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OPINIONS

The Oriental Literary Digest, Poona,
writes :

“A journal of sll-India character,
solely devoted to music has been a serious
and long-stauding desideratum. Though
the Sangita, a quarterly published from
the Marris College, Lucknow, and the
Journal of the Music Academy, Madras,
(JMAM) were started in 1230, both had,
unfortunately, to be suspended after
issuing a few excellent numbers. The
. reappearance of the JMAM will therefore
be welcomed by all though:tful lovers of
Indian Music and cultiire with no small
amount of gratification. The volume
under review, though dated 1034, was
published only a few monihs ago, aud
the promise of soon bringing out the
volumes due for each of the vears 1634
40 1938 resumes the thread of its. publi-
cation from where it was broken.

“ Though naturally it is devote] chiefly
to South Indian Music, there are features
which make it indispensable for serious
students and lovers of music throughout
the length and breadth of India. Publi-
cation of original articles on music by
experts, and of classical works on Indian
music are instances in point. Authorita-
tive reports of the annual conferences of
the Music Academy, Madras, are to be
found only in the pages of this journal,
and embodyving as they do the discussions
on important topicsa by experts and
acknowledged authorities, they eannot be
overlooked by serious students of Indian
music.

¢ This alone should suffice to draw the
attention of all scholars, societies and
jnstitutions concerned with Indology to
this important journal.

«We wish the journal a long and brilli-
ant career of service to the canse of Indian
music. Let all lovers of Indian mnusic
make common cause with those in charge
of the journal to see its growing
prosperity.”

The Indian Express : * The resu nption
of the Journal is °n event of the firgt
magnitude in the musical world,”

The Hindu : < The revival of this valu-
able Journal devoted to the study and
promotion of Indian Music will be wel-
co;n’?d by all lovers and exponents of the
art.

The Madras Mail : We are glad to note
the r"evivul of the Journal of the Madras
Music Academy (a quarterly devoted to
the advancement of the science and art
of music)...... Fulidlling as it does a real
need of music lovers, we are sure all
lovers of art and culture will support it.”

H. H The naharnjah of Dhammpu?:-
“...His Highness isalso delighted to read
the artieles i vour magazine which are
undoubtedly very interesting and instracsq
tive, 1He is alsn pieased to read the
vroccedings of  th £ ’ i
ooedings e Academy’s Music

The Adyar Library Bulletin : ¢ The
resumption of the publication of this jour-
nal devoted to the promotion of research
in the ficld of music must be welcomed
by all lovers of Indian culture. The
Journal fulfils a real need as it is the
only Journal of its kind in India.”

8. N. Ballacharya, Benaras Hindu
University : ““ A glince at the Index for
the last ton years’ articles in your maga-
zine reveals to me the keen interest in
music taken by the South Indians. There
ig no sach Journal in the North.”

The  Visvw Bhurati Quarterly, Santi-
nikotan < The present issue of this Jour-
nal, like its orodecessors, maintains a
uniformly high level of vansical research.
The contributions exhibit variety and
present mudic as a rich cultural pattern
characteristic of the genins of our country.
Those who eare to stody Indian music
gerionsly, eape-ially its Sonthern School,
would he happy to discover that each

of mu-ic ...

article in this Journal embodies some
asnert of faithfol research in the dnmai?@

oo, o

.

This Journal should s

inspiro the lovers and patrons of Hindus-

tani music to start a similar magazine
from the North.”
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correspondgffe should be addressed to Dr. V. Ragh
) i]%, 1 of the Music Academy. aghavan,

A .

‘ musical subjects are accepted for publication on the
understanding that they are contributed solely to the Journal of
the Music Academy.

_ All manuscripts should be legibly written or perferably type-
written (double spaced —on one side of the paper only) and should be
signed by the writer (giving his address in full).

All articles and communications intended for publication should
each the office at least one month before the date of publication
Tordinarily the 15th of the lst month in each quarter).

The Editor of the Journal is not responsible for the views
expressed by individual contributors.

All advertisements intended for publication should reach the
office not later than the 1st of the first month of each quarter.

All books, moneys and cheques due to and intended for the
Journal should be sent to Dr. V. Raghavan, Joint Editor,

ADVERTISEMENT CHARGES

COVER PAGES: Full page Half page
Back (outside) Rs. 25
Front (inside) » 20 Rs. 11
Back (Do.) 5 20 11

INSIDE PAGES:

1st Page (after cover) ,» 18 ,, 10
Other Pages (each) s 16 w 9

Preference will be given to advertisers of musical
instruments and books and other artistic wares.

Special position and special rates on application.
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Vol. XVIII
THE SRI TYAGARAJA CENTENARY
COMMEMORATION VOLUME

(ILLUSTRATED)

Rs. FOUR ONLY

The Visvabharati, Santiniketan, says :

¢ The Music Academy of Madras deserves the
best congratulations of all lovers of music in this
country for furnishing a fairly detailed study of
Tyagaraja and his contribution to the music world.,

¢ The life-story of a Vaggeyakara is in a way
the personified history of the music of his days.

The present special number of the Madras Music.

Academy not only supplies us with the dates and
facts of the great life of a saint and an epoch-
making musician but also presents to a serious
stiudent of music, a model plan for taking up
the study of musical compositions and their authors.

“ Let all lovers and students of music, both in
North and South India, derive inspiration from
a critical study of this commemoration volume.”

EMY, MADRAS

THE XXVII MADRAS MUSIC CONFERENCE
1953

-
OFFICIAL REPORT Y5

THE OPENING DAY
21st December 1953

The Twenty-seventh session of the Annual Music Conference of
the Madras Music Academy was held at the Sri Sundareswarar Hall,
Mylapore, Madras and the P. S. High School Hall, Mylapore,
Madras, from 21st December 1953 to 1st January 1954.

Dr. B. V. Keskar, Union Minister for Information and Broad-
casting, inaugurated the Conference. Sangita Vidvan Sri Tiruppam-
buram N. Swaminatha Pillai presided over the deliberations of the
Experts’ Committee.

The opening function was held in the Sri Sundareswarar Hall.
There was a distinguished gathering of musicians and music lovers.

Representatives of Hindusthani Music from the North took part
both in the concerts and discussions.

Dr. B. V. Keskar was received on arrival by Sri K. V. Krishna-
swami Aiyar, President of the Academy, the Secretary and other
members of the Executive Committee.

The function commenced with prayer by the students of the
Teachers’ College of Music conducted by the Academy.

Sri C. K. Venkatanarasimhan, Secretary, read the messages
received from several distinguished persons.

The following distinguished persons had sent messages wishing
the Conference success :

Sri Sri Prakasa, Governor of Madras, Sri Chandulal Trivedi,
Governor of Andhra, who said ‘ the Music Academy has had very
valuable work to its credit during the last 27 years of its existence”,
Sri Girija Shankar Bajpai, Governor of Bombay, the Governor
of "West Bengal, Sri K. M. Mu.shi, Governor of Uttar Pradesh,
Dr, Pattabhi Sitaramiah, Governor of Madhya Pradesh who said
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‘““you are fortunate in getting the Hon’ble
inangurate the Conference. He takes great in
progress of the country and institutions like
through which he can work to the lasting glo
art and learning,” Sri R. R. Diwakar,
wrote: It is a very happy augury t
the Conference. He happens to be himself g great connoisseur of
Classical Music and its interests are always safe with him. I hao
always been of opinion that all Sangeet in India is basic;a,ll o o
Though it has two main styles Karnatak and Hindusthanj ]y;l-mne‘
teeya Sangeet is a common designation for both,” the éovar;:;-

of Orissa, and His Highness the Rajapramukh of
Cochin. Tranvacore.

Dr. B. V. Keskar to
terest in the cultural
yours are the media
ry of the country’s
Governor of Bihar, who
hat Dr. Keskar is opening

Sri T. T. Krishnamachari,
Commerce, said in his message
Session would mark a further step
Karnatic Music..”

Union Minister for Industry ang
I have no doubt that this' year’s
forward in the development of

Sri N. Chandrasekhara Iyer wrote :
Academy has been doing for the promoti
guidance of its President is well-known
In fact, it has become the premier institution in India
of knowledge in one field of the fine arts.
scholars'in the science of music consider if
patronage of the Academy. It is a matter for congratulation ¢
our friend Dr. B. V. Keskar, Minister for Information ang Bro Zt
casting, is opening the Conference. He is deeply interested in mua' R
and in his capacity as Minister has rendered Yeoman’s serviee ;m
the spread of music and the increase of musical knowledge, Amidoz
difficulties and what I consider unnecessary misunderstandings :
the part of Some artistes here and there, he has carrieg on hisgw‘)q]l:
resolutely and with single-minded devotion to the cause. All 10ver
of music owe a deep debt of gratitude to him.” e

“The work that the Musjc
on of musie under the able

: for the spread
First-rate musicians ang

a privilege to enjoy the

" Sri C. Ra.jagop@lachariar, Chief Minister of Madra,
best wishes on the occasion of the 27th Conference,
demy éontinue to help maintain the high level of Clagsi i

: : . cal In
Music.” 8ri G. B. Pant, Chief Minister, Uttar Pradesh wrote “d(l;n
country has its tradition of art and culture which we have ;mw t:).
preserve and propagate. Music always occupied & unique place in

ol country and I have every hope that it shall continue to enrich

ol oulturs,”

and is beyond g Praise,

May the Acs. -
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Messages had also been received from Sri Morarji Desai, Chief
Minister of Bombay, the Chief Minister of Orissa, and Sri K.
Venkataswami Naidu, Minister of Madras.

The Narada Gana Sabha, Karur sent its best wishes.

One of the Academy’s Secretaries, Dr. V. Raghavan, then on
study-tour in the United Kingdom and Europe in a message from
Stuttgart congratulated the Academy on the selection of Dr. Keskar
for opening the Conference, and sent his best wishes and greetings to
the musicians taking part in the Conference.

WELCOME ADDRESS TO DR. KESKAR

A welcome address was presented to Dr, B.V. Keskar on behalf
of the Music Academy. It was read by Sangita Kalanidhi T. V.,
Subba Rao,

The address said : ¢ We have great pleasure in welcoming you
into our midst to inaugurate our Conference this year. As an ardent
and distinguished Congressman you will be interested to know that
our ingtitution was the offspring of the Indian National Congress,
during the session at Madras in December 1927. To our country
which has always valued the treasures of mind and spirit more than
material riches, the attainment of Independence was necessary no
Tess for cultural advance and self-expression than for economic well
being. True to national ideals, the Academy has been striving its
best to preserve and develop Sangita in all aspects, as the finest ele-
ment of Indian culture.

““ We are proud we have been able to enlist your sympathies,
and interest you in our work. Your vast experience in different
spheres, your high cultural attainments and knowledge of musiec, in
particular, will, we hope, make your kind co-operation & source of
deep inspiration for us. The wise, firm and courageous step you
have taken in constituting the Audition Committee for accepting
and grading the artists of the All India Radio has evoked our admi.-
ration. We have no doubt that the future of classical Indian Musie
is safe in your hands.

« Tn the full hope that your kind association with us this even-
ing will blossom into abiding interest in the welfare of our Institu-
tion, we request you to inaugurate this year’s Conference and series
of concerts.”

¥
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The address which was presented by Sti K. V. Keichne
Iyer was mounted on a beautiful silver frame on which ;lshnaswaml
ed the pictures of the Trinity of Carnatic Music and Sri
das and other great masters of Carnatic music.

ere engray-.
Purandara-

DR. KESKAR'S OPENING ADDRESS

Inaugurating the Twenty-seventh Annual Confere

Music Academy, Madras Dr. Keskar said : mee Of the

‘¢ FRIENDS, )

I am grateful to you for this kind invitation.
a great honour to be associated with thig great work f
progress of music that you are valiantly carrying on. I or the
a musician, neither do I consider myself an expert ir; i am not
art. Nevertheless as one who knows some ru diments ofat'; great
who has affection for this greatest of arts, I deem it m (;t and
help its cause in whatever way that is possible. Y duty to

I consider it

The Music Academy of Madras has been doing
gervice to the cause of musical culture in the South sin notable
Its role in canalising developments in the musical Worldce~ 1927,
right direction and in providing a platform for exchange of t;,n the
on matters musical cannot be underestimated, The Acade ought
its conferences have set a tone and 8 standard which. hagmy anfl
buted greatly to the spread and progress of mMusical contri-
How I wish that something similar had existed in the N culture,
the re-organisation of Hindusthani musiec. orth for

The origin of Indian music and its inspiration ig
whether in the North or in the South. We have th
<gvaras’, the same ‘srutis’ and the same ‘ragas’, thoy 15&me
might go under different names in the North anq So gh they
doubt, the evolution of music has taken place in udif.f No
ways in both parts of our country. History has pla erent
inconsiderable part in shaping the music of the SOlitll)l S’ec(li o
North. The continuous wars and invasions that took 19,03'!} the
country during the middle ages affected the North 11_"0 © in our
greater extent than the South. More especially the forei;n Ii‘;ll\lr:h
North India, profoundly affected the coursevzefpfnui;?: l\)lvhole of
ting the continuity of its tradition for long periods.’ rS-’Tupmei;.
conditions prevailed all over that region ang th'- . nstable
adversely the musical world. . 18 influenced

s 3
o

t/he same'
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Fortunately for the South such upheavals did not take place
here and whatever political changes came about they did not
break the continuity of the musical traditions of this region.
This unbroken tradition is an invaluable asset of which you can
well be proud. This has greatly facilitated the renaissance of
musical culture and the South has stolen a march over the rest
of the country in this regard.

In ancient times music occupied a definite place in family
and in society. We have so many examples in ancient literature
which go to show that every family consider the culture of
music as an indispensable part of family life. Later the position
changed and music became mainly concentrated in the circles of
the aristocracy and the Princes.

Like all other means of human expression——and music is
probably one of the most potent—music is of different sorts.
There is folk music and there is classical one also. It has be-
come a habit now with some people to try to decry classical *music
and plead for music which can be understood by the masses. Such
well-meaning persons are labouring under a misapprehension and
probably do not understand either the role or the nature of
music. There is no contradiction between. classical music and
popular and folk music ; in fact, they are complementary. An ordi-
nary story-book or simple tales or mythological stories are written
for the mass or large numbers of people. But this does not mean
that higher type of scientific and philosophieal literature is excluded.
In fact it is indispensable because the more abstract and subtle
forms of human thought cannot be expressed in mass literature.
They will always have to be written in the higher type of literature.
Exa,ctly in the same way, folk music is also meant for the vast mass
of the people. But music which expresses deeper emotions cannot be
expressed by popular tunes. A more complicated language of sound
has to be evolved for it, and, in my opinion, it is a natural apothe-
oses of the musical talent of a whole people. Even in countries like
Russia, which claim to cater for the masses, every effort is made to
cultivate the higher forms of music and they are proud of their
magnificent classical music tradition. We should, therefore, consider
classical music as an indispensable crown of the masical tradition of
our country which must be encouraged and expanded.

1 would like to say here a word regarding the spiritual affinity

of music. As I said, classical music expresses the deeper and more
gerious emotions of human mind, and in their expression it is not
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possible to keep away from spiritual moorings. In fact, from ancj t
times classical music in our country has mainly been an ¢ aradha en,
or a ‘sadhana’ of the Supreme Being through the majesty of so ma;1
The ‘kritis’ of Tyagaraja and other great composers of the S‘lntl;
are all offerings to the Lord. The same can be saig of many 0:1 t
composers of the North. Probably one reason for the brea.z i G&f
the musical tradition of the North has been the comin b
rule which created Muslim musicians; who could not kee
spiritual affinities as music is tabooed in Islamic religion for (Il)evu P
tional purposes. I feel that the spiritual affinities of music have : -
be strengthened. That should not be done in a sectariap wa, bu(l);
we should do it in a broad, spiritual way. ' This will facﬁit&t
the penetration of music into every family, which should be 01:.
goal.

This brings me to the question of the spread of music
gratifying to note that during the last 20 years or so mu'si
spread considerably, more especially in the South. This expansio
of music must continue so that within a measurable period of timn
every family with some education will consider music to be a.e
indispensable part of family culture like literacy., It ig then'thaltl-,
music will regain its real place in the country’s culture,

It is
¢ has

During the last few centuries, music has survived b
and aristocratic patronage. This has kept up traditio
and has, therefore, rendered invaluable help in the pre
culture. But times are changed. We live in an age o
and public approval. Insuch an age it is natural that
aristocratic patronage should disappear or diminish, Za,
going and the princes are taking more to horse-ra.cing than to mugje
In this age of democracy, it is the duty of the State, which rep) sic,
the prinees and the aristocrats, to patronise musjc and enco P ch?s
in every possible way. urage it

Y princely
n unbroken
servation of
f demoeracy

Princely or
mindaris are

The Radio is also an important instrument in
of music and it is gratifying to note that it hag pl
derable part in making the people familiar with
of music. This cultural role of the Radio is not s
by many. I desire that this contribution of th
gress of music should not ¢ nly continue but shoul
As far as it lies in my power, I will make eve
music gets its due' place there. ' In fact ¢
repliced; to a great extent the Raja

the Propagation
ayed no inocongi-
he higher aspegts
ufficientlly realiged
& Radio to the pro~
d grow and iexpand‘,,‘
Ty effort to see that
he Radio hag already
s and the princes as the majn

g of Muslim
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patron of music and musicians. This is as it should be, because we
must remember that in the democratic age music—and by that I
mean classical music—must not remain the monopoly or the pleasure

. of a few, but should be the vehicle of consolation and enjoyment to

all cultured persons in society.”

He then declared open the Conference and the series of concerts.

Vote of Thanks

Sangita Kalanidhi T. L. Venkatarama Aiyar, Judge-designate
of the Supreme Court, observed that as one wio had several oppor-
tunities of moving closely with Dr. Keskar he knew how deeply the
Minister was devoted to classical music and how anxious he was to
improve it. The institution of a National Programme and the
audition of artistes by a panel in the A. I. R. were, he said, inno-
vations introduced by him for the betterment of music. I believe
you are something more than a rasika” he said, addressing the
Minister and observed that he appreciated the emphasis which Dr.
Keskar had laid on the improvement of classical music. ¢ The aim
of the Music Academy is to preserve and improve Carnatic music and
maintain its high standards,” he said. *“ An institution of this kind
is unique not only in this part of the country but in the whole of
India. It is therefore in the fitness of things that Dr. Keskar should
open this "conference.” On behalf of the Academy, he conveyed
his thanks to the Minister. )

Mr. Venkatarama Aliyar also expressed the thanks of the
Academy to Messrs. Surajmals for the very splendid work of art
which they had displayed in framing the address.

ELECTION OF PRESIDENT

Sangita Kalanidhi Palladam Sanjiva Rao proposed. Vidvan
Tiruppamburam Swaminatha Pillai to preside over the Conference.
In doing so, he paid a tribute to the talents of Vidvan Swaminatha
Pillai, the high standards he had established, his deep and abiding
interest in the art and the great parampara from which he hailed.

Sangita Kalanidhi Mudikondan Venkatarama Aiyar seconded
the proposition and this was supported by Sangita Kalanidhi

‘Semimangudi Srinivasa Aiyar who said that besides »idvat Mr. Pillai

had an abundahce of teaching talent, a rare combina tion.

Vidvan Swaminatha Pillai was then installed jn the Presidential
chair and garlanded. :
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PRESIDENTIAL SPEECH

Vidvan Swaminatha Pillai in the course of his presidential
address thanked the Academy for, the honour done to him and ex-

pressed the hope that he would fulfil their high expectations with the

co-operation of Vidvans and others,

Paying a tribute to the services rendered by the Academy to the
cause of music, Sri Swaminatha Pillai said that there was no other
organisation of this kind in the whole country and they were really
proud of its achievements during the past 26 years. Its record of
progress had been an uninterrupted one. By holding annual con-
ference, discussions on raga lakshanas and discourses on musical
topics, by encouraging new talent, publishing ancient texts on
music and the journal, acquiring rare manuscripts and by running a
musical training College, the Academy had done valuable work and
the musical world was greatly indebted to the Academy for this
service. He hoped that the Academy would soon have its own
permanent premises and appealed to philanthropists and Vidvans
to co-operate in this endeavour. :

Proceeding, Mr. Swaminatha Pillai referred to the antiquity of
our civilisation and pointed out how world-wide was the culture of
the Tamils in ancient days. Strabo had told them about the musical
links which existed between South India and Greece, in the first
century. They also found that their music had much -e;,ﬂinity to
Egyptian music. In the excavations carried out at Thebes they
came across, a fine civilisation enjoyed by the people, nearly 3,000
years ago, in which they found sculptures depicting men and women
playing on musical instruments, resembling the yazh, flute cymbals
and others. One could conclude that the musical system of the
South had spread far and wide in ages gone by. The various aspects
of our priceless culture—Sangita, Natya and Sculpture—even to-day
shone in their pristine glory in the South.

The art of music, the Vidvan said, flourished in South India
thousands of years ago. Later, it received a great impetus at the
hands of Tyagaraja, Dikshitar and Syama Sastri. - Their eountless
compositions in different melodies were the outpourings of bhakt; in
musical garb. These masters completely revolutionised Carnatic
music by their sahityas which had become perfect models for gene-
rations to come. Our forefathers had given us treatises on the
Sangita Sastra and on the codification and systematic development
of Carnatic music. It should be our duty to collect these treasures
and profit by them. - )
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President’s Concert

Vidvan Swaminatha Pillai then gave a performance on flute,
accompanied by Sri Tirupparkadal Veeraraghavan on violin and

Madras Kannan on mridangam.

Conference Souvenir

The Music Academy had issued a Souvenir to mark the
97¢h Conference. This publication contained useful information
about the Academy and its activities. Articles on various aspects
of music, pictures of musical composers, of eminent vidvans and
patrons and the detailed programme for the season were given.
Dr. V. Raghavan’s address to the Third Plenary Session of the
International Conference on Music Education held in Brussels in
July 19563 on the present state of Music Education in the Asiatic
Continent (India) was also included in the Souvenir.



THE SECOND DAY
22nd December, 1953

The Experts’ Committee Meeting of the Madras Music Academ
convened in connection with the Twentyseventh Annual conferencz,
began this morning at the P. 8. High School Hall, Mylapore’
Vidvan Tiruppamburam 8. Swaminatha Pillai, President of th.
Conference, was in the chair. e

COMPOSITIONS OF TYAGARAJA

Sangitha Kalanidhi T. V. Subba Rao gave a discourse
‘Tyagaraje Kritis.’ Later, six rare Lritis of Tyagarajs, we;)rn
rendered by Vidvan Marnthuvakkudi Rajagopala Aiyar. e

To-day’s meeting was attended by Dr. B. V. Keskar Union
Minister for Information and Broadcasting, and Mr, P. V. R;'ama,
nar, Chief Justice of Madras. A large number of muBician]s We:é
present. 3

Mr. Subba Rao, welcoming the Union Minister, explained th
activities of the Experts’ Committee of the Academy and itg disc ;
sions to resolve some of the knotty problems. The mesting of ;xhs
Committee was an unique feature and Vidvans expressed th le
opinion and exchanged ideas, he said. oir

Mr. Subba Rao took up the two compositions « Vachama
gochara ”’ and ‘‘ Banturiti ” as the subject matter for his lecture H.
said that the Kritis of Tyagaraja were an integration of m e
things, of beauty in poetry, painting, life, religion and an
with music of unspeakable charm. After pointing out
of the song ¢ Vachamagochara ’, he said that there wag high poet;
excellence in the piece. The compositions of Tyagaraja Were:) etic
of suggestive thoughts of poetic beauty and moral grandeur Ilﬂnme
words and expressions of address which appeared detached-hadvefn
reality, a purposive correlation with the tenor of the 8 ,, Im
¢ Ganalola’, used as an address to Rama in the song, would i onlg.
that a sangita rasika such as He was, would asin the vimp Y
Shakespeare, be too full of the milk of human kindness to beew of
to the deer. The song presented the quintessence of the RB‘ma‘cruel
and other sacred works of our religion. The second song, ° Bya-na
riti > waa a brilliant example of sustained metaphoi a.bo,undianh}-
lyrical beauty. This piece equally revealed Tyagetajs as o :gt in
high imagination and as a prophet of practical philosophy. poet of

the purport
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"~ “The speaker said that the raga of the first song ‘Vachama:
gochars ’, was commonly stated as ‘ Kaikavasi’, There were two
versions of this raga, one which made dhaivata completely varjs.
and another which made use of shatsruti dhaivata only in the arohana.
In the former version, whether considered as janya of ‘Simhendra-
madhyama’ or ¢Nitimati’, the raga of the piece presented:no
difficulty. But it was in the version which included shatsruts dhaivata
that complications arose. In the latter case, theraga had to be
treated as being derived from ‘ Nitimati’ with arohana as sampurna
and avarohana as Shadava with dhaivata as varja. The awkward-
ness of rendering shatsruti dhatvata with succeeding kakali nishada
had led to its omission with the result that the raga had come to be
regarded as shadava-shadava. The total omission of the dhaivata
for the simple reason of supposed vivadi dosha could not be justified.
Should this reason hold good, even ragas like ‘ Nata’ would dis-
a;ﬁpear or change form and identity. Out of the 72 melas which
formed the foundation of modern carnatic music, 40 melas would
have to be condemned if objection on the «round of supposed vivadi
dosha should be deemed valid.. For negotiating the alleged vivadi
notes, there were rules which all the master composers had respected
and if their example was followed, there would be no disagreeable-
ness., The notes by themselves had no discordant effect. Their
oonsecutive use followed by the succeeding - note under certain
circumstances might not be pleasing. : o P

S : Vivadi Svaras : o
- Mr. Subba Rao proceeding said that, of the vivadi svaras, the
lower notes were the suddha rishabha and suddha gendhara in the
16wér tetrachord and suddha dhatvate and suddha mnishada in the
uppér-tetrachord. The higher notes were shatsruti rishabha and
antara gandhara in the lower tetrachord and shatsruti dhaivata and
kal}qli nishada in the upper tetrachord. Subbarama Dikshitar soun-
ded a caution that the vivadi notes should be used most cunningly.
The rules as gathered by analysis of compositions of renowned
vaggeyakaras appeared to be that the higher vivadi notes might be
used in the ascent regularly with the following madhyama or tara
gguija as the case might be and that the lower notes in the descent
dtlowed by panchama or shadja as the case might be. The use of
the vivadi notes in the said manner, however, should not be frequent.
The higher notes in the ascent if used at all should be by a stress
and the lower notes in the descent by the grace of glide. The device
of langhana characteristic of the lakshana of alpatya should be
4 :
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freely employed, so that only one of the two appending notes might
ordinarily be used. A .study of the famous pancharatna kirtans
¢ Jagadanandakaraka’ in ‘Nata’ would explain the subtlety.
The rules and prayogas enumerated in the vivadi melas were ba,geé
on sound acoustic reasons which no composer or singer could afford
to ignore. ‘ :

Mr. Subba Rao said that some modern composers had produced
songs in the vivadi scales on the assumption that a raga baged on
the full scale should take all the notes in full and regular succession,
This was a total misconception. If ragas should have high emotiona]
content, they should, even when they were sampurna, incorporate
extensively vakra and varja sancharas. If this was the condition
even in the case of non-vivadi melas, the justification for the cunning
use of vivadi svaras in the vivadi melas became stronger. - The
amazing skill of Tyagaraja in imparting high aesthetic charm to
his songs in ¢Karaharapriya’ and ‘Harikambhoji’ wag an
exception which only proved the rule.

