari. =

The descriptive verses associate some varieties of aesthetic relish (rasa) with some of
the melody-moulds: the valorous (vira) with Saindhavi, Velavali, and Dhana-r, the romantic
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($rhgara) with Malava-¢ri and Megha, the compassionate (karuna) with Asaveri, and the
tranquil ($anta) with Bhupali.

The list of melody-moulds given by Krishnaraja-wodeyar Il recognizes six ‘masculine’
ones: (1) Bhairava, (2) Malava-kausika, (3) Hindola, (4) Dipaka, (5) Sri- raga and (6)
Megha. This follows in the main the list given by Mohamed Reza (viz., Bhairav, Malkauns,
Hindola, Sri-raga, Megh and Nata); instead of Nata, Krishnaraja-wodeyar’s list has Dipaka.
It may be recalled that these are the six principal melody-moulds according to Bharata-mata
and Hanuman-mata. o

The list given by Krishnaraja-wodeyar Ill provides five subsidiary (or ‘femining’) melody
moulds to each of the above six principal ones, excepting the last two; Sri-raga has six
subsidiary melody-moulds and Megha has four of them. It is said that from the five faces
of Siva, five principal (or ‘masculine’) ragas emanated while the sixth one came out of
Parvati’s face; and that later from each of these six principal ragas five subsidiary (or
‘feminine’) ragas proceeded. Pundarika-vitthala’s Ragamala gives this account, although the
melody-moulds that this book mentions are different from the ones accepted by
Krishnaraja-wodeyar 1l

1. From the Sadyojata face of Siva: Suddha-bhairava
(Dhanyasi, Bhairavi, Saindhavi, Maravi, Asavari)

2. From the Vamadeva face: Hindola
(Bhupali, Varati, Todi, Mafijari, Turushka-todi)

3. From the Aghora face: Desakara
(Rama-kri, Bahuli, Deéi, Jayata-éd, Gurjari)

4. From the Tatpurusha face: Sriraga
(Gaudi, Padi, Gunakari, Nadanamakriya, Gunda-sri)

5. From the Iéana face: Suddha-nata
(Malava-¢ri, Desakshi, Deva-kri, Madhu-madhavi, Aheri)

6. From the face of Girija: Nata-narayana
(Velavali, Kamboji, Saveri, Suhavi, Saurashtri)

70




Sri-tattva-nidhi (Vol. 1)
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Some issues in this context need to be inquired into, as for instance, how the
Raga-mala paintings came to be done in Mysore. We have seen that Raga-mala paintings
are exclusively, germane to the Hindusthani division of Indian music. They are conspicuous
by their absence in South India, except in the Deccani States of Bijapur and Ahmednagar,
where Hindusthani music prevailed. This division of music did not gain ground in the Hindu
states of South India; and the Southern division of classical music (viz., Karnataka music)
rejected the classification of melody-moulds in terms of ‘ragas’ and- ‘raginis’. We know that
what was encouraged in Mysore was Karnataka music. How then did the Ragamala
paintings, which presuppose the division of melody-moulds into ‘masculine’ and ‘feminine’,
appear here? They did not appear even in Tafijavuru, where the Hindusthani division of
music did secure some encouragement from the Maratha rulers. And the Raga-mala paintings
in Mysore were unknown before the days of Krishnaraja-wodeyar 1ll, and they did not
reappear after his days. :

Basic to this issue is the problem of classification of melody-moulds into ‘masculine’
and ‘feminine’ varieties. In the raga- ragini scheme, the consideration that weighs is the
similarity and proximity which are more emotional and ideological in nature than strictly
structural and tonal. The Raga-mala paintings go a step further and affirm that the emotional
and ideological character of the melody-mould could be iconically conceived and pictorially
represented. Is this position justified? Even if a melody-mould has an emotional content,
is it possible to transform that content into a personified image?

Music has doubtless an emotional aspect. But the emotion that is evoked by music
is entirely within the individual, and it is purely experiential. Experience of music depends
on several variables in the individual like expectancy, preparedness, taste, temperament,
training, maturity, situational facilitation and the presented material. Generalization here is
as impossible as providing an objective framework for a musical presentation. In other
words, a melody-mould has no evocative power of its own; the experiential value is only
transactional.

However, a melody-mould is a distinct entity, and has a character of its own. This
is derived from the material and objective details like the number and nature of the notes,
the permissible movements within the scale, the facilitation for ornate handlings of musical
phrases and so on. The appreciation and experience of music are first and foremost auditory
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in nature; and the enjoyment of it (involving mind and heart) is a sort of epiphenomenon.
Can a musical presentation then be presented to the eyes as it can be for the ears? Is a
pictorial visualization of music valid?

But visualization of music is not unknown even in Western music. The ‘programme
music’, like the Pastoral Symphony of Beethovan, is regarded as visual music. The sound
from the flute in this particular case is said to generate the imagery of the blue tint of the
sky where the clouds have drifted away by breeze. The tone-poem of Nibelius, ‘Finland’
and the lyric of Smeth, ‘Vltava’ also work with visual imagery. In the latter lyric, the
musical composition imitates the sound of the flowing river, and presents the image of
the river to the musical exercise to paintings, until the twentieth century.

It is not likely that even the early musicologists in India who gave currency to the
_ raga-ragini division of melody-moulds imagined that there could be visual representations
of the ragas and raginis. The material for iconographic visualizations of melody-moulds is
said to have been first provided by Sudha-kalasa’s Sangitopanishat-saroddhara: (ed. by
Umakant Premanand Shah, Gaekward Oriental Series, Baroda, 1961). The suggestion for
such picturization of abstract concepts appears to have come originally from Bharata’s
attempt to provide a visual idea of the metrical mode (vrtta). It is also claimed by some
that a work called Raga-$mgara ascribed to the joint authorship of Narada and Dattila (and
said to be a work of the eighth century A.D.) provided the inspiration for Raga-mala
paintings.

Whetever be the correct position regarding the origin of the Raga-ragini paintings, it
is certain that the clasification of melody-moulds was in vogue in this country since at least
the thirteenth century. The text in Sanskrit Ragarmnava, which was prepared in that century,
mentions six ‘masculine’ melody-moulds: Bhayarava (for the later Bhairava), Pafichama,
Nata, Malhara, Gauda-malava and Desakh (for the later Deda-kari). The next landmark
was Ragamala, composed by Mesha-karna in 1509. This work not only enumerates six
‘masculine’ melody-moulds (Bhairava, Malkauns, Hindola, Dipaka, Sri-raga and Megha),
but provides five ‘feminine’ (viz. subsidiary) melodic modes for each of them. There is also
here suggestions for pictorial representation of the melody-moulds, for purposes of
contemplation.

As indicated -earlier, Purjdaﬁka—vit_thala’s Raga-mala (1576) contains definite iconic
depictions of melody-moulds as well as a clear classification of ragas and raginis. It was
also mentioned earlier that this work shows that he was intimately acquainted with Persian
music, which had a conventional enumeration of eighty-four melody-moulds, based on
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architectural arrangement. The melody was looked upon as a building, consisting of twelve
apartments (maquam or parda), twenty-four niches (shubah), and forty-eight corners (gusah).
It is not unlikely that this imagery also helped in the notion of Raga-mala paintings.

The subsequent period witnessed the publication of Chatura-Damodara-misra’s
Sangita-darpana (around 1625), which provides descriptions of melody-moulds helpful in
picturizations. The author adorned the courts of Jehangir and Shah-Jehan, and was most
certainly acquainted with the subtleties of Persian music. The Hindu translation of this
Sanskrit work by Hari-vallabha, completed in 1643, encouraged and popularized the
Raga-mala paintings.

Contributions from non-musical quarters were also there. The poet Jodh, wrote in
Sanskrit a long poem dealing with the romantic affairs of Madhavanala and Kama-kandala
(1583). -This work incorporated interesting depictions of ‘masculine’ and ‘feminine’
melody-moulds, which provided ready material for raga-paintings. Alam, who translated this
poem into Hindi was a scholar in the court of the celebrated Sikh guru, Govind-singh.
The convention of ‘garland of melody-moulds’ (raga-mala) was already current. The
Guru-Grantha-Sahib, the Sikh scripture, com‘piled by Guru-Arjan-dev around 1604, when
Akbar was the Mughal emperor, contains as an end-piece a list of popular melody-moulds,
‘masculine’ and feminine’. However, the expression ‘ragini’ for the ‘feminine’ melody-moulds
is not to be found here. Probably, it gained currency at a later date.

What needs to be appreciated here is that the convention of Raga-mala paintings
was not entirely founded on classical musicological texts, and that it derived encouragement
from literary works in Sanskrit and Hindi, folk songs, and devotional hymns by saints. An
example illustrating this point is the collection of fairly early Rajasthani Raga-mala paintings,
discovered by Norman Brown (cf “Some early Rajasthani Raga paintings”, Journal of
Indian Society of Oriental Art, 1948, 16, 1-10).

It is because the Raga-mala paintings have utilized diverse source-materials that they
lack a uniform idiom. They cannot be said to portray the melody-moulds precisely as they
are described in the classical texts. It often happens that the paintings and the textual
verses do not at all agree. However, all Raga-mala paintings follow the convention of six
ragas (principal melody-moulds) and five or six raginis (subsidiary’ melody-moulds) for each
~of the ragas. A raga is a complete and orderly scale with all the seven notes expressing
vigour and maturity, whereas a ragini is incomplete, with notes which are weak and soft.

The raga-mala paintings have utilized a detail that is significantly valid in the background
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of the emotional associations of a melody-mould. The six principal ragas correspond with
the six seasons which are relevant to North India: Bhairava with sarat (autumn), Malava
(or Malkauns) with hemanta (winter), Sriraga with sisira (cold season), Hindola with Vasanta
(spring), Dipaka with grishma (summer) and Megha with varsha (the rains). The seasonal
variations reflect not only the modes of nature but the moods of human beings who interact
with nature. They display diverse feelings and sentiments, which the raga-paintings endeavour
to catch and portray.

The association of a melody-mould with the time of the day is in the background
of the Raga-mala paintings. The painter seeks to suggest that propitious hour which is
specific to a raga; early dawn for Bhairava, dawn for Rama-kali, sun-rise or morning for
Velavali, noon for Saranga, after-noon for Nata or Malava, evening for Gundi, early night
for Kalyana and late night for Kedara. The idea is again linked with the moods that are
most naturally occasioned during the several phases of time.

The literary convention of nayaka (lover) and nayika (beloved) is also involved in
‘the Raga-mala paintings. There are paintings especially meant to depict the usual eight
varieties of nayikas (ashta-nayika), more particularly ‘abhisarika’, ‘vasava-sajjika’,
‘virahotkanthita’, and ‘kalahantarita’. They refer to the different aspects of love-play: agony
of separation, urgency in expectancy, stresses of quarrel, clandestine meeting, sensitive
communications, happy reunion, dalliance in gardens and so on. The Raga-mala painters
have utilized these romantic situations described in popular poems in Hindi and its dialects
after the sixteenth century. The situations which bring out the best in the lovers or in their
beloved ones are sought to be projected on the moods elicited by melody-moulds.

Numerous folk-songs which reflect the varying moods of lovers, have made an impact
upon the Rajasthani paintings of ragas and raginis. The painters have seen the melody-moulds
through the eyes of folk imagination. The raga-mala paintings of Nisardi in Chawand
(Mewar, 1605), the paintings of Sahib-din (1628), the Jodhpur Raga-mala paintings (1623)
and the raga-mala paintings commissioned by Raja Mana-singh (1816) are illustrations of
the incorporation of the folk poetical idiom in the visualization of the melody-moulds.

Thus the Raga-mala paintings in the context of Hindusthani music, which were based
* partly on the definitive musicological treatises and partly on popular literary works, ‘appealed
to the learned as well as to the laity. They became favourite acquisitions among the royal
patrons and the wealthy folk. Even the middleclass gentry got these paintings done.
Connoisseurs were fascinated by the curious admixture of convention and novelty in these
paintings, which secured an independent status almost unrelated in the main to the musical
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context. Although the Raga-paintings emerged as a chapter in the history of Indian painting,
its moorings in the ideology of Hindusthani music could not be forgotten, for the basic
inspiration was the classification of melody-moulds into ragas and raginis.

It is not strange that the Ragamala paintings did not gain ground in the South, for
the classification of melody-moulds here was not according to raga and ragini. The
melody-moulds were classified in Karnataka music on the basis of the ‘mela’ system,
recognizing parental modes (janaka-raga) and derived ones (janya-raga). This system of
classification has been prevalent in the South since ancient times. Even in the pre-classical
Dravida music, the conception of complete scale (pann) was already in evidence. Derived
from ‘panns’ (or complete melody-scales) were ‘tirams’ and ‘tirat-tirams’ (incomplete ones).
This scheme continues to this day in the singing of the Tevaram hymns. Vidyaranya, who
‘is regarded as an architect of the tradition of classical Karnataka music, was inspired by
this ‘pann-tiram’ distinction when he inaugurated the mela-system.

Vidyaranya, ‘a versatile genius’, lived during the founding of the Vijayanagar empire,
in the fourteenth century. He wrote a musicological treatise called Sangita-sara, now no
longer extant; but Govinda-dikshita, minister of Raghunatha-nayaka, king of Tafjavur
(1614-1640), has preserved the main thrust of this work in his Sangita-sudha. According
to the latter authority, it was Vidyaranya who suggested the classification of melody-moulds
in accordance with the mela-characteristics. This concerned the structural aspects of the
melody-mould, and ignored altogether the emergent emotional associations. The fifty
melody-moulds that were popular during his days were grouped under fifteen melas: Natta,
Gurjari, Varati Sriraga, Bhairavi, Sankarabharana, Ahir, Vasanta-bhairavi, Samanta,
Kambodi, Mukhari, Suddha-ramakr, Kedara-gauda, Hejjujji and Desakshi. Venkata-makhi
crystallized around 1660 the present approach to the Raga-system in South India based
on Vidyaranya’s line of thinking. This precluded the notion of raga- ragini, and hence gave
no quarters for the Raga-mala paintings.

Another detail becomes relevant in this connection, helping us to trace the continuity
of the musical tradition from the Vijayanagar period to the times of the Wodeyars of
Mysore. When Krishna-deva-raya was the emperor of Vijayanagar (1509-1529), Lolla-
Lakshmidhara was a scholar in his court. Lakshmidhara’s father Visvanatha-bhattaraka was
in the court of the Gajapati king of Orissa, Vira-rudra-deva; and;Lakshmidhara has prepared
a valuable commentary on the celebrated tantrik poem Saundarya-lahari, ascribed (wrongly,
however) to the great Sarnkaracharya. Lakshmidhara’s explanations on verse 69 of this
poem provides us with an insight i,nto' the situation of musicology of those times.
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This is briefly what Lakshmidhara tells us: There are five ‘gitas’ (viz, tonal pitches
or svara-sthanas); and thirty grama- ragas (musical scales) proceed from them, as also eight
upa-ragas (subsidiary scales) and twenty ragas (melody- -moulds). The parent ragas are fifteen
in number, bhasha- ragas ninety-six, and vibhasha-ragas twenty. Among the well-known
ragas are Madhyamavati, Malavi, Sri-raga, Velavali, Vangali, Vasanta, Dhanyasi, and Desj,
among the bhashanga-ragas Velavati, Suddha-varali, Punnaga-varali and Nati; the
Kriyanga-ragas are illustrated by Rama- kriya; and Upanga ragas by Pravithi (or Dravidi),
Ghurjari, and Varali.

The expression ‘grama-raga’ here signifies collectivity:

‘grama-$abdah samuha-vachakah’,
and
‘gramah svara-samuhah syat’ .

yatha kutumbinas sarve eki-bhuta bhavanti hi,
tatha svaranam sandoho grama ity abhidhiyate.

When all the notes assemble together, there are three musically effective groupings:
shadja-grama, madhyama-grama and gandhara-grama. The first two groupings are said to
be valid on earth, while the third one prevails only in the celestial regions. The identification
of ‘grama’ depends on the ‘murchhana’ (viz, modulations or the regular ascent and descent)

of the seven notes.

The miurchhana of the notes can be of three types; ‘mandra’ (low), ‘madhya’ (middle)
and ‘tara’ (high), determined by the three sthayis (tonal pitches). This, however, is not
possible in gandhara-grama. In the other two gramas, there are in each of them seven
murchhanas (also called $uddha-tanas)

kramat svaranam saptanam arohas chavarohanam,
murchhanety uchyate grame ta eka sapta sapta cha;
mandro madhya-tara$ cha kramad arohan e tatha,
tara-madhyama-mandras cha hyava-rohi ti kathyate.

Lakshmidhara takes Sarngadevas Sangita-ratnakara as authority, and cites some
verses from this work. Kns‘nnaraJa wodeyar Il also follows Sarhgadeva, as is evident from
the textual references for the characteristics of the melody-moulds in Sri- tattva-nidhi and
Svara-chudamani. And it appears that the conception of grama-raga was still in vogue.
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Bhairavi is described as ‘madhyama-grama-charini’. And the divisions of ‘raganga’,
‘bhashanga’ etc which Lakshmidhara mentions, seem also acceptable to the author of these
texts. The influence of Sarngadeva and Kallinatha is evident with regard to the discussion
on ‘murchhana’. Lakshmidhara must obviously have seen’Vidyaranya's Sangita-sara, as
suggested by the statement ‘‘janaka-ragah paficha-dasa’

RAGA-MALA PAINTING  (Pahadi)
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CONCERNING SVARA-CHUDAMANI

The illustrated ménuscript of Sri-tattva-nidhi in the Oriental Research Institute of
Muysore has this opening remark while dealing with the Svaras, ragas and talas: ‘‘according
to ‘Svara-chudamani’, composed by ourselves” (‘asmat-krta-svara-chudamani-ritya’). The
import here is that the work Svara-chudamani was also a work of Krishnaraja-wodeyar lII,
although the work is not so well-known or so readily available as Sri-tattva-nidhi. It is
unfortunate that many of the works ascribed to the authorship of this king are either not
extant any longer or not available to us.

It is said that Krishnaraja-wodeyar il had a large library for his personal use, which
was housed in the apartment of the palace known as ‘Chamundi-tott’. He had also a
litho-press in the palace for getting copies made of his own writings, for it was his practice
to distribute copies of what he wrote to the scholars of his court and other dignitaries.
Known as ‘Jagadarnba-mudrakshara-sala’, it was located in another apartment of the palace
called ‘Arhba-vilasa’. After this king passed away, fire broke out in the palace in 1897,
which destroyed the major part of the library as well as the copies of the king’s books in
the litho-press.

The books and manuscripts which survived the fire were then preserved in the
Jaganmohan palace, which Kri_shrgarEja-wodeyar Il himself had established. Later, in 1938,
these books and manuscripts were brought to the Maharaja’s Sanskrit College, for the
Jaganmohan palace was by then shaping itself as an art-museum. From the Maharaja’s
Sanskrit College the treasure was transferred to the Oriental Library, which was then
managed by the Government's department of education. This library has now become a
part of the Oriental Research Institute of the Mysore University. During this wandering
what valuable books and manuscripts were lost, cannot be ascertained.
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Litho-copies of the writings of Krishnaraja-wodeyar III, however, were presented druing
his own life-time to many persons of importance, and some of them have survived in the
households of the recipients. It would appear that he got the more important of his writings
copied by hand, for presentating them to his intimate circle of friends. The copy of
Sri-tattva-nidhi in my possession, for instance, bears this testimony on the first page:

sri-krshna-raja-maharaja- kanthiravara
ajfieyinda narasappa-naykara maga
rangappa-nayka bareda

" $ri-tattva-nidhi pustaka.

The language is Kannada, and it says that under the orders of the king,
Rangappa-nayaka, son of Narasappa-nayaka, wrote (viz. copied) this book. The hand-written
book was preserved by the descendents of Rarigappa-nayaka, until it came early in this
century to be possessed by an officer of the palace (mokhtesar), Nagappa by name, whose
son, Sri. S. Subbanna, gifted it to me.

The manuscript-copy of Svara-chudamani by the same author, which is in my
possession, was preserved in the household of the musician T.Puttaswamayya, brother of
the well-known violinist, late T. Chowdaiah, before it came to be possessed by my sculptor-
friiend, D. Vadiraj, who lent it to me for this publication. I was in fact, looking for this
book, and the search I made in several places where it was likely to be found had been
of no avail. It reached my hands most unexpectedly. The point that is relevant here is
that the litho- or manuscript-copies of the works of the royal author are not all of them
available in one place. They are scattered in several households in the state, and they are
getting desfro‘yed by neglect and indifference.