“The speaker said that in the light of the observations stateq
above, it would not be difficult to understand the correct nse of the
shatsruti dhaivata in the song ¢ Vachamagochara.' The wuge ' of
shatsruti dhaivata, though occasional, was necessary to support thie
bhava of the song. In these circumstances the correct name to be
given to the raga of the song would be * Nitimati’ a- melody bageq
on the 60th mela. Confusion regarding the proper scope of the ude
of the shatsruti dhaivata had resulted in the dropping of it altogether
Rerhaps, it was this result that had changed the name of the. melod .
to « Kaikavasi . The traditional usage that took in shatepys; dhdz
vata, however slight, established beyond doubt that the name of fh’e
mould was ¢ Nitimati’. ' D

- The same principles applied to the melody of ‘ Banturiti * said

Mr. Subba Rao. There was.no dispute about the name of the raga.,

‘Hamsanadam.’ . In conclusion, he said that the above discugs n
could be summed up as follows: *“In the vivadi melag g d
suddha gandhara and suddha rishabha in the regular ascent ',nd
shatsruti dhaivata and antare gandhara in the regular descﬁ”t
The usage of sa ri ma pa dha sa in the first mela and gq ni pa mi’ ;
sa in the 36th mela from the Pole star to help the musiciang :;

steer clear .of the rocks and shoals of discord in their voyage on
the seas of melody and harmony.”  The full text of My Subb:.

Rao's speech is reproduced elsewhere in this volume,
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Srimati Vasanta Raghavendar, Mr. Subba Rao’s granddaughter,
next rendered the two pieces, * Vachamagochara’ and ‘ Banturiti’
according to the above version. She was accompanied by Mr. G.
Srinivasan on the violin and Mr. Madura Srinivasan on the
mridangam,

Mr. T. L. Venkatarama Aiyar, thanking Mr. Subba Rao on
behalf of the Academy for his discourse, said that he concurred
with him wholly in what he had said about the vivadi melas.
According to the school of Venkatamakhin Vivadis should not be
sung in Arohana-Avarohana sampurna. Authentic kritis of Tyaga.-
raja and Dikshitar were based on this rule. He also congratulated
Srimati Vasanta Raghavendar on her recital.

Demonstration of Rare Tyagaraja Kritis

A demonstration of rare kritis of Tyagaraja was given by
Vidvan Maruthuvakkudi Rajagopala Aiyar who rendered six pieces,
two of them in apoorva ragas—‘ Poorna-Lalita’ and ‘ Dundubhi.-
He was accompanied by Mr. G. Srinivasan on the violin and
Mr. Vellore Ramabhadran on the mirdangam. Mr. Rajagopala
Aiyar sang ‘ Ramam Bhajeham *in Saveri, ¢ Galuguna Pada Neeraja
Seva’ in Poorna-Lalita, ‘Sri Tulasamma’ in Devagandhari,
¢ Dehi Tavapada’ in Sahana, ‘Leela Gana Joochu’ in Dundubhi
and ¢ Muchhata Brahmadulaku’ in Madhyamavati.

The President of the Conference, Vidvan Swaminatha Pillai,
thanking the artiste, pointed out that ‘more .such special and rare
kritis should be brought to light, :

THE THIRD DAY

23rd December, 1953

POST-TYAGARAJA PERIOD: PALLAVI SESHAYYAR

The Experts’ Committee of the Madras Music Academy met
this morning in the P. S. High School Hall, Mylapore, Vidvan
T. N. Swaminatha Pillai, President, presiding, Prof. P. Samba-
murti, Head of the Department of Indian Music, University of
Madras, gave a lecture on * Pallavi Seshayyar.’

.Prof. Sambamurti said that Pallavi Seshayyar (1846-1908)
occupied & prominent place among the composers who had enriched
theé music .of the post-Tyagarajs period. He belonged to Tyaga-
raja’s’ sishya parampara, his father Neykarapatti Sabbayyar being
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.8 direct disciple of Tyagaraja. He belonged to the" Mutiginadu
sect and Seshayyar was a lakshana-lakshya vidvan and a versatile
composer. All his compositions were in Telugu. He was able bp
handle even intricate pallavis with perfect ease and wused to sing
minor ragas for hours together. He had also the capacity to.sing
kalpana jatis. After singing Kalpana svaras to the chosen theme,
he used to delight his audiences by singing jatis extempore.

The lecturer pointed out that easy diction and sweet sounding
words were the features of his sahityas. He was the first to
compose & kriti in ¢ Mallikavasanta’ raga. He was a svanama
mudrakara and was honoured in the Mysore samasthanam. Prof.
Sambamurti explained the circumstances which led 15 the
composition of his tillana in ‘Dhanyasi’ raga. The ‘Kapi’
raga that Pallavi Seshayyar had pictured in his tillang was the
upanga type taking the arohana and avarohana as sa ri mg pia.‘ ni sa
and sa ni dha ni pa ma ga risa. It did not take the foreign hotes
antara gandhara, suddha dhaivata and kakali nishada. Thyg in th';,
lakshya of Karnatic music, they had three varieties of « Kapi.”
‘the pure Karnataka ¢ Kapi’ immortalised by Kshetrajna in'ph’is
‘padas and by Tyagaraja in Chutemu rare, and other songs, The
:secpnd was the upanga type which they found in Pallavi Seshl:yya.r's
tillane and third the bhashanga type, familiary known in javalis
like Vaddani Ne. a

Prof. Sambamurti also exhibited a manuscript (katakam)
containing the arohana and avarohana of more than g thousgnd
ragas, with brief notes on some of the ragas, written by Pallavi
Seshayyar himself. He also showed some of the manuseripts with
notations of songs, written by the composer.

Srimatis Chellam, Mayuram and Rajam then rendereq five
select kritis of Pallavi Seshayyar. Prof. Sambamurti ‘played on
the violin. The kritis were Ika nannu in <« Bbairavi,” Neeth
cheppaga in ¢ Garudadhvani,” Ne thalalenura in Huseni » a.n?l
two tillanas. in ** Kapi” and * Vasanta . Mr. 8. R, Janakii&i'nh
sang two more kritis Na Punyamettitho in Subha-Pantuv#rdl?g
and Neeva Naajeeve .in ‘‘ Kedaram.” it

Vidvan T. N. Swaminatha Pillai thanked Prof So,mi; ’
for his lecture and complimented the artistes for their l'ecita';mlg:
sppealed to senior vidvans to popularise such kritis go thq,f,.~ o
ould be handed over to posterity. S e thgy .
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S - Gitagovinda Recital- - - - oo o

- - 8ri A. Balasubrahmanya .Bhagavatar of Kallidaikurichi néxt
gave a récital of Ashtapadi, - according to the South Indisn
tradition. - Mr. T. V.. Rajagopelan introduced the Bhagavatar
and ‘said that he belonged to the sishya parampara of Sivaganga
Ramadas Swami. Accompanied by Sri Haribaran on the violin
and - Sri Devarajan on the mridangam, Sri Balasubrahmanya
Bhagavatar sang Pralaya Payodhijale in ¢ Saurashtra,” Lalita
Lavanga in ‘ Vasanta,” Chandana Charchita, in * Pantuvarali,”
Nibhruta Nikunja in ¢ Kambhoji,” Rati Sukha Sare in < Kedara.-
gaula,” Pasyati in *“ Sankarabharana,” Kathitha Samayepi in
<« Ahiri,”” Yahi Madhava in ‘“ Arabhi,” Vadasi yadi in ¢ Mukhari,”
Mugdhemadumahanam in Kalyani,” Pravichthrade in ¢ Ghanta
and Harimekarasam in ‘* Madhyamavati.” :

Mr. T. V. Subba Rao thanked Sri Balasubrahmanya Bhagavaitar
for his recital and pointed out that Ashtapadis served a8 a common
bond between the North and South Indian systems of music.

THE FOURTH DAY - -
- 24th December. 1953 -
o Wixen the Expérts’ Committee of the Music Academy et this
morning at the P. §. High School Hall, Mylapore, Sangita Kala-
rii;ihi: Palladam Sanjeeva Rao gave a demonstration on flute.
Vidven T. N. Swaminatha Pillai presided.

- Late Bharatam.Nallur Narayanaswami Iyer
The gathering, 8t the outset, observed -a -minute's silence to

‘mourn the death of Bbaratam Nallur Narayanaswami Aiyar, a

member of the Experts’ Committee, who passed away at Nallur on
December 21. Prof. P. Sambamurti referred to the talents of
Mr. Narayanaswami Aiyar and gave a brief sketch of his life. His
rich knowledge in music and Bharatam had been very helpful to the
Experts’ Committee during its discussions. S
o Flute Recital S

- Sangita Kalanidhi Palladam Sanjeeva Rao, accompanied by
Vidvan . Tiruvalangadu Sundaresa Aiyar on the violin and Sri
Guruvayoor Dorai on the mridangam, gave a flute performance
for about an hour. Vidvan Sanjeeva Rao, who is 72, kept the
andience enthralled with his music t_h\rpugpo\;t\‘. He goniméncpd
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his recital with Rama neepai in Kedaram and then played the
raga Kiravani ‘and rendered Kaligiyundegada. He took up Todi
in detail and his alapana in mandra sthays in the three kalas
showed the musical genius in him and the purity of the raga,
which he had been maintaining through 50 years of experience as a
futist. He rendered Emi jesile in the same raga and gave the
neraval at Kamamohadasulai, the anupallevi and later played the
kalpana svaras. Vidvan Palladam Sanjeeva Rao next rendered a
ragamalika in which were included Bilahari,Dhanyasi,Devagandhari,
Auandabbairavi, Chenchurutti and Kapi. Hls recital concluded
with an English note.

Vidvan Swaminatha Pillai thanked Sangita Kalanidhi,
Palladam Sanjeeva Rao for the brilliant exposition and said that
his guru, Sri Sarabha Sastrigal. a great savant, was the first to
gshow, that through this instrument (flute) they could make an
independent music career. Vidvan Swaminatha Pillai pomted out
that he followed in the footsteps of Vidvan Palladam Sanjeeva
Rao and entered the field. He reiterated that through great vidvans,
they should try to dig out the hidden compositions.

Sri Svat Tirunal’s Navaratri Kritis

Vidvan M. A. Kalyanakrishna Bhagavatar next rendered two
of the Navaratri kritis of Svati Tirunal. He sang Devi Jagajjanani
in Sankarabharana and Janani Pahi sada in Suddha Saveri, He
was accompanied by Vidvan Tiruvalangadu Sundaresa Alyar on
the violin and Sri Krishnamani on the mridengam.

The President, Vidvan Swaminatha Plllal, oomphmented the
Bha.gavatar on his attainments.

THE FIFTH DAY

25th December, 1953
ART OF DANCING

‘« Proprieties in Dance Culture and Patronage’’ was the subjeot
of atalk given by Mr. E. Krishna Aiyar this morning, when the
Experts’ Committee of the Music Academy wet at the P. 8. High
School Hall, Mylapore, Vidvan T. N. Swaminatha Pillai, presiding.
Later, Vidvans Balu Bhagavatar and P. K. Subbier of Melattur
gave recitals of Bhagavata Mela Na.tya-Nata.ka. songs.

Mr. Krishna Aiyar said that so long as their music and dance
were patronised by the royal courts and nobles advised by éxperts,
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it was discerningly distributed so as to keep up, encourage and
develop high and true classical art. Of late, there had been eonfu-
sion in ideas, tastes and standards in arts. The fault lay more in
some of the artistes, the institutions and individuals than in the
art-loving masses. Responsible artistes and patrons should give a
ocorrect lead to the people and improve their tastes and ideas.

The position regarding music did not seem to have suffered so
much as that of dance, said Mr. Krishna Aiyar. Conventions did
not seem to be established in the field of dance. Some of the
sabhas, while encouraging classical music and dance, were to be
found also to put up on the same platform, shows of spurious and
low standard dances. ¢ Thereby they and some of the top- -ranking
artistes unwittingly equate hlgh and low art without feelmg the need
to distinguish between the two.”

The speaker said that India had inherited a rich variety of
classical dances and an equally bounteous wealth of folk dances, all
reflecting the true and high spiritual ideals and traditions of the
nation and the noble aspirations of the people. These classical
dances, especially Bharata Natya, were gaining popularity in
foreign countries also. It was wrong to think that Bharats Natya
was practised only by South Indians or that it was popular only in
the South. Nowadays, as many people in North India took to
Bharata Natya as in the South.' It was popular in Ceylon. In
Europe and America it was esteemed as the most important dance
system of India. Connoisseurs in those countries were demanding
genuine Indian oclassical dances. But, it was rather strange, that
some of our own artistes and art-lovers in this country should be
blind to the signs of the times and still went in for cheap art like
the go-called “ Oriental dances.” When closely scrutinised, most
of these dances—barring & few honourable exceptions here and there
——were neither oriental nor occidental ; but only exotic. At best,
they were either parodies of some of our classical and folk dances or
an incongruous mixture of superficial features of many dance styles,
including Western ones. They were neither drama nor dance
proper, but merely bits of dumb movements with gestures and
expressions of drab day-to-day life. They were nothing more than
shaking the body and limbs in glamorous and everchangmg
costumes with a lot of sex appeal.

Mr. Krishna Aiyar pointed out that the usual excuse for some of
the artistes and sabhas for indulging in these dances was that the
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public demanded, them and.people loved bath classioal and orientsl:
dances as their two eyes. - The mass mind was mostly what it wae‘
shaped by those. who were in the limelight, - It could be -mdﬁlde&
to.any shape for high or low. purposes. It was the artiste who h ad:
the: responsibility of keeping up high and true standards and sha&j‘ .'
and elevating the tastes of the masses,. instead of 'hilﬁlself ﬁ:ﬁ
lowering them down and pandering to the vitiated tastes jn & vicious
circle. Any true artiste might expound the available élé.ssical dance
styles of India as they were, or create new forms of art based on the.
best features of traditional technique and reflecting the national
genius.

The lecturer explained that with all their apparently rigid rui(;;-
and conventions, our classical dance systems had never in fact
remained stagnant or stereo-typed but had been growing arts, takj
in absolutely necessary changes and refinements through the oot
ries. Their forms and modes of presentation had been Chéhgin
from time to time but their basic principles and technique hag
remained constant and stood the test of time, Hence any really

crgdtive art by way of change was weleome. ' But no new ‘création.
could completely ignore the basic principles and- essential féatures ‘6f

traditional dances like the three species of Bharata Natya, namely;
the lyrical solo Sadir-nautch, the Bhagavata Mela Dance-Drama aﬁéﬁ

the traditional art of its technique. In fact, the existing type, of

the Kuravanji- on the one hand, and Kathaksli, Kathak ‘ang

Manipuri on the other were so numerous and varied and so righ in
the technique of rhythm ~qnd expression in vaérying degrees as to
provide ample materi»al‘for any really creative -genius to: pick  an. d.
choose from and utilise for any new creations in dance forms o suit.
modern tastes. : ‘ SR

Mr. Krishna Aiyar said it was unfortunate that some &l‘tist;esj ha.d
begun to condemn the much-admired and highly suggestive Wa_a.
of Bharata Natya asun-understandable to the masses and .W&nté{i'
to expound them with other ordinary gestures. In the foi‘ﬁlér days :
Bharata Natya alone formed an important part of such celebratioh;

as Gandharvapriti. Hence, the so-called .oriental dances were’

nondescript and could not stand the test of true aesthetics in the art
of dancing. Even to-day it was only such of those few artistes :still_
sticking to classical art that comm;mded respect, though . they ﬁers'
not found frequently on the stage. Mr. Krishna Aiyar appea]é;f
to all top-rank artistes and the patronising public institution to

encourage only geniune art and eschew all ‘spurious arts on’ their
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concert platforms. He pleaded that Bharata Natya, being national
in character, should be given representation on the All India
Academy of Dance, Drama and Music. i

Sri Swaminatha Pillai thanked Mr. Krishna Aiyar for his
exposition.

Recital of Bhagavata Mela Songs

Vidvans Balu Bhagavatar and P. K. Subbier of Melattur then
gave a recital of Bhagavata Mela Natya-Nataka Songs (Compositions
of Melattur Venkatarama Sagtriar) with suitable demonstrations.

Mr. Krishna Aiyar, introducing the Vidvans, said that Sri Balu
Bhagavatar was the disciple of the famous Sundara Bhagavatar
and Krishna Bhagavatar, while Sri Subbier was the disciple of
Vidvan Ariyakudi Ramanuja Iyengar.

Vidvans Balu Bhagavatar and Subbier then rendered
Prahladudu in Bhairavi and then a padam in Ananda Bhairavi,
Elaku from the Dance-drama, Usha. Vidvan Balu Bhagavatar

. and Sri Nagarajan, a Melattur actor, gave demonstration of abhi-

naya. They next sang a padya followed by a Daru in Ghanta, and
songs in Devagandhari, Ahiri and Ritigaula. Ina Kanada padys,
from the story of Harischandra, Sri Balu Bhagavatar demonstrat.
od the dance snd the posses. He later expounded the Pancha
Banams,

The President, Sri Swaminatha Pillai, congratulated the
Bhagavatars and added that he had heax:d Sollukattus without

music also.

THE SIXTH DAY

26th December, 1953
RARE COMPOSITIONS OF DIKSHITAR

DEMONSTRATION BY
T. L. VENEATARAMA AIYAR

Mr. T. L. Venkatarama Aiyar gave a demonstration of the rare
compositions of Sri Muthuswami Dikshitar this morning before the
Experts’ Committee of the Music Academy at the P. 8. High School
Hall, Mylapore. A distinguished gathering, including the Chief
Justice Mr. P. V. Rajamannar, was present on the occasion. Vidvan
T. N. Swaminatha Pillai, President of the Conference, was in the

chair.
5



34 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoL. xxv

Mr. Venkatarama Aiyar, who was assisted by Sri Sandh: ay
danam Srinivasa Rao-and Sri B. Rajam Aiyar in the reZit la.n;
these compositions, commenced with Panchamatanga in M&lasix 0.
and then,rendered the Dhyana Kriti of Navavarana, in Todj ;‘11'1
next sang Krishnananda in Gaulipantu and clarified th. 1 °
gandhara prayoga in the raga. : ° %pa

Mr. Venkatarama Aiyar explained the use ivadi

said that he agreed with Sangitf Kalanidhi Ts. V?.f g:lf,l?; Hé?al‘z.s mﬁd
had expressed his view earlier and emphasised that ragas ha,:v' 0
vivadi svaras had to be rendered in vakra sampurna to mipj i
the vivadi dosha and to give more melody. He took up the mise
Kanakambari in Kanakambari (1st Mela) having Suddhs, and‘;ong
and Suddha nishada. Mr. Venkatarama Aiyar ment:ionedg th : it
should be rendered as sa ri ma pa dha sa and sa nj dha pa ma a.a' it
in arohana and avarohana respectively. To illustrate thegusn sa,f
shatsruti dhaivata, he sang Bhakiavatsalam in Vamsavati ;4:11
mela, and pointed out the parallels in Tyagaraja’s kritis V(

magochara and Banturiti. acha-

The speaker then rendered a Navavaranam in Ghanta and
Chetasri in Dvijavanti, both of which were characteristica]} ch&n
misrita ragas. A rare kriti, Balambikaya in Natakuranji vg;s saS’a.
by him besides Soundararajam in Brindavans, Sara-nga.’ My \;1 ng
katarama Aiyar concluded his demonstration with the . Ven-
kirtana Sri Kamalambike in Sri Raga. mangala,

Vidvan Swaminatha Pillai said that Mr, Vep
had shown them by his demonstration the exceptio
the compositions of Dikshitar. There had been
by many vidvans to bring these kritis into vogue b
rama Aiyar was specially fitted for Ppopularising amo
the masterpieces of the great vaggeyakara,.
that even though he might be away in Delhj
the Supreme Court, he would continue to giv
respect. He wished him all success,

katarama, Aiyar
nal grandeur of
several attempts
ut Mr. Venkatg.
ng the musiciang
He expreggeq the hope
shortly ag g Judge of
e them the leag in this

Hindusthani Demonstration

Later Mr.. D. T. Joshi of All India R,
demonstration of the raga Hindusthani Sindhub
accompanied by Md. Ismail Khan on the tabls

dio, Delhi, gave a
hairavi on the Sitar
- Prosidont S § » for about an hoyy
The President, Sri Swaminatha Pillai, thankeq s O
demonstration, Mz. Joshi for his
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THE SEVENTH DAY -

27th December, 1953

Sangita Kalanidhi Sri Mudikondan Venkatarama Aiyar gave a
demonstration of singing pallavi in the traditional style, before the
Experts’ Committee of the Music Academy this morning at the P. S.
High School Hall, Mylapore. Vidvan T. N. Swaminatha Pillai,
President of the Conference, was in the chair.

Tiruppavai Recital

At the outset, Mr. B. Rajam Aiyar, a disciple of Sri Ariyakudi
Ramanuja Aiyangar, rendered some select pieces from Tiruppavai
in several ragas, of which special mention might be made of his
rendering of Useni, Anandabhairavi, Amirkalyani and Surati,
Complimenting the artiste on his performance, Sri Swaminatha
Pillai said that every one should learn and sing Tiruppavai.

Pallavi Demonstration

Sri Mudikondan Venkatarama Aiyar, in his introductory remarks,
said that the practice of singing pallavi was not of recent origin, but
had been in vogue for centuries past. Mention of this had been
made in the Sangita Ratnakara as rupaka alapti. In those days,
musicians and nagasvara vidvans used to render extensive alapana
of the raga and pallavi first and then only sing other kritis and
compositions. But for nearly a century now, it had become the
practice to sing kritis first and then render raga and pallavi.

Sri Venkatarama Aiyar, accompanied by Sri T. N. Sundaresa
Aiyar on the violin and Sri Palani Subrahmanya Pillai on the
mridangam, then rendered a popular pallavi Ganalola karunalavala,
in Todi raga and adi tala. He sang it in eight kalais (aksharakalams)
with niraval and svaram. He rendered the anuloma and pratiloma
in the four kalams and also rendered the anuloma in tisra gati in
three kalams. He also sang the pallavi in four kalais, two kalais
and one kalai.

Sri Venkatarama Aiyar next rendered a tillana, Saravana
sambhava, in Mohana raga, which is a very rare composition of Sri
Maha Vaidhyanatha Aiyar, in one of the desiya talas, viz., Hanumat-
kumbha tala in 80 aksharas,



38 THE JOURNAL OF THE MADRAS MUSIC ACADEMY VoL, xxv

Sri Swaminatha Pillai, thanking 8ri Venkatarama Aiyar for his
demonstration said that he had rendered the pallawi in such a
manner that it could be understood and apprecisted by all. Ve
few musicians, he said, had rendered pallavi in eight kalais and, in
this connection, he mentioned the name of Konerir &japur’a,m
Vaidyanatha Aiyar, who, accompanied by persons like M
Pillai, Palani Muthiah Pillai and Ghatam Krishna Aiy,
render pallavi in such chowka kalai in those days,

anpundia
) ar, would
Sri Venkatarama,

Aiyar had rendered the pallavi on the same traditiona] lines, which .

was quite appealing to the audience. He also complimented Sri
Sundaresa Aiyar and Sri Palani Subrhmanya Pillai for their perfect
accompaniment to the musician : Palani Subrahmanya Pilla; had
indeed kept up his family tradition in playing for ¢

owk
pallavis. In conclusion, Sri Swaminatha Pillai said that ?t ’z?al:
necessary that every one should learn to render pallavis like thig

THE EIGHTH DAY

28th December, 1953
BANDHA SVARAVALIL

At the Experts’ Committee meeting of the Music Academy helq
this morning at the P. 8. High School Hall, Mylapore, with Vidvan
T. N. Swaminatha Pillai in the chair, Vidvan T, N Q. Venkatanara,
yanacharyulu, a member of the Committee, read g paper 01;
Bandhe Svaravali.

The Vidvan referred to the Bandha Kavitva of Sap
ture to which, he said, Telugu poets had taken 3 fancy. They had
worked at it with zeal and enthusiasm. The speaker said that h

had now attempted .to introduce new shapes in svara singing reseme
bling the Bandha poems. Svaralankaras thug formed }

skrit literg.

. aras t > he said,
gave them a correct perception of exquisite pictorial illustrations or
svaras in the shape of padmas, chatras, khadgas, ete. Y, had taken

the saptasvarus and had attempted to produce twe
Bandha svaravalis. 'The four swaras sa, ri, ga, ma,
per the principles behind the padma bandha, took the shape of

padma (lotus) and with the rest of the eombinations, ri, ga, ma a
—gn, Mo, pa, dha, ete., they got ten such bandhgs to n;akt; int,opa
eolourful bunch. Similarly he had attempteq to illustrate .
onduve trege like Mohana through a khadge bandp,. an

nty-one such
manipulated ag

H s .
the principles with illustrations, © explained
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Thanking the Vidvan, Sangita Kalanidhi Sri T. V. Subba Rao
said that this was a very difficult branch of learning belonging to
alankara sastra and had been imported into the musical world to the
extent possible. It was a branch worth investigating and he hoped
that experts would study it and, if possible, adopt it in musical
svara rendering.

The Western Opera

Dr. Narayana Menon speaking on Gustav Holst said that he was a

. Western composer who was attracted by the philosophy and religion

of India so much that he undertook the study of Sanskrit to be able
to read Kalidasa’s works in the original. The result was a number
of works based on Indian themes. Of these the * Hymns from the
Rig Veda” and ¢ Savitri” were the best known. * Savitri,”
written in 1908, was unlike any opera as was understood normally
in Europe. It was a chamber opera. It was one unified work from
the first note to the last, like a symphony, and in this the voices of
the individual singers, chorus and the orchestra were used as an
integral whole to express musically a dramatic situation. The
orchestra for this opera consisted of two-string quartettes, a contra-
bass, two flutes and an English horn. There were only three
characters in the opera, viz., Satyavan, Savitri and Death. A very
great deal of singing was unaccompanied. Conductor, chorus and
orchestra were to be invisible to the audience. The opera would
take only 30 minutes to play.

Sri T. V. Subba Rao thanked Dr. Menon for his interesting
lecture and said that he had shown how Westerners were coming to
understand us and how western music and thought were influenced
by Indian culture.

Kathakali Padas

Sri i’a.lghat Venkatakrishna Bhagavatar next rendered a few
Kathakali padas in the traditional style and in ragas peculiar to
Malayalam like Puraneeru, Ganakurinchi, Dvijavanti, Padi, and
Gantaram. He also rendered fwo padas in Anandabhairavi and
Bhupalam.

Introducing the Vidvan, Mr. T. V. Rajagopal said that he was
the brother of Vidvan Palghat Rama Bhagavatar and was learned
in Kathakali and Carnatic music.

Vidvan T. N. Swaminatha Pillai, thanking the Bhagavatar,
said that Kathakali music had unique features, Sri Venkatakrishuna,.
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Bhagavatar had rendered it in such a manner that members of the
audience were able to understand and appreciate the style of
singing of these padas.

THE NINTH DAY

29th December, 1953
ORIENTAL INFLUENCE ON WESTERN MUSIC
M=r. JouN MARR’S SUGGESTIONS .

« A study of the classical music of India by western musiciang
coupled with acquaintance with the best of European music on the
part of vidvans here might help to save classical music in Indig
from the increasing stranglehold of film music,” obgerveq
Mr. Jobn R. Marr, research student from London University, in the
course of a talk on “ Oriental Influence on Western Music,” given
before the Experts’ Committee of the Music Academy this morning
at the P. S. high School, Mylapore, held under the presidentship of
Vidvan T. N. Swaminatha Pillai.

Mr. John Marr traced the extent to which the music of the
Iberian Peninsula and the Balkans had been steeped in orienta]
musical theory and practice. Speaking about oriental influence on
western art music and musical instruments, he said that untj] the
18th century, Western music was, technically speaking, nearer to
that of the East in having a modal basis, which was destroyed by
the advent of equal temperament, wherein the pitch of individug]
notes in the scale was predetermined by mechanical means and the
intervals, therefore, were of fixed amount. The appearance of large
orchestras separated Western music still further from orienta]
practice. With the Turkish expansion into the Balkans in the 15¢h
century and after, the liturgical chant of the Orthodox Church came
more and more under Near-Eastern Influence. At an earlier period
a similar development in religious chanting had taken place in Spain
where under the tolerant rule of the Moors, the Mozarabic rite of
the Catholic Church was evolved. The distinctive highly ornamented
chant had largely disappeared and the rite only survived in Toledo
where the music used was of a later date and inferior quality.

After citing some instances of the adaptation of oriental idioms
into the Western art music Mr. Marr referred to the whole-tone scale
of Debussy, the French composer and said that Debussy was not

unaffected by the tonal system of Javanese music in evolving his
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whole-tone scale. The principle was the same in either case, the
division of the saptaka or octave into a number of equal intervals,
5 in the Javanese system and 6 in Debussy’s whole-tone scale. The
latter might be compared with the Karnatic 62nd melakarta
Rishabhapriya if they omitted the panchamam.

The speaker then dealt with the effect the East had had upon
the Western musical instruments. Oriental influence was more
deep-seated in this case and a large number of medieval instruments
of all classes, were of direct Eastern origin being probably introdu-
ced by the Moors through Spain. He pointed out that from these
were evolved a number of other modern instruments.,

Speaking'next on the oriental influence on Western folk music,
he said, that it was natural that Eastern influence should have been
the strongest in countries having direct contact with the orient such
as Spain and the Balkans. Gramophone records of folk songs of
Greece and Spain were then played to illustrate the close resemb-
lance of them to Carnatic music.

Tn conclusion, Mr. Marr said that the melodic richness of
Spanish and Balkan music was a reflection of the cultures of the
Moors and the Turks. Western music had since the middle ages
occupied itself more and more with barmonic development rather
than growth on the realms of rhythm and melody. Tt may be that
in the increasingly dissonant or vivadi harmonies of ultra modern
composers in the West they were acknowledging that harmony in
the true sense of the word had been largely worked over. One would
wish for a closer study in the West both of oriental music itself and
its derived traditions in Europe. A study of the classical music of
India by Western musicians coupled with acquaintance with the
best of European music on the part of vidvans here might help to
save classical music from the increasing stranglehold of film music.
The West should share the blame for this in having exported its
cheaper kinds of music to the East but in its turn the East must
realise film music and western jazz for what they were and in
eschewing both bring about a resurrection of its great traditions
which, save in one or two corneis of Europe, were lost in the flood
tide of harmonic development.

Mr. T. V. Subba Rao thanked My. Marr for his interesting
lecture. ’
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Rendering of Tyagaraja Kritis

Mr. S. Parthasarathi playing on the violin and Mrs. §. Partha.-
sarathi singing and playing on the veena, then rendered kritig of
Sri Tyagaraja in the ragas which had been included in the agends
for discussion in this year’s conference namely, Kaikavasi
Hamsanadam, Ganavaridhi and Gambhiravani. A kriti i1;
Manavati was also rendered. Mr. Parthasarathi said that there
might be difference of opinion regarding the arohana and avarchang
of these ragas and added that he and his wife rendered these kritig
in the way in which they had learnt from Dr. Srinivasaraghavachari
who belonged to the Tillasthanam sishya parampara. Mr. Partha,.’
sarathi remarked that their rendering of Kaikavasi and Hamsa.-
nadam took the shatsrutt dhaivata regularly. Ganavaridhi, according
to their tradition, was a janya of Soolini (35th 'Mela) taking
Sa ma ri ga ma pa dha ni sa and sa dha ni pa ma ri sa. Gambhirs.
vani, he added, was a janya of Naganandini (30th Mela) with gg
ga pa ma pa dha ni sa and sa dha pa ma ga ri ga ri sa.

Sri Swaminatha Pillai said he had heard from Dr. Srinjvaga.
raghavachari that there were kritis of Tyagaraja in the 40 vivag;
svara melas. It was his desire that these should be sung correctly
though it was somewhat difficult to render them. He complimenteq
Mr. and Mrs. Parthasarathi on having rendered the kritis in
pleasing manner.

Mr. T. L. Venkatarama Aiyar Felicitated

The Experts’ Committee then accorded felicitations to My
T. L. Venkatarama Aiyar on his appointment as Judge of th(;
Supreme Court of India. Vidvan T. N. Swaminatha Pillai
garlanded Mr. Venkatarama Aiyar and referred to the service
rendered by him to the cause of music and more particularly to the
Music Aoademy. He hoped that Mr. Venkatarama Aiyar, though
he would be in Delhi, would help them with his advice,

Vidvan Semmangudi Srinivasa Aiyar said that Mr, Venkats
rama Aiyar was responsible for popularising the kritig of Sr;
Muthuswami Dikshitar. Vidvan Kumbakonam Rajamanickam
Pillai also spoke.

On behalf of the Teachers’ College of Music run by the Academ
and other vidvans 8ri Mudikondan Venkatarama Aiyar felicita,t.z d,.
Mr. T.L. Venkarama Aiyar.

Mr. T. V. Subba Rao, on behalf of the Executive of th
Academy, said that the respect that the Academy now commgnd ei
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was due in a large measure to the contribution made by Mr.
Venkatarama Aiyar. He expressed the hope that while in Delhi, Mz.
Venkatarama Aiyar would not only popularise Carnatic Musio there
but also study the North Indian music and thus benefit both the
systems.

Replying to the fellcitations, Mr. Venkatarama Aiyar said that
he considered the honour they had done him as an honour done to
‘samgita of which he was an wpasaka. Striking e personal note he
said that he learnt nearly 200 kritis of Tyagayyar froma Sri
Muthiah Bhagavatar while he was at school and in 1931 he came
into contact with Sri Ambi Dikshithar, who belonged to the family
of @ri Muthuswami Dikehitar and learnt from him the Dikshitar
kritis, - .

THE TENTH DAY

30th December, 1953

MICROTONAL VARIATIONS

At the meeting of the Experts’ Committee of the Music Academy
held this morning at the P. S. High School, Mylapore, with Vidvan
T. N. Swaminatha Pillai in the chair, Mr. C. 8. Aiyar, a member of
the Committee, gave a talk on * Microtonal Variations in Carnatic
Music ”’ and Sri Mudikondan Swaminatha Aiyar recited a few pieces
from the Tevaram. :

Mr. C. S. Aiyar explained the sound values of different vikriti
svaras occuring in different ragas which would bring out the bhava
of the raga. He explained the variations of Andolika gamakas of
i and dhs of Saveri, ri of Madhyamavati, dha of Begada and ga. of
Todi in their relative frequencies. He referred to the beauty of the
fretting of the South Indian Veena in hard wax and said that the
relative frequencies 3/5 dha and 6/56 ga were obtainable only on the
shadja string and panchams string respectively on the veena. He
pointed out that there were six intervals of 42 cyclio cents and six
intervals of 49 cyelic cents in the octave. These variations gave a
better explanation of the so-called srutis of the Carnatic music,
béing rises or drops in pitch from prolongable svaras, than the
relative frequency 81/80, the comma. difference, which was enunei-
ated by Fox Strangways as existing between the just and Pytho-
gorean intonation suggested by him for the 10 srutis being too
small to explain our gamakas or consonance with the drone. Besides
the rise and drop {‘ invemion ) 6f relative frequencics 6/6 and 8¢

[
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known in European major and minor chords from 8a, pa, and mg
(suddha madhyama) & similar rise and drop by relative frequency
7/6 in addition could be safely stated to exist from 82, pa and ma
in Carnatic music. Similarly, a 42 cyclic cents interval had been
proved to exist between certain prolonged notes in:four cases, He
demonstrated the variations by playing on the violin some of the
ragas.

8ri T. N. Swaminatha Pillai thanked Mr. C. S. Aiyar for his
lecture.

Tevaram

Sri Mudikondan Tevaram Swaminatha Aiyar, about 80 years of
age, then rendered some Tevarappadals explaining the circumstances
in which they were originally sung. He rendered Tiruthandakam
Nerisas and a few pans. He pointed out that owing to the beaut; :
of the Tamil pans, the Tevaram had been translated into Sanskrig
He also rendered some of these Sanskrit verses. )

Vidvan Swaminatha Pillai paying his respects to Sri Swami.
natha Aiyar said that despite his old age he was able to sing well
in & tenor voice.

Vidvan Mudikondan Venkatarama Aiyar said that Swaminathg
Aiyar was a great scholar in Sanskrit.

THE ELEVENTH DAY

31st December, 1953

The ten-day session of the Experts Committee of the 27th
conference of the Madras Music Academy concluded to-day at ¢
-P. 8. High School, Mylapore. e

VARADACHARIAR’S COMPOSITIONS

First, Vidvan M. D. Ramanathan who was introduced by Sri T

- V. Rajagopalan as a pupil of the late Varadachariar, rendered se] .
compositions of late Sri Tiger Varadachariar, He firgt, cang a taeet

varnam, Vandanamonarimchadi in Vachaspati in Aiq tala. He ng

-rendered Ehi manmathakoti, a padatana varnam, in Sriranjan; then
-and Adi tala. This is a sahitya of Sri Venkatachgls Sastri m’aga
. -music By Tiger Varadachariar on the occasion of the Vikramad.tto
-Day ocelebrations. After rendering the pada varmgm Elanevg ‘"Yl&-

‘in Savers and Adi tala, he sang Nede Sudinamu, in Durber mi; i

-{ala) composed on the occasion of Mr. C. Rajag&p&la.chari’s vi,,ig m:
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Kalakshetra when he was the Governor-General. Vidvan Rama-
nathan was accompanied by Vidvan Kovai P. Ramachandriah on
the violin and Sri Vittal Aiyar on the mridangam.

Vidvan Swaminatha Pillai, in thanking Vidvan Ramanathan,
paid a tribute to the great abilities of Tiger Varadachariar as a
composer and as a teacher of music. It was from him, he said,
that he had learnt the art of teaching music when they were both at
the Annamalai University. He said that Vidvan Ramanathan had
rendered the compositions of Vidvan Tiger Varadachariar in the
manner and style of the composer.

CONCLUDING FUNCTION

Vidvan T. N. Swaminatha Pillai, President of the Conference,
said that the Conference this year had turned out substantial work
and had arrangcd for several demonstrations, the most important of
them being the Bhagavatamela of Melattur, Ashtapad is, Katha-
kali padams, Tevaram, Thiruppavai, and the singing of Pallavi.
There was also the reading of several papers. The holding of
competitions, he pointed out, had evoked great interest among the
public and the standard exhibited was of & high order.

Vidvan Palladam Sanjiva Rao said that the deliberations of
the Experts Committee had been of great benefit to the vidvans
and the vidyarthis.

‘Mr. K. V. Krishnaswami Aiyar, President of the Academy,
garlanded Vidvan Swaminatha Pillai. :

Mr. T. V. Subba Rao, Vice- President, thanked Vidvan Swami-
nathe Pillai for having ably conducted the proceedings of the
Conference. He thanked the several vidvans and scholars who took
part in the Experts’ Committee meetings by reading papers and
giving demonstrations and special recitals, ‘particularly the delegates
from outside Madras, Dr. Narayana Menon of New Delhi, Mr. John
R. Marr of London, Mr. D. T. Joshi of Lucknow, Vidvan Venkata-
narayanacharlu of Guntur, Vidvan Venkatakrishna Bhaghavatar
of Palghat, Vidvan A. Balasubramania Bhaghavatar of Kallidaiku-
richi and Vidvans Balu Bhagavatar and Subbier of Melattur.
He thanked the scouts of the Dhanvantari and Subramania
Groups and the management of the P. 8. High School and the Rasika
Ranjani Sabha, and the All India Radio for their co-operation. He
said that the Academy owed a great deal to the Press.

With the singing of Mangalam by Srimatis Lalita and Vimala,
the meeting concluded. :
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There was @ group photo of the Vidvang who took ;
discussions and the concerts and the member; iy m.‘.’“
Committee.  of the Exe_l ve

THE MEMBERS' DAY

1st January, 1954

The Members’ Day of the Music Academy

Was ob ‘
R. R. Sabha Hall, Mylapore, on lst January ’54, wze:";':d ab m
ecephion

was accorded to Vidvan Tiruppampuram N, . )
President of the Conference a,nI(’i HI:)n’ble b;riswamm“ha Pillai,,
Minister for Education, Government of Madras,
Sadas.

" After light refreshments, there wag a Pro
the children of the members of the Academy.

THE SADAS
The title of ‘‘ Sangita Kalanidhi,” was con
Vidvan Tiruppamburam N. Swaminatha Pillai,
yesr’s Conference, at a Sadas held on the New Yo,

C. Subrahmanyam
President of the

gramme of muygje by

fened on Singita
President, of hiq

ar’s d
auspices of the Academy at the Sri Sundareswarar ﬁa:l‘y;l“dﬂ’ the.

Ma. €. Subbassaniam, Minister for Eduoation, prosided Ylapore,
Afver invocation, Mr. C. K. Venkatanarasimhan =
convoked the Sadas and Sangita Kalanidhj T, V. Subin XoIy;
comnd My. Subramaniam and the musicians and mugio lovR'? wel..
constituted the Sadas. ers who
- Bangits Kalanidhi Mudikondan Venkatar,
to the gathering the recipient of the title, Vig

Pillai and read the citation.

ma Aiyar pregented
van T. N, Swaminaths,

v,
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THE CITATION

Born in 1900 at Tiruppamburam, in the Tanjore District, asg
eldest son of Nataraja Sundaram Pillai who was & disciple of

* Sathanur Panchanatha Iyer of the sishya parampara of Muthuswami

Dikshitar. From his childhood he was trained by his father and
at the early age of 12, began giving recitals in Vocal Music. He
also learnt Violin under Palani Ramaswami Iyer. But liking the
Flute and finding that it suited him more, he mastered the ingtru-
ment by ardent practice. He came under the influence of great
Vidvans like Konerirajapuram Vaidyanatha Iyer, Ramnad Srinivasa
Iyengar and Kanchipuram Nayana Pillai. He has been honoured
by the Samsthanams of Mysore, Seithur and Pudukkottah. He
was at the Annamalai University College of Music for four years
and was its head for 2 years. He has been Professor at the Central
College of Karnatic Musie, for the past 4 years. With an extensive
repertoire he stands in the front rank of distinguished musicians.

The president of the Sadas, Mr. Subramaniam, conferred 6n Sri
Swaminatha Pillai the title of “ Sangita Kalanidhi ” and as a token

_thereof handed over to him the Birudupatra and Insignia.

Sangita Kalanidhi Karaikudi Sambasiva Aiyar felicitated Sri

| Swaminatha Pillai and ssid that he richly deserved the title con-

ferred on bim. Mr. K. Chandrasekharan, Vidvan G.N. Balasubra-
maniam and Mr. M. Subbaraya Aiyar also offered their felicitations:
$o Mr. Swaminatha Pillai.

" Replying suitably, Sangita Kalanidhi T. N. Swaminatha Pillai
gaid that he would strive his best to deserve the honour conferred
upon him and devote hig life to the service of the art.

AWARD OF PRIZES TO THE
WINNERS IN THE GOMPETITIONS
Sri Subrahmaniyam then awarded prizes to those who had come

out successful in the various competitions held by the Academy
during the €onference. The following is the list of the winners

and swards.
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Award of Diplomas to College Students

Mr. T. V. Subba Rao presented the successful students of the
Teachers’ College of Music conducted by the Academy and Mr
Subrahmanyam awarded to them their certificates. .

President’s Speech

Mr. Subrabmanyam offered his felicitations to Vidvan Swami.
natha Pillai and welcomed him to the ranks of Sangita Kala.
nidhis. ' ’

Having heard about the old masters of the art and having
listened to the music of famous Vidvans of the present day, the
Minister said, he felt that progress had been made both in the
technique and in the rendering of music in South India, Musiciang
rendered the songs with feeling and devotion and were able to touch
the responding cord in the hearts of their listeners. The art of musie
was no longer the preserve of a select few. It had becomé the
property of the masses. In that process there was a tendency for
standards to fall. It was the duty of organisations like the Academy
and the Vidvans to keep up the standards and also 4o enable the
masses to enjoy really high-class music. The radio wag taking steps
to popularise classieal music. Films and gramophones could also
help in that direction. : o :

Mr. K. Balasubrahmanya Aiyar proposed a vote of thanks,

MICROTONAL VARIATIONS
C. S. AYYar

Reference was made by C. 8. Ayyar to his 2nd scientific paper
on the subject of Microtonal Variations in Carnatic Music which
appeared in ¢ Current Science ’ of February, 1953 by a study of the

second set of oscillograph records by a physicist, which confirms the

results of 1st paper of August, 1949 (also reprinted in the Music
Academy Journal of 1949). o

They are that the Andolika gamaka of Saveri ri and da are from
R.F. 25/24 to R.F. 16/15, and R.F. 25/16 to R.F. 8/5, respectively.
(i.e., between svaras arising at 1/25th & 1/16th aliquot parts of a
stretched wire tuned to Sa and Pa respectively.)—the variation
being 42 cyclic cents in both cases. Further, the Andolika gamakas
of Mahdyamavati Ri and Begada Da are from R.F. 10/9 to R.F.8/7
and R.F. 5/3 to R.F. 12/7 respectively, (i.e., between svaras arising
at 1/10th and 1/8th aliquot parts of a stretched wire tuned to Sa and
Pa respectively), the variation being 49 cyclic cents in both cases.
Again, the gamaka of Thodi ga is from R.F. 10/9 to R.F. 7/6, the
variation here being R.F. 21/20, the septimal semitone (i.e., from
the svara arising at the 1/10th to 1/7th of a stretched wire tuned
to Sa).

Reference was also made to the beauty of the fretting of the
gsouth Indian Veena in hard wax. The 2nd, 3rd, 4th and 5th
partials represented by R.Fs. 2, 3/2, 4/3, and 5/4 and 5/3 in the last
case respectively in mid-octave (i.e., the octave, the true 5th, the
true 4th, the major third and the major sixth, in European nomen-
clature are obtainable from Sa, Ma and Pa on the veena strings. The
5th partial of Antaragandhara R.F.5/4 is represented R.F. 25/16
and 25/24 obtainable at 1/25th aliquot part of Pa and Sa respectively
It is from these R.F's that the gamakas in Saveri da and ri start.
R.Fs. 8/6 da and 6/5 ga are obtainable only on the shadja string and
panchama string respe-(;tively on the Veena.

There are six intervals of 42 cyclic cents and six intervals of 49
cyclic centsin the octave. These variations give a better explana-
tion of the so-called srutis of the carnatic music, being rises or drops
in pitch from prolongable svaras, than the R.F. 81/80 the comma
difference enunciated by Fox Strangways existing between the just

7
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and pythogorean i.ntonation, suggested by him for the 10 srutis, bein
too small to explain our gamakas, or consonance with the dro;m g

An important theory is developed from th ;
results. Besides the rise and drop I();anversion) ZfStgé);a?Z/;h:,nzb?e
known in European major and minor chords from Sa, Pa and 1\{[4
(suddhamadhyama), a similar rise and drop by R.F. %’ in a dditi —
can safely be stated to exist from Sa, Pa and Ma in Carnatic ml l?l.lf
five such instances of the latter have been noticed at the le?m ’
Similarly a 42 cyclic cents interval has been proved to exist be: oo
certain prolongable notes in four cases, The other two are j ween
pratimadhyama region and require investigation, 0 the

MICROTONAL VARIATIONS IN FREQUENCIES
IN KARNATIC MUSIC-11

Reprinted from < Curr. Sci.”” Feb., 1953, 22, 39-40

The present note gives the results of measurements made on the
oscillograph records 12, 13 and 15 which confirm, in & general way,
my previous observations! The measurements were made with a
Hilger travelling”microscope reading to one-thousandth of a milli-
metre. The procedure was to take the scale readings for every five
waves, first on the raga curve and then on the curve for the time-
base-vibrator and compare the frequencies from the values of the
wavelength. This ensured elimination of errors due to mechanical
defects involved in the process of recording, and also enabled one to
know the exact instant when changes in the frequency took place
and the duration for which such changes persisted.

The results are shown by the plot of these curves 12, 13 and 15.
They are deduced from a second set of records taken after retuning
the violin. (To understand the curves, please read from right to

left).
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No. 12, Begada ‘ Da’ (Repeat of Record No. 5) wag played on
the Pa string, the frequency of the retuned open string"having been
found as 604 + 1-5. The continuous curve represents the variations
in this note, Da. It starts with 603 c/s., rises to 691, drops to 661
rises again to 686 and finally drops to 603. At the time of the;
experiment, it was noted ‘‘ phrase probably repeated twice.” This
is clearly confirmed by the second rise from 603 to 664 when the
camera was shut off. The variation in Da is from R.F. 5/3 to 12/7
(689 c/fs.), Pa being 3/2, confirming the existence of the q\larter-tom;
36/35 in Karnatic Music. ‘

Curve 13 was the play of Saveri ‘i’ This waga repeat of
Record 7, which was not originally measured owing to some
extraneous disturbance which had produced violent distortions as
noticed in the Report of the Director, National Physical Laborato
London. This pote was played on the Sa string and the c“:g;
should be read against the scale 400 to 480. Tt starts at 403 o s
rises up to 411, shoots up to 425, drops to 411 and goes up to 426
twice. This fairly confirms the variation (gamaka) of ;i from
R.F. 25/24 to 16/15 (430 ¢/s.), suggested by analogy in refert;nce t
the variation in Saveri ‘da.’! 0

Record 15 was the first play of . Thodi < ge,” also played on g,
string. 1t is appatent from the plotted curve (15) that the note 1
il gamaka, varying from 457 to 477 cfs., ie., from g point a,be is
R.F. 10/9 to R.F. 7/6 (470 c¢/s.), and a little beyond, Sa bein o;r(?
the veena technique of the note would lead ys t0 postulate .g 5
from R.F. 10/9 to 7/6. ‘ it as

The records were analysed for me on the neyw

Physics Laboratory of the Mahakoshal Maha"’idyala,ya, asi8, in the

p Jabalpur.
. 8. \ !
January 5, 1953. AYYAB-V

1. Curt. Sci., Aug. 1949, 18, No. 8, p. 272, et ;eq., and
’ S. Ayym-. .
N.B. ' Capital letters for notes refer to the Di -

 the smadl letters, for the other 5 frets or keys in the octave

Fig. 1. Frequency variation in Karnatic Music; notes :

. (12), Begada Da ; (13), Savers ri; (16), Thod g

atonic scale, ang
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¢ VACHAMAGOCHARA ' AND ¢ BANTURITI'
BY
T. V. SusBa Rao

The Kirtanas of Thyagaraja are a class by themselves. They
are an integration of many things of beauty in poetry, painting,
life, religion, and philosophy with music of unspeakable charm.
They are worth a most careful study from every one of these points
of view. The experience gained thereby will enrich our life beyond
measure. On this occasion let me choose for study two Kirtanas,
‘ Vachamagochara’ and ‘ Banturiti,” whose ragas or supposed ragas
are set down in the agenda for discussion of lakshanas.

" Tt is necessary to understand the text or the purport of each
song before we proceed to appreciate the beauties in them. Taking
¢ Vachamagochara ’ at first, the purport may be given as follows:
¢ Words cannot describe the greatness of Rama. He brought down
Maricha and cut off the head of the other. On a later occasion
knowing the mind of Sita he sent an arrow to sever the tail of the
chamari deer. The bashful and sensitive creature interposed its
neck to receive the shot and save its honour. With quick percep-
tion, the Protector of the meek and gentle sent a swifter dart to
over-take and destroy the earlier one and saved the life of the deer.

In the translation the suggestive beauties of the original are
lost. Ideas of high poetic excellence are well implied in the song.
The power and mercy of Rama the divine, and Rama the perfect man
are described with vigour and charm. The anupallavi contains an
instance of ruthless destruction of evil by the youthfvl prince when
he protected the sacrifice of Visvamitra. Marich who had been
defiling the Yajna was floored and Subahu, the accomplice was

killed.