The entire text of Svara-chudamani, along with all the illustrations contained in it
have ‘been reproduced in the ensuing pages of the present volume. The text deals with
the basic material of classical music: the seven notes (svaras) and the thirty-six melody-moulds
(ragas), each of which is illustrated in the raga-mala stryle. The script is Kannada, while
the text is mostly in Sanskrit. The purpose of the book as indicated in the ftitle is to
provide instructions for making iconographic representation of the deities of the svaras and
ragas; and the work is described here as a recent work of the author:

navina-krta-svara-chudamani-ritya devata-nirmanavam maduva vivaragalu.
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The three verses with which the work begins contain the usual prayer to the author’s
tutellary goddess Chamunda, the statement of the author’s intention in preparing this work
and the brief mention of the actual contents of the book. Then follow verses which
enumerate the thirty-two characteristic features of each of the seven notes of classical
music, based on medieval musicological treatises like Sangita-darpana of Damodara-misra
and Bharata-kapla-lata-mafijari: '

shadjadi svara-varyanam dvatrim$allakshanair yutah.

The thirty-two details given here include the mythical associations of island, ocean,
mountain, stream, presiding deity, metre, tree, bird, constellation, week-day, zodiacal sign,
class and origin.

After the details giVen for the last of the notes (nish'Eda), the text closes with the
colophon with a suggestion that the book ends here:

$ri-chamunda-krpa-purna-krshna-raja-vinirmitah,
svara-chudamani-grantho jiyad achandra-tarakam.-

But it does not. For on the very back of this page where the colophon occurs, we
have the commencement of a new section apparently of the same book. The title
Svara-chudamani signifies the theme of svaras (musical notes, seven in number) and
naturally the book should end when the last of the notes is dealt with. The new section
that comes after it deals with the ragas (melody-moulds, thirty-six in number); and it should
properly therefore be entitled ‘Raga- chudamani’. But this title does not occur either at
the beginning of this section or at its end.. Intriguingly enough, the new section (dealing
with the ragas) begins with the customary benediction invoked at the commencement of
a new work: ‘éubham astu’, and ends abruptly, without any colophon.

The 600k has thirteen more pages, blank, but got ready for writing something. It is
likely that the pages following those containing the details of thirty-six ragas, was meant
for the section on Talas. We find in Sri-tattva-nidhi accounts on Svaras, Ragas and Talas
in order. The manuscript of Svara-chudamani that has been used for this volume may in
all probability be an unfinished one.

The name of the work ‘Svara-chudamani’ not only occurs in the colophon but figures
prominently in the title-line, where it is qualified as ‘newly composed’ (‘navina-krta’). It is
difficult to decipher what the import of this expression is. That it was a work written by
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Krishnaraja-wodeyar Il is evident from the colophon (‘krshna-raja-vinirmita’); and there is
a reference to the work: (asmat-krta-svara-chudamani-grantha-ritya’). This makes it possible
that this work had been composed already when Sﬁ-tattva-nidhi_ began to be written.

The expression ‘navina-krta’ also means ‘made new’. This meaning would suggest
that the king was only revising or enlarging a work that he had written sometime earlier
or the work of some other author, or that the work was now being issued as accompanied
by suitable illustrations. The manuscript of course appears to be an especial edition, an
‘art-edition’ as it were. The paintings accompanying the text are obviously meant to be
more important than the text itself. And the text is more in the nature of a compilation
of relevant verses from earlier sources than an independant composition. ’

Although the truth of the matter remains enigmatic, the picturization of musical notes
and melody-moulds attempted here is a unique undertaking. Even the Rajasthani and
Deccani raga-mala paintings do not visualize the musical notes as they do the melody-moulds.
Perhaps the iconographic and visual representation of ‘svaras’ that we find in
Svara-chudamani is a solitary instance in the field of Indian art. The musical notes are
here shown as having forms of their own, and with distinct presiding deities and other
characteristic features.

However, this is not devoid of textual background, -although the picturization in
paintings was probably the king’s own idea. Several musicological works provide material
for the visualization of each of the seven notes. Even in the Kannada country, a Sanskrit
work printed over a hundred years ago, entitled ‘Bharata-Sastra, in Kannada characters,
has compiled thirty-two characteristic features of the svaras from ancient sources (pages
123-133). Bharata-kalpa-lata-mafijari, another Sanskrit work in Kannada characters nearly
as old as the above, also provides similar details. Sangita-sarvartha-sara in Telugu, compiled
by Tirunagari Vina Ramanujayya in 1859, is another medieval source for the picturization
of the seven musical notes.

The section of the manuscript Svara-chudamani following the details of the svaras
begins with this prelude.

dubham astu. yathoktam umapatina: :
mayaiva paficha-vakirais-srshtva purvam kutuhalat;

atah sarhbhuya $uddhas te shad-trihsat-sarhkhyayoditah

and begins with giving the characteristics of the raga, Bhairava. For this account of
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the thirty—sb'( fagas beginning with Bhairava, the author appears to depend to a considerable
extent on Chatura- Damodara-misra’s Sangita-darpana. This work, adopting what is known
as Hanuman’'s viewpoint (‘hanuman-mata’), enumerates six ‘masculine’ melody-moulds
(Bhairava, Kausika, Hindola, Dipaka, Sri-raga and Megha), and six ‘feminine’ melodic
modes for each of them (2, 112-189). Svara-chudamani also lists Bhairava, Malava-kausika,
Hindola, Pradipaka, Sr-raga and Megha in order as ‘masculine’ ragas, although the
association of ‘feminine’ melodic modes for each of them is not so orderly or apparent.

But our text describes some ragas other than the six mentioned above also as
‘masculine’: Desakshi, Kedara, Nata, Karnata, Vasanta and Malava. It is clear that
Svara-chudamani has not strictly followed the Sangita-darpana’s classification of six
‘masculine’ ragas, with six ‘feminine’ ones for each of them.

1]

The convention of recognizing the principal or pure melody-moulds emerging from
the five faces of the god, Siva, and the sixth one from the face of the goddess, Parvati
the melodic modes which are secondary to these six are thirty in number. In all, primordial
ragas are thirty-six.

The author of Svara-chudamani accepts thirty-six as the total number of ragas which
are ‘pure’, but says that all of them proceeded only from the five faces of Siva.

pafichabhir vakitrais-srshtva ‘purvam kutuhalat,
atah sambhuya $uddhas te shad-trimsat-samkhyayoditah.

There is no mention here of one of the six  ragas coming out of Parvati’s face. Nor
is there an enumeration of six of the ragas as principal, as distinguished from others. All
the thirty-six melody-moulds appear to be regarded as equally ‘pure’. '

It has already been mentioned that Pundarika-Vitthala’s Raga-mala (130-144) spells
out of the convention of thirty-six ragas emanating from the five faces of Siva and from
the face of Parvati.

Siva’s faces are known by different names, in accordance with the five aspects of
Godhead. The raga emanating from each of the faces is regarded as ‘masculine’. Associated
with it are the ‘feminine’ ragas.
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The list given in Sangita-darpana is different. It affirms that the melody-moulds are
produced by the union of the divine male’ (Siva) and ‘female’ (sakti) principles:

siva-sakti-samayogad raganam

and enumerates the six principal ragas as emerging thus:

1. Sadyo-vaktra-tace : Sri-raga

2. Vamadeva-face Vasantaka

3. Aghora-face : Bhairava

4. Tatpurusha-face - Pafichama

5. Isana-face : Megha |

6. Girija's face ; Nata- narayana

Svara-chudamani does not contain these details. The thirty-six ragas are said to be,
as we have seen, aggregate of ragas (‘sarhbhuya’) that stemmed from the five faces of
Siva. And the delineation of the melody-moulds is also simple, compared with that found
in the medieval treatises like the ones mentioned above. Feeling-tones and aesthetic relish
of some of the ragas have also been indicated. The characteristic features accompanying
the text are excellent delineation of the ragas, with the melody-moulds adequately personified,
colours daintily applied, situations graphically represented and the theme aptly illustrated.
The purpose of the book being mainly the raga-mala paintings, the visualizations have
been very effective, and reveal the genius and imagination of the artists.

The descriptive verses regarding the melody-moulds in the Svara-chudamani are
substantially identical with those in the Mysore manuscript of Sri-tattva-nidhi. The paintings
in the two books are also thematically identical. But the treatment of the subject-matter
shows a marked difference: the illustrations in Svara-chudamani show greater maturity,
better aesthetic sense and more delicate approach than those in Sri-tattva-nidhi.
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SVARA-CHUDAMANI

he title of the work as given in the manuscript is in Kannada, and is also
self-explanatory:

‘navina-krta-svara-chudamani-grantha- ritya devategala nirmanavam
maduva vivaragalu’

“The particulars of preparing (in pictures) the deities (of the musical notes and melody-
moulds) in accordance with Svara-chudamani, which is newly made (or made new)”

While it is clear that the title of the work is ‘Svara-chudamani’, it is rather emigmatic
that the work is described as ‘navina-krta’. It has been suggested earlier that the author
(viz., Krishnaraja- wodeyar III) revised a work of this name, written either by himself or
by another author, and got it illustrated. The first and the last verses are obviously his
compositions; it cannot be ascertained whether the other verses are from his own pen;
they may, in the alternative, be selected from other and earlier sources. The contents of
‘the work, however, are found in several medieval musicological treatises, and appear to
have been rather familiar to the scholars of those days.

The bulk of the work is in simple Sanskrt, and the purpose of its preparation as
given in the descriptive title, is to provide material for the artist to visualize the personification
of the musical notes and the melody-moulds. Such personification is looked upon as a
deity (devata) that is evoked by contemplating upon a ‘dhyana-sloka’ (verse for visualization).
This is the familiar practice of Indian icon-makers, who memorize and recite relevant
‘dhyana-slokas’ in order to obtain a clear mental image of the deity he is commissioned
to prepare. The present book is a compilation of such verses meant for the visualization
of musical notes and melody-moulds.
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Sri-tattva-nidhi (Vol. 1)

The main text is in Sanskrit verses. But in the section on musical notes, the details
are also given in Kannada. The section on melody-moulds has single Kannada lines
introducing verses in Sanskrit giving the characteristics of the ragas (vi raga-lakshana).

ON SVARA-FORMS

PROLOGUE

1. $ri-chamundam daya-purnam sarvabhishta-pradayinim,
sarva-lokaika-jananim vande-tripura-sundarim.
2. nandyadi-bharatacharya-pranitagama-varidheh,

uddhrtya saram prajianam pramodaya yatha mati.

3. shadjadi-svara-varyanam dva-trimsal-lakshanatmikah,
vamsa-jati-vayo-varna-dvipas cha rasa-gotrake.

4. vahadhidevate vaktra-bahu-karnakshi-nasikam,
pada-dehayudham vastram pushpam gandhas cha bhojanam.

5. bhushanam vrksha-vanita tithi-vara-bha-rasayah,
chhandobdhi-saila-nadyas cha vakshyante krameso muda.

The first verse is a prayer to the goddess Chamunda, who is identified with
Tripura-sundari. She is eulogized here as filled with compassion and the sole mother of
the entire universe. She bestows on her devotees all that they long for. Chamundi, a form
of Durga is the tutellary deity of the royal family of Mysore; and she is the chosen
patron-goddess of the author of this work. '

The following four verses constitute one sentence, which purports to state that this
book has been written for the delight of the wise folk, and that the book has extracted
the essence of the ocean-like Agama literature (viz. canonical works relating to music),
composed by ancient masters like Nandi and Bharata. The expression ‘agama’ signifies
traditional knowledge handed down from teather to his disciples in an unbroken succession.
The art and science of music and dance, which is known as Bharata-$astra, is described
as an agama here. Because of the great profundity and wide expanse of this class of
literature, it is likened to an ocean.
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Sri-tattva-nidhi (Vol. 1)

In the traditional lore of music, three streams are usually recognised: Narada-mata,
Hanuman-mata and Somesvara-mata. Narada, who is a quasi-historical figure, celebrated
for his musical expertise and devotional fervour, is regarded as the founder of the first
stream of musical traditon. He is credited with several musicological treatises like
Naradiya-siksha, Sangita-makaranda, Svaramava, Chatvariméachchhata-raga-nirupana and
Paiichama-samhita. The ancient Tamil classic, Silappadikaram speaks of Narada singing to
the accompaniment of Vina he was himself playing (‘naradan vineyinayanderi padalum’).

Bharata-muni is famous as the author of the encyclopaedic Natya-sastra, which is
the earliest treatise on music, dance and drama. It is supposed to be a work of the first
or the second century before Christ. Abhinava- bharati is the celebrated commentary by
the polymath, Abhinava-gupta (about 1013 A.D.) on this work. Nanya-deva’s
Bharata-bhashya (also called Bharata-vartika) is a well-known gloss on Natya-sastra (about
1160 A.D.). There are several works which present Bharata’s views on music and dance;
like  Bharata-kalpa-latamaiijari ~ (1887), Bharatarnava, Bharata-sastra and
Abhinava-bharata-sara-sarngraha.

Narada, Bharata, Dattila and Kohala (immediate disciples of Bharata) and Matanga
(author of Brhaddesi) are some of the early exponents of the art and science of music
Nandi (Nandikegvara) is another ancient authority. Although classed in legend among of
the attendants of Siva, he is historically regarded as later than Bharata. He is said to
have composed a huge tome of four thousand verses, entitled Bharatamava, (or Natyamava)
explaining the views of Bharata. The extant Abhinava-darpana, ascribed to Nandikesvara,
is claimed to be an abridgement of a portion of this work. Bhagavata-purana mentions
Turhburu, another ancient authority on musicology, as one of the students of Bharata.

Somesvara (Bhuloka-malla, the Chalukyan king who ruled between 1116 and 1127
A.D.) was a great authority on music and dance in the middle ages. His Manasollasa
(‘Abhilashitartha-chintamani’) deals with music in more than two-thousand verses. But
Somesvara as an authority on musicology is also associated with Bhoja, the King of Dhara.
It is hard to ascertain who pioneered the view known as Somesvara-mata.

Sarnga-deva’s Sangita-ratnakara (between 1132 and 1169 A.D.) it was that provided
a definitive form to musicology, selectively integrating all the earlier views and crystallizing
the essential concepts. This book became the most authentic expression of the traditional
music in its theoretical as well as practical aspects. Kallinatha, who lived when Deva-raya
11 (1446-1465) was ruling, wrote an equally authoritative commentary on this work, entitled
Kalanidhi. The author of Svara-chudamani has cited the views of Sarnga-deva and Kallinatha,
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Sri-tattva-nidhi (Vol. 1)

and has quoted among earlier musicologists Kohala (disciple of Bharata)

Svara-chudamani sets out to enumerate thirty-two characteristic features of each of
the seven musical notes (svara), which are fundamental to melody-moulds (raga). A musical
note is defined as that aspect of sound which pleases the .ear, delights the ‘mind, subtle
and reverberating; it is located between the ‘srutis’ (quarter-tones or intervals). The notes
of a musical scale are enumerated as seven in number; shadja (sa), rshabha (ri), gandhara
(ga), madhyama (ma), paﬁchama (pa), dhaivata (dha), nishada (ni). Their origin is traced
to the natural sounds produced by birds and animals; peacock, bull, goat, (krauficha) bird,
cuckoo, horse and elephant. Attempts are made to provide a personality for each of these
notes.

Following this convention, the book has sought to iconographically represent the
seven svaras, giving thirty-two characteristic features: (1) family, ‘(2) caste, (3) life-span, (4)
complexion, (5) island of origin, (6) aesthetic relish, (7) lineage (gotra), (8) vehicle, (9)
patron-divinity, (10) number of heads, (11) number of arms, (12) number of ears, (13)
number of eyes, (14) nose, (15) number of legs, (16) body-mass (height, size etc.), (17)
weapons in the hands, (18) garments (colour), (19) flowers worn, (20) sandal-paste, (21)
food eaten, (22) ornaments, (23) associated trees and plants, (24) consorts (celestial, nymphs
etc.), (25) the lunar day of birth, (26) week-day of birth, (27) asterisk in which born, (28)
zodiacal sign, (29) metrical form (chhandas), (30) inhabiting ocean, (31) residential mountain,
and (32) stream on the banks of which one strolls.

These are no doubt imaginary and purely conjectural. But it is be noted that ancient
texts prescribe thirty-two characteristics which help in the identification of a great personage
(maha-purusha-lakshana), the convention of thirty-two details must have inspired the above
account. Here can be seen an endeavour to characterize each of the musical notes as
- having a distinct personality, even as the Silpa-sastra texts speak of the personalities of
the gods and goddesses, identifiable by their physical features, weapons, ornaments, vehicles
and so on.

Although the number of particulars given in the text is thirty-two, the visual
representation of the musical notes utilize only sixteen of them; number of heads, number
of arms, weapons held in the hands, vehicles on which it rides, the consorts, trees, island,
stream, mountain, ocean, patron-deity, metre, constellation, week-day, zodiacal sign, and
plant; and adds two more details: lunar mansions or groups of asterisms (gana) and source
(yoni). These two, like many other details mentioned above, are of astrological significance.
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Sri-tattva-nidhi (Vol. 1)

1. SHADJA-SVARA

atra shadja-svara-svarupam aha

6. shadjabhidhah svara-varo deva-vamsa-samudbhavah,
brahma-jati-bhavo’ Siti-vayaskah patala-chchhavih.

7. jambu-dvipa-sthito virah rasa-van vanhi-gotrajah,
hamsa-vaho’ gni daivatya$ chatur-vaktro’ shta-bahukah.

8. ashta-karno.’ shta-netras cha chaturnaso dvi-padakah,
sthula-dehah khadga-dharah $veta-vastra-dharas tatha.

9. jati-pushpa-priyas chaiva kurkumakta- vilepanah,
dadhyanna-bhojana-prito muktabharana-bhushitah.

10. sritanra-vrksho gandharva-yuvati—chitta-raﬁjahah,
pratipat-tithigo manda-vara-varuna-rkshajah.

11. kuffzbha-rﬁéi—bhavo’nushtup—chhandﬁ lavana-sagarah,
meru-saila-sthito ganga-tirasthah shadjaniritah.

shadja-svara-lakshana -

deva-vamsa. brahmana-jati, . varusha yarhbattu. pathala-vama. jambu-dvipa-nivasa.
vira-rasa. vanhi-gotra. hamsa-vahana. adhi-devata agni. mukha ralku. bhuja yantu. kivi
vantu. netra yantu. mugu nalku. pada yaradu. sthula-deha. khadgayudha. sveta-vastra.
jaji-pushpa. kesari gandha. dadhyamna-bhojana. - mauktikabharana. amla (arnra) vrksha.
gandharva-striyaru. satabhisha nakshatra. sthira-vara. kurnbha rasi. anushtup chhandassu.
lavana samudra. meru-parvata. ganga-nadi. padya-tithi-jananam. :

The characteristic features of the first of the seven musical notes as given in the text
are as follows: Family of gods, brahmana (caste); lineage of Fire; life-span eighty years;
pale reddish complexion; Agni (patron-deity); four faces, eight arms, eight ears, eight eyes,
four noses, two legs; corpulent body, sword (weapon); white garments; jasmine flower;
fragrance of saffron; curds-rice (food); ornament of pearls; mango tree; gardharva women
(consorts); satabhisha (asterisk of birth); Saturday (day of birth); Aquarius (zodiacal sign);
anushtup (chhandas, metre); Jarmbu-dvipa (residence); salt-océan; associated sea (residence);
Meru-parvata (associated mountain); Ganga (river); birth on the first lunar day of the
fortnight.
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Sri-tattva-nidhi (Vol."'1)

While the details given above agree ‘with those given in many medieval manuals,
there are a few variations. Bharata- Sastra, for instance, gives Sarasvati as the patron-deity
of this note, Angirasa as the gotra, Saka-dvipa as' ‘the’ place 'of residence, ‘mithuna'as the
zodiac, compassion (karuna) as the aesthetic relish, and elghty years as the hfe-span in one
manuscript and seventy years in anothe""' _ithe note is said to have been bom ona Sunday
when moon had completely dxsappearedv the ‘birth-asterisk is given as Ardra, and zodiac
mithuna (as also given in:Bharata-kalpa-lata-mafijari). : Saigita-sarvartha-sara-samgraha also
gives the life-span as seventy, but the aesthetic relish as “terrific {raudra); ‘Agni:is given as
the ‘seer’ (rshi) JSminhigg-1oh | ot bovisi-nite | omaininen 8

The painting accompanymg the text has the followmg addmonal detalls kadamba
(tree); rakshasa (gana) and horse (yom) A WU R -hhest :

II RSHABHA SVARA (RI)
rshabha-svara- svarupam aha -

12. rshabhas tu svara-varo rshi-vamsa-samudbhavah,
kshatrajah saptati-vayah pita-varna-dharas tatha.

13, 'éaka—dvzpa—sthztas chaiva “sritadbhuita- rasottamah
veda-gotra-]umh ‘sitftha-vaho brahmadi (dhz) devatuh

14 _‘:trz mukhah shadbhu]as chawa shaf karnah shad vzlochanah .
\tri-nasiko dvi-charanah. sukshmangah. kunta-dharakah.