The charana presents a very charming and picturesque scene
which might well excite the envy of master painters. It was a cool
evening calm and serene. Rama and Sita were alone enjoying the
prospect around. Lakshmana had perhaps gone to fetch fruits and
herbs and water from the spring. The divine pair were perhaps
happily fancying that an hour of such peace and communion in
gylvan surroundings was worth an age of kingly pomp with all its
cares and anxieties. It was no banishment they suffered. It was
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for them, indeed, a prolonged honeymoon. Rama was no doubt
inwardly rejoicing at the resolve of Sita to accompany him to th
forest. In sweet musing thus absorbed they saw a fine chamari dee:-
burst into their view. Sita cast a longing look upon its luxuriant
tail. Rama understood her mind and to gratify her wish sent an
arrow to sever the tail. The poor animal with a piteous look
interposed its neck to receive the shot to save its honour at the cost
of life. Rama saw its dilemma, sent a swifter arrow to destroy the
first and thus saved the life and honour of the bashful ereaturey

A world of ideas is concealed in the small compass of the cha,
ana. Rama the terrible for enemies, was ajl mercy for the supplica, 1‘;
He was bhayakrit as well as bhayanasana. 1t made no diﬂ'erenceni;(;
Him whether he who surrendered was a powerful foe or an humbl,
deer. Protection and mercy were rendered to all who sought th, e
of Him. Sita who loved to possess the hair of the animal way l:m:
displaying the weakness common to her sex, a touch of nature th:t,
makes the whole world kin. The deer could be ag shy and sensitj
of honour as the noblest-born damsel. Did the deer stray from 1'\;:
northern haunts to seek to behold the divine Parents ? Djd l't
stretch its neck to offer sacrifice to the divine Mother ? Or was {t
only anxious to save its honour ? Loss of hair for it wag not onll )
the worst disfigurement but indeed an outrage upon its sex even y
the slipping of woman’s garment. The more the sahitya is canv. .
sed the more ideas will it yield. The songs of Tyagaraja are mf;s-
of suggestive thoughts of high poetic beauty and moral gra,ndeme
Even words and expressions of address which appear detached hal:rr.
in reality & purposive correlation with the tenor of the son :
Ganalola used as address to Rama would imply that a sangita rs,sikg.
such as He was, would, as in the view of Shakespeare be too full af"
the milk of human kindness to be cruel to the deer. The so N
presents the quintessence of the Ramayana and other sacred writinng
of our religion whieh proclaim that the Lord is terror and death
the wicked and Protector and Saviour of the good and the help), to
Rama is the supreme saranagata rakshaka. The second E "y
¢ Banturiti,” is a brilliant example of sustained metaphor a.boung?g’
in lyrical feeling. Its purport is as follows: ¢ May you grant that
I serve you as your retainer and servant. I shall then be able :o
overpower the six foes of man, Kama etc. My coat of mail shall be
the hair raising thrill of joy. Ramabhakii shall be my seal of off
and Ramanama shall be my trusted sword. Thege shal] h:
become as youy devoted aid.de.camp. : o
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The song teaches that the best way to suppress the evils that
constantly beset us is through devotion to Rama. Be an avowed
servant of His. Wear the insignia of Bhakti. TLet his name be
your weapon and the happy feeling of love be your armour. You
shall conquer your real enemies the arishadvarga and triumph.

This piece equally reveals Tyagaraja as a poet of high imagi-
nation and as a prophet of practical philosophy in prescribing
Ramanama as the surest remedy for all ills and evils. In this
respect he was following Purandaradas who in the song ‘ Ninyako'
proclaimed that neither the Lord nor his image was necessary for
vs. The power of his name was enough by itself to save us from all
gins, By much more than a century he was anticipating Mahatma
Gandhi who used the charm of the Great Name with miraculous
effect in transforming the p'athetiO content of India’s masses into

heroie urge for freedom.

The raga of the first song, ¢ Vachamagochara,” is commenly
stated as Kaikavasi. There two versions of this raga, one which
makes dhaivata completely varja and another which uses
ghatsruti dhaivata only in the arobha. In the former version
‘whether considered as Janya of Simhendramadhyama or Nitimati,
the raga of the piece presents no difficulty. The sancharas are all
plain sailing. It is in the version that includes shatsruti dhaivata
that complications arise. In the latter case the raga has to be
treated as being derived from Nitimati with aroha as sampurna and
avaroha as shadava with dhaivata as varja. The awkwardness of
rendering shatsruti dhaivata with succeeding kakali nishada has led
to its omission with the result that the raga has come to be regard-
ed as shadava-shadava. The total omission of the dhaivata for the
simple reason of supposed vivadi dosha cannot be justified. Should
this reason hold good, even ragas like Nata will disappear or change
form and identity. In fact out of the 72 melas which form the
foundation of modern Carnatic music, 40 melas will have to be con-
demned if objection on the ground of supposed vivadi dosha should
be deemed valid. No lover of music well initiated into the technique
of it will ever agree to their elimination. Moreover the great
composers have adopted most of these scales for their compositions
and it will be a calamity if they are allowed to go into disuse. For
negotiating the alleged vivadi notes there are rules which all the
master composers have respected and if their example is followed
there will be no disagreeableness. It may be observed here that the
notes by themselves have no discordant effect. Their consecutive
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use . followed by the succeeding note under certain c_ircumsﬁa.nces
may not be pleasing.

Of the vivadi svaras the lower notes are the suddha rishabha
and suddha gandhara in the lower tetrachord and suddha dhaivata,
and suddha nishada in the upper tetrachord. The higher notes are
shatsruti rishabha and antara gandhara in the lower tetrachord and
shatsruti dhaivata and kakali nishada in the upper tetrachord.
Subbarama Dikshitar sounds a caution that the vivadi notes should
be used most cunningly. The rules as gathered by analysis of com-
positions of renowned Vaggeyakaras appear to be that the higher
vivadi notes may be used in the ascent regularly with the following
madhyama or tara shadja as the case may be and that the lower
notes in the descent followed by panchama or shadja as the cage
may be. The use of the vivadi notes in the syid manner, however,
should not be frequent. The higher notes in the ascent if used at
all should be by a stress, and the lower notes in the descent by the
grace of glide. 'The device of langhana characteristic of the laksha-
an of alpatva should be freely employed, so that only one of the two
offending notes may ordinarily be used. The most outstanding of
the Vivadi melas is the first ghana raga Nata. A study of it ag*
revealed in the famous pancharatna, ¢ Jaganandakaraka’ is illumi-
pating. It is a sampurna raga at least in the ascent. The prayoga
d n s is permissible. Tyagaraja in the said pancharatna uses d ns a
the start and then omits it altogether as if to suggest that the sé.id
usage though not improper should be limited in the interests of ran.
jakatva and that ordinarily the raga should proceed only as
sgmpneand snpmrs. Tnsancharas where shatsruti dhaivata
oceurs, the prayogas should be sndn and never sn d p. Even
in sndn the shatstruti occurs but slightly. Such a phrase not
only eliminates the discordant effect but adds a plaintive touch to
the melody. When shatsruti rishabha occurs with antara gandhara
the usual way of negotiating the notes would seem to be s gmrs,
after the manner of negotiating the two nishadas in the raga Tilang
of the Hindusthani system. In the lower notes of each tetrachord
the prayogas in ascent would seem to be sr mand pds, TIn the
descent d and r come gliding from n and g respectively. As
in the case of higher notes, the lower notes may also be used ag
srgr and pdnd. The rules and prayogas enumerated above are
based on sound acuostic reason3 which no composer or singer can
afford to ignore. Unfortunately, however, some modern composers
have produced songs in the vivadi scales on the assumption that g
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raga based on the full scale should take -all the notes in full scale
should take all the notes in full and regular succession. This is a
total misconception. If ragas should have high emotioral content
they should ‘even when they are sampurna, incorporate extensively
vakra and varja sancharas. If this is the condition even in the
case of non vivadi meals, the justification for the cunning use of
vivadi svaras in the vivadi melas becomes stronger. The smaz-
ing skill of Tyagaraja in imparting high aesthetic charm to his
songs in Kharaharapriya and Harikamboji is an exception which
only proves the rule.

In the light of the foregoing observations it may not be
difficult to understand the correct use of the shatsruti dhaivata
in the song ‘ Vachamagochara.” The lower tetrachord presents no
problem. In the upper tetrachord the shatsruti dhaivata with
kakali nishada occurs only in the sanchara 8sndnp, The use of
the shatsruti dhaivata is occasional. Ordinarily pns and sn
ooour. The use of the shatsruti though occasional is necessary to
support the bhava of the song. Pain of mind and fear of dis-
honour of the animal are well reflected in the vivadi note which
aJso tends colour to the piteous appeal ‘of ‘the creature. In these
circumstances the correct name to give to the raga of the song
would be Nitirhati, & melody based on the 60th mela. It is
confasion 'regarding the proper scope for the use of the shaterusi
dhaivata that has resulted in the dropping of it altogether,
Perbaps it is this result that has changed the'name of the melolly
to kaikavasi. The traditional usages that take in shateruti dhai.
vata, however, slight, establish beyond doubt that the true name
of the mould is Nitimati.

The swme principles apply to the melody of ‘ Banturiti.’
There is no dispute about the name of the raga. The only -ques-
tion is whether shatsruti dhaivata ocours in it. It is nervousness
in the use of that note that chooses to omit it. The proper
tradition ‘does admit the shatsruti note but in the seme linrited
and delicate manner as in the song ‘ Vachamagocharan.’

Tn conclusion the discussion may be summed up into.a simple
rule of thumb as follows: In ‘the Vivadi melas avoid ‘sud@hn
gandhara and suddha nishada in regular ascent and whatsruti
dhaivata and antara ‘gandhara in regular descent. The usage of
srmpdsin the first mela and s npmr s in the 36th melaform the .

‘0 help the musicians to skeer olear of -the rocks wnil'shoals
of &lisword :n their voyege:on vhe seas of melody wndl harmony.
8 ,



PALLAVI SESHAYYAR (1846-1908)

ProFr. P. SaMBAMURTI

Amongst the composers who have enriched the music of the
post-Tyagaraja period, Pallavi Seshayyar occupies a Prominent
place. He belongs to Tyagaraja’s sishya parampara. His father
Neykkarappatti Subbayyar was a direct disciple of Tyagaraja
Neykkarapatti is a village in the Salem District. Pallavi Sesha; ]a.r'
was a Telugu Brahman and belonged to the Muriginadu sect, nyo
this sect belongs the great composer Tyagaraja. Pallavi Sesh;,yya,r
was a lakshana-lakshya vidvan and a versatile composer. He hag
composed Kritis, pada varnas and tillanas. His Kritis are brimful
of raga bhava. His tillanas in Kanada, Kapi, Vaganta and
Dhanyasi ragas are splendid compositions. All his compositions
are in Telugu. :

Pallavi Seshavyar became proficient in music early in his life
He learnt Tyagaraja’s compositions from his own father H.
specialised in Pallavi singing. He was able to handle even in-f:ficatz
pallavis with perfect ease. He was endowed with an QXtré‘ordina
creative faculty. He was able to sing even minor ragas for ho 4
together. Once in the music festival conducted by Timv%ﬁ“r.s
Tyagayyar in Madras, he sang the Dhanyasi raga and Pa‘naviyfur
8 hours. On another occasion he sang the Gaulipantu rg - for
3 hours. The audience on both these occasiong consisted of Sin ,:r
Vidvans. These are glorious records and these achievementg hg‘ &
passed into musical history. He had also the capacity to ave
Kalpana jatis. After singing Kalpana svaras to the chosen £ sing
he used to delight his audiences by singing jatis extempore. eme,

Pallavi Seheayyar was a devotee of Sri Rama. Hig
breathe the fragrance of bhakti. In his compositio
_ patural flow of music. Easy diction and sweet sounqd
a feature of his sabityas. The sangati in his Krit
another naturally. He is the first composer to com
Mallikavasanta raga.

compositions
ns we 860 g
ing words are
i8 succeed one
Pose a Kriti in

sgmpuos.sndpmgrs (Janya of Mays :
His compositions in Bhairavi, Purna shadjam, yG:n\;lia;:'gax.).
Kedaragaula, Sama, Khamas, Kedaram, Garuds dhvani. gl(l)dd hl,
. Y

Saveri, Hindusthan Behag, Subhapantuvarali ang Sha
_ are a8 suggestive as they are interesting.

~ Pallavi Seshayyar is a Svanama Mudrakara,
in the Mysore Samasthanam. One of his pro

mﬂkhapriya

. He was honoured
minent disaiples wag
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the late Sangita Vidvan Manathattai Duraisami Ayyar. Pallavi
Seshayyar has done yeoman service by rendering his compositions
in notation. He has also left a Manuscript containing the arohana
and avarohana of more than a thousand ragas. This Manuseript
also contains brief notes on some of the ragas.

The circumstances attending the composition of his Tillana in
Dhanyasi raga are interesting. Once he went to Mysore to sing in
the Royal presence. He could not easily get an opportunity to do
go. -One Friday evening, he went up the Chamundis Hill and stood .
in front of the big Bull en-route. In those days, there was no Motor
Road to go up the Hill and the Maharaja invariably ascended the
Hill through the pedestrian route. The Maharajah as usual went
he must be either a poet or & sangita vidvan. The Maharajah
asked him who he was and what made him come and stand there
all alone. Pallavi Seshayyar replied that he was a sangita vidvan
and had come all the way to Mysore to sing in the royal presence
and that his attempts to gain an opportunity to sing before His
Highness were not successful so far. Forthwith the Maharajah
invited him to come to the Palace the next day afternoon and issued
orders to that effect to the Darbar Bakshi. Pallavi Seshayyar
composed that night this Tillana in Dhanyasi raga and the sahitya
at the commencement of the Charana ‘* Bhumivelayu Somakulavara !
Syama bhupa Seshuni manavini vini Kamitarthamu losagi
kavumika kalyana guna dhira udhara” is self-explanatory. The
Maharajah listened to the Dhanyasi tillana brought as a gift to him
and appreciated the creative talents of the Vidvan. He heard his
concert subsequently and bestowed upon him special honours.

The Kapi raga that Pallavi Seshayyar has pictured to us in his
Tillana is the upanga type of Kapi raga taking the arohana and
avarohang srmpns.-sndnpmgrs,

Tt does not take the foreign notes, antara gandhara, suddha
dhaivata and Kakali nishada. Thus in the lakshya of Karnatic
music, we have three varieties of Kapi, firstly the pure Karnataka
Kapi immortalised by Kshetrayya in his Padas, by Tyagaraja in
Chutamurare (Nowka Charitram) and Syama Sastri in Akhilan.
desvari and other songs. Secondly, the upanga type of Kapi seen
which we see in Pallavi Seshayyar’s tillana and in the Kriti
Mana Mohana syamals Rama. Thirdly, there iz the bhashanga
type of Kapi made familiar to us in javalis like Vaddani ne. The
bhashanga type of Kapi is also known by the names, Hindusthani
Kapi, Desya Kapi and Misra Kapi. Tyagaraja did not compose
in Hindusthani Kapi but only in Karnataka Kapi.



GUSTAV HOLST'S « SAVITRI”

BY
DR, NaBaYANA MENON

In the field: of literature and art one often comes aCross 8 crea-
tive artist whose work bears the stamp of a culture far removed from
his own. The fascination for an alien life and thought often comes
through romantic misunderstanding if through the more obvious
lure of the exotic. Look at Yeats’s Indian poems. Look at even
Schopenhauer, von Hartmann, Deussen. Or, to go from the sublime
to the ridiculous, at least the near ridiculous, take the novels
of Pierre Loti. But there have been exceptions when g Poet or a
musician acquired a deep and real understanding of an alien culture
end felt compelled to express it in his own native idiom. Gustav
Holst was one such exception. The culture and the philosophy of
India have not only played an important part in Holst’s life and
thought ; they have even influenced the musical style of some of hig
‘- Indian > works,

Early in life Holst came across the Ramayana and the Maha.
hharata, The Bhagsvat Gita appealed to him in particular ; so did
the mysticism. of the Rig Veda: Soon much of the philogophy of
the Gita became a part of himself. Once his interest was rouge a
trapglations did not satisfy him and he set gbout the task ‘0 f leatnz
ing 8anskrit in earnest. The result was a number of works basec‘lv on
Indian themes: the opera Sila, the symphonic poem Ind,-a o
nipp solo Hymns from the Rig Veda, the Chamber opera Sagitr; the
fourteen choral Hymna from the Rig Veda, The Cloud Meses
for chorus and orchestra based on Kalidasa’s MeyhaM ,zs
Two. Eastern Pictures for women’s voices and harp—all ritten
between 1899 and 1912. Of these the Hymns from the Big .qua e
Savstri are the best known and the most successful. aa

Sagitri, written in 1908 is perhaps Holst’s firsb reslly eherante.
rigtia work. It is a work which combines grea besuty with an
impersanal regtraint. The words (Holst’s own) and. the mnsiq. m
ta grow together making each phrase sound inevitable. The ome:
hag, oply three obaracters—Savitri, Satyavan and Death, Holat's own,

dirsetions. ahout the performance of the work describe i, very. well

angd.are womth quoting. Savitri, he says, <is intented for parg
mange. in. the. open air, or else in a small building. When peubm
out of doors there shoyld be a long venus. or .path, throngh, » 3
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in the centre of the scene. When a curtain is used, it should be
raised beforq the. vaice of Degth js hasrd. (Thip is the opeping of
the opera). No curtain, however, is necessary. The orchestra
consists of two string quartets, a contra-bass, two flutes and an
English horn. There is also a hidden chorus of female voices. They
are to sing throughout to the sound ‘u’ in ‘sun.’ Conductor,
chorus and orchestra are to be invisible to the audience. If a
prelude is required, the composer suggests his < Hymn of the Travel-
lers’ from the Rig Veda for female voices and harp.”

The story is the well known episode from the Mahabharata.
Death, Yama, comes to claim Satyavan. As Satyavan sinks to the
ground, Savitri challenges Death, and Death, impressed with her
upflinching devotion, grants her any boon she may care to ask.

. “Very well.” ‘I shall agk for one. I ask for life. Give me life.”

But Death is puzzled. “ Why do you ask for life ? You have it
now.” ‘ Life is a path I would travel wherein flowers could spring
up around me,” says Savitri. ¢ Life is Communion ; each ong that
liveth, liveth for all. I want life in all its fulness, thine the song,
thine the path of flowers.” And Savitri replies, ‘‘ If Satyavan dies
my voice i3 mute, my feet may never travel the path. Then I shall be
but a dream, an image floating on the waters of memory. Satyavan
only can teach me the song, can open the gate to my path of flowers
the path of a woman’s life.” Death has no reply to this and restores
Satyavan to life. Savitri’s devotion triumphs.

The action of the opera is limited to the absolute minimum.
Savitri is a kind of chamber opera and it has all the restraint,
almost the severity of the most highly organised and integrated
chamber music. There are no concessions to popular taste. In fact
Holst flouts every operatic convention we know. As Professor
Gorald Abraham once said—*‘ Savitri is an opera for spiritual and
intellectual aristocrats, for such audiences as those that gathered at
the house of Giovanni Bardi, Count of Vernio, at the end of the

cinquecento.”



«« ORIENTAL INFLUENCE ON WESTERN MUSIC *

BY
Mr. JOHN MARR,
School of Oriental and African Studies, London University

In the course of the past few years, we in England have been
made increasingly conscious, not only of the wide field of Orienta]
Music and Art itself, but of the great debt that Western music owes
to the East. Several teams of dancers and musicians from Spain,
and, more recently, one from Yugoslavia, brought home clearly to
us the extent to which the music of both the Iberian Peninsula and
the Balkans has been steeped in oriental musical theory and practice.
In this short paper we hope to trace the extent of this cultura]
intermingling, confining our illustrations to samples of the folk
music of Spain and Greece, but at the same time surveying the
gubject in general.

As you will all know, Western music falls into the two broad
divisions of Art music and Folk music. In the former, we may
include both religious and secular music. As one might expect, Art
music in the West has, from time to time, concerned itself with
largely conscious adaptation of the oriental idiom. In Folk musjc
however, we see adaptation at what may be termed the unconseiou;
level, in part due to the pattern of historical events—particularly in
the Mediterranean area—to which some reference must be made in
due course.

First, however, permit us to say a few words about oriental
influence upon western Art music and musical instruments.

Though direct contact with the East may, for our purposes, be
said to have begun at the time of the Crusades, we do not find that
Western music itself was measurably affected by eastern ideas until
about the 18th century A. D. Paradoxically enough, until this time
Western music was, technically speaking, nearer to that of the
East in having a modal basis. This basis was, destroyed by the
advent of equal tgmperament, wherein the pitch of individual notes
in the scale is predetermined by mechanical means, and the intervalg
therefore, are of fixed amount. Instruments such as the Piano m&S:
be cited in this connexion. Microtones or srutis are consequently
of importance in acoustics rather than music. Even with the advent
of Polyphony in the middle ages, one feels that composers such as
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Josquin des Pres and Tallis were still thinking in modal terms.
The appearance of large orchestras separated Western music still
further from oriental practice, though it is interesting to note
that orchestras are mentioned in such early Tamil classics as
Cirupanarrupatai.

As you will doubtless know, Western music of the period prior
to the 17th or 18th centuries was predominantly liturgical, and
even such renowned names of the 18th century such as Bach or
Handel are very often remembered on account of such works as the
« 8t. Matthew Passion ’ and the ‘“ Messiah.” In Art music of this
period, then, eastern influence is indiscernable, but there is a
notable exception surviving to this day. With the Turkish expan-
sion into the Balkans in the 15th century and after—of which more
will be said later—the liturgical chant of the Orthodox Church came
more and more under near-eastern influence. The modes of Greek
chant are in themselves probably traceable to Jewish originals,
adapted in Byzantine times, but the distinctive yodelling voice-
technique heard in Greek liturgical chant, such as the Easter
« Khristos aneste,” owes more than a little to the music of Turkey,
where such a style of singing is commonly heard. Furthermore, the
modes of Orthodox chant are not confined—as are those of Western
plainchant—to cyeles of the Diatoic Major scale, that is to say, to
murchanas of Sankarabharanam. Unfortunately, I have been
unable to bring for youn an example of this fascinating music, but
several instances I have heard displayed quite clearly the scale with
fiat 2nd and 6th, your Mayamalavagaula. One particular example
I heard might have been written in the Raga Nadanamakriya—

srmgmpdn—ndpmgrsnsrg!

At an earlier period, a similar development in religious
chanting had taken place in Spain, where, under the tolerant rule
of the Moors, the Mozarabic rite of the Catholic church was evolved,
The distinctive, highly ornamented chant has largely disappeared,
and the rite only survives in Toledo, where the music used is of &
later date and inferior quality.

' In this connexion, two other features of Spanish religious
music may be of interest in being of undoubtedly eastern origin.
In Seville cathedral on great festival days, a group of six or more
choirboys execute dances with singing and clapping of castenets,
before the High Altar. Whether this custom was adopted from the
Moors or is a direct survival of the practice among the Jews and
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Phoénivians, (who hiave aleo left their mark on Spanish éulture), it
retnains a most interesting example of an oriental religious custom
surviving in the West. Another feature is the *‘Baeta,” an imprompsu
song analogous to your Viruttam sung without accompaninrent
during religious processions in Seville. Men or girls stop thte proces.
gion, and, in front of a particular statue, sing the most poignant
and elaborate melodies which, once heard, are an unforgettable
experience.

As early instances of the conscious adaptation of oriental idioms
into Western Art music may be cited the Turkish Rondo of Mozart,
and Gluck’s Iphigenia in Tauris (1779). Such instances are, perhaps,
no truer reflections of the real thing than the Regency fantasies of
Brighton Pavilion, but they were a beginning !

With the advent in the 19th century of what we call the
Romaritic period, music becomes more distinetively national, and
the foriegn idiom more -clearly ‘perceived. It is perhaps the Russian
composers who have used the oriental atmosphere most effectively
in their music. If for no other reason than that of geographival
proximity to the East, both in the Caucasus and in Central Asia,
they ‘were in-a 'position ‘to present a fairly faithful suggestion of the
Fastin thetr ‘music. Interest in things oriental wes, no doubt,
gtimulated by ‘the Turkestan compaigns of General Korelkov in the
1870’s shd the opening up of Bokhura and Samarkand. In Russian
music, Rimsky-Korsakov's ¢ Scheherazade ” is o noteworthy
example of the portrayal of the East in Western Art-music. Based
on the Arabian Nights, the work abounds in exotically-scored
passages for violin, woodwind and brass instruments. Supremely
oriental in feeling are the passages for woodwind in the second
Movement, which opens with a theme approximating to the raga
Natabhairavi—the scale with flat 3rd, 6th, and 7th Modern compo-
gers in Russia have continued: this trend, the emphasis being more
apecifically on folk-music. Khachaturian has employed the folk
tunes of his native Armenia very effectively. i

Before considering something of the manner.in which the Eagt
has influenced the development of Western musical instruments,
mention must be madeof the interesting way the French ¢ ottrposer
Débusey and his followers were affected by the thusic ‘of the gy
East. ‘'We find that Debussy profited by an‘exhibition in Paris of
Javaiiése musivians, snd wrote enthusiastically ¥bout the vhythmic
complexity of ‘their music. ft may 'be also-that Debungy waus mos
unaffected by their tonwl gystem in evolving irts ‘wholetone womle
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The principle is the same in either case, the division of the saptaka
or Qetave into a number of equal intervals, 5 in the Javanese
system, 6 in Debussy’s whole-tone scale. The latter may be
compared with the Karnatic 62nd melakarta Rishabhapriya if we
omit the pancamam. We find a succession of 6 whole tones, sa to
catussruti Ri, ri to antara Ga, ga to prati Ma. ma to suddha Dha.
dba to Kais'ika Ni, ni to sa. Such a scale may also be evovied a
semitone higher in our scale of C, and would then be based on
Natakapriya omitting shadjam. Though capable of much beautiful
music, this scale lacks variety, and is considered by some in the
West to have been pretty well worked over by its chief exponent.

- Let us now say something of the effect the East has had upon
Western musical instruments. Oriental influence here is more deep.
gested. As a general principle, it may be stated that a large
number of medieval instruments of all classes, i.e. percussion,
gtring and wind, were of direct Eastern origin, being probably
intsoduced by the Moors through Spain. From these instruments
ovalved a number in use at the present time. Space does not
permit of a complete consideration of this subject, but a mnmber of
ingtances in each clags may be cited.

1. Btruck or percussion instruments. The modern brass cymbels,
albs)g with number of other instruments used in military bands are of
Teirkish origin, and it may be convenient to treat of this partiewlar.
group first. Military bands of the 15th and 16th centuries eonsis-.

© ted latgely of kettledrums and trumpets, the former themselves having

been introduced into the West at the time of the crusades. In those
days, the kettledrum was called < Naker ’ in English, a corruption of
the Arabic word Naggarah. It was not until the 18th centwry that
melody-making instruments were adopted in military bands, and
avound 1800, the ¢ Janissary Music’ of the Turkish armies became
very popular in the West. This led to the adoption of the big denm,
triangle and cymbals. Even to-day, the best cymbals still come
fiom Turkey, and for the particular swagger of the Drum Major we
ate indebted to Janissary practice. Military bands on this Turkish
model, with fifes and oboes a8 melody-instruments were very popular
1; Austria-Hungary, Prussia, England and France around the end
of the 18th century.

Other percussion instruments such as the Spamish wooden
olapper known as Castanets, and the Tambourine were in vague in
the Xast in Biblical tires, and may well have spread westwards
from there. o o _

9
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.- II.  String instraments. Let us first consider a few: plucked:

instruments of this important group. One of the most. noteworthy.
of them is the Spanish Guitar, of which you are to hear a fow
examples shortly. Like the North Indian Sitar and the Arabic

Qitara, the word Guitar is traceable to the ancient Greek Kithars,..

Under the name of Chitarra, the Guitar was used in medieval Spain

in two forms, the larger of which had been introduced by the Moors..
This they had developed from the oriental Tambour. The smaller:

chitarra became the modern guitar. It is interesting® to note that,
in the 17th century, the Spanish guitar had five paired strings,
that is, ten in all. This may be compared with the violinist
T. Chowdayya’s adaptations for his instrument. In modern times the
guitar is fitted with six strings. In recent times, the instrument
has been greatly popularised in Europe by the virtuoso Andres
Segovia, of whose playing I hope to give you an illustration later.
The guitar is fretted.

An important group of string instruments in medieval times
was that of the Lute. The word itself is derived from the Arabic-
Alud—¢ the wooden instrument,” and the various types were all
fretted, and plucked with the fingers instead of with plectrum.
In its typical form with a separate neck and body, the Lute
entered Europe during the Moorish ascendency in Spain and the
crusading wars. It had a pearshaped body, no bridge, and 8ix
pairs of strings. -‘

- - Before passing on to bowed string instruments, we should
mention the Mandolin, popularly associated with Naples. Akin to
the Lute but smaller, the mandolin’s very name—and that of its
Greek counterpart the Pandur, are traceable philologically by an
interchange of consonants to the oriental Tambura. This name is
still used in Bulgaria, and, minus its frets, the instrument

h
become the principal Srutivadyam of Indian music. ee

Bowed string jnatruments emerged later in history than thoge
which are plucked. Chinese reference to the introduction of thﬁ
type of instrument from Tibet in the 7th or 8th century A.D, coupled
with the fact of the existence in India to this day of very primitive
types of bowed instruments such as the Ektar, lead one to suspect
that this technique originated in this country. How the'bo w
reached Europe is uncertain, but it -may well have been diffuseq

there by the trade route across the Arabian Sea. At g late;

date the Moors introduced it into Spain. One of the earliest

bowed instruments in Europe, and possibly an ap 0est0F of
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the violin was the Rebeck. This name was derived from the
Arabic word Rebab, an instrument still used from Morocco to Java.
Later developments were the Vihuela in Spain and the Viols in
England, the latter supreme in their class at the time of our First
Elizabeth. The violin itself did not appear until around 1600 A.D.
and, having no frets, bears a similar relation to the viol as does the
Gotuvadyam to the Vina.

III. Wind Instruments. As you will all know, these are
broadly classified as of the plain tube-type and the reed-blown types
In South India, the flute and the Nagasvaram are the two proto-
types of these. The transverse flute seems to have been of Chinese
origin, introduced into India in Buddhist times. Once there, its
playing aperture was bored at one end instead of in the middle, and
in its typical Indian form the Murali returned to China, and spread
thence westwards through Turkestan. In the 8th and 9th
centuries A.D. the Arabs introduced this instrument into Europe.

The parent of the modern Oboe in the West was the Shawm —
an instrument of the reed-blown type. Under the name of Zamr,
a similar instrament was popularized in the Muslim armies and, at
the time of the crusades, may have contributed something to the
development of such instruments in the West.

It appears probable that the Bagpipes were introduced into
England from Asia Minor in Roman times, but we can say that they
were popularized still further in Spain by the Arabs: The name for
this instrument in both Spanish and Polish—Gaita and Gajda—is
traceble to the Arabic Ghaita.

From what has been said so far, it will perhaps be evident
that, in the matter of Art music and musical instruments alone, the
West is greatly indebted to the East. It follows that oriental
influence has made itself felt in Western Folk music likewise. It
will be noticed that, in speaking of oriental influence in the West,
we have not discussed Jewish music. The great traditions of the
Jews as to music. were carried into Europe at the time of the
Dispersal and after, and it is & case of an Eastern people clinging
tenaciously to their own music rather than that of influence upon
western music at large. The Jewish impress on the West takes one
to the beginnings of the Christian church wherein inevitably Jewish
chanting traditions were carried into what became Plain-song and
Byzantine chant. Jewish composers such as Mendelssohn have
centributed much to the corpus of western music, but cast in the
typical western idiom.
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In speaking of folk music, it is natural that eastern influewes
shotld have been strongest in countries having direct contact wish
orient such as Spain and the Balkans, but it may be noted that the
word Morris in the Englishfolk dances: of that name is a corruption
of the word Moorish.

Let us turn first to the Balkans and hear some folk music fromi
Greece to illustrate the influence the East has had upon that region.
You will recall that that area was under the rule of Turkey for some
eenturies following the fall of Constantinople in A.D. 1453, and that
the Greek War of Independence—in which our poet Byron Played
a” part—was little more than century ago. This whole area, then,
fell under the near-eastern influence of Turkey, and this is reflgsted
in the folk songs of Greece, Bulgaria and Yugoslavia. Unrelited
racially to the Arabs, the Turks imparted a distinctive flavour of
their own to the near-eastern musical system they adopted, and
once heard, Turkish and Arabic music are easily recognized apart.
The former possesses a haunting, lilting quality, and we have
already alluded to the yodelling style of singing, During the
Turkish oocupation of their country, it was the Greek hill-bandits
or Klephts who kept the spirit of freedom alive with their
elaborately plaintive patriotic songs. Yet, ouriousty enough, it is
precisely these songs that show the greatest traces of Turkish
influence: Collections of Greek song have been published from. time
to time in recent years, but the subject of Greek music in general
has received inadequate attention in Europe at large as yet, .‘

The first example of Greek folk song I should like ¥ou to hear
is accompanied by an instrument analogous to the Shahnai or
Mukhavina in possessing a reed. You will notice that the time—
pattern of this music consists of seven beats, and ig comparable
with your Chaputala. Such syncopated time-measures are extromel
rare in Western classical music, but evenin our owp English foli

songs we have one in Khandachapu! This is an interesting confir
mation from western music of Professor Sambam )

urti’s
regarding the origin of the chaputalas. heory

[....e-eeev oo Manousakia ” record was payed hore:):

The following example provides an interestin illustrodion
the way in which Greek instrumental teehnique alsog:m. mﬂu‘:;:
by the east. The plucked instrument both im this a0d e
peoceding song is the lyre, which goes back, not to orientel, but ty
ancieat Gresk music—a subject outside our present. seope:  Yet, e
you will hear this too is played in an eastern mannay. The !ﬁ’ﬂw
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you are about to hear is in & triple time comparsble to your
Rupakatalam, and the lyré keeps this time by strumming three
quick beats and one long one of three counts. I have heard the
identical practice in Turkish musie itself.

[eeevieeetti... . Peribolo ” record was played].

You will doubtless have noticed that the voice-techique in
both these examples is more akin to eastern rather than western
singing.

Let us now listen to an example of what is called in the west
the ¢ Gipsy scale ”—that having a flat second and sixth, which you
know as the raga Mayamalavagula. This scale is found neither in
plainsong or in the general run of western music, save as &
conscious attempt at the oriental atmosphere such as Saint-Saens
¢ Samson et Dalilah.” In the folk music of the Balkans, however,
it is of frequent occurrence, and you will hear it on this record.
Here, the seventh alternates between a natural and a flat, i.e. the
pishada is kakali or kaisika, so both Mayamalavagaula and
Vakulabharanam occur. The latter is a very common “magam’’
melakarta—in Arabian music. Note that the violin plays in a
similar manner to that obtaining here, and the notes are * graced
or embellished as you employ gamaka. Such grace-notes were
formerly employed in western art-music, but the increasing use of
harmony and equal temperament rendered them impracticable : ’

[ceveereenvennnas Barus” record was played).

The last example of Greek folk song I should like you %o hear
is interesting in having a tonic drone clearly audible at the end of
the piece. Again: you will notice the embellishments te the

simple tune :
| (PO ‘“ Surtos ”’ record was played].

Permit me to illusttate for you some of the folk music of
Andalucia, in southern Spain. We have already seen that the
eastern impress was left here by the Moors. In the centuries of Arab
expansion after the death of Mubammad, his armies swept along the
North African coastline, occupied a large part of Spain’ dnd even
crossed into France. They reached as far as Tours, where they
were turned back by Charles Martel in 732 A.D, But Moorish

er remained consolidated in southern Spain until after the final
expulsion of the Moors from Granada by Ferdinand and Isabella in
3492 AD. For some five cénturies, the enlightened ru_l'é of the
ealiphs of Cordobs and 'Granada enriched the cultursl heritage of
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Spain, as those who have been fortunate enough to visit Andalucia
and see the Alhambra and the Cordoba mosque can fully testify:
Music was encouraged at the courts, and we read of a famous
composer of Baghdad, Ziryab, coming to Cordoba in the 9th
century and settling there to teach singing by very thorough
methods. In this connexion, may I quote you a passage from
J: B. Trend’s “ History of Spanish Music ” which may be of
interest by comparison with the method of music tuition here ?

« Aga teacher of singing, he divided his instruction into three
coarses, thythm, melody and ornamentation. The pupil had first
to pass certain tests, one of which was to sing a prolonged ‘ah’ on
all degrees of the scale. Then he began by learning the words and
metre: he spoke the words while he beat time with a tambourine,
marking the strong and the weak accents and the pace of different
movements, Then he was taught the melody in its simplest form
with no ornaments, and only when he could sing it perfectly was he
allowed to study the shakes, vocalizes, scale Ppassages and
appogiaturas with which the master embellished the song, and the
npuances he introduced to give it expression and charm.”

As you will soon hear, the importance of such graces or
gamakas has not waned in Folk music in Spain, and the eastern
preeminence of the vocal line or sung part over the accompanying
instruments i8 nowhere more clearly heard than in the folk music of
Andalucia. These songs are usually accompaniment for dances, a
number of which date from Moorish times, ’

Let us commence with two examples of the guitar, the supreme
gift of Spain to Western music. As in your alapanas, Spanish
guitarists and vocalists execute impromptu variations éelecting some
particular theme or succession of notes. The scale most common
in Spanish music of this type is the four flat scale, approximatin
to the Karnatic Hanumattodi and Hindusthani Bhairavi, By pla 4
ing down to the lower 6th or mandra dhaivatam, this scale Pe&piea}r’;
as Sana.rabharanam by Sruti bhedam, and alternation of these two
murchanas is sometimes found. In our first guitar record, you are
to hear some guitar variations played by a folk-music instrumenta.
list. It will perhaps give you a good idea of the instrument’s capa.-
bilities, affording comparison with your vina or sitar, Yc’lﬁ vlv’in
notice the variations of tone, now hard, now soft and roundeq. Al
of note are the beats made by striking the face of the bowl, ag Sitz,o
players do in North India. The harmonies of this type of mugje a r
quite distinctive, and Miss Victoria Kingsley, one of oyr leadi:;

g
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‘authorities on Spanish folk song, tells me that they are improvised
on the spot by the player, and strictly follow certain rules :—

(oonnns Record ““ Variaciones por Granadina’ was played.]

By way of contrast, you may be intested to hear an instance of
the modern art music of Spain which bases itself on folk tradition.
Again, the instrument is the guitar, played by the famous Segovia.
You will notice the Hanumattodi svaras very clearly in this piece,
and the tonal variations of the instrument. '

[eevvennn Record ¢ Danza ”’ by Torroba was played.]

This phenomenon of tonal variation is heard in vocal music aleo
and in the record you will shortly hear the singer passes from a hard
to a mellow tone of voice by turns. As with Greek music, the voice-
production is in accord with eastern practice. In this record, the
change of the Hanumattodi scale into the Sankarabharanam by
playing down to the lower sixth is clearly heard in the guitar
passages. This song is to accompany the Fandango, one of the most
popular of Andalusian dances dating back to Moorish times.

[overaren: Record ¢ Fandangas ""—Gracia de Triana was played.]

1 should like to play you two other examples of Spanish recita-

tive singing of this kind, wherein the impress of the East is seen at

its clearest. 1In the first, the four flat Hanumattodi predominates,

and in the second we seem to hear Sankarabharanam until the

middle, after which it alternates with the four flat scale. The style

of this latter piece is reminiscent of the religious songs for processions
we spoke of earlier.

| Records ¢ Peteneras and Caracoles ”’ were played.]

For our final illustration let us take a song accompanying the

« Bulerias,” & quick dance in triple time to the beat of handclaps

or castanets, In this record, four separate songs succeed one

another.
| P Record ¢ Bulerias del Molino * was played.]

In the foregoing, we have tried to show something of the East
upon the West in things musical. The melodic richness of Spanish
and Balkan music is a reflection of the cultures of the Moors and
the Turks which were carried into Europe in the 8th century and the
15th. The music of the West has, since the middle ages, occupied
;taelf more and more with harmonic development rather than growth
on the realms of thythm and melody. It may be that, in the increa-
singly dissonant or vivadi harmonies of ultra-modern composers in
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the West, we are acknowledging that Harmony in the true sense of
the word has been largely worked over. One would wish for a closer
study in the West both of oriental music itself and its derived tradi-
tions in Europe, and for a time when musicians in east and west have
a good knowledge of each other’s.systems, and the distinctive quali-
ties of each. A study of, say, the classical music of India by
western musicians coupled with acquaintance with the best of
European music on the part of vidvans here, might help to save
classical music in India from the increasing stranglehold of film
music. The west must share the blame for this, in having exported
ih cheaper kind of music to the East, but, in its turn, the east must
realise film music and western jazz for what they are, and in eschew.
ing both, bring about a resurrection of its great classical traditions,
We in the west must recapture our melodic traditions, which, Bave
in one or two corners of Europe, were lost in the flood tide of

harmonic development.
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MUSIC IN ANCIENT INDIAN DRAMA*

BY

Dr. V. RagHAVAN

IN BHARATA We have not only a treatise on drama more com-
plete than Aristotle, but an encyclopaedia of ancient Indian culture.
I have to restrain myself from the temptation to review the rich
contents of the 36 chapters of Bharata’s Naiyae Sastra and confine
myself to only one of the subjects of the book, music. Of the
ancient art of Indian music, there were earlier treatises but at
present they are no longer extant, and on the science of Indian
music itself, Bharata happens to be our earliest authority. I shall
deal here with an aspect of music in Bharata which is less known
and studied, the aspect in which the art comes to be handled by
Bharata as an embellishment and a necessary complement of Sans-
krit drama. The name Natya in Sanskrit comprehends both drama
and dance, though popular usage now appropriates Natya for dance,
and applies to drama the name of its leading variety, the Nataka.

" 1t is with reference to drama that this study of music is most
interesting, and indeed significant, for recently under the impact of
the Western stage and realistic acting, India has developed a new
madem stage, and except among research scholars or the common
country folk still delighting in the lingering forms of the traditional
drama, there is not likely to be any awareness of the intimate way
in which drama and music grew together in ancient India. All the
surviving forms of the indigenous drama are completely musical and
the differgnt details of this music and its practice in these plays will
all léaf: into & new significance when, as & result of a study like the
present, we see that their roots go deep to .Bharata, and the tradi-
tion of this mode of musical production of the drama has a long un-
broken continuity. This study will also reveal Sanskrit drama in a
pew dimension to the pure literary student of that branch of
Sanskrit literature, who rarely gets interested in it as an art pro-
duced on the stage, v :

To supplement Bharata’s text, we have’ the sidelights that
Sanskrit literature— the plays themselves, as well ag other works—

.. %A Legture delivered at the Royal India Pakistan Ceylon Society, London
(3 Victoria 8t 8.W.1,) and reproduced here with their permission from their
Journal ART & LETTERS, XXVIII-1, 1054, N ‘
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Bhanda-vadya or Tripushkara and there were also the Panava and
Dardura. Each group was called a Kutapa, the string-group, whivch
included the flute also, the taia-kutapa ; and the drum.group, the
Avanaddha-kutapa. Kulapa might have signified the rugs on which
the orchestras were seated, but Abhinavagupta suggests an idesl
etymology from the glow and brilliance that they imparted to the
stage. Like the flutist, the vocal singers also wat with the
string-group. Those that took part in the play constituted the vhird
Kutapa called Natya-kria. I am mentioning this abvious third gronp
to draw attention to significant data regarding the stage-artistes of
ancient'India. It is well known that both men and womien together
t(_)ok part in the enactment of plays but what is not so widely known
ia that, as borne out by the texts, the Kuttanimats for instance
there were dramatic troupes wholly composed of women artistes in
which even the male roles were played by women, and Damodara-
gupta makes the manager of the troupe pay a compliment to the
lady who rendered the part of the hero, King Udayana. Ag Tegards
the department of music, Bharata says that as.women’s voices were
endowed by nature with sweetness, they are to render the songs, and
men should put forth their vigour at the instruments (N. 8 xxxxs
466—8), this view of Bharata being endorsed by King Sudrhka alse
in his play. . N . 3
As T have indicated in my paper on the four Vrttis or dramatie
modes,” Sanskrit drama arose as part of the festival of Indra’sfl aé.
staff. A lot of ceremony and propitiatory acts marked itg i
ning and all this preliminary was referred to as P%fva"mnga, 1it?r ail v
the pre.performance acts. This Purva-ranga was done either slab:
rately or in a simple manner, Gitm or Suddha, and the gt,yle’ of it
renderings also varied according to the type of play that f°“0wéﬂ'
a love theme 'havin'g & de?icate set and a vigorous theme hayving 9:
vigorous set’ of preliminary _displa)'s, lalita and wddhaty, All the
items of the Purva-ranga were marked by ‘'music, instrumenta] op
yocal, aid dance and whilé Bharata himself gfveéfl’a' Targe b b,
of details regarding these songs and dances, the v\;o;k ‘\'o‘f Na. tﬁ;;és
vara, not yet recovered but quoted by -Abhinavagupts, devotes
great attention to these music-details of the elaborate Pﬁr?fﬁ-r&nga
Bharata, however, withi the sense of proportion characteriatic ‘oi‘
him, does nob fail to remark : One should not tarry oo lonig over
the music ‘and dence of the preliminary function . not only the
waiting spectators but the players themselves will feel tired, ,and
"3 Journal of Oriental Restarch, Madras, Vol. VII, pp. §lowg,
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and of instruments of percussion, the chief was the three-faced
artistes have to conserve their energies for the main show (v. 185-7).
This preliminary music is marked by ten stages each of which is
known by a specific name, and nine of which were out of the view
of the audience, being played from behind the curtain, and on this
score called external music or Bahir-gita, The first is the setting
up of the orchestra called Pratyakara and some note of this may be
taken for the bearing it has on the architecture of the ancient Indian
theatre. I would invite your attention here to my paper on the
subject' a summary of which together with my drawing of the
rectangular type of theatre was reproduced in one of the earliest
jssues of INDIAN ART AND LETTERS. The curtain ran between the
acting stage-space called Rangapitha and a portion behind it witha
raised platform at the centre called the head of the stage, Ranga-
sirsha ; on either side of this platform wer® the two entrances to
the green room. Now in between these two entrances are the musi-
cians to be set; Abhinavagupta adds that on one side is the leading
drum facing the east with the other drums on its sides ; on the other
side, facing each other are the vocalists tosit with the flutists and
lutists by their side. This arrangement of the instruments is Prat-
yahara, literally bringing together ; the musicians coming and
taking their seats is Avatarana. The third stage is Arambha, the
musicians adjusting the instruments among themselves ; the soun-
ding of the instruments in some set rhythms so that all of them
may hear is Asravana; then follows an interesting stage called
Vakira-pani in which pure rhythm-syllables, Sushka-aksharas were
played, and that ‘this is so is made plain by poet Ratnakara in his
Haravilasa, which poem is a mine of information to the student of
Bhiarata. Parighattane and Sanghotana are the trial playing, so to
say, on the strings; then the chief drum and the strings join to
play the Margasarita and the Asarita which has three varieties.
These bring on the main feature of the Purvaranga, the song of
praise to a God, and the bamboo representing the Flag-staff of
Indra, Jarjara; this stage is called Utthapane as it practically
opens the dramatic show. A number of set verses of prayer and
benediction for the successful conduct of the play are sung, the flo-
wer-offering or Pushpanjali is made, obeisances are made by the
stage-manager, Sutradhara, and dances are also gone through. By
reason of its propitiatory effect this section is called Nandi, the
delighter of the gods. You will appreciate this narration when I

4 Trivens, Madraa, Vol. v. B T
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t;ell you that Bharata’s text here is confusing, that later writers
like Visvanqtha, author of the Sahityadarpansa record .that the
elaborate Purva.-raqga was no longer alive, and that a ;lea;r view
of this is necessary to understand the meaning of almost the ﬁrstv
statement in any Sanskrit play: ¢ Nandyante tatah pravi’sati Sut-
radharah ”—'‘ and now at the end of the Nandi, the stage-manager
enters.” Also it will throw light on and help a proper understahdign "
of the] elaborate preliminaries which survive in some forms ogf
indigenous drama, e.g. the Purappadu of the Kathakali. Now

the point at which the texts of the dramas say « at th;
end . of the Nandi, enter the Sutradhara’ is called the door' or
opening of the show, Rangadvara. The verse of prayer or bene

diction that we usually find at the beginning of a Sanskrit Pla; i;
sung and rendered in gesticulation here. Later texts record tsl,mt'
the manager sings thegpropitiatory verse or prayer in the middle-
register, madhyama-svara. The main Sutradhara retires after this’
and one, partaking of his character and function, but referred to as
Sthapaka or promulgator of the play comes on, calls his assistant
or standby or the clown (Pariparsvika or Vidushaka) and»then his
wife (Grhini or Nati). The conversation with the former two consti

tutes the T'ri-gata, in the course of which the play and the a l:; .
and the occasion of the production are mentioned, and by refeu o
to the merits of the dramatist and his work, the inﬁerzst 0;9 ltllfe'
andience is roused (Prarocana): Usually when his wife is ¢ 11 de
the.Sthapaka Sutradhara asks her to sing a song on the seasonaI; ’
and this song of the Nati is for the infusif\g of ‘the propér a’t v
phere and the securing of a responsive state among thé’a.udién o
Rangaprasadana. It is at the end of this that by a dexterous de:?:;v
the opening act of the play proper is inducted and the two ref,ilre

The music of the drama proper. consists of songs and ins.trumenfal;
background. The songs are wholly those that come under what js—:
called Dhruva-gana. In & Sanskrit drama, you will havé 1oted
that the stage-directions are at the barest minimum. The rzader
makes out the situation, state of feeling, name and x.m.ture’ of Oh&-
racter, -his dress, appearance and oooasgion of a.ppeara.ﬁoe from thei
sidelights and significant references in the speeches and dialo . 8.
that follow. - When the play is mounted, whatever is to be mg:doy
ogb, having not been expressly stated by the dramatist uto be;T
sppplied by the songs. This, Bharata says, is thema'.in"ﬁ;noti'on ofu
these songs. (XXXII 375). These songs are called Dhruvas becanse ’
Abhinavagupta suggests, they stabilize 8o to say or form the ﬂm;
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basis of the production or their themes are of fixed significance.
They are of five kinds according to their place and specific function :
the first is the entrance Dhruva, Pravestki, which introduces the
character to come on the stage. Corresponding to it, is the exit-
Dhruva which communicates the departure of a character in the
middle or end of an act. The entrance-song is indeed the most im-
portant and applied even to the entry of the stage-manager and
others of the prologue and the Purvaranga and it had survived in
traditional practice to most recent times. In South Indian tradi-
tions of dance-drama, the name Dhruva survives in the form Daru
and there is no entry of a character without his or her appropriate
Patra-pravesa-daru being sung ; and the first appearances of charac-
ters with dance-sequences set to these entrance-compositions form
the highlights of the performances. In between the Dhruvas of
entry and exit, while characters are in action within a scene or act,
there are three Dhruvas, Prasadiki, Akshepiki and Aniara. Prasada
is to burnish or reinforce a mood already introduced ; the Dhruva
discharging this duty is Prasadiki. Akshepiki is the Dhruva for the
switch-on to a changed mood or situation. Antara is the .Dhruva
sung when a gap or mishap in the production has to be. covered
up, or when owing to the overpowering feeling, there is a tense
pause in the action, as when one is in deep grief, in loss of memory,
in sleep or has fallen down. : .