15. pita-vasas champakeshtah krshnagaru-vilepanah;, -
payasariino nila-bhushah srita-kharjura-padapah.
6. kimnara-stri-vrtas_ tvashtu-tithi-bhargava-varajah,
'7__chztrarksha—]as tuT‘ -ras'zr gayatrz chhandasa yutah

: ’1,7-., dadhz-pathodhz—mlayo mahanasa-gzrz-przyah
- - Sritanagha-nadi-tirah so!yam,rshabha iritah.
(DI réhabha%vafé-lak—shaha i

TShl vamsa. kshatnya-jat: varusha yappattu kanaka vama. Saka-dwpa adbhuta rasa
veda-gotra “simha- vahana. adhi-devata brahma. mukha muru. bhuja aru. kivi aru. netra
aru. muru nasika. pada yaradu. sukshma-deha. kuntayudha. pita-vastra. champaka pushpa
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agaru-gandha-lepana. - payasa . bhojana.  nila-ratna-bharana. kharjura-vrksha-nivasa.
kimnara-stri-parivara. - chitta - nakshatra: : sukravara.-;tula-rasi. .. gayatn-chhandassu
dadhi-samudra. mahanasa-parvata anagha+nadi. bxdxge-tttiu-}ananam shizot)

'RSHABHA-SVARA /-« .
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Sri-tattva-nidhi (Vol. 1)

The characteristic features of the second of the seven notes are given as follows;
Family of sages; kshatriya caste; seventy years (life-span); yellow-coloured garments;
saka-dvipa (residence); awe and wonder (aesthetic relish); veda (lineage); lion (vehicle);
Brahma (patron-deity); three faces, six arms, six ears, six eyes, three noses; legs; subtle
body; lance (weapon); yellow garments; champaka (flower), agaru (unguent); sweet rice
porridge (food); blue gems (ornament); date palm (tree); kirhnara women (consorts); chitta
(asterisk); Friday; Libra (zodiac), gayatri (chhandas); Dadhi-samudra (curds ocean);
Mahanasa-parvata (mountain); Anagha (river); born on the second lunar day of the fortnight.

The painting accompanying the text has the following additional details; bilva (iree);
parrot (bird); rakshasa (gana) and tiger (yoni). '

The details given in Bharata-sastra are slightly different: Bhargava (sage), Sarasvati
(form), sutala (chhandas), Mahesvari (patron-deity); Kusa-dvipa (residence); valour (aesthetic
relish), tawny (pifijara) complextion; born on Wednesday, the thirteenth lunar day; Pushya
(asterisk); Karkataka (zodiac); bull (voice); yellow garments. Bharata-kalpa-lata-majari,
however, mentions the island of residence as daka-dvipa, and not kusa-dvipa

Sangita-sarvartha-sara-samgraha gives sixty years as the life-span, Brahma as the sage
and founder of the lineage, and the day of birth as Monday; the aesthetic relish is valorous.
Other details are the same as given in our text.

11l GANDHARA-SVARA

gandhara-svara-svarupam aha
18. gandharakhya-svara-varo deva-varmsa-samudbhavah,
vaisya-jatih shashti-varsha-vayas champaka- samnibhah.
19. kuda-dvipi raudra-ragah chandra—gotra—samanvitah;
bherunda-vahana$ chaiva sarasvatyadhi-devatah.

20. dvimukhas-chatur-bahus-chatuh-srotra-samanvitah,
veda-netro dvi-nasa$ cha dvi-pad-dirghoru-deha-bhrt.

21. gadayudho rakta-vastrah punnaga-kusuma-priyah,
kusturi-gandha-liptarnigo bhakshyasi vajra-bhushanah.

22. kadali-vrksha-nilayo yaksha-stri-churnbana-priyah,
navami-tithijo manda-varajo vasu-rkshajah.
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23. mrga-rﬁsi-bhii—va's—trisshtup—chhandoviin B Sri-tattva-nidhi (Vol. 1)
madya-varadhijah, dravinachala-$rrigastha rasa-kupa-nadi-tati.

24. purvokta-lakshanair yuktas tritiyah svara-purigavah,
gandharakhya-svara(s) sriman natyacharyair udahrtah.

L B, e e “.,«:‘,5&.“‘;,&‘«!:*’1'&2@3“%’ ,ma:;
B 8 :jew';{é; ETREATTEE D sutndn %
RO My f T Fudu- o

Y g AN 5

gEndhEra-svara-lakshapa. GANDHARA-SVARA

deva-vaméa. varusha aravattu. sarmpige-vama. kusa-dvipa. raudra-rasa. chandra-gotra.
bheru?da-vihqna. sarasvati adhi-devata. mukha yaradu. bhuja nalku. kivi nalku. karnu
nalku. mugu yaradu. pada vyaradu. sthula-dirgha-deha. gadayudha. rakta-vastra.
pumnaga-pushpa alankara. kasturi-gandha-lepana. bhakshyahara.  vajrabharana.
kadali-vrksha-nivasa. yaksha-stri-parivara. dhanishtha nakshatra. sthira-vara. makara-rasi.
tr(i)shtupu chhandassu. sura-samudra. dravida-parvata. rasa-kupa-nadi.
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The characteristic features: of the. third. of the seven mu51cal notes are glven as follows
the family of gods; sixty: years: (life-span);. complexxon of champaka ﬂower kusa dv1pa
(residence); terror-inspiring (aesthetic- relish); ‘chandra (lmeage) the mythlcal dotible-headed'
bherunda-bird (vehicle); Sarasvati -(patron-deity); two-faces; four arms, four ears, four eyes,
two noses, two legs; corpulent and elongated body; mace (weapons); red clothes;
pumnaga-ﬂower musk (unguent); -eatables requiring mastication (bhakshya) (food); dlamonds
(ornaments); banana plant (residence); yaksha—women (retinue); Dhanishta (astensk)
Capricorn (zodiac); tnshtup (chhandasr _sura-samudra (liquor-sea) Dravida- -parvata
(mountain); Rasa- kupa stream) bom on Saturday, the ninth: lunar day of the fortnight.

The 1llustratlon adds the followmg detaﬂs black bee (wmged blrd) rakshasa (gana),
lion (yoni). The artist has forgotten to indicate the name of the tree in the painting.

Bharata-sastra _gives the form of the note as that of Agni, the patron-goddess as =
Kauman the island of residence as Krauficha, the birth-asterisk as Revati and the zodiac
as Mina; the number of legs according to this text is four Bharata-kalpa-lata-mafijari
mentions the afternoon of the fifth lunar day of the fortmght as the time of this note’s
birth, golden colour as this note’s complexion; and the sentiment of wonderment (adbhuta)
as the aesthetic relish (while according to Safigita-sarvartha-sara-samgraha it is the sentiment
of compassion or karuna).

Sangita-sarvartha-sara-sarigraha gives the life-span of this note as fifty years.

IV. MADHYAMA-SVARA

25. madhyama-svaro deva-vamsajo dvija-jati-man,
chatvarimsad-vayah proktah kunda-pushpa-sama-prabhah.

26. krauficha-dvipa-sthitas chaiva bibhatsa-rasa-samyutah,
Vishnu-gotro mrgarudhah saila-putry-adhi-devatah.

27. chatur-mukhas chashta-bahur ashta-karno’ shta-lochanah,
chatur-naso dvi-padas cha sama-dehas cha chakra-bhrt.

28. nila-vastro malli-pushpi hima-valuka-gandha-van,
chitrarina bhojana-prito vaidurya-mani-bhushanah.

29. jambu-vrkshasrita(h): sri-man yukta-kirpurushanganah,
tritiya-tithijo bhanu-vasarah pitr-rkshajah.

146




Sri-tattva-nidhi- (Vol. 1)

30/ dimha-rasi-samudbhiito” brhati-chhandasa yutah; = o> oonne i
ghrtambudhi-sthitah pujyah sarvato-bhadra-gailagah’. ol o fnsm

31. abhayakhya-nadi-tira-vihara-para-manasah,
madhyamakhyasvara sreshtho lakshana]nazr .tdahratah

5%

_ madhyama-svara-lakshana

deva-vamsa. brahmanasjati: “vardsha @ “nalvattus --molle=huvvina, “varna.
krauficha-dvipa-nivasa:- bhibhatsa-rasa. - vishnu:gotra.  “hulle : .vahana:: -parvati- -adhi-devata.
mukha nalku. bhuja yantu. kivi yantu. kamnu_yantu. mugu naku. pada yaradu. sama- -deha.
chakrayudha. nila-vastra. malhka'pushpalankara pacchakarpura gandha Iepana chitrarnna
bhojana.  vaidurya- ratnabharana Jambu vrksha-nivasa.  kim- purusha stn-panvara
makha-nakshatra. bhanu-vara. simhad-rasi. brhatl chhandassu smpx-samudm sarvato-bhadra
parvata. abhaya nadi. tadrge—trtht ]ananam ' - R

The characteristic features of the fourth of the seven musmal notes are given as
follows; the family of gods; bra_hmana (caste): forty years (hfe-span) “complexion like that
of jasmine flower (white); krauficha-dvipa (residence); Toathesome ‘and' disgusting' (bibhatsa)
(aesthetic relish); Vishnu-lineage; :deer: {vehicle);- Parvati. (patron-deity);: four: faces;" eight
arms, eight ears, eight eyes; four: noses, two: legs; . proportionate. body; - discus - (weapon)
blue garments, rice- preparation w1th variegated. condiments (food); lapis lazuli (ornament);
rose-apple tree (residence); klm-purusha damsels (retmue) Makha (astensk) Leo (zodiac);
born on Sunday, the third lunar day of the fortnight, Brhatl (chhandas) Sarpl-samudra
(ghee-ocean); Sarvato-bhadra-parvata (mountain); Abhaya (nver)

The painting accompanying the text gives in addition to the above detalls cock as
the blrd banyan as the free rakshasa as the gana and mouse-as’ ‘the yom i

The details given-in: Bharata-éastra are: drfferent the form of the musncal note is that‘
of the sun; the island: of ‘origin-as Kusa-dvipa; the:lineage:is:that: of :Gautama(or :Kasyapa!

_in"avariant reading), ‘thecomplexion is- white,> the “colour~of-'the> sgarmentcisored; ithe itree:

is ' citron’ {(jarhbira, “or 'in-a- variant ‘reading silk-cotton; iéalmali); ‘the ichhandas is Madhu,. the'
birth asterisk is Vidakha and the zodiac Tula, the unguent is musk ~and: i the' flower s
punnaga the life-span is given as fifty years; according to this text, the blrth of thls note
was ‘on Fnday the elghth lunar day of the fortmght SIS itehisiossiio o
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Sangita-sarvartha-sara-samgraha mentions that the aesthetic relish of this note is the
sentiment of humour (hasya)

V. PANCHAMA-SVARA

;;aﬁchama—svara—svarﬁpam aha

32. pafichamakhya-svarah pitrya-vamsajas Sudra-jatigah,
trimsad-vayah krshna-varnah salmali-dvipa-sarbhavah.

33. bhayanaka-rasah sambhu-gotrajo nakra-vahanah,
mahavishnvadhi-daivatyo vedasyo vasu-bahukah.

34. nEga-kamo danti-netro yuga-naso dvi-padakah,
pushta-deho bhindi-valayudhadhya-kara-pallavah.

35. harid-vastra-samayuktah ketaki-pushpa-dharakah,
go-rochana-viliptangah pishta-kshira-krtasanah.

36. bhusha-marakatasakto dadimi-padapa-priyah,
naga-kanya-rati-prito dvadasi-saumya-varajah.

37. uttara-taraka-jatah kanya-rasi-samudbhavah,
satpankti-chhandasa yukta ikshu-vardhi-krtasrayah.

38. sahh’értyadri—vasatir—anumatyﬁpagii—pfiyah,
kirtitah Sastra-kudalaih pafichama-svara-nayakah.

pafichama-svara-lakshanam

pitr-vamsa, $udra-jati. varusha muvattu. krshna-varna. $almali-dvipa-nivasa.
bhayanaka-rasa. yisvara-gotra. nakra-vahana. adhi-devata vishnu. mukha nalku. bhuja yantu.
kivi yantu. kamnu yantu. nasika nalku. pada yaradu. pushta deha. bhindivalayudha.
harid-vama-vastra.  ketaki pushpalankara. gorochana-gandha-lepana. halundige ahara.
marakatabharana. dadima-vrksha-nivasa. naga-stri-parivara. uttara-nakshatra. budha-vara.
kanya-rasi. pankti-chhandassu. ikshu-samudra. sahasrti-parvata. anumati-nadi.
dvadasi-tithi-jananam.

The characteristic features of the fifth of the seven musical notes are'given as follows;
family of the manes (viz. ancestral spirits); $udra (caste); thirty years (life-span); dark
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complexion; ¢almali-dvipa (residence); Isvara (lineage); -crocodile (vehicle); Vishnu.
(patron-deity); four faces, eight arms, eight ears, eight eyes, four noses, two legs,
well-nourshed body; bhindivala (short javelin) (weapon); green coloured garment;
ketaki-flower (decoration), go-rochana (unguent); milk porridge (halundalige, food); emarald
(ornament); pomegranate tree (residence); naga-women (retinue); uttara (asterisk); Virgo
(zodiac); born on Wednesday, the twelfth lunar day of the fortnight; pankti (chhandas);
Ikshu-samudra (ocean of sugarcane juice); Sahadrti-parvata (mountain); Anumati (stream).

The painting illustrating the text indicates that plaksha (fig) is the tree, vulture the
bird, manushya the gana, and cow the yoni. '

Sangita-sarvartha-sara-samgraha agrees with the details given in our text, excepting
that it regafds the aesthetic relish of this note as erotic (¢rngara), and mentions Narada as
the seer (rshi). But Bharata-Sastra presents some details differently; life-span forty years,
eight legs, Jyesththa (asterisk), Vrschika (zodiac), Vasishtha (lineage) female crocodile
(vehicle), Pushkara-dvipa, Agni {chhandas), and Varahi (presiding-deity); the form of the
note is said to be Ganapati, and the aesthetic relish disgust and abhorrence (bibhatsa) (cf.
Bharata-kalpa-lata manjari)

Vi DHAIVATA-SVARA

dhaivata-svarupam aha-

39. dhaivatakhya-svara-varo rshi-varisa-samudbhavah,
kshatrajo vimsati-vayah pita-varna-samudbhavah.

40. gveta-dvipa-sthito hasya-raso narada-gotrajah,
$uka-vahana-safichari bhasvat-suryadhi-devatah.

 41. tri-mukho rasa-bahus cha shat-karno rtu-lochanah,
guna-naso dvi-padas cha dirgha-dehah Sarayudhah.

42. chitra-vastra-dharah pujyah karavira-sumalikah,
sri-gandhenanu-liptangah kshirannasakta-manasah.

43. go-medhika-mani-prito draksha-valli-krtasrayah, -
suranganasakta-manas saptami-guruvarajah.

44. purvashadha-bha-safijatas chaparasyuditas tatha,
ushnik-chando-yutas chaiva kshira-vardhi-krtasrayah.
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45. srita-manasa-sailendrah nishpapa-tatini-ratah,
evam-adi-gunopeto daivatah pari-kirtitah.

dhaivata-svara-lakshanam

rshi-vamsa.  kshatriya-jati. varusha yippattu. svarna-varna. Sveta-dvipa-nivasa.
hasya-rasa. narada-gotra. suka-vahana. adhi-devata surya. mukha muru. bhuja aru. kivi aru.
kamnu aru. mugu muru. pada yaradu. dirgha-deha. banayudha. chitra-vastra-dharana.
karavira-pushpalankara.  $ri-gandhanu-lepana.  kshiramna  bhojana. gomedhikabharana.
draksha-vrksha-nivasa. devata-stri-parivara. purvashadha-nakshatra. guruvara. dhunur-rasi.
ushnik chhdndassu. kshira-samudra. manasa-parvata. nishpapa-nadi. saptami-tithi-jananam.

The characteristic features of the sixth of the seven musical notes are given as follows:
the family of sages; kshatriya (caste); twenty years (life-span); golden-colour (complexion);
Sveta-dvipa (residence); the sentiment of humour and laughter (aesthetic relish); Narada
(lineage); parrot (vehicle); Surya (patron-deity); three faces, six arms, six ears, six eyes,
three noses, two legs; elongated body; arrow (weapon); variegated garments; karavira-flowers
(decoration); sandal paste (unguent); milk-rice (food); gomedhika-gem (ornament); grape-vine
(residence); deva-women (retinue); purvashadha (asterisk); _Sagittaﬁus (zodiac); born on
Thursday, the seventh lunar day of the fortnight; Ushnik (chhandas) kshira-samudra (ocean
of milk, residence); Manasa-parvata (mountain); Nishpapa (stream).

The accompanying painting adds the following particulars. Nichula (tree), crow (bird),
manushya (gana), and monkey (yoni).

Sangita-sarvartha-sara-samgraha differs only in these details: sage Turnburu, the
patron-deity Vinayaka, aesthetic relish disgust, day of birth Friday and ornament lapis lazuli.
Bharata-sasfra describes the form of this note as that of Maruti (viz. Hanuman), and gives
Brhati as the chhandas, Jarhbu-dvipa as the island of residence, number of legs six, life-span
thirty years and the seer Vatsyayana. The zodiac is given as Kurnbha, the day of birth as
Tuesday and food as pure rice-preparation (suddhanna).
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Vil. NISHADA-SVARA

nishada-svara-svarapam aha |

46. nishadakhya-svara-varo daitya-varmsa-samudbhavah,
vaisya-jatir dasa-vaya dhumra-varna-vibhasurah.

47. pushkara-dvipa-nilaya(s) $rigara-rasa-nayakah,
tumburor gotraja(h) sriman sarika-vahana-priyah.

48. gana-nathadhi-daivas cha yugmasyah sruti-bahukah,
yuga-karno vyuha-netrah dvi-nasas cha dvi-padakah.

49. ati sthula-tanu(h) $ri-man ankusayudha-panikah,
kshauma-vastrah padma-pushpo deva-daru-vilepanah.

'50. salyarmna-bhakshana-pritah pushya-raga-mani-priyah,
kapittha-vrksha-mulastho daitya-stri-kucha-mardanah.

51. chaturthi-bhauma-varottho mitra-tarali-rasijah,
jagati-chhandasa yuktah suddhodadhi-krtasrayah.

52. manasottara-sailasthah sritamrta-sarovarah,
varniko (varnito) natya-tattvajnair nishada-svara-pumgavah.

nishada-svara-lakshanam

asura-varnéa. vaisya-jati. varusha hattu. dhumra-vama. pushkara-dvipa-nivasa.
$mgara-rasa. turhbara (ru)-gotra. goravarnka vahana. ganesadhidevata. mukha yaradu. bhuja
nalku. kivi nalku. karmnu nalku. mugu yaradu. pada yaradu. ati-sthula-deha. ankusayudha.
patte-vastra-dharana. padma-pushpalarikara. deva-daru-gandha-lepana. salyamna-bhojana.
pushyaragabharana. kapittha-vrksha-nivasa. rakshasa-striyara’ parivara. anuradha-nakshatra.
angaraka-vara. vrschika-rasi. jagati-chhandassu. suddhodaka-samudra. manasottara-parvata.
amrta-saro-nadi. chauti-tithi etal lakshana-dine jananam.

The characteristic features of the last of the seven musical notes are given as follows:
the family of asuras; vaisya (caste); ten years (life-span); ash grey (complexion);
Pushkara-dvipa (residence); erotic sentiment (aesthetic relish); Turhbura(u) (lineage); darika
(bird); Ganesa (patron-deity); two faces, four arms, four ears, four eyes, two noses, two
legs; exceedingly corpulent body; elephant-goad (weapon); - silken garments; lotus-flowers
(decoration); devadaru (unguent); $alyanna (food); topaz (ornament); wood-apple tree -
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" NISHADA-SVARA
(residence); rakshasa-women (retinue); Anuradha (asterisk); born on Tuesday, the fourth
lunar day of the fortnight; Scorpio (zodiac); Jagati (chhandas); Suddhodaka-samudra
(pure-water-ocean, residence); Manasottara-parvata (mountain); Amrta-saras (stream).

The painting accompanying the text mentions pagade-mara'"(tree), owl (bird), deva
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{(gana) and antelope (yoni)

Sangita-sarvartha-sara-sargraha, while agreeing with the details given in our text,
mentions a few-variant particulars; mixed complexion, Surya as the patron—deit‘y, sentiment
of fright-revoking (bhayanaka) as the aesthetic-relish and Saturday as the day of birth.
Bharata-§astra differs in more details: chhandas of the note is given as ‘Sarvani’ (?), the
presiding deity as Chamundi, the lineage as Kutsa, the island of residence as Plaksha-dvipa,
the tree as purhnaga, complexion spotted or pigeon-coloured (karbura), the birth-day as
Thursday, the tenth lunar day of the fortnight, the asterisk as Chitta, the zodiac as Virgo,
life-span as twenty years, the unguent as all fragrant substances, the vehicle as crow and
the food as rice. ' '

The section on musical notes ends with two verses, the first of which recounts that
thirty-two characteristic features of the seven musical notes have been mentioned for the
delight of musicians, and the second is in the nature of a colophon indicating the title of
the work (Svara-chudamani) and its author (Krishnaraja-wodeyar).

53. shadjadi-svara-varyanam dva-trimsal-lakshanair yutah,
vamsadi-nimnagangas cha gayakanam sukhavahah.