Before we decide some of the facts pertaining to this music of
the Dhruvas, it is necessary to make a brief reference to some of
the plays themselves where vestiges of Dhruvas are seen, for an
integration of theory and practice is required to bear out the preva-
fence and vogue of this which many of the rea ders of the plays natu.
rally miss. In the ‘ Anargharaghava of Murari sage Visvamitra, the
opening character, is announced by a Dhruva. In the lost political
play Devichandragupta, which I have reconstructed elsewhere,® the
oxit-dhruva of the hero Chandragupta in a state of feigned madness is
found. Rajasekhara, poet and critic, who enriches his plays with
learned references to principles of poetics and dramaturgy, has - put
in Dhruvas in his Balaramayana, Balabharata and Viddhasala-
bhanjika, and says regarding the use of the Dhruva : ¢ It announoceés
or explains the respective characters, delights the hearts of the

_ audience and establishes the emotional ~continuity.” In' his

Kuttanimata, Damodaragupta sets forth-the method of enacting

"8 Journal of the Banaras Hindu University. Vol. II, pp. 23-54, 307 and
tHie $oolal Play in Sanakrit, Indian' Institute'of Cultiite, Bengalore, - "'}
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the Ratnavali of King Harsha, and shows how the Dhruvss were
smployed. Above all, we hgve a unique Ms. of Act iv., the xﬁoét
emotional, of Kalidasals Vikr&morvasiya, 0 e
almost mad in his love-lorn state, which has o
cal edition, the version on which we have the
ments of Ranganatha. The purely literary
have been perplexed by this last mentioned
vasiya, and Pandit, Karmarkar and Keith
selves of judgments wholly oblivious of the rea] hature of the songs
here. Of course, the musical fittings in this version are late anq &ie
in the teshnique as it evolved in the Post-Bhargta period thmu"l',
Kohala and other writers. ug

The Dhruvas were not written by the poet himeelf; many of
them took the lead of the verses in the play and would appear
redundant, if seen from the wrong angle. In fact, my own I;;:a
about the peculiar prose-verse or Champu form of the Sanskrit
drama is that to an original prose text, song.vergeg were added
when the play was enacted ; taking the suggestion from these song.
verses or Dhruvas, the poets themselves began to ing ort, vwg.
wherever the emotion or idea reached a degree of Pointedness and
needed effective expresgion. In the great classical period, when the
prose-verse dramatio maaterbioces were produced, the stage-artistes
had their own composers who wrote the Dhmva-mugie, using the
poet’s contextual verses for guidance. The few cases cited above in
which we find the dramatists themselves inserting & stray Dhruva
are merely exceptions indulged in for novelty or to show the n, "
knowledge of stage-technique. i

These Dhruvas are remarkable for certai
always in Prakrit language, which on one hand
lar origin and on the other emphasizes thejr ada.ptability for musica]
treatment. Secondly: th.ey are a.lwa,yg symbolica’l’ e.g., the effal eirlt
aad pure sage Visvamitra is described in terms of the Sup . Chan%h-a.
gupta in terms of the Moon and his inimical surroundin,g and the
dark hint of bloodshed in terms of the red. evening sky ; ma 3 Purars
vas a8 & King of elephants restlessly roaming in the forest . bthe },wé
lady friends of Urvasi as two female swaps on the Ike, ; i
sets forth o brief list of images spitable to OOAT

different pategori
charapters for employment in Dhruva.composjtions'“ tegories of

. The evidence available is in favour of
as being eung by the musicians from pep
practice in the surviving traditions in the

depicting Pururayas
ome to us in its yusi-
equally precious com-
editors and historians
version of Vikramor-
ave all delivered them-

B features : i‘hej are

ind the curtain; the
conntry also points to

lights up thejr popu.

taking these Dhruvas
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i view actor himself, who had to identify
g&:ﬁ:ﬁxeﬁ:ﬁzﬁ?ﬁ sont:, was in the habit of joining in a
snatch or two of it. o

8o far as the literary aspect of the Dhruva-composition is con-
cerned, Bharata analyses the relation between m?tre and seyllabic
ality and sequence on the one hand and emotlon. on the. Otl.]er.
g‘i;e Dhruvas themselves are, according to their syllabx.c constitution,
called by different significant names. Vigorous or v101e?t hcharac-
ters should have the longer swollen met;res: the use of s ortsﬂ(:r
longs in suecession or their balanced aiternation are to be from the
point of view of emotional suggestiveness. The {&va.krshta. or drawn
out Dhruva is for situstions of sorrow and auffetmg ; & Dhruva of a
fast tempo is for situations of accidents, exclt.emen’t, wor'nder,
passion, horror, heroiem, and terror ; the soft Va.l:lety ina m‘d_dle
tempo is for scenes of love, entreaty, reca,p.ltiulatlon, and the lll;e.
Reveral other points of emotional syita,blhty are anal‘ysed_ l;v
Bharata, and he provides also for occasions of entries or e.xms wmki
out the related Dhruvas when the suddenness of action wou
rather not nesd the Dhruva (XXXII 351). ' .
i iti e Dhruvas have their two essential
" muslwdco'::; s;g;:;;nfh All the illustrative songs in ancient
GSPe‘ctS met':ez from Bharata down to Sarngadeva in the earlier
mu:’ lzntl:: ll)is chapters, are connected with dance and drama®. I‘n
s)fli;mta they were Jatis, in later writers, th‘e Ragas.. These' me!qdlc
modes were analysed with reference to theu" emotional sultab.lhty.
i tervals. notes and modes were all studied from the em?tlonal
T'he mt'ertv aa ,d schemes of harnessing different moulds for different
VleWP‘-‘:‘n si:;]ua.tions were formulated. The emotional values of
Qrame “:'e iven by Bharata thus: Ma and Pa are to predominate
?vp,r&; ac'liesgused in love and comedy ; Sa g.nd Ri in those for the
hecolt othe wonderful and the terrible; Ga and Ni in pathos; and
herouf, the loathsome and the fearful. Of the Jatis, Shadjodi-
%ham::ﬁ and Shadjamadhyama are to be employed for’ love anfi
- Arshabhi and Shadji for the heroic, the wonderful and the terri-
iy rsso on. A larger analysis of music is also given with refe-
be mw the 'ﬁve junctures through which the plot of the play
rem‘m from inception to denvuement: In the opening Madh-
;’:ns-gram'; the Shadja-grame in the progression; the Sacdharite

i g a-music ia seen upto recent times yvhen weo
d?fula'f;l;e ol;n ail)}g:ece(AO{). %%"2’3—-35) ‘eiting the Darus of plays to illustrate
ﬂa:ﬂ desoribe Rogee, in his Sangita Spramrta . '
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in the development ; Kaisika-madhyama in-the paige - T gty -
in the conclusion. The relation bet);veen Raga :ntlll"s%:d:: ‘iiblf{'afmk&
worked out by Matanga and Kasyapa: To illustrate withurthgr
stray applications : Matanga says: Of the Bhinna clasg of Rsome
Bhinna Shadja is useful for the entry of a hero proceedi agas,
hunt ; of the Gauda group, Gauda Panchama in separation olfn]g' one
of the Vesaras, Sauviraka is good for gnietude and scenes of- o
and sages; of the Sadharana Ragas, Bhammana Pancha, ecluses
fatigue en route or in forests. The lost treatise of 'Kgma 'f?r
replete with further intricate schemes on this subject ; a fewsya.pa; s
examples from the extensive citation made by Abhi;mva' un:nd,o.m
suffice to show the extent of Kasyapa’s analysis: When ninp- &-,‘?m
follows anxious thought, Malavi followed by Gurjari js }:1;111110-,3:
Andhali may be employed when intoxication waxes: ‘-.whee pful;
character is indulging in the comie, Gandhara 'Pancha.’ma- : ,1adl°f'
cogitation, as distinct from a gentleman’s, may be pmperl’ };a e
up by Malava Panchama. Nanyadeva, in his Bharatabhzhacked
which only a single corrupt Ms. is known, gives the Raga, Tslz o of
Rasa for every Dhruva-metre in Bbarata.. When the ;x.nda 'and
relation of melody and emotional effect is granted, the art; t:mﬂb,le
deduce their schemes. The very name Raga has'.an e:; :‘may
significance ; Matanga suggests that Jatis are so;oa,lléd' l—?emn“!
etymologically they are productive of moods. It is wejf. k_cause
that a class of Ragas, in the classical period, wag kn' nown
Kriyanga ; and the name is explained in the music treatises o 88
ring to the dramatic use of these modes for emotional sit,as r.ef-e.'-'T
exhilaration, sorrow and so on. The practice of making" shch‘!ttlogq,
use of Ragas in dramas was so well settled that Kalidaga ohled
it in his Kumarasambhava when he makes the divine coy 1 !
with their presence a dramatic performance done b}', fhep e grace
damsels in honour of their marriage, and Ananda.vérdh celesh'a.l
critic, presses the emotional suggestiveness of Raga more tzna'" .th‘?
in support of his argument for the acceptance of the com 20 ones
principle of suggestion. : p;ehqu_,ye

a refers to

Bharata gives some further instructions o
.rendering these Dhruve-songs for the drama : A:sn tl::i: ::eb-h?d ?f
fmportant, musiocal embeéllishments should not be resorted t:?‘;:.n..g m
ing- them ; or they should be so dexterously employed th, '"" X
embellishment would heighten the effect and not retard ¢y a’; -.-n
or understanding. When a Dhruva-song is taken off, it el-'not.mn
should have its first round without: the dmm-weéomp;nim;:d:;:g
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up. Jater (XXXII.440) ; this is necessary, as otherwise

shonld - join
' properly the theme of the Dhurva.

the audience may not hear
-+ Diiring the Act;” was there any other music besides the Dhru-
vas ? ‘When mentioning the exceptions where there are to be no
Dhiuvas, Bharata speaks of an occasion called * music.” What is
this ?  Actaally, as in-Act I of the Nagananda where Malayavati
the Hetoine is singing, and in the second Act of the Malavikagni-
mitra where the heroine is dancing and in the Ratnavali which
opens with spring songs and dances, music forms a part of the
dction of the play itself. These are not to be further padded with
Dhruvas. What about the many charming verses of the dramatists
himself 2 Were these sung by the respective characters in whose
mouths the poets have put them? The evidence of surviving
practice, a8 well as some observations of Bharata, his commentator
and other writers, shows that they were sung. The Pathya is to be
sung properly says Bharata in the 19th Ch. (verses 75 and 77).
Blossoming forth on the boughbs of the dialogue like 80 many flowers,
the verses of the Sanskrit drama would indeed appear to: frustrate
themselves if they are not to be sung and rendered in abkinaya.

. From King Bhoja who wrote on poetry, drama and musio, we
Jearn that a fuither kind of music was also employed. Certain
gituations required & certain melodic background and to throw this
melody over. the situation, a song was sung in which the Raga:
alone mattered, and not the words of the song. Bhoja refers to-

gongs so used as Sravya or Akshepiki.

Having considered the melodic aspect, it is proper now to turn
to the rhythmic side of this music. All these Dhruva songs were in
specific Talas or time-measures, and in as great detail as in the case
of the melodies, the time-measures are analysed by Bharata from
the point of view of situation and feeling. Not only was the tempo
of the Dhruva set 80 as to promote the Rasa, but even when there
was no Dbruva song, and the actor moved or bent himself down or
dld something, there was pure instrumental playing intended to
upderline. the mood. The different kinds of tempo, ' Layas, of both
tﬁb songs as well as of pure instrumental acoompaniment can be
geen, for example, in the musical version of Act IV of the Vikramor-
vasiye referred to, Where we come across the Layas called Dvipadika,
Valantika, Jambhaliks,  Charcharika and Kandadhara. In the

- Malatimadhava, &8 the main Act opens, the hero Madhava who has
faltén-in-love is séen,-in & dragging gait, vacant look and not quite
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all right in appearance ; the direction is seen in Jagaddhars’s tom.
mentary that the gait is to be in Dvipadi laya which ig 4 slow
measure composed of long matras. The gait and bearing, the very
manuner in which a character walks in, being most important for
producing the first impression of the character and situation ip the
minds of the audience, Bharata devotes much attention to the
fitting of suitable instrumental rhythmic accompaniment to the
movements. Kohala made much contribution to thig study an d
Abhinavagupta, while explaining this part of Bharata, naturally
quotes Kobala frequently. In chapter XII when dealing with gait of
characters as such and again in Chapter XXXIII while dealing with
drum-accompaniment, Bharata gives detailed instructiong as to the
‘“layas” and the drum-music suitable to the movements of different,
characters and moods. An example of this is the entrance.dhruyg,
which should be in Madhya laya, what Kohala would ca]] Valita or
Valantika. All exalted characters of noble bearing should adopt
the Dvipadi laya. The slow tempo, Sthita-laya, with the rhY5hﬁic
beats at longer intervals should characterize the invalid, the
fatigued, those in austerities, the fear-stricken, the amazed, those in
longing, love, or grief or going at ease. Kohala calig this laya
Ullasana. A quickened tempo and beats at shorter intervaly gre
called for in alarm, agitation, exhilaration, hurried errand, and
gitnilar occasions. Abhinavagupta gives the actual thythmg on the
drum for thé gait of the parasite Sekharaka in the Nagansads who
comes reeling, with the glass of drink in his hand: Dham, Dhak,
Tsuk, Dhi according to a well understood measure in his time. Wor
clandestine love, Kohala gives the Dhruva-tala called Subhadra,
Nartanaka or Utphulla is the measure for scenes of terror angd
violence. Ullasana for the heroic, Jambhalika for Pathos, Khands.
dhara composed of several quick steps with & long one at the engd
to depict movement by chariot are some examples to iliustyate the
musical treatment of gait. Inthe chapter on the dram, Bharats
speaks-of pure drum-playing to accentuate action. 'The tusie in
which there are no words or songs but only rhythtr-sylables Hike
Jhuntum, Dhen, Dhi, Dhan, Ti, Kita—what are now called dati,
8ol or Bol, which were played on the instruments only, is called by
Bharata, Nirgita Vadya and as the contribution of the Asuras 4
the Banskrit thestre. Even now the memory of this aneient ‘tradi.
sfon- sarvives in a high degree of instrumentgl' proficiency baing
declaiined in musical parlance ‘as *“ Asara-sadhakam,” V

. '7 Just as Bharata ,onke earlier of melodio Jatis, .he spgaks‘ 591:0
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8. VENRITASUBRAMONIA 1

- Introduction— Sopana and Desiya
The art-music of Kerala, as distinguished from folk-musie, is
often spoken of as falling under two main types, the sopana and the
desiya. The former is considered as signifying the original mugic of
this land and the latter as signifying the modern music influenced by
what is known as ‘ Karnatic musie,” the music obtaining in the Tamil
country. Buton a close examination one can see that sopana and
desiya are only two different styles of singing and that the scientific
pasis for both is one and the same. Elaborate alapana, niraval,
kalpanasvara, sangati etc., are all conspicuous by their absence in the
sopana style. Particular attention is paid to the sahitya and the
place of the raga is only secondary to it. Ouly the general aspects of
a raga would, therefore, figure in the rendering and not its special
aspects. The tempo is mostly slow. In contrast with this, the style
of singing which is akin to the one prevalent in the other parts of
South Indisa, is called ¢ desiya.” The desiya seems to have come inta
vogue only from the time of Maharaja Swati Tirunal, but even after
his time, the sopana style has been retained in the Attakkathas.

Sorana COMPOSERS

Writers of Attakkathas

The best known compositions sung in the sopana manner, and
meant to be so sung, are, as indicated above, the attakkathas, the
musico-literary works for the kathakali, the dance-drama of Kerala.

These number over 300, but the works of Kottayam Kerala Varma, .

Unnayi Variyar, Asvati Tirunal, Irayimman Tampi and Vidwan
Rajarajs Varma Koil Tampuran are the most outstanding from the
musical point of view. '

Kerala Varma was the ruler of the Kottayam principality in
Malabar in the early 18th century A. D. He ie the author of four of
the most majestic attakkathas, Kalakeynvadha, Kirmiravadha,
Bakavadha and Kalyanasaugandhika. Unnayi Variyar was a poet in
the court of the great patron of arta and letters, Maharaja Kartika
Tivunal of Travancore, who reigned in the latter part of the 18th
century and was himself the author of many popular attakkathas.
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i His Nolacharita in four parts combines in it all

th
Kathakali. Asvati Tirunal Yuvaraja was the nep:e‘::‘ee}lences'of
Tirunal and was a fine Sanskrit poet. He hag Wo't Kartika,
.,Aa\;takka’ﬁhas, _ Bukminisvayamvara, Paundrakavadha Pu‘;:;n four
and Nar@'ngmvadha. Irayimman Tampi and Vidyap moksha,

Varma Koi _Tampuran were both in the court of Mﬂ-haml;&jsamja
wati

Tirunal in the first half of the 19th century. ..
three very popular works of this kind, thakf:;z ‘SU"’he author of
vara and Dakshayaga besides several compositions :)f t‘;afa,svayam.
type. Vidvan Koil Tampuran is the author of g ‘?K&rna.tic
Ravanavijaya. 4 unique work

The attakkathas are composed in the fo . :
by'slokas. The songe contain & Pallavi, an X];:;a:;l:’g.a mt:,roduced
ever is sometimes found absent, and three or more Charb‘ which hf)w.
South Indian ragas like Puranir, Indisa, Kanakkurin-ianas‘ Ancient
otc., are found in the attakkathas ; also rare ragas I ke] P Navaragam
vasantam, Gaulipantu, Kedarapantu, Dvijavanti, K ati, Gopika.
The talas are Chempata, Adanta, Muriadanta, Cha,x;]p:;l:;ga.;am 1<latc.

anchari

which respectively correspond to Adi, Ata, Chg
Rupaka talas of modern Karnatic musie. PU, Jhampa and
Ramapurathu Variyar ‘
Jayadeva’s Gitagovinda had attained great popularity in X,
In Kerala

many centuries ago, and in many tem i3
psniment of the percussion instrumenl‘:,le? ;Etdl:ki:: g to t.he aocom-
specific accasions every day. The singer stands pe during certain
that is the flight of steps leading to the Garbig rz'ha'r the
when rendering the ashtapadis, and so it ig that,gthia of thes temple,
came to be known as the Sopana marga, Jayadeva’ 8 8tyle of singing
red into Malayalam by Ramapurathu Variyar, th waork Va8 Tende-
Kuchelavrittam Vanchipattu, at the behest of ’hise v ous author of
Varma Msharaje of Travancore (1720-1758). Patron Martands
Bhashashtapadi is a free rendering in Malayalam o ;5 work known ag
a fow of the slokas in Jayadvea’s work, While th a1l the songs and
of the original are preserved in a few pieces, in 80 © ragas and talag
many both the raga and the tala are changed. Fq me the raga and in
Malavagauda of the sixth song ‘ Nibhrtanikunja r;‘lnst’a_nee, the ragp
Kamodari, and the raga Kamataka of the eightz :N‘fm' is changed to
is cbanged to Saurashtra. Again, in the orig; dati. chandangm’
« Sancharadadhara’ is in Gurjari raga, Rupaka ta%;,nal _the. Sfth song
work it is in Devagandhara raga, Adanta tala ; tﬁe‘?:il ;n Xariya,r's
Vs U y-first song

¢ SOpan a’ s

PART I.IV] SOME COMPOSERS OF MALAYALAM MUSIO 103

« Manjutara’ in Varali raga, Rupaka tala is changed into Ghants,
raga, Champa tale in the Malayalam version. _ ®

Thé Bhashashtapads has not attained the popularity it deserves.
It is seldom sung while the work of Jayadeva continues to have th

popularity it was enjoying all along.

Desiya Composers
Among the composers of songs in the desiya style four persons
ost, and these are Swati Tirunal Maharaja, Irayimman

gtand forem
Tampi, Kuttikunjo Tankachi and K. C. Kesava Pillai.

Swati Tirunal
Maharaja Swati Tirunal (1813-1847) of Travancore is & very

name in Karnatic music. He was a contemporary of the

well-known
Musical Trinity and deserves & rank along with them by the quality,
quantity and variety of his output. His compositions number over

500 and include almost all types of musical composition--Kirtana,
Varna, Pada, Javali, Tillana, Svarajati, Ragamalika and Prabandha
of South Indian music, and Dhrupad, Tappa, Khayal etc. of North
Indian music. His compositions also display a linguistic variety in
that they are composed in five different languages—Sanskrit, Hindi,
Telugu, Malayalam and Kanarese.

The Malayalam compositions of the Maharaja comprise one
Varna, fifty Padas and one Prabandha. The Varna begins as
« Indumukhi nisamaya’ 8nd is in Sankarabharana raga, Ata tala. It
is » Padavarns addressed by the Nayika to her Sakhi. The nayaka
is Lorg¢ Padmsnabha. The Padas also have Sri Padmanabha as
the Nayaka. They are composed in 31 different ragas, which in-
clude rare ragas like Purva-Kamboji, Ghanta, Dvijavanti, Gauri,
Saindhavi and Navarasa. They represent a wide variety of erotic
moods and have & mystical implication. ° Alarsaraparitapam’ in
Surati, ¢ Kanla tava pizha’ in Atana, Sakhi he ns gamskka’ in
Sankarabharana etc., are s0me of the best known Padas of the
Mabaraja. The Utsavoaprabandha is & graphic description of the ten
al conducted twice a year in the Sri Padmanabhaswami

days’ festiv °
n a mixture of slokas and songs, ther

temple at Privandrum. It is i
being 42 slokas and 12 songs.

Apart from their vastness and variety, the compositions of Swati
Tirunal combine in them literary and musical excellences.. Swati
Tirunal propagated the desiya method and effected a wholesome

plending of the sopana and desiya styles in some of his pieces.
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.His compositions have served as the models for many of thi
an
composers in Malayalam. Y of the later

*, Irayimman Tampi '
Irayimman Tampi (1782-1858) was a promi
composer in the court of Swati Tilunal andp his liiﬂtheli'wgttand
Tirunal who succeeded him. His place as a composer is second ra;n
to that of Swati Tirunal, but considering the eontribuhioon ’
Malayalam music alone, he is second to none. He has hanl:ll:;
with skill the main forms of Karnatic music, namely Kirta:
Varna and Pada, besides Prabandha, Kummi etc., and the thna.,
attakkathas already mentioned. No other composer has hand;:;
guch & wide variety in Malayalam.

Qome of his best known Malayalam Kirtanas are * K,
cheyvan’ in Sriraga and * Atimalarina’ in Mukhari, both onaIrj‘t?l
Krishna of Guruvayoor, and  Paradevate’ in Todi and ¢ Pahi o
giritanaye ’ in Saveri, both on Devi. Five varnas of Tam mam
known of which two have Malayalam Sahitya. These are ‘P;l a;e
gauri’ an Ate tala varna in Arabhi raga and ‘Manasi me parit - lt
an Adi tala varna in Sankarabharana, The firat is a Sz‘::a. v:apam
on the goddess at Tiruvarattukavu at Attingal near Trivandry vamz
the second & Padavarna having Swatl Tirunal as nayaka. B II;IAu
chowks varnas. ' . Both are

1t is the padas of Irayimman Tampi that ha ' o
popularity than his kirtanas and vamn,[;. Unlik: :h:"’;:g;:d %reatef
Tirunsa] which have Lord Padmanabha as the nayaka, the o swam
Tampi have either Swati Tirunal or Uttaram Tirunal ;ﬂ thel: as of
But they beantifully portray the different moods of love an;‘yl*:ka.
great charm of music and poetry. ‘ Prananathan enikku nalks 'a n
Kambojt ‘is a well known pada. Soalso are ‘Oru nal nl.y?, in
Raurashtra, ‘En tozhi’ in Anandabhairavi, ¢ K“"évanomm. }n
Yadukulakamboji, ¢ Varano Smarano’ in Nilambari and * K 0y "
kalam” in Kamboji. ‘ o amaladi.

. Tempi has written some songs eulogising some of his patrons

« P afitangalilengﬂm ' in K&mboii and  * Manasg kammum a
Saurashtra are in praise of Raeni Parvati Bai: ¢ Boloy: in
) ‘ , vlasekhara-

nypasodari. ! extols, Princess Rukmini Bai, sister of SW“ﬁ.Timhil;‘

‘and ¢ Ttupole soujonyam in Kamboji speaks of the Lituna
of Rejerajs Varma Koil Tampuran, father of the Ma hi:;: qualities

A musieal poem by name Navarabriprabandha”  hag &kbheé;:

PABT 1-1v]  SOME COMPOSERS OF MALAYALAM MUSIO 105

written by this composer. It is a beautiful description of the royal
Navaratri festival at Trivandrum.

The compositions of Irayimman Tampi have in them a fine
blending of sound and sense. The ideas are beautifully presented
and the ragabhava is well brought out.

Kuttikunju Tankachi

Kuttikunju Tankachi (1820-1908) was the daughter of Irayim.-
man Tampi. She was a gifted poetess and has written a number of
works which comprise Attakkatha, Thiruvatirappattu, Kurathippattu
Kilippattu, Tullal etc, besides many kirtanas. Her best knowx;
Malayalam kirtanas are ¢ Katyayani’ in Kamboji on Bhagavati
‘Samajahara’ in Kalyani on Lord Adikesava at Tiruvattar,
¢ Anandarupa’ in Pantuvarali on Lord Krishna at Malayinkizh nea.t,'
Trivandrum, and ¢ Sri Pavanapuresa * in Surati on Lord Krishna at
Guruvayoor. These songs are replete with bhakti and simple in
language. }

K. C. Kesava. Pillai :

K. C. Kesava Pillai (1868-- 1913) was a great poet and compo-
ser and a scholar in Sanskrit and Malayalam. He belonged to
Paravoor near Quilon. He has written numerous works covering
practically every field of literature. Kesaviyam is his best known
Malayalam poem in the classical mahakavya style. In view of his
gifts for poetry and music, Keralavarma Valia Koil

exceptional
the literary doyen uf the time, confuerred on him the title

Tampuran,
‘ Sarasa-gayaka-kavimani %

" The musical works of Kessva Pillai include three attakkathas
¢hree musical dramas and over a hundred kirtanas comprising thc;
collections like Stavarainavali, Ganamalika, Sangitamanjari, Sangita.
malika - and Isvarastotra. Of the dramas Sadarama is the most
popular. Among his kirtanas ¢ Kallolachilli maye * in Todi is a vefy
fine composition. So also are Sribalakrishna’ in Poorvikalyani
and ¢ Poomens vilangenam » jn Surati. The collection *Isvarastotra’
has a peculiarity of its own. The songs comprising it are not praises
of any personal God, but of God in his general aspects as the creator
and protector of the world and as the embodiment of all goodness.
These songs were written with the aim-of being sung by all people
irrespective of caste or religion. In fact a Christian gentleman was
primarily instrumental in Kesava Pillai’s composing these songs.
I this group ‘ Safyasvarupa * in Sankarabharana and ¢ Nanajagaity-
kql’ in Kamboji are well known.

’
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Other Composers

Besides the abovementioned quartette, there are others also wii
have composed Malayalam songs in the Karnatic mould, Swati
Tirunal’s sister Rukmini Bai seems to have written a few songs;
Ampadi Kunjukrishna Poduval, who received many Presents fron;
Uttram Tirunal Maharaja, was another noteworthy composer
¢ Chintaye bhagavaniam’ in Sarasvatimanohari and ‘-Chmgmg,-n{
nilaye in Sankarabharana are two of his known compositions, A
recent writer by name Chakrapani Variyar has composed ap attak.
katha Pandavasvamedha in which many songs are composed ip the
varna-mettus of Tyagaraja, Yor instance, a song * P’Gmamanojm in
Devagandhari Adi has the same dhatu as ‘ Ksheerasagarg® and
¢ Dinadayalutanidhe’ in Mukhari Adi is an imitation of Eppudy,
kripa’.

Conclusion

We are able to see, therefore, from the brief account of the
Malayalam composers given above, that the compositiong jn th
Malayalam language in the desiya or Karnatic style are sufﬁciehn”e
wvast and varied. Quite a large mumber of them possess musijcg] and
literary qualities of a high order that would entitle them for 4 not,
able place among concert compositions. But better publicit .

‘necessary for ggtting them the popularity they deserve. A golg
edition of a representative collection of these songs in DOtatizn

would go a long way in popularising them.

No. 3
Sage playing Pancha-mukha.vadya.

No. 1
Dancing Siva with Tripushkara

accompaniment from Kallesvara Temple,

From a Nataraja Bronze Group from

Vaidyesvarankoil, Tanjore Dt.

Aralaguppe, Mysore.



~No. 2. Pﬁcln-mukha-vdya with two side-drums from the Nataraja Temple, Chidambaram.

THE MULTI-FACED DRUM

- Dr. V. RAGHAVAN.

In the last volume of this Journal (XXIV, 135-136, 140-141)
1 spoke of the old three-faced drum, Tripushkara or Mridanga, descri-
bed by Bharata and Kalidasa. Here I reproduce an jllustration of
this old drum-accompaniment of ancient Indian dance and drama,
from sculpture. In fact, I have given here three illustrations of the old
multi-faced drum, one of the three-faced Tri-Pushkara from a wonder-
ful sculpture of dancing Siva in a noteworthy pose from Aralaguppe
in Mysore State and two others, of its further development called the
Pancha-mukha-vadya, the five-faced drum that we. come across in
some temples in Tamil country. o

In the Aralaguppe scene (No. 1), from the Kallesvara Siva temple
at that place, we have in a ceiling panel the representation of Siva’s
dance being witnessed all around by the guardians of the eight
'qﬁ’a.rters, the Dik-pa-laka‘.é.* ~Close to Siva in the dance-scene, we
have three accompaniments, a flutist on one side,—an intriguing figare
with a serpent under him or in front of him,—and on the other a
standing figure striking the cymbals and a seated figure playing
the Bhanda-vadya or the Tripushkara, the three-faced drum; all
the three are to be taken as Siva-ganas.

This is indeed the work of a master craftsman who has
combined Deccani and South Indian features and displayed s
distinet originality : the two long tridents in Nataraja’s arms,
to the exclusion of other things which Siva usually carries, serve as
a frame to set off Siva’s figure with the required prominence. The
whole body which gives the flexions of the Chatura-Tandava in
greater accentuation, portrays extraordinary power but the face
puts a beatific restfulness over this motion, giving a marvellous poem
of peace in dynamic energy, of the Lord who unfolds His Lila of
throwing out and withdrawing the rhythms of creation, preservation
and destruction, the three layas, from out of His own essence of Sat,
Chit and Ananda.

According to the 1935 Mysore Archaeological Report, this sculp-
ture is found in the Kallesvara temple at Aralaguppe in a pre-Hoysala

* For a reproduction of the full scene, see Annual Report of the Mysor;
Archaslogical Department for 19365,

14
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building of about the 9 i iti
tho 136 cant, 4.0+ " *° "Hih additons bad boes mac in
The Psncha-mukha-vadya or the five-
here (No. 2) throughthe courtesy of the Arg
was noted by me when I was recently exam
in the Chidambaram temple. This is found in the series of carvings in
the basement of the high mandapa in the inner Prakara, just in front
of the main shrine of Sri Nataraja. This is a mope a flourish of the
sculpture’s imagination than a representation of the norma) Pancha.
mukha-vadya; extending the tradition of Lord Vishnu playing on the
drum for Siva’s dance, the sculptor he

re, making foller use
many arms of divine figures, adds to the main five-faced dmm‘::;, :ll::

centre two other single-faced drums also op either g et
later Chola work. ide.  This i a

Figure 3 represents a regular Pance-mukha.vag
here by the courtesy of the Archaeologica] Dept ¥ “»I i:-ei‘;;rodm!ed
Nataraja bronze group in the temple at Vaidyesvamnkoil inT, n a
Dist. The sage playing it cannot b anjore

faced drum reproduced
haeological Department*
ining the dance-seulptures

: © Bhringi .
Department’s photograph ; he may be Tandu OrgS‘j::i ‘:Ith m the
sre mentioned in Natya literature in connection with 3 of whorg
Bhanda Vadya. with

: 8re -or

s ‘ ’ X :
*My own photograph of this did not come off wel,

THE MUSIC OF THE HEBREWS*

Resemblances to Sama Veda chant
By
De. V. Rmmvm.

I had not been long at the School of Oriental and African
Studies, London University, when Dr. Arnold Bake, who is doing
both Sanskrit and Indian Music at the School, introduced to me a
lady scholar, Dr. Spector of the Academy of Music, Hebrew
University, Jerusalem, Israel, and invited me to a lecture she was
to give in the School that evening on Jewish music. Dr. Specter’s
lecture was illustrated with & number of tape-records of Jewish
liturgical and folk music. At the end of the lecture I put her ques-
tions and subsequently at my request, she gave me an opportumt:y to
listen at her plaoce of stay in London to a number of othe? recordings,
particuiarly,of Samariten renderingd of the Hebrew scripture. Dr,

Spector, who was on her way to America, has two thousands of these

recordings taken by her with great difficulty, and it was gratifying
to note that her University had financed all this tape-recording
programme of hers.

Ancient Hebrew music is melodic and not harmonio, and uses a
pumber of Makhams (This last term is Arabic). The Maklfam are not
written down but are well understood regarding tpen' compass,
tompo, etc., and are handed down from father to son.m. mdm?m
st.yie. The Makham may be compared to our Raga, but it is sometimes
phrase, sometimes a mode, sometimes & full melody. Tho. Jows
consider the unrythmical music (Antbaddha) always superior to

the rythmie, which compares with the high value we attack to

Raga-elapana. All religious music, which is sung by men, is in

Hebrew ; the secular songs are sung by women and are in Arabic.

And instruments are not generally used in the former.

The samples of liturgical musiec which Dr, Spector played were
taken st synagogues at different centres from the.ptaa.em sung at
midnight. The most remarkable thing ahout shese htuzgxca} recitals
is that some of them are very oclose to our Sama Veds recitals. lm_

* Conrteay : The Hindz, Madzes.
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the very first Emenite song she played and in another, the Sabbath
song, the similarity was astounding. It was a revelation to find
that, as in Saman Chant, here too the notes. were taken in s
descending series, and the emphasis was on Ga, Ri, Sa, though
sometimes the recitals reached further too, One récital heard just
like ¢ Agana Ayahi’ in Saman.

Of the folk-songs played, some related to weddings, and a
marriage custom was revealed in one of these that the bridegroom
would take the bride and buy for her new clothes, which reminds us
of the similar presentations of Koora-p-pudavai or Mundi in our
marriages.

Of instruments they have a Sarod-like instrument played with a
plectrum and having a slightly bigger body. :

In the Samaritan records which Dr. Spector subsequently played
for us, the Vedic similarities were indeed overwhelming. The
Samaritans (from Samar to preserve, protect, keep) are older and
preserve a more ancient and p‘;er Hebrew tradition, and they are
to-day a dwindling group, numbering just a few hundreds. They
have two kinds of priests and two kinds of recitals ; the recital is of
the pure text, and another, which is done only in a congregation
with the special permission of the high priest. In the latter which is
more musical, it is surprising indeed to note that insertion of mean-
ingless syllables is resorted to. The analogy of the Rig Veda and
the Sama Veda and the Siobhas of the latter would immedia-
tely ocour to us. I could detect stobhas like Aw and Va (which
occur in Saman too) in the Samaritan recital. A further  corres-
ponding feature which took my breath away as I sat listening waa
that, just as in Saman Chant, the Samaga, raises his voice at -the
place marked by © Has’, in the Samaritan also the voice ig similarly
raised to a slight shout in the middle. Many of the Samaritan
recitals of the first kind (she played from Exodus XI) are.compound-
ed- of features, we might say, of the Rig Veda, the Brakmana
and the Sama Veda ; sometimes they have only Udatta ‘and
Anudaita Svaras, sometimes they proceed in a straight line
with & sharp.rise and fall at the end and sometimes there are also
musical notes, though not very prominent. Lastly, Dr." Spector,
quite unoconscious of its significance, showed us a manuscript of the
Jewish seripture which she had speeially got written for her, and it
showed signs for the recital! The Samaritans have ten such signs
and the Jews twenty-eight; each of these signs isindicative of
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i i has more dynamic textual signific-
?::: ?;lzepgttz:;!itn?:: ::glin ::(E:;?inipg' of & mza.ping ; generally these
gigns are not committed to writing.
The over-all impression or Chaya of these Hebrew liturgical
recitals is nearer the South Indian Kauthuma style of Saman
Chant.

'Hor University does not permit Dr. Spector to give copies of l?er
cords, but I am endeavouring my best to get two typical Emenite
::1: Sa’marit«a-n reeitals on tape, which are nearest to the Saman

Chan.



PHILOSOPHY OF MUSIC
Number in Sensation, Feéhng, and Thought

By Robindralal Roy, Patna
(Continued from Vol: XXIV)

In a previous article (Duration as Measure of Sensations) we
have seen that both Time and Number are internal to sensations.
Hence they deeply penetrate instinct. Though sensations are usually
regarded as qualities of experience we have seen that these qualities
are numerically related : as for instance the tonic and its octave or
ghe fifth are numerically related only when referred to Time as a
common unit of measurement. Thus Time divided by number gives
us the different qualities of sensations known as musical notes and
musical relations such as octaves, fifths etc. In the colours of light
the same qualitative and quantitative relations measured by physics
in wavelengths are but measurable as time periods in relation to
sensations. Number in this context operates as a Fraction of Time
which is contained in the statement: ¢ number of vibrations per
second.” Moreover such numbers are not related through addition
and subtraction but through multiples and divisors irrespective of any
operation in addition and subiraction. Hence octaves are not related
to addition but to a divisional process by virtue of which 1, 1/2, 1/4,
1/8, 1/16 etc., of a vibrating string give us successive octaves. In the
sensations reckoned in time-periods 1/240, 1/480, 1/960 parts of a
second also give us the octaves. This indicates that within sensations
numbers have no operation as integers but as fractions.

In the world of mathematics however the numbers 1, 2, 3, 4, etc.
exist in a next-to-next relationship, and there is no direct relation
between number one and four, or between three and six, or one and
eight etc. It is a particular corollary of a general philosophical pre-
mise which has been thus noticed by Bergson :

* This conception which more and more shows through the reaso-
nings of Greek philosophers from Plato to Plotinus we may formu.
late thus : The affirmation of a reality implies the simultaneous affir:
mation of all degrees of reality intermediate beiween it and nothing. The
principle is evident in case of numbers : we cannot affirm the number
"10-without thereby affirming the existence of the numbers 9, 8, 7

PARTS 1-1v] ‘ PRILOSOPHY OF MUBIC 118

eto.—in short of the whole interval between 10 and zero.” (Creative
Evolution, p. 3561—2)

Our contention however is that such an affirmation is arbitrary
and unreasonable, for it presumes the sequence of an arithmetical
order of realities which inferentially includes the possibiliy of a
quslitative order as Bergson continues :

« But here our mind naturally passes from the sphere of
quantity to that of quality. It seems to us that a - certain perfection
being given, the whole continuity of degradations is given also bet.
ween this perfection, on the one hand, and the thought, on the other
hand, that we think we conceive.”’

But this quality is always an inference in the world of numeri-
oal integers existing in successive heaps and piles. In the world of

sensations however numbers operate as fractions and any quantita.

tive change inevitably appears as qualitative change : a second divi-
ded by 240 gives us a sensation qualitatively different from another
when & second is divided by 270. Thus the issue is between number
as integer and number as fraction. This consideration is of the greatest
importance, for the understanding of Nature has revealed the use of
pumber and numerical relationships, We have seen that sensations
are quantitatively and qualitatively related through Time divided
by Number giving us Time periods as in the cases of sound and light
gensations. But in the world of thought we insist in regarding
number as integers as we infer them from counting in heaps and piles,
such as & linear unit of length, weight and even Time, in yards,
miles, grammes, pounds, hours, secopds and so forth. In this intelle-
otual world of numbers the process of counting has to be taught and
addition and subtraction are primary operations which we apply to
every prooess of thinking and feeling and later apply to the world of

sermations,

But our consciousness naturally operates number as fraction
both in space and time. A child given a length of paper naturally
divides it into balves and one fourths while the ability of counting
bits of the paper bas to be aoquired by repeated practice. Rhythm
ig's natural feeling and its tempos are created by dividing Time by
Number, into double, triple and guadruple tempos. Here the num-

oig are used as non.commensurable gualities and, are indirectly

related : Thus one second divided by two and then again by three

giyes ns orientations ‘of durations which are mutually noncommen.

gurable as would be the case with integers two and three. Halves
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and one-thirds are indirectly commensurable through one-sixths and
have no direct numerical relation and yet this variation.igf\ tempo
comes naturally. We have seen and will further see that numbers
as complex fractions are naturally realised by us qualitatively in
case of musical intervals. Even in the world of elementary organism
division is a natural process; a unicellular organism divides itself
into halves, these halves into further halves and so on as an endless
process. Thus when we. introduce number: through addition and
subtraction as primary operations in number we retard our natural
aptitude of using nuinbers as fractions with which Nature is generally
concerned in relation to human or animal consciousness. Fractions
are instinctively felt while integers are intellectually learned. But
in our mathematical thought we create our units of measurement as
an integral accumulation of masses or lengths, which when applied
to natural phenomena have to be corrected endlessly. This kind of
numerical thought and . operation subjected to endless correction
would not be so harmful if they remained confined to scientific laws,
but they have perverted the whole fabric of modern thought by
trying to understand, describe and anticipate significant orientations
a8 heaps and piles. :
This perverted operation in numbers as integers first affect
Memory through its particular habit of thinking. And memory is
always our standard of reference with respect to which immediate
and future experiences are desired, expected or anticipated. Thus
though Bergson has admirably pointed out the importance of Duira-
tion as the ultimate custodian of memory, be still implies an arith-
‘metical continuity of Duration : ¢ Duration is the continuous progress
of the past which gnaws into the future and which swells as it
advances.’ ' } : S o ‘
This piling or swelling of the past however is not like an arith-
metical piling. of unoriented events in the normal mind. Memory
"has an orientation indicating that the present and past have distant

1. * There is -however no stuff more resistant nor more substantiai :* Fér
our duration is not merely one-instant replacing another: if it were there weuld
never be, anything but the present—no prolonging. of the past into the actual,
no evolution, no concrete duration. Duration is the continuous progress of the

) which gnaws into the future and which: swelle as it ‘advances. And as:the
past grows without cossing, 8 also there is o limit to ita proservation. Memgry,
a8 we have tried to prove, is not a faciilty of putting’ awhay recollections in'a
cheést of drawers; there is not even propetly speaking a faculty, for a faculty
works intermittently, when it will and when it came, while the piling up of the

norks the past grows without relaxation. Inreality the past is preserved

: v autoxdatically.”  (Tbid. p. 7). ' o
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and yet direct relationships, independent of intermediate events. At
the age of fifty, for example, we may remember events of early child-
hood directly without remembering intermediate events in boyhood
or youth. They are often involuntarily remembered like musical
tunes that persist in the consciousness or spontaneously re-occur after

_ages. They may even be consciously suppressed and cause physical

discomfort. Such physical discomfort, sometimes mental disorder
and tension, can be relieved, as Freud has shown, by simply recover.
ing the memory and recalling the incident whose memory was sup-
pressed. This technique of psycho-analysis, of reviving memory by
suggestion, becomes necessary mainly because our present habit of
thinking fails to create an orientation in the memory. It is signifi-
oant that the neuroses that needed this technique is peculiar to the
educated person, educated according to modern techniques of
education, universally emphasising on serial and chronological order
of events in arithmetical sequence. There being always a dispropor-
tionate stress on the immediate present, expectation of immediate
results, assessment of values with regard to a closed system (a
geometrical habit of thought) dissociated from inherited traits, social
valaes, potentialities, make immediate successes and immediate
failures enormously more important than they actually are in the
context of an entire life lived. If one could constantly view the
oriented past the mind would be less space-bound and the importance
of actions and events decided in the present in that-context. A
future ideal in armony with the past eliminates the seriousness with
which we regard immediate successes and frustrations.

The technique of music and also of poetry plays with blank
intervals of time to create numerical orientations. The musician
anticipates an interval of time aud plays different numbers of notes
by a divisionsl procedure. The poet similarly anticipates the Dura-
tion of a line and places syllable in them. The musical orientation
again exists in' the context of all previous musical experiences
covering years as the poet does in expressing poetic ideas in'verbal
expressions. The only difference is that in music we have the large
durations of feeling and experiences condensed in the_ brief interval
of a musical piece and yet directly linking up musical sensation with
thought. - The syllables (Akshara) of verbal language have a similarly
condemsed phonetic orientation but verbal thought departs from their

original significance and their condensed application, by using them

in heape and piles mainly for the purpose of mutual aggression.
Even musio is not immune from this arithmetioa} degeneration for
15 a
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musio itself is often a heap of notes unrelated 5 tiiemg.
hensive ideas, merely creating a series of sensations of ton
thythm. Such music may entirely destroy the reley &8 in fast

& Jevel to which verbal expressions do not degrade tmf :outhi ‘
in the insaue. v Qmpe

»'Or comp.,.

The technique of thinking that had been, intr
Vedanta philosophy was thus the contemplation of tlme
units of duration such as the year, the month, the sea,som, a;' entire
ing are some instances : Here time and number generally 4 .‘?uow.
musical orientation of thought: o y ecide ﬂlﬁ

oduoed *hrough

Samvatsaro vai Prajapatih. Tasyayan cahinarm Lies
cha yayane dakshmam W‘#‘?"?"m

(The entire year is the Lord whose two P&ths are SR
and Southern movements of the Sun). the Nmm

Maso vai Prajapatih. Tasya Krishnapaksha evg
pranah.

ra-y:h lelah

\

dﬂ'k fortrﬁght
vaxing phases

(The entire month is the Lord in whom the
[waning moon| is nourishment and white foﬂmlght
of the moon] is hunger)

And creation itself starts with the Lord dl\ndm Mg
Agni and Soma as the original couple as Hunger MBN:::elf u;t:

Similarly Adltya (Sun) has five seasons ag hls feet

montms as his limbs ete. (Prasnopanishat). ﬂ-nd t‘wo’lve

%

. Th;s kind of thmkmg however does ot need to.
taught, for every musician is doing this unccma;cloulstll;'e &g:ﬁg ia|Tll.y
through the air almost unerringly a number of Pufs per unit of sendy
may be . clocktime or personal time, recognising 1}; an.a tlli:o
Probably this is done in relation to the Pulmtdpp Dﬁr}od th?)mhy'
mey be more accurstely related to the Boun;j heonax (% It
watra) - which guides vocal utterance when music has Eoneyde:;l;g;
$he musician, | : ‘ N

" e notes preauoed in mutusl m}ahonah&p w
ur 'chiYottaxies of tive- standards aré wot only oomcim fo?;‘:ﬁm
Yt aléo Fractions : Gkt is, they o WitnuHansoudly” uimeq ‘"f;

s mxmbratdt 4%l demominator wm,qu‘ g i
*“i:ﬂﬁd Fibbtastion. Wlﬁ!o it is eany to Be i G ““Ud::gg
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and, triple tempos arise out of putting two or three notes per bar it is
not 50 ¢asy to see how a complex fraction like 9/8 is appreciated by
the ear as a tone interval. But, if a piano player were to put in
nine potes with his right hand and eight notes with his left in a
singla bar the complex fraction comes within reach of execution.
Similarly & musician who sings Sa and Re in succession he could
only achieve this by qualitatively realising the numerical relation-
ship which automatically changes with the fractions conocerned.
Thus it becomes obvious that our physiological musical operations
satisfy our numerical needs through the sensation of qua.htles which

are related to each other through complex fractions.

Mathematical historians have observed that numbers originated
i counting objects on fingers: which would be true if we had nine
fingers instead of ten, for there are only nine numerals. Their origin
from our point of view isithe musical scale where only nine numbers
are needed for relating the seven notes of the octave. Thus the
acale which has been most used have the pitch ratios: 240: 270 :
288 : 300 : 320: 360: 400: 420: 480 or: 1: 9/8:6/56: 4/3: 3/2:
5[3 7/4 : 2 Kafi or Karaharapriya. Thus between numerator and
denominator we have all the nine numbers which are not given by
any other scale. These ratios indicate the inner orientation of an
important geometrical progression 1, 2, 4, 8, 16, 32 in pitches of

notes

'l‘he ratios repeat in guccessive octaves irrespective of the arith-
metionl difference between the landmarks like 2, 4, 8, 16,  That is,
there are the numbers 6§, 6, 7, between 4 and 8 while there are seven
numbers from 9 to 156 between 8 and 16 : this arithmetical distance
poogressively increases but the inner orientation is totally indepen-
<ns-of this difference and exists as fractional divisions in the same
ratios  0f the length concerned as an entire unit. Thus the geome-
srial progrossion is itself a continuous series and the apparant arith-
medtics] juuaps as measured in space appear as jumps because of our
anithmatioal habit of reckoning, where we unconsciously expect
Nature 4o follow arithmetical continuity in & next-to-next arithmeti-
oal order. “This is the original fallacy of present mathematical logie
ous: of whioch grows the innumerable formulae of science trying to
understand musieal distances in terms of the equal divisions of the
foot- sule or the mefre scale. This musical orientation of space
may b ‘observed in the whole range of electromagnetio radiations
from the large waves of electrical oacillations to the minute waves
of  radiQ-aetivity, which noientists connt in oclaves merely as a matter



118 THE JOURNAL OF THE MADRAS MUSIO ACADEMY | [Vor, xxv

of convenience. The ancient observation that g . :

sound could only mean that the orientatis: c:fn:::::s?;:?ft ?f
analogous to the space-time scale of music oriented by the m&t; is
between Time and Number. They needed only nine numera] li?n
the purpose in fractional relations, and a zerp was besids }(:r
point in such numerical understanding. ' o the

As Plato said, God could not give man oternity
him Time. But God also gave him number and the s
the universal being ‘conceived as eternity or Absolute
also be durations. Time and number are the fundam
_ma.nifestation of these durations and exists in us
rhythms of double, triple, five times and seven times ¢
six, eight and nine being further derivations. The Jdivic:
Supreme Being into the duality of Prana and Am:el?;:l:;l:n t?ftthe
purpose of reversing the process of creation by one dyr. ation Swa.llll ure
ing another: years swallowing seasons,day swallowing night ow-
time swallowing sensations as durations. » Personal

80 he gave
divisions of
Time should
entals of the
as the basic
empos, four.,

" This technique of thinking that regards persona] time as g
densed eternity, thus to grasp entire years and 8ges as entire °‘f’t“
divided or resolved into significant orientations of events doesunl :
need any enforced training in the arithmetical exercise of numbno
Music and Literature unconsciously unfold the infinite potentiali:;s‘
of the Individual Prana or Life through their treatment of Time 8
Duration in significant orientationsof events irrespective of ch e or
logical sequence. Thus chronological history is an arithmeth&;o“o-
struct that talks of eventsin an arithmetical, next-to-next o;;m'
Mythology is, on the contrary, no weak attempt of historica] . o
ding ; its greatness lies in taking the mind to a fO!‘gOtten‘.mb :::::;
condensed form or seed as race-memory is carried thro
in the individual. No doubt it substitutes imagination for me

but this substitution naturally happens in our everyday life “f"‘;'y
we : unconsciously substitute imagined occurrences for ’“%na.lwoc on
rences.’ Thus imagination to a considerable extent reverses ﬁm :::;
operates on the past and thus repairs mental ang physical lesion
Even’ historians do this unconsciously, otherwise they would unj "
sally agree about events. This is so beosuse - events are nvan-
objective realities to observers, they are experiences - the. %on::rc
of personal life lived. There is marvellous consistency of ;ho b
and oross currents’of events in great epics and ught

anc I mythologies w!
show the completeness of grasp of the writexs: oznoe:n‘;? ;‘.’:ﬁ
¥ -

ugh heredity"
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cultural context of milleniums at a time. They could be oreated
only at the spring-time of a oulture when scholarly intellects born
out of a parent epistemology could not possibly think at cross
purposes. '

This however is not to mean that arithmetical thinking can be
entirely discarded, for some amount of attention has to be paid to
the immediate sequence of events and to the control of immediate
environments but it should be in harmony with the eternal values of
time in spite of our arithmetical miseries in space. Foreed into our
minds from early childhood with the three 'R’s, the arithmetical
habit of thinking makes us regard all relationships as direct and
immediate relations in space. Music itself has been the worst victim
of such pervertion of thought’and instead of blossoming from a theme
acoumulates a succession of moles as a welody is often supposed to
be . Accumulations, aggregates, collections, heaps and piles of sounds
follow each other in a crowded succession of unoriented scraps of
ideas. The musical scale itself has been degraded to the level of
logarithms where a relationship is forced between successive notes in
a numerical succession replacing addition and subtraction for frac-
tions and multiples for relations which were originally rhythmic and
indirect, Literature similarly degenerates to arithmetical piles of
words, sentences, verses, novels; text-books are compilations, of
committees, depending for their configuration on the bookbinder’s
gkill. Architecture is a similar pile of geometrically compléte blocks
whose number has no reference to configuration for it does not exist.
The geometrically planned city is & similar arithmetical -pile of
houses that fits the crowd related to each other through the arith-
metic of rent and income. Rare efforts of sincere artistic expression
contain mere revolt and resentment than joy. :

In the milien of such monstrous forces of degeneration that
arithmetical piling brings about, political, social, economic and
cultural relations are a system of arithmetical forces of purpose,
thought, idea and action. In this arithmetical context the state is
an aggregate of tax collectors, taxpayers, police, army, joint-stock
companies, labour unions, educational institutions, political parties,
geographical areas, all bound up by & number of Laws that can be
increased or decreaged in number by an assembly of ministers without
affecting their mutual relationship. In a musioal configuration the
state is a spontaneousinatural orientation that unfolds out of a poli-
tical philosophy -and blossoms into an organic culture of thinkers,
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artigta and craftamen velated through tradition, heredity, potensia-
lity, whose natural gevius or Swadharma finds expression in o
harmony of socisl and political activities. without mutual aggression
or conflict, in spite of antagonistic tendencies. Economic reh,t,ion' in
the arithmetical context of thinking reduces to an objective relation
of demand and supply through the arithmetical standard of tioney
In the comtext of musical understanding production and distribution
of goods ecreate a purified and sublimated human relationship
between consnmer and producer, between listener and mwusician,
between connoisseur and artist, between craftsman and purchaser: o
sublimation of the original and somewhat cruel relationship between
Hunger and Nourishment : Prana and Anna. :

While we realise that this oruel relationship between Hunger and
Nourishment is antagonistic to a relation of kindness, we alsg realise
that they are capable of being harmonised, for they originated in the
ssme Supreme Being as fear and joy, vices and virtues. Neither
wages and prices por creation and appreciation are directly and
immediately related in.their nearness in space, for virtwes which
characterise the peaceful and joyful life, always exist in relation to
bigh and distant ideals that concern the blossoming of eulture. Thay
are related therefore in time and not in epace. Vices on the contra,
arise out -of localised arithmetical relations which are twisted in
favour of individualistic perversions of isalated thought. Vices
recognise po velpes other than .the arithmetical or the immediate
next-to-next relationship. The most potent instrument of this arith.
maticgl philosophy of life is Money initially, established by violenoe
and cryelty in all cruel civilisations. S :

)

7" 14 %4 no wonder therefore that arithmetic, geometry; metellurgy

engineering, slave-labour; mercenary army and money originated

and developed in the incredibly cruel ancient civilisations of Meso.-
potemia and Egypt. Accepted as the only techniques of thought
ang gstiop. they had to be helpleasly continued by the Phoenicians,
Gracks and Bomans. And in spite of the teachings of Soorates, Phw
and  Plotinus, Greek civilisation .has. left its record of gruelty and
bratality which a contemporary development of noble art did nog
soften.  When India was overwhelwed by the immedjate material
sucess of avithmetical coercion that has invariably magerialigpd
thropgh,the sruel wapipulations of monay that creste the monstrous
agaregaies of mercenary armies and mercenary labous,  Buddha. ang
Buddbiam  failed, to. establish a. pbilosophy . of. non:viclence : ang
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kindness, Christianity has bad a similar history in epite of its attrac-
tion a8 an individual philosophy of life by collecting aggregates of
followers fighting one another as different churches and sects.
Religions have failed and will always fail because they offer ethical
values that are incompatible with arithmetical values that govern by
violence the day to day social life. They have always treated eternal
Time-values as external to arithmetical values in space.

With such a mutual segregation of space and time values, life
is torn to pieces between militant antagonisms of monstrous aggre-
gates of human beings and materials that can no longer be harmoni-
ged into a musical unity. They appear as an endless series of con-
flicts in our world of thought and action : couflicts between religion
and science, emotion and intellect, feeling and thought, intuition and
logic, morality and necessity, individual kindness and collective
cruelty : between social conduct and legislation, heredity and educa-
tion, status and contract, love and sexuality, order and liberty,
production and consumption, wages and prices, work and natural
talent, individual ambition and social harmony: with localised
arithmetical remedies seeking futile temporary escapes. They all
arise out of arithmetioal 'thinking; the original source of perverted
thought that never knew its own norm, always regarding relation-
ships as next-to-next in 'space, the relationships of addition and
gubtraction to which Number as quality and Time as Duration are
external. Number and Duration are not logical or intellectual
inferences ; they are tangible realities that 'penetrate our innermost
sensations, feelings, thought, ideas and actions creating and direct-
ing the norms and perversions of our Soul.
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In the above verse, the left hand of Sri Rama is addressing his right
hand. The occasion is the critical moment when Rama decided to
terminate the fight between himself and Ravana by killing the
latter. Wielding the mighty bow on which was mounted the irresis-
tible Brahmastra, Rama spoke words of warning to Ravana whose
defiant answers and challenging tone led to the release of the infalli.
ble arrow and the coneequent fall of Ravana. In wielding the bow
Rama’s left hand is stretched forward and his right hand, with its
grip on the bow string, is drawn back to the ear ; and the Brahmastra
is about to fly from the bow. In the above verse, the poet expresses
the novel idea that the left hand is accusing the right hand thus:
+« Ob you, Right hand, you readily come forward when it is time for

a hearty mesl; at the moment of fighting, why do you place me.

in front and retire to thé rear ?” The Right hand then snswers,
“ Not so, Left hand ! Rama being the all-merciful God, I am just
asking him in a whisper if Ravana is to destroyed after all.”