54. sri-chamunda-krpa-purna-krshnaraja-vinirmitah,
svara-chudamani-grantho jiyad achandra-tarakam.
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THE WORLD OF MUSIC
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Sri-tattva-nidhi (Vol. 1)

After the section of the seven musical notes (svara), the text of Svara-chudamani
continues to deal with the melody-moulds (raga) without, however, suggesting any ftitle for
the new section (which should properly be Raga-chudamani). But the beginning of a new
section has been suggested by the conventional ‘Subham astu’. That the scribe who was
commissioned to write Svara-chudamani had with him, along with the section on svaras,
the section ‘on ragas also is evident by the uninterrupted continuity in the pages. And the
blank but prepared pages after the section on ragas that the bound manuscript contains
suggests that the details of the musical time-measures (talas) were also planned to be given
(constituting probably Tala-chudamani).

However, the method of giving thirty-two characteristic features of each of the seven
musical notes has not been here adopted while dealing with. the thirty-six melody-moulds. >
There are medieval texts (like Bharata-$astra) which do indicate all the thirty-two characteristic
features for the six or eight principal melody-moulds. The royal author appears to prefer
the practice of giving raga- dhyana verses that were in vogue among the raga-mala painters
of the Rajasthani and Deccani schools. The verses given here seem to have been borrowed,

" partially at least, from earlier sources like Damodara-misra’s Sangita-darpana.

ON RAGA-FORMS

PROLOGUE

Subham astu.
yathoktam uma-patina-

mayaiva pafichabhir vaktraih
srshtva purvam kutuhalat,
atah sambhuya suddhas te
shad-trimsat sarkhyayoditah. :
The first verse is given as Siva’s own statement regarding the thirty-six ‘pure’ (viz.
principal) melody-moulds, proceeding from the five faces of Siva.

That the principal melody-moulds are thirty-six in number is an old conception of
almost universal acceptance. Reference has already been made to the enumeration of six
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majof melody-moulds by all the prevalent schools of music: Bharata, Hanuman, Somesvara
and Kallinatha. According to the first two schools, the six major ragas are (1) Bhairavi,
(2) Kausika, (3) Hindola, (4) Dipaka (5) Sri-raga, and (6) Megha. According, however, to
the latter two schools, they are: (1) Sri-raga, (2) Vasanta, (3) Pafichama, (4) Bhairava, (5)
Megha and (6) Natta-narayana. The first two schools enumerate five ‘raginis’ for each of
the six ‘ragas’, thus making a total of thirty-six melody-moulds (six ragas and thirty raginis)
But the last two schools count six raginis for each of the six ragas, thus making a total
of forty-two melody-moulds (six ragas and thirty-six raginis). Sangita-damodara takes the
latter stand:

ragah shad atha raginyah shat-trimisach charu-vigrahah,
agata brahma-sadanat brahmanam sam-upasate.

The convention of six “major’, original' or ‘“‘masculine’ melody- moulds was derived
from the legend that music and dance were formed while Siva danced at the beginning
of creation. Siva is credited with five faces, and as he danced, a raga sprang forth from
each of them. Thus five ragas took shape. And Siva’s consort, Parvati, too danced along
with Siva. Siva’s dance is known as ‘tandava’ and Parvati’s ‘lasya’. From Parvati’s face
emanated the sixth raga. We have this account in Sarigita-darpana:

Siva-$akti-samayogad raganam sambhavo bhavet,
pafichasyat paficha-ragas syuh -shashthas tu girija-mukhat.

sadyo-vaktrat tu $ri-rago vama- devad vasantakah,
aghorad bhairavo’ bhut tat-purushat pafichamo’ bhavat.

' isanakhyan megha-rago natyarambhe sivad abhiit,
girija-mukhal lasye natta-narayano’ bhavat.

The five countenances of Siva are named Sadyojata (from which Sri-raga proceeded), .
Vama-deva (from which came out the raga Vasanta), Aghora (from which Bhairava sprang
forth), Tatpurusha (originating Pafichama), and Iéana (from which Megha emanated). And
from the countenance of Parvati proceeded the raga Natta-narayana. Thus the group of
six ragas were produced by the union of Siva and Sakti (viz. Parvati). The verse significntly
suggests that a raga (which etymologically means ‘delightful’, ‘evocative of pleasure’) is a
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conjoint production of the ‘male’ principle of divine consciousness and the ‘female’ principle

of creative energy.

The convention of six primary melody-moulds is also traced to the well-known notion
of the cycle of six ‘seasons’ (shad-rtu-chakra) which is valid in the Indian context. According
to Somesvara, the melody-mould known as Sri-raga is associated with the cold season
(§igira), Vasanta-raga with spring (vasanta), Bhairava with summer (grishma), Pafichama
with autumn (sarat), Megha with the rainy season (varsha) and Natta-narayana with winter

(hemanta).

The author of Svara-chudamani and Sri-tattva-nidhi is seen to follow the convention
(now prevalent only in Hindusthani music) of thirty-six melody-moulds, but does not,
recognize the division into ‘masculine’ (raga) and ‘feminine’ (ragini) varieties. Further, the
author while conceding five countenances to Siva, does not make each of the countenances
responsible for a single raga; nor does he introduce Parvati into the picture to make up
for the six primary ragas as the schools mentioned above suggest. In fact, the text does
not contain any reference to the primary ragas as six in number. On the other hand, the
first verse says that all the thirty-six ragas emanated from the five countenances Siva.

The thirty-six ragas taken for visualization in Svara- chudamani and Sri-tattva-nidhi

are:

(1) Bhairava, (2) Madhyamadi, (3) Bhairavi, (4) Bangali, (5) Varati, (6) Saindhavi
(7) Malava-kausika, (8) Todi, (9) Karmbhavati, (10) Gaudi (Gauri), (11) Gunda-kriya, (12)
Kakubha, (13) Hindola, (14) Velavali, (15) Rama-kali, (16) Desakshi. (17) Pala-mafjari,
(18) LalitE,‘(lQ) Pradipaka, (20) Ketara, (21) Karnati (22) Desi, (23) Kamboji, (24) Natj,

(25) Sri-raga, (26) Vasanta, (27) Malava-¢ri, (28) Malavi, (29) Asaveri, (30) Dhana-$r, (31)
Mallari, (32) Megha, (33) Bhupali, (34) Desa-kari, (35) '{akka, and (36) Ghurjari.

The details about these ragas are contained in identical verses with some variant
readings, in the manuscripts of Svara-chudamani (in my possession) and Sri-tattva-nidhi (in
the Oriental Research Institute, Mysore). The verses in the former manuscript are reproduced

below, with indications of variant readings from the latter.
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1. BHAIRAVA-RAGA

bhairava-raga-

ganga-dharah Sasi-kalattilakas trinetras-
sarpair vibhushita-tanur gaja-krtti-vasah,
bhasvat trisula-karavala-nymunda-dhari
subhrambaro jayati bhairava-raga-rajah.

yi raga-lakshana-

dhaivatﬁrhSa—gmha-nyﬁSu—
ri-pa-hino dha-marsakah,

bhairavas sa tu vijfieyo

dhaivatadika-murchhanah. _
dhaivato vikrto yasmin-naudavah parikirtitah,

murchhana- .

L)

ma pa dha sa sa ri ga ma
matantare-deva-kriya, megha-rafiji, kurafiji, bhairava-striyah.

The melody-mould Bhairava is here pictured as Siva himself. He is described as
three-eyed, carrying Ganga on his head and the crescent moon on the locks of his hair,
decorated by serpents, draped with elephant’s hide and holding in his hands trident, sword
and severed head. The painting shows the fourth hand (normal left) assumlng the gesture
of boon-bestowal (vara-da). ;

This is a ‘masculine’ raga, eulogized as the ‘king of melody-moulds’ (raga-raja), and
true to this description, two ‘feminine’ melodic modes (raginis), named Megha-rafiji and
Kurafiji, are standing fanning him while the third one, Deva-kriva, is seated below on a
foot-stool, pressing his right foot. :

Almost the same description obtains in Pundarika-vitthala’s Raga-mala (146) which
calls this raga Suddha-bhairava and explains that it proceeded from the Sadyojata face of
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Siva. To the details provided above, this book adds reddish black complexion (rakta-$yama),
matted hair dressed as a crown (kapardi), ash-smeared body, (bhasma), poison at the
throat (visha-kantha), ear-ornaments, and bull as vehicle. There is a suggestion here that
winter (hemanta) is the most suitable time for singing this raga.

Sri-tattva-nidhi calls this the first of melody-moulds (adi-raga), and this is also placed
as the first in the list of ragas given by Pundarika-vithala, probably becuse it corresponds’
with our Maya-malava-gaula. Chatura-damodara, following Hanuman-mata counts this as
the first of the six ‘masculine’ melody-moulds (cf his Sangita-darpana, 2, 113). Bharata-sastra
also counts this as the first among the eight principal melody-moulds. According to this
text, the details given for this raga are Brahma (jafi), Kinnara (family), Jarnbu-dvipa
(residence), grape-vine (plant), Rig-veda (chhandas), Sunday (day of birth), Satabhishak
(asterisk), Kurnbha (zodiac), white (complexion), two faces, four arms, four feet, white
garments, camphor (unguent); diamonds (ornament), jasmine-flower (decoration), sweet-cake
(modaka, fdod), swan (vehicle), mace (weapon), compassion (aesthetic relish) and Kasyapa
(seer).

Sangita-samaya-sara suggests that this raga is appropriate for prayers (‘prarthane
bhairavas sthitah’). Deva-kriya, Megha-rafiji and Kurafiji are given as the ‘feminine’ melodic
modes (ragini) of this raga.

~ The account in Sri-tattua-nidhi and Svara-chudamani mentions the ‘murchhana’
peculiar to each of the ragas given here. Murchhana embodies all the essential details of
the raga, and provides the very basis for that particular melody-form. It is a peculiar and
orderly succession of constituent as well as the grace-notes characteristic of the raga, without
however any transilient (vakra) note (‘krama- yuktas svarah sapta-murchhanas
tvabhisamjfiitah’). It states the ascent (aroha) and descent (avaroha) of the notes. Generally,
four types of murchhanas are recognized; ‘purna’ (septatonic), ‘shadava’ (sextatonic),
‘audava’ (pentatonic) and ‘sadharana’.

Murchhana was an important aspect of the system of grama-ragas. In shadja-grama
and madhyama-grama scales, seven murchhanas in each of them were counted; they were
also described as ‘suddha-tanas’.

kramat svaranam saptanam arohas chavarohanam,
murchhanety uchyate grama-dvaye tah sapta sapta cha.

The account also mentions the ‘arhda’, ‘graha’ and ‘nyasa’ of the ragas. ‘Arhsa’ is
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the predominant note in a ‘melody-mould, the very soul (jiva) of the raga, sometimes also
spoken of as the ‘vadi’ note. (viz. the king-note ‘vadisvaras cha raja syat’). This note is
all important in a raga, furnishing the raga with its peculiar ‘feel’. It occurs again and again
amidst many notes.

Svarair anekair vyavadhiyamane’ aridata.

This note divides the scale into ‘Escent (Erohar.la.), and descent (avérohana), and also
into ‘low’ (mandra), midling (madhya) and ‘high’ (tara) pitches.

‘Graha’ is the proper note with. which the particular melody-mould should begin and
‘nyasa’ is the note with which the specific scale concludes. ‘Améa’, graha’ and ‘nyasa’ are
considered as three major features of a raga, hence called the ‘triad’ (traya).

In this raga, ‘dha’ (‘suddha-dhaivata’) is the dominant note (arnsa, graha and nyasa);
the murchhana of this raga is described as ‘dhaivatadika’. As given here, the murchhana
is ma pa dha sa/sa i ga ma. The ascent and descent given in Bharata-kalpa-lata-. mafijari
are’ sa ri ga ma pa dha ni sa/sa dha pa ma ga ri ga sa.

According to this text, the three raginis of Bhairava have the ascent and descent as
follows:

Deva-kriya: sa ga ri ga pa dha ni dha sa/sa ni dha pa ma ga ri ga sa
Megha-rafiji: sa ri ma pa dha ni sa/sa dha pa ma ga ri sa

Kurafiji: sa ga ri ga ma pa dha/sa ma ga ri sa ni sa..

2. MADHYAMADI-RAGA
madhyamadi-raga-svarupa
'patyZi sahasam parirabhya kamam
su-chumbitoshthi kamalayatakshi,

svarna-chhavih  kumkuma-lipta-deha
sa madhyamadih kathita munindraih.
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yi raga-lakshana

madhyamadi$ cha raganga- grahc‘uﬁstz-nyﬁsa—m:zdhyamﬁ,
sapta-svarais tu gatavya madhyamadika- murchhana.
sampurna kathita tajjnair ri-dha- hina kvachin mata

murchhana

sa ri ga ma pa dha ni

This corresponds with the raga now known as Madhyamavati. According to
Jagadekamalla’s Sangita-chudamani, this is the first of the ragas produced in
madhyama-grama. This melody-mould has been popular for a long time now, and it was
especially indicated for music on flute. It was originally a septatonic scale (sampurna), as
mentioned in this text as well as in Narada’s Sangita-makaranda;, but it became pentatonic
(audava) during the days of Venkatamakhi. That this raga belongs to the ‘raganga’ variety
is also confirmed by Madana-pala.

According to Madhava-bhatta, this raga is to be sung in the morning during summer
season; but Venkatamakhi prefers evening for it (‘sayam-geya’). Sangita-samaya-sara
prescribes this raga for evoking the erotic sentiment (‘srhgare viniyujyate’).

The description given here is that this ‘feminine’ raga, golden-complexioned
Madhyamadi, bedaubed with the kurhkuma unguent, is enjoying herself in the arms of her
lover, who is fondly kissing her lips. The painting shows the couple surrounded by
maid-servants, one fanning them, another offering betel-leaves, and the other two guarding
the doors.

Pundarika-vitthala gives this raga as belonging to Kedara-mela (Sadraga-chandrodaya,
‘svara-mela-prasada, 39). But he is found also to call this melody-mould Madhu-madhavi,
and regards it as the ‘feminine’ raga for Suddha-nata (Raga-mala, 194). According to the
description, he has given, the raga-damsel is fair-complexioned (guarangi), and wears
garments of variegated colours. Exquisitely decorated, this innocent lady has come to her
lover's home early in the morning, accompanied by her friends.

‘bhartur gehe sakhibhih saha
vara-madhu-madhavy ushah samprayati’.
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It is likely that the painting has utilized this detail, which is not to be found in our
text. -

The note ‘ma’ is the ‘amsa’, ‘graha’ and ‘nyasa’ of the scale. The text gives it as
septatonic (sampurna), but it also mentions that it is considered by some as omitting ‘ri’
and ‘dha’ (as Pundarika-vitthala has done, cf. Sadraga-chandrodaya, op. cit. 44)

It is, however, doubtful if Madhyamadi, Madhyamavati, and Madhu-madhavi are
names of the same raga.

3 BHAIRVAI-RAGA
bhairava-raga-svarupam aha

sphatika-rajata-pithe ramya-kailasa-srrige,
vikacha-kamala-patrair archayanti mahesam,
kara-dhrta-ghana-vadya pita-varnayatakshi,
su-kavibhir iyam ukta bhairavi bhairava-stri.

yi raga-lakshana

sampurna bhairavi jiieya madhyama-grama-charini,
kaischid esha bhairava-stri svarair jiteya vichakshanaih

murchhana

ma pa dha ni sa ga ma.

An old septatonic scale, it may possibly correspond to the presentday Todi of Karnatak
music. Like the author of the above verses, Pundarika-vitthala also vegards it as the
‘feminine’ raga of Suddha-bhairava, but mentions that it is an emergent of Dhanyasi-mela
(Raga-mala, 140); and in another place as belonging to Sri-raga-mela (Sadraga-chandrodaya,
Svara-mela-prasada, 26). There is a specific mention in our text that it belongs to
madhyama-grama.

The descriptive verse above speaks of this raga as engaged in worshipping Siva with
lotus blossoms on the beautiful peak of Kailasa. Siva is seated on a splendid throne, and
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the raga-damsel holds in her hand a musical instrument of the ‘ghana’ type (viz. solid,
any metallic instrument like the cymbals). However, the painting accompanying the text
shows her as holding no instrument. She is seen carrying in her right hand a lotus flower,
which she is offering at the feet of Siva, and in her left hand a rosary. There are three
maidens engaged in providing music during the worship session. One of them is playing
on vina, another on mrdanga and the third one on flute. If music is in the service of God,
as it is here, it answers to the prescription of Sangita-samaya-sara (‘devadi- prarthanayam’.)

~ Texts like Sangita-damodara describe this raga as the very form of Parvati, Siva’s
consort. The painting here also represents the raga as a goddess, with a crown on her
head, and the descriptive verse too refers to the raga as Bhairava’s spouse (‘bhairava-
stri’). The painting appears to incorporate the additional details given in another source;
that the raga-damsel, Gauri, is in the vicinity of a pond, and on the front platform music
is going on, dominated by time-beats (viz. percussion instruments, like mrdanga)

sarovarastha sphatikasya mandire
saroruhais Samkaram archayanti,
tala-prayoga-pratiranga-gitair

gauri-tanur bhairavika sati yam.

Raga-mala of Pundarika-vitthala pictures this raga altogether differently.
Golden-complexioned and covered with white garments, wearing a sindura-dot on her
forehead, and bedecked with all decorations, this raga-damsel is singing and dancing
(‘nrtyanti giyamana’); she is here described as a favourite of the South Indian folk
(‘dravida-jana- rata’). ’

4. BANGALI-RAGA

bar’zgiz‘_li—rﬁga-svarﬁparﬁ aha-

kakshya i:ivedita-karanda-vara tapasvi
nyudyat-trisiia-parimandita-vama-hasta,
bhasmojjvala nibida-baddha-jata- kalapa
bangalikety abhihita tarunarka-rochih
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yi raga-lakshana

barigali tu-audava jheya grahamsa-nyasa-shadja-bhak,
ni-dha-hina cha vijfieya murchhana prathama mata,
purna vanga- trayopeta kali-nathena bhashita. |

murchhana

sa ga ma pa ni sa.

This melody-mould, pfobably the same as ‘bangala-yoshita’ mentioned in Narada’s
Sarigita-makaranda, is here described as a lady-hermit (tapasvini), with a complexion like
that of the morning sun, and wearing on her head matted-hair tied into a top-knot; she
carries in her left hand a trident, and a flower-basket hangs from her shoulder. The painter’
has delineated this raga-damsel as plucking flowers for worshipping Siva at the shrine close
at hand. The atmosphere suggests a hermitage.

The artist has in all likelihood seen the Rajasthani painting of this raga (noticed in
Norman Brown’s “Some Early Rajasthani Raga-paintings”, Journal of Indian Society of
Oriental Art, 1948, 16, 1-10); The verse (chaupaii) at the back of the painting in local
dialect describes the raga-damsel as one who became an ascetic because of her love-lorn
condition, which it was impossible to endure or cure; she is said to wear birch-bark garments
and her sacred water-pot is filled with water from the river Ganga.

viraha dahi bangalina nari
kama-rup rishi chhavi anuhar,
ganga-udak kamandala bhara-i
bhoja-patra tana.basatara dhara-i

5. VARATI-RAGA

varati-raga-svarupam aha

vinodayanti dayitam su-kesi
su-karikana chamara-chalanena,
karne dadhana sura-vrksha-pushpam
varangane’yam kathita varati
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yi rﬁga;lakshar.ta

shadja-grahamsaka-nyasa
varati kathita budhaih,
prathama murchhana yasyah
sampurna kirti-vardhani

(murchhana)

sa ri ga ma pa dha ni

It would appear that this was one of the fifteen melddy-moulds described as melas
by Vidyaranya. Ramamatya and Pundarika-vitthala know this raga as Suddha-varati, Tulajaji
as Varali, Lochana-pandita (author of Raga-taramgini) as Varadi. Sangita-samaya-sara
describes this raga as appropriate to arouse erotic sentiment ($rngara). Pundarika-vitthala
has suggested this raga as the ‘spouse’ of Hindola (Raga-mala, 135), as complete and as’
suitable for rendering in the eventide (Nartana-nimaya). Bharata-kalpa-lata-mafijari associats
this raga with Vasanta (‘rama-kriya varali cha kasi vasanta- yoshita ) and gives it a full

scale, regular in its ascent as well as descent.

The text reproduced above, pictures the raga as a damsel with beautiful hair and
wearing lovely bangles, standing in front of her lover and fanning him; he is being honoured.
The accompanying painting shows two of her friends guarding the doors, and seven other
maidens engaged apparently in talking about the lovers.

Pundarika-vitthala’s Nartana-nimaya (181) visualizes this raga (Varali) as well-decorated
and companion to the god of love (‘madana- sahachari’); but here she is described as
comfortable in her own home, and is being fanned by an attendant (‘svagare svechhaya
chamarair vijyamana’)

As given here, Raga-mapijari also gives shadja-note as ‘arnsa’ as well as ‘graha’; and
the scale as a complete one, delightful, and fit for rendering at all times (‘sada purna
manohara’). This text distinguishes ‘suddha-varati’ (given here) from its variant ‘syama-varati’
where kakali-nishada note becomes characteristic (‘ragadhyaya’ section 23, 25).

According to Sangita-samaya-sara, this raga is suitable for evoking the sentiment of
calm (sampurno‘yam rase $ante prayogo’ syah pradarsyate)
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6. SAINDHAVI-RAGA
saindhavi-raga-svarupam aha

trisula-panis chaiva bhakti-yukta
raktambaradharita-bandu-jiva,
prachanda-kopa rasa-vira-yukta
sa saindhavi bhairava-raginiyam

yi raga-lakshana

shadja-grahamsaka-nyasa
purna saindavika mata,
murchhanottara-mandradya
kaischit shadavika mata
ri-hina tu bhaven nityam
rase vire prayujyate.

(murchhana)

sa ga ma pa dha ni

This melody-mould, also called Sindhura and Sindhuda, is eulogized in Matafiga’s
Brhaddesi as most suitable for ‘gamaka’, and is described as a bhashanga-raga associated
with Malava-pafichama. Now there is a view that this belongs to the Kafi-that of Hindusthani
music. And there is also a textual prescription, as given here, that it should avoid the
ri-note (‘tyakta-rishabha shadava bhavet’), and hence is a sextatonic scale (shadavika). Our
text describes it as one of the ‘feminine’ ragas of Bhairava; Raga-mala (149) and
Nartdna-nimaya (3, 155) also mention this raga among the spouses of Bhairava.

Our text pictures this ‘feminine’ melody-mould as a valiant lady flourishing a trident
in her right hand. She is described as attired in red-garments and as ferociously indignant.
The accompanying painting, however, makes a form of Durga (more particularly Agni-durga),
standing in a relaxed posture. She is not shown here as angry or fierce as the descriptive
verse would suggest. Two attendants stand by her sides, .offering her the weapons of
warfare: one (on the right) bow and arrows, and the other (on the left) sword and shield.
Two other maidens are shown as prostrating in front of her.
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The Raga-mala description (149) makes her clothed in red, moon-faced, lotus-eyed,
slim in build, and riding an elephant in rut (‘matta- matanga-yani’). She is engaged in talk,
which she does in slow measure and with a variety of gamakas (‘mandam mandam vadanti
bahu-vidha-gamakaih’). She is said to bestow celebrity for valiant folk in battles (‘yuddhe
yodhesvaranam vimala-tara-yasah ‘prarthayanti’)

But there are descriptions of this melody-mould, which are vastly different. Some
texts make her complexion blue-black, and make her wear variegated ornaments of jewels,
and she is said to be in close proximity to her lover. Here is a verse (the meaning of the
second line of which is not clear to me). :

mahendra-nila-dyutir ambujakshi,
pravadayanti kapilasa-yantram,
vichitra-ratnabharana sukesi

sa sindhuda kanta-samipa-sarstha

Bharata-kalpa-lata-mafijari gives the scale of this raga as follows:

ni dha ni sa ri ga ma pa dha ni sa
sa ni dha pa ma ga ri sa ni dha ni sa

7. MALAVA-KAUSIKA-RAGA
malava-kausika-raga-svarupa-

arakta-varno dhrta-gaura-yashtir
' viras su-vireshu krta-praharah,
virair vrto vira-kapala- dhari

mato malava-kausikoyam.

yi raga-lakshana-
shadja-graharmsaka-nyasah
purno malava-kausikah,

miirchhand prathama jheya
kakali-svara-samyutah.
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(murchhana)

sa ri ga ma pa dha ni’

Malava-kausika was the old name for the present-day melody-mould Malkauns in
Hindusthani music. Pundarika-vitthala gives the name of the raga as Malava-kaisika, which
is perhaps a better form. However, Bharata-kalpa-lata-mafijari, mentions a raga known as
Mangala-kausika, which would suggest that Kausika was also the name of a group of ragas.
But this raga here is a complete scale (septatonic), with the shadja-note as ‘graha’ as well
as ‘arnsa’. The raga is said to be suitable for evoking the sentiment of valour (vira-rasa).

The descriptive verse delineates a hero returning victorious from a battle-field; he is
reddish in complexion, carries a human head, and is surrounded by heroes who form his
retinue. The painting shows him as carrying a sword in his right hand and a severed head
dripping with blood in his left hand. The corresponding painting in Sri-tattva-nidhi, however,
omits the detail of the severed head being carried in his left hand. The bow hangs from

MALAVA-KAUSIKA-RAGA
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his left. shoulder. Women of the household are welcoming him with lighted lamps on a
platter (arati); two of them are washing his feet before he steps into the house. The inner
apartments, and excitement in them are shown in the top panel, and the scene of the
battle in the panel below. These are absent in the painting in Sri-tattva-nidhi.

The mood of the melody-mould is similarly in the kavitta verse that is given at the
back of the early Rajasthani raga-painting, which also describes the hero being received
by the ladies of his harem. He wears a golden crest on his head, and his various ornaments
are all made of gold. A splendid throne is kept ready for him. A lady is offering him
betel-leaves which he receives, and another lady standing behind him is seen fanning him.
His body is golden-complexioned, his house is golden and everything is golden.

' sone kau mukut mathern
: bhusan bibidh sohem sone hikau,
singhasana subhaga banayau,
hai sone si saloni ttrya.
age thadi liyern pan-sone hi
kau pan-dan param suhayau hai,
ek sashi pachetern dulavati hai
chaur achem sone sau bhuvan
sab-sone hi naum chayau hai anand
naum viri shat upamamna
kahi jata sone hi se gata
malakauns mana bhayau hai

The painting, however, does not correspond with this description. It shows the hero
sitting upon a cot and being entertained by two musicians one of whom plays upon lute
and other keeps the time.

8. TODI-RAGA
todi-raga-svarupa
tushara-kundojjvala-deha-yashtih
kasmira-karpara-vilipta-deha

vinodayanti harinan vanante
vina-dhara rajati todikakhya
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yi raga-lakshana

‘madhyamamsa-graha-nyasa
sauvviri murchhana mata,
sampurna kathita taj-jhais
todis stri kausiki mata
grahamsa-nyasa-shadjas cha
kechid atra samuchire

(murchhana)
ma pa dha ni sa ri ga ma
Todi is an ancient and popular melody-mould, regarded as a complete scale (septatonic)

from very early times. Pundarika-vitthala has identified it as the ‘spouse’ of the raga Hindola
(Raga-mala, 135 and Nartana-nimaya; 3, 157)
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9. KAMBHAVATI-RAGA

karmbhavati-raga-svarupa
karibhavati syat sukhada rasajna
tarunya-lavanya-vibhushitangi,
gana-priya kokila-ramya-nada
priyam-vada kausika-raginiyam.
yi raga-lakshana-
dhaivataréa-graham-nyasa
sa shadavavyakta pafichama,
kambhavati vijiieya
murchhana pauravi mata.
(murchhana)
dha ni sa ri ga ma

A melody-mould which is not very well-known is regarded here as belonging to the
mela of Malava-kausika. The set of early Rajasthani raga-mala paintings, noticed by

Norman Brown, also illustrates this raga.

The raga is a ‘feminine’ one. She is pictured as providing delight, adept at evoking
aesthetic relish, and attractively youthful. She loves music, and her voice is sweet like
that of a cuckoo. She is pleasant in her talk. The painting accompanying the descriptive
verse shows her on an ornate and cushioned seat, playing on vina. One of her
attendants is offering a rolled betel-leaf, and another is fanning her. In the forground
are four maidens providing accompaniments for her, one on flute, another on the
mouth-organ, and the third one on the drum (mrdanga), the fourth one having cymbols

in her hands.

The joa'sthzni painting mentioned above, however, suggesté a different picture. The
descriptive verse (chaupai) in the local dialect describes her as a teacher of the Vedic
lore like the four-faced Brahma and as engagéd in fireritual again like Brahma, her
body-lustre is hidden under her excellent garment, but her fair complexion gleams
through it.

chaturanana-sama beda padhavai
vidhi-savum homa karayi ruka karavayi,
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chira surangama anga-chhavi chajayi
gaura-barana shambavati rajai

The painting projects her as four-faced and four-armed. In one of the hands she
assumes the gesture of eprsition (vyakhyana); another of the hands carries a sacrificial
ladle (sruk).

10. GAUD(R)I-RAGA

gaudi-raga-svarupa-
niveSayantf sravane’vatarisam
amramkuram kokila-nada-ramya
syama madhusyandi-su-sukshma-nada
gaudiyam ukta kila kohalena

yi raga-lakshana-

: grahamsa-nyasa-shadja(h) syad
ri-pa-hina sukha-prada
murchhana prathama jreya
gaudi sarvanga-sundari

(murchhana)

sa ga ma dha ni.

This melody-mould named ‘Gaudi’, probably after the region of origin (Gauda-desa).
Raga-mala identifies it as a spouse of Sri-raga (129) and as derived from the mela
Rama-kd (180). But this book gives the scale as devoid .of dhaivata and gandhara
notes (17, ‘dha- gabhyam rikta’), whereas our text makes the scale omit rshabha and
pafichama notes (‘ri-pa- hina). Both sources, however, give shadja as the ‘arsa’, ‘graha’

and ‘nyasa’ of the scale.

The verse given above quotes the authority of Kohala and describes her as
dark-complexioned, and as having sprouts of mango tucked in her ears. She coos
delightfully like a cuckoo, and her voice drips with honey. The accompanying painting
shows her as seated amidst a group of maidens. She wears a red saree and holds in
her right hand a red flower. Her complexion is yellowish and hence dark, in contrast
to her friends who are all fair-cbmplexioned; the four maidens in front of her are
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entertaining' her with instrumental music: flute, vina, drum (mrdanga) and cymbols
(kara-tala). There is a lady standing at her back and fanning her; anotherattendant is
offering her betel leaves. Birds (presumably cuckoos) are shown in her audience.

Ragamala (180) pictures her as a maiden of sixteen years (‘shodasabda’), carrying
a lotus-flower in her hand (‘kara-dhﬁa- kamala’) as shown in our painting. Her eyes
are elongated, and she wears variegated garments (‘chitram vastram dadhana’). But this
book suggests Persian association with this melody-mould (‘multani-purvi’ ‘vara-yevana-

puri’). The melody-mould is said to be suitable for evenings (‘dinante vihitam’).

The early Rajasthani painting (noticed by Norman Brown) calls this melody-mould
‘Godi’, and the verse given at the back of the painting describes her body-colour as
fair (gaura- tana) like the chainpaka flower; she tarries in the garden, confused of mind;
she carries in her hand a cluster of kalpa-vrksha flowers. She looks wverily like the
celestial nymph Urvasi, but she is all alone;

champaka barana gaura-tana bhanau
hatha thadi baga mohini manau,
kalpa-vrchchha-gucchha liyerir hatha
urvasi sashi na satha.

Books like Sangita-damodara provide a different description of this raga. She wears
garlands of flowers freshly plucked and strewn by her; roams about the garden, and
she, the beautiful girl, is being kissed by her lover: s

sambhrthya sangrhya gale dadhana,
prasuna-mala dayitena bala,

gauri svakantanana-churibitasya

sa sundari madhavika nikunje

11. GUNDA-KRIYA-RAGA
gunda-kriya-raga-svarupa-
sokabhibhuta-nayana parusham rudanti

namranana dharani-dhusara-gatra-yashtih,
amukta-charu-kabari priya-dura-vrttih
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samkirtita guna-kari taruni kréangi
yi raga-lakshana-
ri-dha-hina guna-kari tv-audava parikirtita,
vigrahatse tu vinyasah kaischit shadja-traya mata
rajani murchhana chatra malavasrayani ti cha.
(murchhana)

ni sa ga ma pa nilsa ga ma pa ni sa

This is an ancient melody-mould {called gunda-kiti in ' Sangita-samaya-sara and
Gonda-kriya . in Raga-vibodha) but not so well-known for a long time. In South India,
this raga was in use till the days of Talapgkam Annamacharya as derived from | Maya-
ma__lava-gau!a. In northern regions, it was known as the ‘feminine’ melody-mould of
Malava (Bharata-astra), as the raganga- raga associated with Dedi- Hindola (Sangita-
samaya-sara), and as the ‘spouse’ of Sri-raga, derived from Gurari-mela (Raga-mala).
The detail given above that it is a pentatonic (audava) scale, omitting rishabha and

dhaivata notes agrees with that in our text.

The descriptive verse given above emphasises the sentiment of .sor’row of separation.
The personified melody-mould is a lady in despondency because of the lover being far
removed; she is in tears and her head is bent with grief, her hair is dishevelled and
her body is emaciated. The painting shows that the lady, unable to stand, is holding

on to a banana plant. Her friends are trying to bring. comfort to her in various ways.

Pur}qlari-ka-vit.t_hala’s picturisation of the melody-mould is also that of a lady in sorrow,
because of separation from her lover. But here she has come to the spot indicated by
» her lover (ka_ma-sarhketa-samsth_), and is- looking forward to his arrival (‘bhamini sa
priyatama- padavim prekshayant’). The tree that has afforded‘ shelter to her is kadamba
(‘nipa- chhayopavishta’); sitﬁﬁg under that tree, she holds a lotus-leaf (padma-patra),

probably a note sent by her lover. The time of the day indicated is morning.

According to Sangita-samaya-sara morning is suitable for humour and Erotic ‘sentiment.
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kakubha-raga-svarupa-
suposhitangi rasa-manditangi
chandranana champaka-dama-yukta,
katakshini syat parama vichitra
ganeyam ukta kakubha manojia
‘yi raga lakshana-
dhaivatarmsa-graham-nyasa
sarpurna kakubha-mata,
tritiya-murchhanotpanna
Sri-raga-rasa-mandita
(murchhana)
dha ni ga ri ga ma pa dha
gane niyukta

This is an ancient grama-raga, not much in use.

are scarce.

with a lovely lotus-pond is also there.

Sri-tattva-nidhi (Vol. 1)

Even the textual references to it

The descriptive verse given above visualizes the melody-mould as a lady, with a
well-nourished body, and mind well acquainted with esthetic relish, engaged in singing
(‘gane niyakta’ as the varant reading in Sri-tattva-nidhi has it). The accompanying
painting makes’ her seated and play on vina, while one of her friends sitting in front
of her is marking time and another standing behind her exhibiting dance-gestures; a
third lady, an attendant, is fanning her. The suggestion of the location being a garden

The scale is a complete one (septatonic) with the. dhaivata note as ‘amsa’, graha’

and ‘nyasa’,

13. HINDOLA-RAGA
hindola-raga-svarupa-

nitaribini manda-tarangitasau
dolasukha-sukham adadhanah,
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tasam kapoleshv ati-kama-yukta
hindola-ragah kathito munindraih
yi raga-lakshana-
hindolako ri-dha-tyakta-
sa-trayo gadito budhaih,
murchhana $uddha-madhya
syad-audavah kakali-yutah
(murchhana)
' sa ga ma pa ni sa
This well-known and popular melody-mould is also an ancient one. It is regarded
as a masculine raga, in the Hanuman school of music. According to Pundaﬁka-vitthala,
it is major raga, springing forth from the Vamadevaface of Siva (Raga-mala, 15,
‘vamadevabhijatah’). It is here septatonic mela-raga with a pentatonic scale (audava) of
the same name included in that mela. But the notes omitted in the latter according to
the works of Pur)dari-ka-vitthala, are rishabha and panchama (‘r-pa-tyakta’, ‘ri-pa-varjitas-
cha’, Sadraga-chandrodaya, ‘Svara-mela-prasada’ 72-73), while our text makes rishabha

and dhaivata the notes to be avoided.

Bharata-kalpa-lata-manjari appears to follow the former trend in giving the ascent and
descent of this raga: sa m» ga ma dha ni sa/ sa ni dha ma ga sa, which makes it
the Hindola of Karnatak music, which is probably nearer to Malakauns of the Hindusthani

system.

The descriptive verse given above pictures the melody-mould as ‘masculine’, a romantic
youth (‘kama-yuktah’), seated on a slow-moving swing (which the expression ‘hindola’
really signifies), kissing his beloved. The painting accompanying the text provides two
maidens for him to embrace and kiss, and they are surrounded by four others, two
of them engaged in pushing the swing to and fro, and the other two fanning the trios
on the swing. The painting in Sri-tattva-nidhi, which is obviously a poorer rendering

than the one in Svara-chudamani, makes Krishna the lover here.

Pundarika-vitthala (Raga-mala, 159) also provides a similar picture of a fair-Com-

plexioned youth accompanied by maidens (‘stri-sahayah) enjoying himself on a swing in
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a blossoming garden (‘ghana-kusuma-vane kridato dola-yane’). The time of the sport is

given as morning and the season as spring (‘plfgtah-kgl-e— vasante vicharati chaturo’).

The verse given in Sabdd-kalpa-druma takes a different situation as the theme of
this raga. A romantic youth, excited by music, gets inebriated and falls on the ground;
but the humming bees at once make him get up.

hasabhilasena patan prthivyam
utthapitas tat-kshanam ali-brndaih,
ullola-sangita-rasair vidagdho
hindola-ragah kathito rasajnaih

The shadja-note is the ‘arnéa’, ‘graha’ and ‘nyasa’ of this pentatonic scale
(‘sarnsa-grahanto’, ‘sa-trikah’)

14. VELAVALI-RAGA

velavali-raga-svarupa-
saritketa-diksham dayitaya datva
nitarbini bhashana-marigaleshu?
muhu(h) smaranti, smaram? ishta-devam
velavali nila-saroja-kantih.

yi raga-lakshana
dhaivataréa-graha-nyasa
purna velavali mata,
pauravi murchhana jiieya
rase vire prayujyate

(murchhana)
dha ni sa ri ga ma pa dha.
1. vitanvati, bhushanam angulishu
2. nrpam ’

This is an ancient melody-mould, which was also in considerable use. This is variously
called Velavali (Matanga and Sarngadeva), Velavulli (Somesvara), Veladhuti (Jagadeka-
malia and Haripala-deva), Velakuli (Somargja-deva and Sudhakalasa) and Velavali
(Parsva-deva). According to Sangita-samaya-sara this is a complete scale associated with
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the raga Bhoga-varshini, derived from the melody-mould Kakubha (3, 34-35).
Sudhg-kalaéa, however identifies it as a bhasha-raga derived from Bhairavi Govinda-
dikshita’s Sar‘lgfta-sudha_ traces its origin to the Sri_-rgga. Pur)dari-ka-vitthala affiliates it to
the Natta—na—rgyar}a mela (Ragamala, 143).Somanatha in his Raga-vibodha associates it
with the Persian maquam Sarparda, (which is said to be seen‘in the present day Bilawal

of Hindusthani music.

Accordingly, descriptive verses of this melody-mould are also various. However, it is
generally regarded as suitable for the sentiment of love in separation (vipralarhbha-
srhgara), although our text suggests valour (vira) as the sentiment indicated.

The verse given above visualizes a lover, who communicates to his beloved the time
and place of their future clandestine meeting, presenting to her a costly ornament in
advance. The maiden is remembering Eros, her chosen deity while- looking forward to
the meeting. The accompanying painting has illustrated this situation exceedingly well; -
the lover is catching hold of the end of the upper garment of the maiden, who is
blue in complexion (fer the verse suggests her body-colour to be that of the blue-lily

(‘nila-saroja-kantih’).

The above verse is also to be found in Chatura-Damodara-miéra’s Sangita-darpana.
But the second line in this text is given:as ‘vitanvati bhushanam angakeshu’, which
appears to be a better reading, and in conformity with the situation found in the
painting, viz., presentation of a necklace to the lady. Srikantha, the author of
Rasa-kaumudi, also involves the same situation in the rz—i-ga—descﬁpﬁoq of Velavali: the
charming girl receiving a golden necklace from her fond lover.

vidhaya sanketam iyam priyena,
hemnollasad-bhushanam udvahanti,
smaram smaranti smara-kaminiva
velavali syama-tanur vibhati

It can be seen that the description of the raga given by Kﬁshnare_lja-wodeyar and
the painting commissioned by him to illustrate have borrowed heavily from the above

verse.

However, the account of the raga found in Sabda-kalpa-druma which mentions the
‘sanketa’ aspect of the above picture (viz. fixing of the time and place for the secret
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~ union) refrains from saying anything about the presentation of the ornament, the girl is
waiting in the garden for her lover to amive:

sanketitotphulla-lata-nikufije

krta-sthitih kanta-samagamaya,

velavali charmpaka-malini sa

bala vichitrabharana nirukta

The same theme is to be found in the early Rajasthani painting of this raga (cf

Norman Brown’s collection). The lovely maiden is seated on the cot arranging her
ornaments in eager expectancy of her lover’s arrval, according to the plan already
made. The verse (doha) at the back of the painting describes this as ‘graha-sanketa’.

pritama kavum mana main

bhajayi bhushana saja-i sujana,

bhaithi graha-sanketa main

belavali bashana

But the picture provided by Pundarika-vitthala (Raga-mala, 202) is altogether different.
The slender-bodied girl, fair-complexioned and well-decorated, is seen softly playing on
the drum (muraja) producing the sound ‘dhittam dhittém. dhittam tam’, which reverberates.
He also describes this melody-mould as the ‘daughter’ of the Persian maquam Sarparda,
and mentions that-another Persian melodic mode Sat-kura (viz. Sughara_yi) is an associate

(sahaya) of this raga.

Another medieval text, Raga-ratnc_zkara, describes Velavali as the ‘consort’ of the raga
Bhairava, and as having red complexion dressed in red .gafments, decorated with red
ornaments, and carmrying in both of her hands red lotus flowers:

velavali rakta-nibha su-madhya
raktarbara rakta-vibhushanadhya,
dvahyEni karabhyam dhrta-rakta-padma
kuchonnata bhairava-natha-kanta

According to our text, Velavali is a complete (viz., septatonié) scale, with the dhaivata
note as ‘améa’, graha’ and ‘nyasa’. Raga-mala (202) also agrees with this, and mentions

that it is the rgga fit to be sung at dawn.
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15. RAMA-KALI-RAGA

rama-kali-raga-svarupa-
hema-prabha-bhasura-bhushana cha,
nilam nicholam vipulam vahanti
kante samipe padam asritepi
manonnata ramakali mateyam.

yi raga-lakshana-
shadja-graharsaka-nya
sa-purna ramakali mata
murchhana prathama jfieya
karune sa prayujyate,
ri-dha-tyakta tu kaischich cha
kaischit pafichama-varjita
(murchhana)
sa ga ma pa ni sa/sa ri ga ma pa dha ni sa.

This melody-mould appears to have been frequently in use at one time in North
India. It is noteworthy that the celebrated South Indian éomposer Muttuswami-dikshitar
has composed a song in this raga, which in Karnataka music is spoken of as derived
from the principal melody-mould Mglava-gaula. Pundar{ka-vitt_hala_also identifies Ramakali
as belonging to the Gaudi-mela (Raga-mafijari, Ragadhyaya, 17). He describes the raga
as a complete scale (purna) with the shadja-note as its ‘amsa’, ‘graha’ and ‘nyasa’
(‘sa-traya’), even as our text mentions. According to him, the ‘raga is suitable . for

rendering at all times (sada-geya).

Pur}daﬁka-vitthala’s description of the raga as ‘viragini (op.cit) is rather enigmatic. The
expression usually signifies dispassion and renunciation. But it may mean in the present
context devoid of the erotic sentiment. The painting commissioned by Krishnaraja-wodeyar
Il shows a lady who faithfully turns her head away from her penitent lover who has
fallen at her feet. The descriptive verse also provides the picture of a beautiful lady
who is also-arrogant (‘manonnata); she does not care to look at the poor lover who
has held her foot (‘kante samipe padam asritepi’); her expression shows disdain and
revulsion. Does this answer to the description of a ‘vi-r-a—gir)i’_? '
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The ‘raga-lakshana’ given in our text mentions that some . authorities take this ‘raga
as having a pentatonic (audava) scale, omitting the rishabha and dhaivata notes, and
that some others take the scale as sextatonic (shadava), omitting the pafichama note.

6. DESAKSHI-RAGA.

desakshi-raga-svaripa
vire rase vyanjita-roma-harsham
nirudhya-saribaddha-vilasa-bahuh,
pramsu-prachandah kalitendu-rago
desakshi-ragah kathito munindraih-
i raga lakshana-
' ‘desakshi shadava jheya
ga-trayena vibhushita,
rshabhena viyukta sa
-darnga-devena kirtita;
murchhana harinasva cha
sampurna kechid uchire.
( murchhana)

sa ma pa dha ni sa ri ga.

Desakshi is a well-known melody-mould which was once very popular. There are
also frequent textual references to it. And its employment in Yakshagana (folk
dance-drama) in Karnataka, Koravahji-songs (in Tamil Nadu), the songs of the Haridasas
of Karnataka Jayadeva’s Ashtapadi and the composmons of Annamacharya is not
inconsiderable. It has the reputation for being the raga ideally suited for early morning
(an udaya—rgga) (‘pratar geyg vichakashanaih’ Ra_ga-maﬁjan:, 2, 38}, Vidygrar)ya includes
it as one among the fifteen pﬁnciplé melody-moulds (melas).

However, it has elicited a variety of viewpoints. In South India, it is a raga derived
from the Dhira-éankarabharana. According to Pundarika vitthala, Desakshi is the best
consort of Suddha-n;ta (Raga-mala, 141, ‘Suddha-nata-vara-stri’). But he mentions a
Deégkshi—rgga-which is a mela, from which another Dedakshi springs forth (Sadraga-
. chandrodaya, Svara-mela-prasada, 31, ‘desakshika-mela-samudbhavas cha degdakshikad-
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yah’); but this latter Desakshi is described in another work of his (Raga-mala, 192) as
‘closely associated with Narayani’ (‘narayanyanga-lagna’), the precise significance of which

description is obscure.

Pur;c_laﬁka-vitthala mentions that this raga is either a pentatonic scale omitting nishada
and madhyama-notes or a complete scale (Sadraga-chandrodaya, op cit 31), and that
gandhara is the ‘amsa’, ‘grha’ and ‘nyasa’ of the scale. Our present text, while agreeing
with the latter detail (‘ga-trayena vibhushita’), regards the scale of the raga as sextatonic
(shgc_lava), omitting the rshabha note, and cites Sarngadeva as the authority. This is
also the detail that we find in Pundarika-vitthala’s Raga-manjari (Ragadhyaya, 38, ‘ga-tri
ri-hina’). It also mentions that some people view this raga as a complete (septatonic)

scale (‘sarhpurna kechid uchire’)

The rgga is described here as suitable for evoking the heroic sentiment (vira-rasa).
The text mentions the excitement of valour in the battle-field. Two warriors (not however
on the battle-field) are shown in the accompanying painting, one of them tall and
mighty, fair-complexioned and well-attired, who represents the raga, holding the throat
of another (who is shorter in stature and darker in complexion, but courageous and
undaunted) and about to behead him. The text however does not suggest this situation,

which is obviously the artist's imagination.

The painting utilizes a detail given in Pundarfka-vitt_ha]a’s Raga-mala (192), ‘the princess -
watching at dawn everyday the duel of heroes’ (‘raja-kanya prati-dinam ushasi prekshate
malla-yuddham’). The top portion of the painting shows two ladies, one of whom keenly
watches the encounter between the two warriors. Pundarika-vitthala, however, regards
the melody-mould as ‘feminine’, a lady with her mouth filled with betel leaves
(tarnbulasya), her eyes smeared with ‘afijana’; dressed in golden and bejewelled

ornaments, and wears flowers in her hair-bun; and her garment is of variegated hue.

17. PALAMANJARI-RAGA
pala-mafijari-raga-svarupa-
viyogini klanta-visirna-gatra
srajam vahanti vapusha cha sushka,
asvasya-mana priyaya cha sakhya
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sa dhusarangi pala-mafijari yam.
'yi raga-lakshana-

patichamariéa-graham-nyasa

purna cha pala-matjari

hrshyaka murchhana jrieya

rasikanam sukha-prada
(murchhana)

pa dha ni sa ri ga ma pa

Known variously as Pata-mafjari, Pada-mafijari, Phala-mafjari and Prathama-mafjari,
this melody mould is popular in Hindusthani music. It is one of the nine melody-moulds
belonging to the Saranga division (anga) of the Kafi- that it is also rendered sometimes
as a division (anga) of Bilawal. The melody-mould is described as having a pentatonic
scale (audava), omitting gardhara and dhaivata notes but more often it is given as a
complete (septatonic) scale, as our text here has done and as Pur)dari'ka-vit_thala also
says. The pafichama-note is the ‘arnsa’, ‘graha’ and ‘nyasa’ (cf also Raga-mafijari,
Ragadhyaya, 20, ‘pa-trika purna’). It is said to belong to the Gaudi- mela, and to be

suitable at all times (‘sarvada rajate’)

The situation of the raga in our text emphasises the agony of love in separation.
The damsel, whom the raga represents, is love-lorn, fatigued, despondent and burning
in anguish; a dear friend is trying to console her. Thg paintihg accompanying the text
has added five other friends or attendants who are trying in various ways to cheer her

up.

Sangita-damodara also pictures the raga-damsel as a ‘viyogini’; separated from her
lover; she rolls on the ground inconsolably, but her friends here are making fun of
her; : .

sakhi-kalapaih parihasyamana,
viyogini kanta-viyoga-deha,
pina-stani chaiva dhara-prasupta,
$yama sukesi patha-mafijari’ yam.

One of the early R;ga-mglg paintings from jogsthgn (cf Norman Brown’s collection)
has depicted this raga. The theme again is love in separation (viyoga) the maiden,
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grief-stricken and emaciated, is seated not knowing ‘where to go or what to do, while
a friend of hers is trying to console and distract her. “This latter detail is not found in
the doha at the back of the painting.

china gata aru malina mana

maha-viyogi na jana,

bhaithi thodi hatha dhari

patamanjari bashana.

Thus the raga is usually delineated as a viyoggnf, although Sangita-samaya-sara, which
knows this melody-mould as ‘Prathama-manjari’ prescribes it for evoking the mood of

celebration (3, 40-41, ‘utsave viniyujyate’)

18. LALITA-RAGA

lalita-raga-svarupa-
praphulla—sapta-chhada-mElya-dhEr?
rucha cha gaurotpala-lochana-érih,
vinirgata daiva-vasat prabhate
vilasa-vesha lalita prasiddha

3}? nga-lakshanaQ
ri-pa-varjya cha lalita
tv-audava sa-trayanaka,
murchhana $uddha-madhya
syat sampurna kechid uchire;
dhaivata-traya-saryukta
dvitiya lalita mata

(murchhana) -
sa ga ma dha ni saldha ni ra ga ma dha

The melody-mould called Lalita appears to have several varations. One of them is
taken as a ‘feminine raga, as it is done here and also in Sangita-samaya-sara, which
takes this raga as an ‘anga’ of the raga ‘Takka (3, 41-42), Another is a ‘masculine’
raga, a ‘putra-raga’ an offspring of Desi (‘desi- mele prajatah’, Raga-mala 174, viz.
Desikara, cf. ibid. 138, and Ragamanjari, J Rggg‘:!dhya_ya, 39) Pundarika vitthala distinguishes
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between this ‘Lalita (which is Kuﬁla-lalita, ‘sukutila-lalita’ Raga-mala 174) and another .
Lalita (‘apara-lalita’ of ‘Suddha- lalita’,’ Sadraga-chandrodaya, svara-mela-prasada, 21).
The Lalita that our text speaks of appears to be different. This is a pentatonic scale
(audava) omitting rishabha and pafichama-notes, whereas the kutila-lalita of Raga-mala
is a complete scale (‘svara-sakala-yuta’, 174) and the Suddha-Lalita of Sadraga-

chandrodaya is sextatonic omitting pafichama-note (21, ‘pa- rktah’).

Further, Kut_ila-lalitg has dhaivata-note as ‘arméa’, ‘graha’ and ‘nyasa’ (‘dha-trikah’,
Raga-mala, 174), while Suddha-lalita has shadja-note for all three (Sadraga-chandrodaya,
op cit, 64 and 21). Our Lalita here also has shadja for ‘arsa’, ‘graha’ and ‘nygsa’

(‘sa-traya’)

The descriptive verse as well as the accompanying painting delineates the
melody-mould as a well-decorated, fair-complexioned and pretty demsel starting out early
in the morning. But the painting involves a lover who is trying to hold her back.
Pundarika-vithala’s Lalita is the lover who is erotic (‘kami kamavatarah’, and who holds

back the ‘innocent maiden’ (‘mugdha-sti’, Raga-mala, 174).

The verse descriptive of this raga cited in Sabda-kalpa-druma also visualizes a lone
maiden, just got up from bed early in the morning, her hair all dishevelled; starved of
love, she is emaciated.

urasi kesa-chayasya su-bharam
vidadhati sayanotthita-charu-vesam,
vilulitalaka-valli kréangi

bhasura lalita kathita budhaih

The same theme is utlized by the artist for the raga 'painting in Rajasthan (cf.
Norman Brown’s collection). The ‘doha’ verse found at the back of the painting describes
a well-decorated and splendidly attired, fair-complexioned but fatigued woman, who gets
up from the bed only to find that her lover has gone away; she is too tired to look
for him.

pahirerin bahu bhushana basana
sobhita gorem mata,

sayana karati nija seja para
lalita ragini prata
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19. PRADIPAKA-RAGA

pradipaka-raga-svarupa-
bala-ratartham pravilina-vesha
grhe ‘ndhakare sukha-samprayukta,
tasyah $iro-bhushana-ratna-dipaih
lajjam udagram krtavan pradipah.
yi raga-lakshana-
shadja-grahamsaka-nyasah
sampurno dipiko matah,
murchhana $uddhamadhya
syad gatavyo gayane sada.
(murchhana)
sa ri ga ma pa dha ni sa

A well-known melody-mould also called Dipaka, especially in North Indian system of
music, it is regarded as ‘musculine’. It is one of the six 'principal ragas enumerated in
Sangita-darpana. According to Raga-manjari, Ragadhyaya, 42), it is a complete scale
(‘sampurna), with the dhaivata-note as ‘amsa’, ‘graha’ and nyasa’ (‘dha-trih’) and suitable
for evenings (‘sandhya- kale cha gatavyah’). But our text, which also agrees that it is
a septatonic scale, gives shadja-note as its ‘arnsa’, graha’ and ‘nyasa’.

The descriptive verse visualizes the situation thus: the personified raga, Pradipaka,
enters the dark chamber, where his/\bgoved is eagerly and happily waiting for him,
slipping down her garment. But the cr st-jewel that she was wearing shone brilliantly
and became the cause for embarrasment. But the accompanying painting does not show
the lady as bereft of covering. Nor does the light in the picture come from her
crest-jewel; it is from the lover that it comes. And it is the lady that turns her head
aside in discomfiture. Her friends are shown in the act of carrying away the lamp-stands
from the room, which in consequence wrapped in darkness.

There are several illustrations of this melody-mould. In t_ﬁe early raga-painting from
Rajasthan (cf. Norman Brown’s collection), Di-péka is the putra-raga; well-dressed and
engaged in erotic sport with a fair damsel, he turns his gaze by chance to a lamp
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hung on the wall; the light from the lamp illumines the cot on which they are enjoying
themselves. The ‘doha’ at the back of the painting is as follows:

gori sanga sobhita maha

deshata dipaka ora,

ankamala da-i kucha gahern

dipaka raga-kisora.

Another descriptive verse pictures the melody-mould as ‘“feminine’ (dipika). The ra—gir}-i
is imagined to hold a lamp in the evening and enter the house; her complexion,
garment, ornaments have all been illumined because of the lamp; especially the sindura
which she wears on the parting of her hair, acquires the hue of glowing red:

pradosha-kale grha-sampravishta
pradfpa-hasta—runa-gEtraévastrE,
simanta-sindura-viraja-mana
su-rakta-malya kila dipike’ yam.

20. KEDARA-RAGA

ketara-raga-svarupa- '
jatam dadhanah sita-chandra-mauli.
ragottariyo dhrta-yoga-pattah,
gangadharo dhyana-nimilitakshah
ketara-ragah kathitas tapasvi

yi raga-lakshana- : —
ketaro ni-dha-hinas syad
audavah parikirtitah,
ni-traya murchhana margi
kakali svara-mandita

(murchhana)
ni sa ga ma pa ni

This melody-mould does not appear to be an ancient one, especially when we read
in Raga‘-maia- (209) that it is born out of the Suhavi-mela (which bears an impact of
Persian music). Somanatha’s Raga-vibhodha, this raga, belongs to Hammira mela. Tulajaji
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and others ascribe it to Sankarabharana-mela. The melody-mould is said to be suitable
for the eventide (‘sayam abhishtah’ Sadraga-chandrodaya, svara-mela, 40) or night

“ (‘nisithe’, Raga-mala, 209).  Like our text, Pundarika-- vitthala also takes this scale as

pentatonic (audava), omitting rishabha and dhaivata-notes ' (‘a-ri-dho va, Sadraga-
chandrodaya, svara-mela, 40) or rishaba- and pafichama-notes (‘kedaro varipo va’,
Raga-mala, 209). Sri-kantha’s Rasa-kaumudi has preferred the latter omissions (‘kedaro
va 1i- pojjhitah’). Pundarika-vitthala is also in agrement with the nishada-note being the
‘arhda’, ‘graha’ and ‘nyasa’ of the scale as given in our text (‘trividha-nih’, Raga-mala,
209, ‘nyarndantakah’, Sadraga-chandrodaya, op. cit)

The verse above pictures the raga as Siva in the form of an ascetic (tapasvi), with

‘matted hair to which the white cresce:t moon is stuck, and seated in the yoga-posture,

deeply absorbed in meditation. He carries Ganga on his head, and his eyes are closed.
The accompanying painting presents a picture of Yoga-dakshinamurti carrying vi-r_lg in
one of the four hands, rosary and scripture in the other two hands, the fourth cne
assuming the gesture of exposition (vyakhyana). He is surrounded by sages, zmong
whom Suka and Patanjali could easily be recognised.

Raga-mala (209) provides the same theme, but the x‘é_ga (‘raga-putra’) is not Siva
himself but a devotee of éiva, engaged in contemplating on Siva (‘girisa-japa-manah’).
He cares a staff in one hand and a trident in the other. His body is smeared with
ash, and eyes are settled on the tip of the nose (‘nasagre tyakta-drshtih’). He is seated

upon a tiger-skin.

'21. KARNATA-RAGA

karnata-raga-svarupa-
krpana-panir gaja-danta-patram
ekam dadhat-vamaka-hastakena
samstuya-manas sura-charanaughaih
karnatako’ yam kshiti-pala-murtih.
yi raga-lakshana-
ri-nishadad-adha-sampurna
nishado vikrto bhavet,
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margi cha murchhana jfieya
karnato’ yam sukha-pradah
(murchhana)

ni sa ri ga ma pa dha ni

A comparatively recent (since about the sixteenth century)‘ melody-mould, it is also
known sometimes as Kannada. lts association with Huseni (‘éri-huseni-raga-suhrd’,
Raga-mala, 198) and Bageéni (‘purva-vagiévarishtah’, ibid) are recognised. A melody-mould
which is tender and evocative of sentiments of love and devotion (rakti-raga), it is
claimed to be most suitable during evenings (‘divasanta’, Pur_ldarfka-vit_thala, ‘nisi geya’,
Somanatha). Our text mentions that it brings about pleasure. |

The first two lines of the wverse giving ra—ga-ialzshar)a appear to be defective. The
raga characteristics given in Raga-mala (198), however, make it a pentatonic scale
{‘asarhpurna’, or audava), omitting rishabha and dhaivata-notes (‘aridho va vilasati’) and

nishada-note is the ‘aréa’, ‘graha’ and ‘nyasa’ (‘nyadyantamn$o’) of the scale.

It is seen here as a ‘masculine’ melody-mould, even as it is: found in Raga-mala
(198). But the descriptive verse in Sri-tattva-nidhi refers to it as ‘Kamgtjkg’ (the last
line of the first verse above being ‘karnatikeyam kshitipala-murtih’). The accompanying
painiings in both cases are similar. A prince carrying a sword in his right hand and -
an ivory block in his left, is seated upon a throne, being servéd and eulogized by a
group of attendants. The descriptive verse in Raga-mala also speaks of a dandy prince
(s‘gﬁggﬂ), decorated with a crown and wrist-lets and seated upon a throne with a parasol

(‘katakaTmukuga-sirhh;sana-chhatra—yukta’)

The early Rajasthani raga-painting, noticed by Norman Brown, gives the name of
the raga Kannada, but the verse (doha) at the back of the painting calls the raga
Karngtaki. The doha, curiously enough, appears to describe ‘what precisely is found in
our text. The raga-person carmies sword in one of the hands, an ivory-plank in the
other; an attendant (minstreal, chgrat)a) is eulogizing him.

eka hatha shandau liyam ‘
duje kara gaja-danta,

lishi sobha karanataki

charana virada padhanta.
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A variant description is given in Sangita-damodara. It is of a person valiant but
sweet-voiced, calm and brilliant, carrying a sword in.the hand and riding upon a horse.
krpana-panis turagadhzrudho,
'mayura kanthati-sukantha-kantih,
sphurat sita-snigdha-rasah prasantah
karnata-rago haritala-varnah.
22. DESI-RAGA
de$i-raga-svarupa-
nidralasam sa kapatena kantam
\vibodhayantf suratotsavEya
gaurt manojna éuka-pmchha vastra
khyata cha desi rasa-purna- ~chitta
yz raga-lakshana-
desi pafichama-hina syad-
rshabha-traya-samyuta,
kapola-lalita jhieya murchhana
vikrtarshabha
(murchhana)

i ga ma.pa dha ni sa ri.

This melody-mould, also known as Desh, is not an ancient one. It is to be noted
that Pur)(_iari-ka-vitthala describes it as the great grand—daugh'ter of Ahang’ (Raga-mala,
171, ‘ahangasya pra-pautri), and thus it may have arisen because of Persian influence
on' Indian music. Sangita-samaya-sara considers this a raganga-raga, suitable for the
evocation of the mood of tenderness and compassiono ‘deéi nama prayoktavya rago
vam karune rase’). Sadraga-chandrodaya (svara-mela, 64) regards this melody-mould as
the rggir)i_of Desikara.

According to Pur_l(‘iari-ka-vigt_hala,' and as for our text, the raga- scale as sextatonic
(sha_qlava) omitting the panchama-note (‘pa-rikta prayujyate’, Sadraga-chandrodaya
‘Svara-mela, 64) and has rshabha-note as its ‘arhéa’, ‘graha’ and ‘nyasa’ (‘nyasarnsa-

i ibid. ‘trisamaya-rir-apa, Raga-mala, 171).
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The descriptive verse and the accompanying painting here delineates the clever and
clandestine attempt on the part of the nayika whose mind is filled with love, to wake
up her sleepy lover for erotic spoﬁ, The painting shows the lover already awake. The
nayika’s garment has the hue of peacock’s feathers.

The description in Rgga-mala (171) does not suggest this situation. The rggirﬁ' wears
jasmine flowers on her hair-bun, ear-rings, necklace, -bracelets and jacket; she carries
fresh sprouts in her tender hands.

23. KAMBHOJI-RAGA

kambhoji-raga-svarupa-
pitam vasana vasanam su-kesi
vane rudanti $uka-nada-duna,
vilokayanti vidisasu bhita
karbhojika kantam anusmaranti
yi raga-lakshana
dharisa-nyasa-graha purna mata,
mallari-nikate geya v
kambhoji sa nigadyate.
(murchhana)
ni sa ri ga ma pa dha.

This is a well-known, popular and ancient melody-mould. There are numerous textual
references also to it. It is one of the ragas which began as regional in character
(Karnbuja) but soon became wide-spread. The name is spelt sometimes as kambodi,
and in Kerala it is known as kamodar. It is probable that its usage was conspicuous
in South India, for Pur)cjari-ka—vighala describes the raga-damsel as having friends from
Karnataka and Andhra (‘karnatyandhri-sakhibhyam) :

Belonging to the Kedara-mela, according to Pundarika-vithala, it is the ‘spouse’ of
Nat.t.a-n'a_r;ya'r_la (Raga-mala, .1'43). But, unlike in our text, we find in Raga-manjari
(Ragadhyaya, 32) that it is given as having a pentatonic scale, omitting madhyama and
nishada (‘ma-ni-hing va, cf Ra—ga-mala, 203, ‘a-ni-ma va’). Further, our text gives
dhaivata-note as ‘améa’, graha’ and ‘nya_sa, of this complete scale (‘pﬁrrﬁ’); but
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Raga-manjari and Raga-mala give shadja-note as all three features of the scale (‘sa-trih’,
‘sa- trikadhya’) suitable for this raga; and kakali-nishada-note is permissible.

The descriptive verse and the accémpanying painting delineate a maiden, dressed in
yellow, crying in a forest, depressed all the more listening to the prattling of the parrots.
She is scared, and looks in all directions; she is thinking of her lover and is troubled
because he has not arrived as yet. ’

The verse given in Raga-mala (203) and Nartana-nimaya (3, 225) provides a different
picture altogether. Here the ragini is a charming damsel, well-attired and splendidly
decorated, and playing on the stringed instrument known as kinparf

24. NATI-RAGA

nati-raga-svarupa-

turangama-skandha-nishariina-bahuh

svarna-prabhah Sonita-sona-gatrah,

samgrama-bhumau vichararin pratapi

nato’ yam uktah kila $rnga-murtih.
yi raga-lakshana-

grahatsa-nyasa-shadja syat

sampurna natika mata,

kechit tu kathayanty enam

rishabha-traya-samyutam.

(murchhana)

sa ri ga ma pa dha ni sa.

This melody-mould is variously known as Nata, Nati, Natta, Natta, Natta, Natti,
Natika. Natta seems to be the old usage. Our text makes use of three forms: Nati at
the beginning, Nata at the end of the first verse and Natika in the second verse.
. Whatever the form, the melody-mould is always regarded as: ‘masculine’ (purusha-raga)

Vidyaranya included this raga among the fifteen principal melody-moulds; this is also
one of the five ghana-ragas in the South Indian reckoning . Pur_lc.iari-ka-vi_thala knows
this as Suddha-natta and counts it as one of the six purusha- ragas, having come out
of the 1éana face of Siva (‘i$anasyabhijata’, Raga-mala 190). It is the mela, and there
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is a derived raga from this mela, having the same name (cf. Ragg-maﬁjaﬁ, Ragadhyaya
136).

According to Pundarika-vithala, this raga is a complete scale (purna), having the
shadja-note as ‘amsa’, ‘graha’ and ‘nyasa’ (‘sa-trih’, cf. also Sadraga-chandrodaya,
Svara-mela, 29, ‘sgrhéa-grahgntah sakala-svaras cha'). Our text agrees with this
description, but mentions also a variant view that the scale has the rishabha-note as
‘arhsa’, ‘graha’ and ‘nyasa’.

The raga-description given here is that of a hero on the battlefield. He rides a horse
and slays the enemies with the sword he holds in his hand. His own body which is
golden-coloured is smeared with blood. The text suggests.that he rests his arm on the
horse’s neck and walks about. But the accompanying painting makes him ride on the
horse. The scene of the battle-field is delineated rather graphically. ;

~ The description given in Raga-mala (190), however, visualizes him as a valiant
hero, sword in hand; he rides on a horse along the main street of the town in the
evening of an autumnal season (‘sandhyayam raja-marge $aradi haya-gati rajate’). There
is no indication of a battle-field. He is said to wear clean garments and to talk pleasantly.

25. SRI-RAGA

$ri-raga-svarupa-
ashtadasabda-smara-chapa®-murtir
dhirollasat-pallava-karna-purah,
shadjadi-sevyo™® runa-vastra-dhari
 sri-raga-rajah kshiti-palamurtih
yi raga-lakshana-
sri-ragas sa tu vikhyatas-
sa-trayena vibhushitah,
purnah sarva-gunopeto
murchhana prathama mata,
kechit tu kathayanty enam
rishabha-traya-samyutam
(murchhana).
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sa ri ga ma pa dha ni sa ri
1. charu in Sri-tattva-nidhi
2. shadjadhidevo

As the name of the melody-mould indicates, it is an auspicious and fine raga, which
is regarded as a prince among ragas (raga-raja). It is also an ancient raga, mentioned
in all the musicological texts. It is one. of the six principal (‘masculine’) ragas that
emanated from the Tatpurushaface of Siva (Raga-mala, 131). Vidyaranya counts it
among the fifteen major melody-moulds. Chatura-Damodara’s Sangita-darpana (2,
112-189) includes it among the six principal ragas. Parsva-deva prescribes this raga as
particularly suited for joyous emotion (Sar'ngxta-samaya-sara 3, 20, ‘praharshe myouate)
Pundanka-wtthala concludes his Raga-manjari with this raga, describing it as “4ri-rasa-
privah’ extolling its excellence over all other ragas. Besides the septatonic and principal
melody-mould known as 'Sri'-rgga, the texts also describe a sextatonic raga of the same
name derived from it’ omitting dhaivata-note (‘dha-vivarjito va’, Sadraga-chandrodaya),
or gancfhara(Raga -manjari, Ragadhyaya 69 ; ‘arohe adhaivatah avagamadhagajah’,
Raga-mala, 179).

The South Indian Sri-raga, which is one of the five gh-ana—rggas, is regarded as
derived from Kharahara-priya; it is_sextatonic in scale in its ascent (omitting gandhara-
and dhaivata-notes) but complete (septatonic) although irregular (vakra) in its descent.

It is considered as an auspicious raga, especially suited for evoking sentiments of
devotion (bhakti) and compassion (karuna). But the raga, described here is a complete
scale (viz., septatonic), with the shadja-note as ‘amséa’, ‘graha’ and ‘nyasa’, with a
remark that some authorities prefer the rishabha-note for the three features ( ‘kechit tu

kathayanty enam rshabha-traya-samyutam’).

The descriptive verse as well as the accompanying painting in our text delineates a
fine, handsome, courageous young man of eighteen years, seated on the throne as the
sovereign of the realm, and attended by all the seven notes of the scale persomfled
(according to the details given the first section of Svara-chudamar}l).

There is a seated lady shown in the painting as pressing the raga-purusha’s right
foot, and there are also two other ladies standing in attendance (seated in the Mysore
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manuscript of Sri-tattva-nidhi). This particular is not found in the descriptive verse. It is
hard to imagine what the artist had in his mind. It is probable that the three ladies
represent ‘arnéa’, ‘graha’ and ‘nyasa’.

The arrangement of the seven notes round the raga-prince differs in the two paintings
commissioned by Kgshr}argja-wodeyar . The painting accompanying the text of
Svara-chudamani is obviously superior to the other one {in ‘the Mysore manuscript of

Sri-tattva-nidhi) in composition, colouring and presentation.

The description of the raga found in Raga-mala (179) is only that of an aesthete
(smga_ri), handsome and clad in white, dancing on a summer evening, with a lotus in
his hand, bees hovering round the lotus (‘grishme sayam su-nrtye vilasati sarasam

hasta-lagnali-padmah’).

The verse preserved in Sabda-kalpa-druma has a different picture of the raga to
present. The raga-purusha is seen here as an exceedingly pretty person, romantically

dressed and accompanied by his wife, plucking flowers in the garden;

lilavatarena vanantarani

chinvan prasunani vadhu-sahayah,
vilasa-veso’ ati-divya-murtih
sri-raga esha prathitah prthivyam.

An early Rajasthani raga-painting (noticed byANorman Brown) delineates the raga in
yet a different manner. The account found in the ‘doha’ accompanying the painting
mentions a youth seated in a fine house, thinking about the glory of Sri-raga; a
maiden stands behind him, fanning him with a fly-whisk:

baithe sundara bhuvan main
chaura dulavati nari
lipi $obha sri-raga ki
tan man darati vari.

Bharata-kalpa-lata-manjari, which provides the rishabha-note as the ‘arnéa’ of the
scale, gives the following details of the raga-person: vaisya (caste), siddha (family),
Gautama (lineage), - Sun (the presiding deity), Saka-dvipa (residence), Sama-veda
(chhandas), red-complexion, Rohini (birth-asterisk), Vrshabha (zodiac), Thursday, agaru
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(unguent), pushya-raga (decoration), ketaki (flower), payasa (food), cuckoo (bird), bow
and arrow (weapons) and sentiment of fright (bhayanaka-rasa). Bharata-$astra mentions
some of the details differently: Tumburu (lineage), Sveta-dvipa (residence), Friday (day
of birth), mula (birth-asterisk), Dhanus (zodiac), mango (tree), fruits (food), parrot (vehicle),
ploughshare (weapon) and the sentiment of wonderment (adbhuta-rasa). It may be noted
that these very details are given as relevant to raga Vasanta in Bharata-kalpa- lata-manjari.
The raga-person is said to have four faces, eight eyes, eight arms and eight legs.

3

26. VASANTA-RAGA

vasanta-raga-svarupa-
éikhandi-barhochchaya-baddha-chudah
karnavatansi-krta-$obha-nama,
indivara-syama-tanur vilasi
vasantakas syad ati-mafijula-srih.
yi raga-lakshana
vasantika tu sampurna
sa-traya kathita budhaih,
$ri-raga-murchhanaivatra
jiieya gana-vichakshanaih.
(murchhana).
sa ri ga ma pa dha ni’sa.

The name of the melody-mould is probably derived from the exhilirating effect of
the raga, reminding one of the glories of the spring season. This is an ancient grama-raga
which in former times was known as Deéi-Hindola, as for instance in Chalukya-
Somesvara’s Manasollasa. It is known to writers like Paréva-deva and others as Vasanta.
It came to be recognized as an upghga-rgga of Hindola. Pundati_ka-vithala assigns this
raga to the mela Hindola (Raga-mala, 163 ‘ato hindola-mele’; ibid 136 ‘hindolasya
suta’). - .

According to him, this is a complete (viz. septatonic) scale, with the shadja-note as
‘arhda’, ‘grha’ and ‘nyasa’ (‘sa-trikah svara-sakala yutah’). And our text agrees with this
description. The raga is different from a raga of the same name in South Indian music,
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which is an incomplete scale, omitting the panchama-note, and also the rishabha-note
in the ascent. Narada’s Chatvarimsach-chhata-raga-nirupana mentions Nilambari- raga as
the spouse of Vasanta.

This raga was specially indicated for evoking the romantic mood (cf. Sangita-samaya-
sara, 3, 16 ‘é{hggre viniyujyate’). Our text visualizes the raga as the personification of
the spring season, and the accompanying painting depicts Krshna with the gopis in a
pleasure-grove. The hero described as blue-bodied and romantic (vilasi), with a peacock’s
feather adorning his topknot of hair, all details being typical of Krshna.

Pundaﬁka;vitthala also describes the raga-person as ‘like Eros himself’ (‘rati-pati-sadréa’),
sporting with maidens in the garden early in the morning (‘prabhate tvarame kn:cja-m;rge :
sardham yoshidbhih’). ‘He wears red garments, and his mouth is red with the juice of
the betelleaves (‘tambulasya’). He too does not suggest Krshna as the raga-purusha.

And the early Rajasthani painting (noticed by Norman Brown) provides the imagery
of the same situation with Krshna as the central figure. Krshna is dancing under a
mango-tree in the spring season, with two maidens marking time, one with the mrdanga
and the other with cymbols. He wears on his head topknot, and carries a musical
instrument (lute, vir)a—) in his hand. His dance charms the onldokers. All around him
are flowers and mango-sprouts. The cuckoo and the peacock are providing soft music.
The maiden playing on the drum is glorifying the spring season. Krshna's dance and
the maidens’ music are inspired by the loveliness of the atmosphere.

mathern mukuta bina-kara raja-i
nrtya karata manam maina biraja
pule ariba-lata chahura ora
kukati kokila bolata pora,

taki sakhi mrdanga bajava-i
sundara anga basanta kahava-i.

Sudha-kalada’s Sangitopanishat-saroddhara visualizes the raga-person as a six-faced
and ten-armed deity. Two of his hands are engaged in playing vina, while the other
hands carry conch, discus, lotus, khatvanga (magical weapon), fruit, cymbols and gestures
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of protection; and boon-bestowal. His complexion is said to be like that of coral

(‘pravE!a-kEntih’), and he is said to ride a cuckoo.

Bharata-sastra gives these additional details for the raga; vaidya (caste), siddha (family),
Surya (patron-deity), Pushkara-dvipa (residence), SEma-vedaA' (chhandas), pomegranate
(dgdima, tree), yellow (garment), agaru (unguent), champaka (flower), Thursday (weekday
of birth), Makha (birth-asterisk), Simha (zodiac), pushya-raga (ornament), paramanna
(food), cuckoo (vehicle), bow (weapon), fear (bhaya, aesthetic relish; and Gautama the
seer. The variant details given in Bharata-kalpa-lata- manjari under this raga are those

given in Bharata-astra under Sri-raga.

27. MALAVA-SRI-RAGA

malava-sri-raga-svarupa
raktotpalam hasta-tale cha yuktam
vibhavayanti tanu-dirgha-yashtih, v
rasatale vrksha-tale nishanna
krta-smita sa kila malava-srih.
yi raga-lakshana-
malava-sris tu raganga- purna
sa-traya-bhushita, _
murchhanottara-mandra syat
~ $rhgara-rasa-mandita.
(murchhana).
sa ga ma pa dha ni dha ma ga sa
The melody-mbuld, not so well known, described by Pundarika- vitthala as a ‘feminine’
raga belonging to the family of Sri-raga-mela (Sadraga-chandrodaya, Svara-mela, 25)
and as the consort of Suddha-nata (Raga-mala, 141). It is also identified as derived
from Sri-raga (Raga-mala, 191, ‘ata éri-raga-mele’). The details given by him are also
what we find in our text, that it is a complete scale and that the shadja-note is the
‘arhéa’, ‘graha’ and ‘nyasa’ of the scale. Pundarika-vitthala mentions that it is raga

suitable for all times.
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Our text visualizes this raga as a slender a;\d tall maiden, standing beneath a tree,
smiling and showing a red-lotus which she carries in her hand. But the accompanying
painting shows a lover also in her pfoximity, plucking red lotus flowers from a tank
and handing them over to a friend of the ragini. Raga-mala (191} adds that the proud
lady, her gaze fleeting like that of an antelope, is making fun of her lover with words
slightly sarcastic (‘shad-vyangya-vakyaih priyam upahasati); she holds in her hands a
flower-bouquet, which she constantly twirls round (‘chakri-kshepava-karshai$ chapala-

kara-talad bhramyati sa sadaiva’)

28. MALAVA-RAGA

malava-raga-svarupa-
nitarbini chumbita-vaktra-padmas-
samujvalat-kundala-van pramattah,
sangita-salam pravisan pradoshe
mala-dharo malava-raga-rajah

'yi raga-lakshana- .
malavas tv-audavo jieyo
ni-trayah pa-ri-varjitah,
rajani murchhana jiieya
kakali-svara-mandita.

(murchhana)

dha ni sa ga ma dha.

This melody-mould is frequently identified in texts as M&_ava»gauda (saula), which is
described as a mela-raga (cf.. Vina-lakshana of ParameSvara);. and also as derived from
Gau(_if—me!a (cf. Nartana-nimaya, 3, 162-3, ‘gaudi-mele prajata’,); this text also describes
the raga as the offspring of Sritaga (3, 162-3). Most authorities like Ramamatya and
Pundarika-vitthala mention the details which our texts also provides; that it is pentatonic
scale (audava), omitting rishabha and panchama notes, and that the nishada-note is the

‘arhsa’, ‘graha’, and ‘nyasa’ of the scale.
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The descriptive verse and the accompanying painting delineate the ragas as ‘masculine’:
an inebriated youth (‘pramattah’) having entered the music-chamber in the evening is
seated with a maiden on his lap, enjoying music and dance. The maiden is kissing the
face of the man who wears brilliant ear-pieces and necklaces. The painting presents
the picture of a group of artists: a lady getting ready to dance, another lady standing
with a stringed instrument. Two men in the foreground are seen as attendants serving

the couple.

Pundarika-vitthala suggests the same situation (‘sayankale sabhayam prakatita-chaturo’,
Raga-mala, 209). According to him, the raga-person who is valourous (‘vira’) and
‘romantic (‘érngara-nishtha’), is a friend of the Persian melody-mould Busalik (‘musalika-
ragasya mitrah’). It may be noticed that the descriptive verse in Raga-mala calls this

raga ‘prince among ragas’ (raga-raja), even as our text does.

29. ASAVERI-RAGA

asaveri-raga-svarupa-
sri-khanda-saila-sikhare suka-paksha-vastra
matanga-mauktika-krtottama-hara-valli
akrshya chandana-taror uragam vahanti
sasavari malayajojjvala-nila- kantih.

yi raga-lakshana-
asavari ga-ri-tyakta
dha-grahamsakaudava,
nyasas tu dhaivato jheyah
karuna-rasa-nirbharah,
atha va kakubhotpanna
khyata marsa-graha mata,
parichamenaiva rahita.
shadava cha nigadyate.

(murchhana)

sa ri ma pa dha sa ni/dha pa ma ga ri sa.
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The correct name of the melody-mould appears to be Asavari, although it is frequently
called Asaveri of Asavar. It is a fairly popular raga, and it is described in texts like
Sadraga-chandrodaya, Raga-manjari and Raga-m-la, as a complete (viz., septatonic) scale,
with the ma-dhyama-note as ‘arhsa’, ‘graha’ and ‘nyasa’ of the scale (‘madi-madhyan-
ta—pﬁrr}g', ‘ma-trika’). But our text knows this raga as a pentatonic scale (audava),
omitting gandhara and rishabha-notes, and with the dhaivata-note as ‘arhsa’ and ‘graha’.
And it gives two variant views about this ra—ga: one, that it is a pentatonic scale derived
from Kakubha, and with the madhyama-note as ‘arhsa’ and ¢ graha’; and the other
that it is a sextatonic scale (shadava), ‘spouse’ of Suddha-bhairava (Raga-mala, 133),
a complete scale and suitable for any time (‘sadg gey-a-,’). As our text here mentions,
Pundarika-vitthala also suggésts that this melody—mould; is capable of evoking the mood

of compassion (‘ati-karur)a—l’).

The descriptive verse suggests a form of a feminine deity, who is bright blue in
complexion, draped in garments the colour of which is that of the parrot’s wings (viz.
red), and decorated with the necklace of pearls got from the elephant; she is to be
shown as snatching a serpent from a sandal-tree on the peaks of the Malaya mountains.
The verse appears to utilize a belief that pearls are hidden in the heads of elephants;
elephants were probably killed by forest-tribes for the pearls. The painting depicts the
collection of pearls that have fallen out of the heads of elephants killed by lions. While
one of the four ladies in the painting picks up the pearls in a basket, another strews
them together; the third one brinés the necklaces on a platter, and the fourth one
offers them to the goddess. The painting shows the raga-maiden as a form of eight-armed

Durga.

The account in Raga-mala (151) does not suggest.any form of Durga. A slim and
dark lady, well-decorated, is wandering about the grove of banana plants, carrying a
bud in her hand and thinking fondly of the celebrity of her lover (‘rambhayah kananeshu
pﬁya-vimala-yaSoydhygpayanﬁ-’); she is being eulogized by the celestial minstrels

(‘gandharvais stﬁyamgna_’).
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30. DHANA-SRI-RAGA

dhana-sri-raga-svarupa-
durva-dala-syama-tanur manojha
kantam likhanti charanena dunam,
khinnam kapole nayane$ru-bindun
nishyandini dhuta-kacha dhana-srih.
yi raga-lakshana-
sa-traya rshabha-tyakta
shadava cha dhana-érika,
murchhana prathamanj eya
rase vire prayujyate
(murchhana)

ga ma pa ni sa mi dha pa ma ri sa

Known by several names such as dhanyasi, dhannasi (Sangita-ratnakara and
Sangita-makaranda), dhanyasika (Raga-vibodha), dhanya, dhana, dhana-éri , bahu-dhanada
(cf. Raga-mala, 147, bahu-dhanada, dhanya-dhannasika’), this is an old melody-mould
occurring in many forms. Pundarika-vitthala views this melody-mould as the ‘spouse’ of
Suddha-bhairava (Raga-mala, 133) and as akin to the Persian maquam Irak.
Bharata-kalpa-lata-manjari gives this as the ‘spouse’ of Bangala, and as derived from
Hanuma-todi. Another authority makes this a ragini of Malava-kausika.

According to Pundarka-vitthala this is a pentatonic ~(audava) scale, omitting
rishabha-and dhaivata-notes (‘ri-dha- varjiteshta’, Sadraga-chandrodaya, svara-mela, 26),
but Ramamatya and others would omit rishabha and pafichama notes from this pentatonic
scale. Bharata-kalpa-lata-manjari, however, omits rishabha and dhaivata only in ascent
but it is a complete scale in descent (audava-sampurna). Our text here explicitly states

that this is sextatonic scale, omitting only the rishabha-note.

Aithough our text prescribes the raga for the evocation of the valourous mood (‘rase
vire prayujyate’), the descriptive verse as well as the accompanying painting do not
bear this out. The situation depicted is that of an errant but repentent lover being
spurned by a maiden, who is owe-begotten and in copious tears. The maiden, whose
body-colour resembles the green of a blade of durva-grass, is seated in deep depression,
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scratching the earth with her toe-nail. The lover, abject and anxious, is trying to make
up, touching her feet. But she is inconsolable and adamant; she would not even look

at him.

The maiden’s complexion (‘dur\)a_—éy;mg’) and mood (‘netrgntar—bé-shpa—yukta’) are
exactly those given in Ragamala (147). But the situation indicated in our text is not
to be found i the other work, where she is all alone, decorated in every limb (‘sarvanga
bhushanadhya’) and carrying a pomegranate flower in her hand (‘dadimi-pushpa-hasta’).

31. MALLARI-RAGA

mallari-raga-svarupa-
gauri kréa kokila-ramya-nada
gita-chhalenatma-patim smaranti,
adaya vinam malina rudanti
mallarika ~ yavvana-raga-chitta.
yi raga-lakshana-
mallari sa-ri-hina syad
audava pauravi-yuta,
varshasu sukhada jheya
dhamsa-nyasa-grahanvita.
(murchhana)

sa ri ga ma pa dha/sa dha pa ma ga ri sa.

According to a musicological work known as Hamsa-vilasa, this is one of the six
principal melody-moulds. It is also said that this is a derived raga, an offspring of
Natga-ngrgyana (Nartana-nimaya, 3, 166-7) .It is also, sad to be derived from saveri,
(Raga-mala 207). There is also a claim that it is closely related to the Persian maquam,
Baram. The Malhara in the presentday Hindusthani music, is an anga of Kafi-that, and
occurs in many forms like Suddha-malhar, Megha-malhar, Gauda-malhar and the malhars
associated with the names of saints like Surdas, Ramdas and Mira. This is a raga best
suited for the early hours of the morning (‘ushasi malaharo bhati malhara-ragah’,
Raga-mala-207)
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While our text takes this melody-mould as ‘feminine’ in form (hence the expressions
Mallari and Mallarika), Pundarika-vitthala and others have viewed it as ‘masculine’.
And the descriptive verse here is that of a faircomplexioned and emaciated maiden,
filled with romantic thoughts, who is crying piteously, her voice is sweet like the cuckoo’s.
The accompanying painting faithfully portrays the mood and' situation of the verse.

Raga-mala and Sangita-damodara, taking the melody-mould as ‘masculine’, delineate
a fine young man, romantically inclined. The former text describes him as
dark-complexioned, wearing silken clothes, yellow in colour, and distraught with love for
his girl (‘madana-parijitah’ 207). Peacocks, dancing in glee at the lightnings and thunders
in the sky, are in close proximity (‘vidyun-meghati-garjair udita-éikhi-gar_ﬁn nartayan ki-rqa-
pakshgn’). The latter text describes a similar youth with a fine body; he is love-lorn
and his beloved is fond of him. Eager to enjoy her company, he spends a sleepless
night and his eyes are red in consequence.

vihara-$ila’ ti-sukanta-dehah

kanta-priyo dharmika-sila-yuktah,
kamaturah  pingalanetra-yuktah
mallara-ragah priya-krt suvesah.

Pundari-ka-vitthala’s description of Mallhara is that it is pentatonic (‘sa-pa-pa-ri-rahito’
which is rather unclear) scale, where the dhaivata-note is ‘arh$a’, ‘graha’ and ‘nyasa’
(Raga-mala, 207). Our text here also makes it a pentatonic scale (although the notes
omitted are ‘sa’ and ‘ri’) and gives the same role to the dhaivata-note. However, it
may be noted that Sangita-samaya-sara (3, 69) distinguishes between Malhara and
Malhari, but both melody-moulds are said to be best suited for evoking the romantic
mood '_(‘smga_re’).

32. MEGHA-RAGA

megha raga-svarupa-
nilotpalabha-vapur indu-samana-silah
pitarmbaras trshita-chatakayachyamanah,
piyusha-manda-hasitodyama-madhya-varti
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vireshu rajati yuva kila megha-ragah
yi raga-lakshana-
nieghah purnodayasyasa-
vuttarayana-murchhanah,
vikalpa-dhaivato jneyah
srngara-rasa-puritah.
(murchhana).
sa ri ga ma pa dha ni sa/ sa ni dha pa ma ga ri sa.

Mentioned in Sgrﬁgadeva’s Sangita-ratnakara, this is one of the six principal
(‘masculine’) melody-moulds enumerated in Chatura-Damodara’s Sahgfta-datpana. Accord-
ing to the musicological work Harnsa-vilasa, already mentioned, it is derived from the
raga Malhara. Sangita-darpana mentions Surati ( Saurashtrika) as the consort of Megha-
raga. H}‘daya-n-a-rgyar_)a (1667) points out_the close affinity of this melody-mould with
the Persian maquam, Suhavi.

Our text, which takes this scale as complete (septatonic) and the melody-mould
suitable for the romantic mood, visualizes it as the lord of the clouds (megha-raga) with
body-colour like that of blue lily, moon-like, draped in yellow-silken garments, and giving
out a nectarine smile. In the midst of the clouds he sits like a hero; the accompanying
painting makes him hold a sword in his hand. The author has utilized the imagery of
the chataka-bird yearning for water from the clouds. The artist has delineated the
situation of the rainy season; the delight of the peacocks and the satisfied looks of the
farmers are illustrative of the season.

33. BHUPALI-RAGA

- bhupali-raga-svarupa- »
gaura-dyutih kuriikuma-lipta-deha
tunga-stani chandra-mukhi manojfia,
bhartuh smaranti virahena duna
bhupalike’'yam rasa-$anta-yukta.
yi raga-lakshana-
shadja-graharmsaka-nyasa
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bh_ﬁpalf kathita budhaih,
murchhana prathama jfieya
sampurna Santake rase.
(murchhana)
sa ri ga ma pa dha ni sa/ sa ni dha pa ma ga ri ga sa.

It is said that an ancient madhyama-grama-raga, known as Dorhba—kriya— got
transformed into Bhupali around the fifteenth century. Vema-bhupala’s Sangita-makaranda
speaks of this transformation (‘tada domba-krte jieya bhupal’’). Kumbha-karna, the royal
author of a gloss on Jayadeva’s Gita- govinda, suggests that some king (bhu-pala) was
responsible for this transformation and hence the name (‘bhupala-palakenokta bhupali).
According to Ramamatya, this melody-mould became the Mohana of South Indian music
by becoming pentatonic, omitting the madhyama and nishada-notes (‘ma-ni- lopad
audavah’). S

Our text following Damodara’s Sahgita-darpana, regards Bhupali as a complete scale
(samparr_\;), with the shadja- note as the ‘amsa’, ‘graha’ and ‘nya_sa’; the melody-mould
is suitable for evoking the sentiment of tranquility ($anta-rasa). However some authorities
are inclined to regard this as a bhashanga-raga and suitable for the mood of humility
(dainya). It is said to be a morning raga; and associated in some ways with the ragas
Suddha-kalyana and Desikara. There is a view that this melody-mould, derived from
Kedara-mela, was pentatonic in scale (omitting ‘ma’ and ‘ni’ as mentioned above), with
gandhara-note as ‘arhéa’, ‘graha’ and ‘nyasa’ (‘ga- traya’). Scholars are of the opinion
that the raga Bh;.l-p;li in course of. time split into two mélody—moulds: Bhupala (having
sadharana-gandhara and $uddha-dhaivata notes) and Bhupali (having antara-gandhara
and paficha-$ruti-dhaivata notes). The latter is incorporated now in.the Yaman-that of

Hindusthani music.

The descriptive verse as well as the accompanying painting delineate the rggirﬁ as
fair-complexioned, her body smeared with saffron unguent, her face charming like moon,
her breasts large and high : but she is distraught because of her separation from her
lover; she is thinking about him. The painting also shows three of her friends trying
to cheer her up. But the raga is said to be suitable for the aesthetic mood of tranquility
(santa-rasa).
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Nartana-nimaya (3. 180) derives this ragini from Malhara-mela; according to this
text, it is a pentatonic scale, omitting nishada and gandhara notes; the madhyama-note
is the ‘arnda’, ‘graha’ and ‘nya—sa’ of the scale. When personified, she wears a golden
nose-ornament, kajal for the eyes; her forehead is adorned with a tilaka.

The verse about this ragini that is found in Sabda-kalpa-druma gives a different
raga-picture. Here she is poviding delight to her lover, herself being delighted; her
innocence is the prominent feature, and she is even oblivious of her upper garment
slipping: ’ :

sva-nayakam pushpa-latZdhir;dha_
hasan-mukhi sarva-mudam vahanti
svanani $asvad vitanoti mugdha
bhupalika sa skhalad-uttariya.

34. DESA-KARI-RAGA

desa-kari-raga-svarupa-
bhartra samam keli-rata sukesi
sarvanga-purna kamalayatakshi,
pina-stani rukma-tanus supurna
chandranana saiva cha desa-kari.
yi raga-lakshana-
desa-kari tu sampurna
shac_ija—nyzsa—grahzms'akz,
muchhana prathma jrieya
varEﬁ-miéritE bhavet.
(murchhana)
sa ri ga ma pa dha ni sa/ sa ni dha pa ma ga ri sa.

In the Hanuman-mata of classical music, Megha is one of the six ‘masculine’
melody-moulds, each of which has five ‘feminine’ melodic forms. Dega-kari (also known
as Dedi-kara and Desa-kala) is one of the ‘feminine’ melodic forms associated with
Megha-raga. But Punc;laﬁka—vitj_hala mentions that this raga is itself a principal one,
having come out of the Aghora-face of Siva (Raga-mala, 131). He also identifies this
raga with Suddha-rama-kd (Sadraga-chandrodaya, Svara-mela, 63) in the Deva-kri mela.
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And his description of the raga as having a complete scale, with the shadja-note as
‘arnéa’, ‘graha’ and ‘nyasa’ (‘sa-trih purnah’, Raga-mala, 168) agrees with the details
given in our text

"The descriptive verse here speaks of Dega-kari as the ‘feminine’ melody-mould. She
is a charming lady, well-formed, wide-eyed, large-breasted, and golden-complexioned,
she is engaged in erotic sport with her husband. The accompanying painting shows
them on bed, the lady’s friends talking about them in another apartment. The cot on
which they are seen enjoying themselves has a beautiful canopy, resembling the vimana

over the sanctum in a temple.

Nartana-nimaya, however, takes this melody-mould as ‘masculine’ (3, 190).
Raga-mala (168) describes this raga-person as fed-complexioned and lotus-eyed; he wears
a necklace of pearls and a crown on his head. He carres a sword in his hand, and
rides upon a white elephant. The raga shines amidst a group of warriors in the afternoon
of the comfortable cold season (‘madhyahne yodha-sanghe sulalita-$isire desikarag
chakasti’). :

{
Other sources visualize the raga as ‘feminine’ as our text has done. One of the

descriptive verses represents her as a maiden, living in seclusion with her friends looking

at herself in a mirror.

sardham sakhibhir vijane vasanti
vichitra-vakshoja-nitariba-sanga
nirikshyamananana-darpana ya
sa desakari kathita gunafiaih.

‘An early Rajasthani rgga-painting of Desa-kari (noticed by Norman Brown) shows a
woman in grief owing to separation from her lover. The ‘doha’ at the back of the
painting, however, describes some Gandhari, who.is seated silently on the gfound with
sorow writ on her face; she wears a blue-coloured garment. It is not certain if the
‘doha’ is mistakenly written at the back of a painting to which it does not refer.

baithi atiyalasa bhari mauna
dharern aindat,

nila-barana sari lasa-i
gandhari sukha-gata gandhari.
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35. TAKKA-RAGA

_takka—rEga-sva;upa
sayyasu suptan nalini-dalanam
viyoginam vikshya nishanna-chitta .
suvarna-varna grham agata sa
subhashayanti kila takka-sarnjita.
yi raga-lakshana-
takkas syat tu tridha shadja
sampurna sati-murchhana
_murchhana- :
sa ri ga ma pa dha ni sa/sa ni dha pa ma ga ri sa.

An ancient melody-mould of the grama-raga system, mentioned by early
musicologists like Matanga (author of Brhaddesi). There was also an old Tamil pann
with this name (corresponding roughly to the presentday Ka_rhboji of South Indian music).
Takka according to Pundarika-vitthala, is derived from Sri-raga (¢ri-raga-putra, Raga-mala,
140 and belongs to the Malava-gauda-mela (Sadraga-chandrodaya, Svara-mela, 13). His
description of the r;ga as the complete scale (parr.ig, viz., septatonic) of which the
shadja-note is the ‘arhéa’, ‘graha’ and ‘nyasa’ agrees with the account given in our
text. He also points out that this r;ga utilizes antara-gandhara and kakali-nishada (ibd.,).

The descriptive verse here and the accompanying péinﬁng delineate a lover,
overpowered by the pangs of separation, lying down on bed; his beloved who comes
home sees him in this condition and tries to cheer him up with pleasant talk. The
references in the verse as well as the writing in the painting indicate that the raga is
. ‘feminine’; it is personified by the lady who was missed by the lover and who cheers
him up.

' Raga-mala (185), however, takes Takka as the ‘masculine’ raga (‘su-takkah’). Fond
- of dance, he is overcome by the mood of romance (‘kami madana-mada-bharah’), and
wanders about the garden carrying a basket of flowers in his hand, as if he were the
messenger of the god of love (‘pushpgna—m kandu-hasto vicharati chaturah kama-dutah’).
He is fair-complexioned, with sandal-paste smeared over his-body. :
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36. GHURJARI-RAGA

ghurjari-raga-svarupa-
syama sukesi malaya—drumn—znam
mrdhullasat-pallava-talpa-madhye,
$ruti-svaranam dadhati vibhagam
tantri - mukhad dakshina-ghurjariyam.
yi raga-lakshana-
grahEn&s’a—nyEsa—_rshabha-
sampurna  ghurjari mata,
saptami murchhana tasyah
bhupalya saha misrita.
murchhana
sa ri ga ma pa dha ni sa/sa ni dha pa ma ga ri sa.

Known also as Gurjar, Gurjar, or Guijjar, this is a well-known and fairly ancient
melody-mould. it is one of the fifteen principal ragas enumerated by Vidya—rar)ya. Derived
from ngé—mg!ava-gaul_a, this raga appears to have been prevalent in different regions
of the country. Although the name of the raga suggests its origination in Gurjara, the
western province of ancient India, it must have appealed to the people of the
neighbouring regions, and we have variations of the melody-mould specified as
Sau;ashtra-gharjari-, Mahgrgshtra-—gharjaﬁ- and Drgvida—gharjari.-

According to Sangita-samaya-sara (3, 64-65), the Gurjari of the South (viz.,
Dakshir_ma—garjad_) is excellent for singing (‘qurjari gane ramya dakshirpa-deéi-ya_’).
Maharashtra- gurjari is indicated for the mood of celebration and excitement (‘utsave
viniyujyate’) and Dra—vida-garjari_ for evoking the mood of merriment (‘praharshe
viniyujyate’).

The Kannada songs of the Haridasas and the songs in the folk dance-drama
presentations of Yaksha-gana make frequent use of this melody-mould. In South Indian
rhusic, it is an ‘udaya-raga’, the melody-mould suitable for dawn, and for songs that
seek to awaken us to the day work (cf. also Raga-maiijari, Ragadhyaya, 15 ‘pratar
ishtada’)

Our text concurs with Pundarika-vitthala’s description of the raga as having the
rishaba-note as ‘arnsa’, ‘graha’ and ‘nyasa’ (‘tri-samaya-rih’, Raga-mala, 173) but holds
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that the raga has a complete scale, while Pundanka vitthala says that it is sextatonic
(shadava) omitting the pafichama note (Raga- manjari, Ragadhyaya, 15). Raga-mala (137)
makes this melody-mould the spouse of Degikara and a close associae of Rama- kri-mela
(‘tfama-kri mela-saukhya’ 173).

Our text visualizes the raga as the lady dark in compléxion sitting on a soft bed
of sprouts beneath the malaya-trees and playing on a stringed instrument. The painting,
however, makes her sit on a cot inside her house, and play on vina. Raga-mala (173)
also speaks of the vina known as kachhapi, which is in her hands. This text describes
her as wearing ivory bangles on her wrists (‘sandhatte hasta- mule kari-rada-valayani’)
and golden stud on her nose-tip (‘nasagre hema-pushpam’). She is golden complexioned
and wears red garments.

Pundanka vitthala’s descnptlon of this ragini as the spouse of Desikara is supported
by another descriptive verse, which names this raga Gujjari and Desikara as Dedakala
(‘desa- kalochltangl ). This raga -maiden, who has set out to reach her lover is absorbed
in the music of the bees fluttering around the flower in her ear.

karnotpalalaribi-madhu-vrtali.
$runoti sa manjula kujitani,
kantantikam gantu-manah pradoshe
sa gujjari desa-kalochitangi.
The early Rajasthani painting noticed by Norman Bro@n delineates this raga as a
dark-complexioned and talented lady, bedecked with many ornaments, who sits playing

on the vina:

pahirar bahu bhushana basana
dharern kandha-para bina,
syama saloni gujari

ragina parama prabina.
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APPENDIX |
PORTRAITS

Krishnaraja Wodeyar Il got an album prepared, after
the manner of the Mughal albums. The artists of his
court were commissioned to prepare portraits of the
important persons of those days. The album, which is
at present preserved in the Jaganmohan Palace,
Mysore, contains excellent portrait-sketches of officials
in the Mysore court, scholars and musicians, wrestlers

and pontiffs.
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APPENDIX Il

Among the books authored by Krishnaraja-Wodeyar Il
was Devata-nama-kusuma-manjari ~ which  bears
Salivahana-saka 1782 (viz. 1859 A.D.) as the date of
its composition. The work is in the nature of a
compilation of holy names (108 in number) of the
gods and goddesses of the Hindu pantheon. The work
is in two sections: Purva-khanda and Uttara-khanda.
The work begins with the hymns in praise of the
ruler's tutellary deity Chamundesvari

An important detail of this work is the inclusion of
the paintings of the gods and goddesses, got specially
prepared by the artists attached to the Mysoré palace.
The paintings follow the iconographic prescriptions in

the Agama and éilpa texts, and are fine specimens.

Besides the major and minor deities, illustrations .
include those of the saintly personages, heads of
pontificates, the royal insignia, weapons, trees, moun-
tains, rivers etc. This is a curious and unusual collection
of a very large number of ashtottara- fata-namas (108

names).
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