The verse is interesting indeed, but much more interesting than
the verse are the circumstances that led to its composition ; the
author of the ingeneous lines is none other than the famous scholar,
devotee and poet, Melputtur Narayana Bhattatiri.

It is said that in the Malayalam year 775, corresponding to about
1600 A.D., Unni Godavarma, one of the famous rulers of Perumpa.
dappu dynasty (i.e., Cochin Royal Family) made arrangements
to conduct & Kuttu, 8 mode of story-telling prevalent in Kerala,.
The performance was to last one mandalam, i.c., fortyone days;
the story of Ramayana, ending with the fall of Ravana, was to he
related by two expert Chakiars taking their turns on alternate days.
The appreciation of a learned audience and the patronage and
encouragement extended by ruling chiefs and scholare created a keen

competition among the Chakiars to outshine each other, Ag days
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passed Ly, the story progresssd towssda the final event. of the killing
of Bavans. Each of the twa experts wished to avoid the deseriptian
af death. and bloodshed which was censidered inauspigious and esch
claverly put. off the narration of tha incidens, sawitching on te
« Upakathas " (anecdotes) suited to the occasion. At last it hecama
impossible to postpone the narration of the event which now fell to the
lat of Sankara Chakiar. Knowing that his rival Vasu Chakiar had trick-
ed him into the predicament, Sankara Chakiar sought secretly the help
of Melputtur Bhattatiri who happened to be one of the learned
audience. The supporters of Vasu mustered strong on the day
when Sankaran would be forced to degeribe the killing of Ravana as
planned by the.clever Vasu. But they were taken by surprise when
Senkeran recitad the above werse, unheard of hefore and spent the
two houms of that day’s recital in describing the conversation between
Rama’s handa with interesting digressions, which held the audience
spolihound. The day’s performance ended with the Right hand
arguing that it waa only whispering in Rama’s ear that there was
o reseon to hegitate in putting en end to his foa. Sankere Chakiay
managed to. conclude the day’s performance, hringing the narrative
to this critical staga. The mighty Right band of Bame waain
sction o release the arrow. Since the Msahargja’s orders were to
farminate the kuttu the next day which was the fortyfirst'day, Vasu
Chakiar himself had to narrate the incident which be waa trylng %
avoid! . ' ,
. Some knawledge about this art of story-recital and narration
called ‘kuttu’ is essentisl for the enjoymont of any literaturs or
ipsident connected with it. Therefore, & fow remarks on-the origin
snd the netwreof the art will be relevant. This system of story
talling snd verse recitels to pravide entertainment and instruction
was & prominent feature of encient Indian life when religjous
ceremonies like yagas were conducted in' Vedic fashion; many
peeple then congregated and as the eceremmony somelimes Indted for
maore than & menth people had to prolong their stay in the leeality.
During this time they werekeps ueefully engaged listening te the
Paianis stories suited to: envirorment. and acossion. Thus. story-
peizetion waa in vogue in Indis from time immemorial. - :

. #Kuttu’ and its counterpart known as ¢ Kutiyattam ’ are greasly

‘fg@wenced by Bharata’s Natya Sastra. The former is mare op legs

o5 ond man.show, the Chakiar impersenating all the characiers off tive
shirp. Mo rocites -the nasrative in parts, ‘expounds, elaharatss

dadl osts chowing Ve Bhave in (acodrdanes with the rwlex of
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' 'Abﬁifiayd laid down in the 'Natya. "Sastra. ' In Kutiyattam
@he other hand, all the characters concerned appear on the gtage 'wi:l!:
proper make-up and costume and recite and act following the-’fu]e f
dramaturgy. In fact ‘ Kathakali’ which is so popular toq e
its origin * Kutiyattam.’ 8y owes
It is difficult to determine the date of the ori

There is a mention of * Chakiar Kuttu* performed

t P i
Tamil work Cilappadikaram. The 23th ve:se 3:::;%‘ in the
Tandava of Siva and Parvati as acted by the Chakiar So 0% :l:e
must have existed in some form or other as early ag the -
AD, T’y 88 the 2ud century

Bharata’s Natya Sastra has given rige to different kind .
dances and acting all over India. Byt story-telling and ot in¢ s.of
Bhava by Chakiar (in accordance with the ruleg of Nat msg with
is the culmination of the intelligent innovationg introduc):l ba-stra)
famous * Perumals’ and the other lovers of art and learnin IY‘t.he
earliest form it must have been mere story-telling on the g. dn its
the narration of epic-story by ‘Suta’ in ‘Naimisaranya.’ Th Igﬁ e! of
are, by the way, said to belong to the Suta caste, = - © ‘akmrl

gin of *Kuttu.’

. Like the actors in ‘Kathakali’ the Chakiar hag
pcourse of strenuous training and practice to express
the co-ordination of the muscles of the face and quick
the eyes. The duration of daily practice ig denoted
L pi)avirikkal ’ i.e., practice during the interval of t
setting of the moon every night. From the firs
appearance of the moon, the time of practice becom
longer until the pupil practises the whole night on a
A good deal of ecientific massage with oil by experts
‘and body fit for the performance.

to undergo a
en}otiong by
movements of
by the term
be rising and
t day of the
©s longer :nd
fullmoon day,
makes the face

¢ Kuttu ’ was generally performed in wh o
palams,’ i.e., buildings inside temples or wi::i: l:? g:!l::{d ,Ku;f:t?m.
‘precincts of temples. They were constructed accordin eto,ms., ie.,

rules ‘of architecture laid down by the Aryans, The,-g 1=0 sclen?xﬁc
stage for the Actor, a green-room behind, and g 8pacioa o i m!“d
‘in front. To the back of the stage is the place cauel;s;a;ldftonum
padam’ set apart for the Nambiar (another cagte among th ".d?nga..
--of Kerala) to play on'the drum called ‘ mizhayy ' B fbt”e Hindus
famous Kerala humourist Kunchan Nambiya,. theyf e way, the
. ‘popelar desmatio dance called Ottem tullal, (s.e 5 by o ", Of « the

dance apcompanied by singing and acting wi:‘,l:l 11‘3‘:;193 r:ny;h;:;lio
1 the
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author of the Tullal literature. belonged to this profcssion of playing

on * mizhavu ’ for Kuttu. It is undoubtedly his constant association

with the versatile Chakiars that gave him the inspiration to make these
achievements. The nature and the proverbial freedom of the women

of Kerala are evidenced by the presence of ‘‘ Nangiar >’ (name of the

women of the above Nambiar community), who enters the stage with

the Chakiar and keeps time on a small metallic cymbal called

¢ Kuzhittalam.” There is a big lamp in the centre of the stage

with three wicks burning, representing the divine Trinity, Brahma,

Vishnu and Siva. A prominent place in front of the stage is reserved

for Brahmins and the Kshatriyas. Out of reverence for the presence
of the Trinity, any questions, open comments or contradictions are

strictly prohibited, allowing the Chakiar great freedom to ventilate
his views.

The make-up in Kuttu is not so elaborate as in Kathakali. The
Chakiar ties a red cloth on his head, and his face is painted with
saffron, rice flour and charcoal powder, to indicate the Sattvie,
Rajasic and Tamasic qualities. He wears a Kundala in one ear and
decorates the other with betel leaf (rolled up) and red flower. This
is probably to make his figure slightly grotesque like Vidushaka in’
Sanskrit plays and thus suggest that Hasya (humour) dominates
his performance. He wears bangles and & waist-band over a kind of
¢ dhoti.’ The upper part of the body is not covered. His whole appear-
ance bears a resemblance to the archaic.figures in temple sculptures.

The Nambiar enters first and plays on the drum, ¢ mizhavu,’ to
announce the entry of the Chakiar with the Nangiar. The latter takes
her place to the right of the Nambiar and keeps time with her instru-
ment - to the accompaniment of the drim played upon by the
Nambiar. Before the Chakiar starts the recital, he performs a danee
oalled ¢ chari’ to invoke the blessings of the Gods. i

" The Chakiars should be eminent actors and scholars well versed
in° *Mudra’ or ‘hand poses’and the ‘Bhavas.’ They should be
eloquent orators too. Their intellectual attainments and bistrionic
talents  enable them to work upon the mind and heart of the
audienoce. - o ‘ ’ '

The subject matter for the recital is usually taken from Rama.
yana-prabandha and Bharata-prabandha which are written with
suitable quotations from Valmiki, Bhoja, Bhavabhuti, Rajasekhara
eto. In Kerala Melputtur Bhattatiri and Etavattikkattu Nambudiri
have made the most valuable contributions of this kind of literature
which are freely used by the Chakiars. L
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A new impetus Yor the spread of Sanskrit learnin
provided by these recitals. The dignity,
Sanskrit language attracted the people towards 5 serious
that language. Poems were composed in Sanskrit m
¢ manipravalam’ literature which is a harmonio i '
Maiaynhm and Sanskrit became popular in Kuesra‘l}:Tnbr;tt:znfr
illiterate man thus acquired the knowledge of the famous .
stories. |

study of
etres and the

After the preliminaries of prayer and the ** Charj » dance, the
Chakiar exhorts the audience to listen to Puranio stories, ‘hat’ﬁ,
might attain salvation. After the exhortation the - Ohkh?"
begims to relate the story. He uees the familiar, but dignified
colloquial Malayalam with all its intonations, idiomsg and famili
comparisons thet go home. The sphere of the story becomes 'i";:,
when the humorous references and anecdotes hit the targets of
soeial evils, politieal conditions and domestic scenes, - The Chakiar
keeps his finger on the “ Ravanas” and * Tatakag* of the day
while shielding himself under the rule that what is sajq in ‘kuttn ,
does not permit contradiction,

* ' One instence may by mentioned to illustrate th »
#magimasion of the Chakiars. ® gentas wnd

P9 FANAST O T g v |
IR WG TRAATE: o

Once a Chakiar bad to interpret by acting and Wmmonﬁ the
meaning of the above verse. The poet has said here that 8t R
prayed fervently to Goddess Parvati and @od Siva before he 4
ted to take the mighty bow of 8iva to bend it, before W“’:\;
hand of 8ita. This gives the Chakiar a chanee to weave acht::n‘
igpidont.which in his opinion saves Rama from the anger ofSi:Ig
Beeing Rama’s arrogance in bending his bow Siva got ﬁ:i
rushed to bum Rama in the fire of his anger. Parvati t-h;m
des in her characteristic way. * . L

Then follows a conversation between them :

. Parvati—* Lard, I know very well the reason for thi .
Onﬂmrlt. 1t only shows how little you care for me,* ¢ this Nﬂh

w1 fie-tin, aetpries) Q! Patvati, what ure . '-
not understand the meaning of gosr words,” K MW ~§-de

S doldv

. g In Kerdla wus
brevity and besuty of {ie-

8 Puranic

#H
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~ Parvati—** As if you do not understand ! I, now, realiss how’
little I count in your esteem and affection.” R

Biva—‘‘ Your accusation is most unfair indeed, when you are
the very half of my being.”

Parvati- “ Did not Rama fall at your feet for your blessings
before taking up the bow ?

Biva—¢ That he did. But there is pride in his heart in during
to bend the bow.”

Parvati—* Now my Lord ! Why do you beat about the bush ? I
know the real reason for your anger. It isjust because Rama first
bowed at my feet before he worshipped you (gzry 7 g7 ).
This priority given to me, has roused your jealousy and anger. Is
that not so?”’

Hearing this Lord Siva laughed in great amusement and his
anger vanigshed as quickly as it was roused. In this manner the
Chakiar drives home to the mind of the audience the significa-
nce of the using of particular words and even the word order as in
qul;‘q q qgm q ”

Another incident may be quoted to show how vlever avtors
smong Chakiars mude use of the audiemce in making the story
realistio and entertaining. Once & Chakiar was describing how love-.
lorn Subhadra was sleepless thinking of her lover Arjuna. Messen-
gers were sent $ar and near to fetch medicines to induce sleep for
Subhadra. At this point of the story, the Chakiar saw a certain
individual nedding in sleep holding the string of beads (rosary) in
his hands. He at once went to that member of the audience,
dapped his bantds and said ‘ Here mister! How sound asleep
you are with that wonderful string of beads in your hands! Pray,
give me one of those beads, so that it may be taken to Subbadra to
put her to sleep.” The hearty and universal enjoyment of this comic
situation may well be imagined.

There is a very familiar incident of how the famous Amman-
poor Parameswara Ghakiar pretended to throw a stone at the pet
dog of the then British Resident of Travancore and Cochin. Seeing
the dog tun away. whining and limping as'though it was hurt, the
Resident vefused ko' believe that the Chakiar was only. acting. In
arder to convince the Resident of his oleverness in acting, the
Chakiar,gave a performance gt Trivandrum which was attended by
both the Resident and his wife. The Chakiar acted the ‘ Bhava®

R TARET
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of lifting a big piece of rock from a mountain and huddling

it on the two distinguished visitors. The acting was so perfect -
that it is said that both the Resident and his wife fell to the

ground! The Chakiar was later rewarded profusely by the

Resident and the Maharaja for the excellence of his performance.

We talk in these days of the advance of dramatic art and
the popularisation of Bharata Natya and other dances. We_have to
think twice before deciding whether the technique of dancing has
advanced or deteriorated. If we leave out the paraphernalia of a made.
up stage curtain for every change of scene, dresses and expert make-
up for characters, orchestral accompaniment and light-effect, most
of the so-called dances and dance-dramas of to-day could show but
little of real art as compared with the wonderful achievements of
actors like the Chakiars, who are able to carry their audience with
them, with hardly any external aid.

The genius of Melputtur and the help rendered by him to the
performers of Kuttu deserves to be illustrated by one more instance.
Once a Chakiar had to impersonate Surpanakha complaining to her
brother Ravana about the cruelty of Rama in chopping off her nose.
Instead of saying that Surpanakha’s- speech was full of nasal sounds

(srgifeer) the Chakiar made the mistake of saying that she

spoke without any nasal sounds (firgife®r). As the Chakiar,
had to be above mistakes, he had somehow to justify the statement

and actually recited a verse without nasals. To do this overnight:

was an impossible task. So he sought the help of Melputtur who
composed a whole Prabandha completely devoid of nasals. This
work is called ‘ Niranunasikam.” This bears testimony to the truth.
of the incident and the genius of Melputtur. The following is one of
the mo.ny striking verses in the Prabandha.

TR T AT O g
fadiegaaieta gwar gRgang @ |
v cqEieaq 9T 910 axeugiitare ,
| o e s e A || R

In the above stanza the poet uses AT: in femenine form, )
instead of CEIE in masculine evidently to avoid the nasal. But he.
dleverly ]ustlﬁes the usage of gar. that the wounded and indignant

Snrpanakha wanted to suggest contempt for Rava.nas femmme
bands!” "

',branch of dramatic art and literature,
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This Prabandha was translated into Malayalam thirty years ago
by the scholar ‘and poet Vayaskara Moossad ‘who has also -suocess-
fully avoided nasals in Surpanakha’s speech, = .

Kuttu, however, bas not' gained the same popularity as the
sister art < Kathakali” This is partly because the latter is more
spectacular and appeals more to the emotions than to the intellect.
The success of * Kuttu ’ depends as much on the versatality and the
originality of the Chakiar as on his histrionic talents.

The custom that ‘Kuttu’ should be performed inside the
temples is also responsible for-its obscurity. Gradually it lost the
patronage of scholars and rulers without gaining the support of the
masses. Considering the amount of training, erudition and exertion
required, the Chakiars, few in number, began to forsake an art which
offered no solution for the struggle for existence. Kathakali also
guffered from similar handicaps, but the timely help of ‘ Kerala-
kala-mandalam’ under the inspiration and leadership of Mai.akavi
Vallathol gave Kathakali an impetus to win a worthy place in
dramatic art not only in Kerala, but also in the whole of the
cxvxllzed world.

K Kuttu also could be similarly revived under proper pa.tro.
nage and could be utilised as an effective organ for the dxssemmatxon

of culture, coupled with entertainment.

"Kerala has made  valuable eontnbutnon for “the develop-
ment of < Campu’ literature, specially because they were made use
of the Chakiars for their performance. Some of Bhattatiri's' Pra.

bandhas which deserve popularisation are Rajasuya, Niranunasika,

Panchalisvayamvara, Subhadraharana, Matsyavatara, Ashtami-
‘prabandha, Vamanavatara and others. Rukmini Svayamvara by

.Etavattikkattu Nambudiri has been published with a ‘learned

commentary by Darsana Kalanidhi H. H. Parikshit Maharaja of
Cochin. The genuine interest of the Maharaja has made him pay
the timely attention to this matter of printing and popularising the

_prabandha. It is hoped that the example of the Maharaja, one of the

greatest Sanskrit scholars of the day, will give inspiration and initia-
tive for similar enterprises for the spread of knowledge in this umque

B3



"TWO COMMENTARIES ON THE GITA.GOVINDA
RECENTLY RECOVERED IN ASSAM

- R De. 8. N Samma
: Gauhati University, Assam.

The @ita-govinda by Jayadeva has not only been famous in
India for its melody, but also attained celebrity amongst the west-
orn acholars. 1t has been commented upon by several medieval
scholars of different parts of India. Ia the editorial notes appendad
te the History of Sanskrit Literature, vol. 1, Dr. 8. N. Dasgupta bss
enumerated thirty commentariesso far discovered.* 8ri M. Krishnama.
chariar, in his History of Classical Sanskrit Literature, has neum-dqd,

thirtytwo commentaries many of which have been included in the.

list given by Dr. Dasgupta’. The number of commentaries so
far recoverad undoubtedly testify to the wide popularity enjoyed by
@ta.govinda during the last few hundred. years.* Becently twe
were commentaries have been recovered in Amam. A b:iof um
of these commentaries has been given below.

(). The corpmentary which is the more Qxhamtiu qf the M lnd
vhwh appears to have gained more populsrity, is known as Haravati.*
The commentator Maharaja Sri Sulpladhmja is an important ﬁ(‘m’o
in the history of Assam. He was the younger of the two celebrated

woitw of king Vieve Simha (1510 - 1580) the founder of #he Koch.

kiﬂgdbm which comprised the whole of Weatern Asssm and ‘parie of
Worth Bengsl. Vieva Simha was sunceeded by Malladava elfas
Warenariyans (1340-—1638), s great patron of art and litaretwrs.
The Jearned eommentator was the younger brotker of Naranarayans
and served as the Prime Minister and Commander<in-chief of tha royal
army In hiwi the qmlihes of a victorious gmml and a scholar wepe

M}aﬁ S K. Resgpte & 8. K De Hutam of Sanakrit Lttuab‘re, VQL ;,
p- 066.. .

2. M. Krishnamachariar: 4. Hmory of Claseical Sanaksst Literature, p. 342,

A complete account, of the Gétagovinda, its comment,
w{prepahﬂon tw Db, W, Raghmnn omd will soon be mmm"‘;m"

4. Maniseript mphofthmh‘q“mm

ubm'iec of the Departpent of Hi ‘?Bun w Gnuhq.ﬁ,

std the Ksmarup Bandktlt Senjivanj * s
Mofatbwdm R
ing to & Jist of Nll. in p!

Oumiitars with Gomnth Barmes
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admirably combined. He led & victorious campaign sgainet the teigh.
bouring kingdoms, but ultimately found his Waterloo in the battle
against the Nawab of Bengal. This happened about 1563 A D, Suk-
ladhvaja remained a piisoner for a year and after his release he sided
with the Mughal army under Akbar the Great against the Nawab of
Bengal and thus avenged his previous defeat. He died about 1580
A.D.! The commentary was probably written within 1540-1560. In
the commentary he introduces himself as Maharaja ; this indicates
that he undertook the task of writing the commentary when he came
to power as the de facto king of the state being the right-hand
man and Commander-in-chief of the de jure king Naranarayana
who ascended the throne in 1540 A. D. The lower limit of the work
may approximately be fixed in or about 1560 which marked the
beginning of the series of military campaigns which problbly
afforded little opportunity for scholarly pursuits.

That Sukladhvaja wrote this commentary and not any of his
court poets can be inferred from two external evidenoes. Qne is
furnished by the Assamese translation of Gita-govinda by Ramasarase
vati in the 16th century of the Christian era. Here Ramasareevesti
refers to Saravati by Sukladhvaja in the following way :

« T have rendered the Gita-govinda by Jayadeva into Assamese
verse; Maharaja Sukladhvaja also wrote a commentary. If you
cannot follow my rendering, please consult the commentary.”*

The other evidence is furnished by a manuscript copy of Jagad.
dhara’s commentary Saradipika.’ - The introductory and concluding
verses of this copy of Jagaddhara’s commentary are composed by
one Ratnskara Kandali. The opening and the concluding lines of
the manuseript have been quoted below :

Opening lines ;
AysRmurerTar feal @Rq | eshanfr s |
 FERTYAR AERTRTR AT oRQeRE: |
. FRATERAR: AR Feg a AR g ||

1. K. L, Baroos: Early History of Kumarups, Pp. 202.902.

2. Ramasarasvats: Gita-govinda (Assamese version) V N 2]
Destripitive Catalogue of Assamese Mes., H. €. Gosvami, C:;:;tt: [nv:‘mut';:
1920, Pp. 77-8. Bd.]

3. Ma. No. 70, Department of Historical & Antiquirian Stadivs, Osabei.

17
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-2y Concluding line§ + & ¢ " -l e 0 L L
o SERE RN gt g

SRR L e L P

W e dEaREer PR @ g wafa ||
> -From the above. liries it is clear gh
eribed Gitu-jovinda” and Soradipiks at

RN R the beh‘est Qs e e
(iiljobably! ‘f,hg\-vc.o?y-ofthe commentary By Jagaddh a:: SIUkladhya.JE,.
gbr*" Sukladhvaja“ was ip a worn-out condition, and the; :t bel?nggq
kara’ Kandali was asked to make a fresh copy of § 1;ex;e ore, Ratng.
lithati sphuiom (& <5%) otherwiso carry no megin The words
read it together With the succeeding lineg where th g Wll.én wo
been clearly ascribed to Jagaddhara, . Ratnakaca 12 auth?rsh)p ,h%'
dopied the manuseript but also added g foy lines of andali not only
beginning and the end of the Commentary of his own to. the
£ Phe influence. of the commentary S- -
Sukladhvajs is considerable and Jagaddhaar;‘;dv?%ka on the work of
8t ‘several places of hifs Commentary, The faec‘:ihh&ve been cite.d
possessed a «tcopy of Gita-govinda with Jagaddhar ?t Sukl”‘dh“w
| and tl.mt he-a..sked a schf)lar to make a tranger tZ: FQmmentar.y
deep interest in Gila-govinda ; and that ingipgerge ..., ErO7% D8
eliim Yo the'authorship of Sarqyqy; - - rectly establishes his
~3 . The Saravati begins with g salutatj S

S lutat : :
tory lines-are quoted below : mf‘ tQ Krishna, The introdue-

a6 Ratnakars Kandali .}tx':é,li\é:"-'

syre e e g "‘?‘ﬁ*j&fﬂ?ﬂaf ¢ ey
frae! sqRaRHRTT TIEHEANR . 215 areq et SR |,
The concluding lines : wliaal gy Rt Lo qqfa:;n',

g Naaafieas aqviiag G
RN ;‘?‘qui AAEEIN?) Bt sy 0

g L
i mrmeﬁng(s: ) e

BN
PP —— e g I
o8] snd Antiquarian Stydie, am'd‘p"f‘?fplfeserved'- VA
by one Kamala Pathaka, ngga?bau, ¥as copieq ‘; tthe Depﬂrtm'ent of Histori:
frameription of Ratmakars Rapg.): *I2E8 Probably 1° Year 1704 (1626 Naka)
' sli who flourigheq i“t%‘;‘g% it from the original
e 36th century, - -
VL
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ri: v One of the 'noticeable features of ‘the compmeéntary is the ddscip?
tion of ragas in their deified or personified forws. . Thbss roya-dhyjznas
agree in detail with those described in raga.mala texts and depicted
in the medieval pairitings. A few of such raga-dhyanas “have been
quoted below : S ST

O

Ramakiri :  @07q1 ARG 7 Ao (RIS TN Agd |
F3 qAqraaerasty ardtaar uated srEr ||
Bhairavi : st ghvat BT ¥ GafTaT Sifawsaia |
daarenfigragE Y s Be Sdag | 0 T
Baderi:  fadiewah fi8 BRI GREW < oCTER

The commentator has probably taken these descriptions of ragas
from Sara-dipika which also contains similar portrayal of. differbat
melodies employed by Jayadeva in Gita-govinda. -

Saravati quotes profusely from various texts and cites varioys
authorities. A list of works quoted and authorities cited ate fcted
below : R

(a) Lexicons and word-books: Amarakosa, Vrddha-Amara,

Sasvata, Visva, Dharans, Medini, Haravali, and Ratnakosa.

(b} Kavyas: ‘Malati-madhava, Sringara-tilaka, Mudra-rakshasa,

Karpura-manjers, Bhagavala-purana, and Kusumangali,
(c) Poetics : Natya-sastra, Bhava-lata, Kavyadarsa, Sahitya.
darpana, Sarasvati-kanthabharana. .
(d) Erotics: Kama-sutra, Kama-tanira, Bharata, Rasika-sar.
vasva, Nagara-sarvasva. ‘ o
. (e) Commentaries : Sara-dipika, Pitamundiya, the commentary
_on Gila-govinda by;]?hagimtha., o

© The commentary gives definitions’ of' diffarent . §ypes of nayakas
and nayikas, and their moods, attitudes and feelings at different
erotic stages of the mind. There are & number of verses dealing with
topics which should really come under Kama-sasira (erotics), but
.shese verses have been ascribed to. Bharata. - In the extant Natygs-
-sastra of Bharata, such verses are not to be found. Verses dealing with
ctopics like sexual union, orgasm (<gf@we), methods of copulation
oto. have been quoted at different places of the work and-‘they iy
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ascribed to Bharata (azig wrd:, gar
sscribed to Bharata are quoted here ;

YAFTRFNT = Tweds: wuey ﬁ‘?ﬁmmh |
A “IRER argt oo )

egm

o1 ey YT ey g |

a: ST fad s |
EIIT: |red(?) ardr: ‘Sm%ms I
AT, = e R AR rend favgy
feaan: g YR sty T |
TAREPRL = GG TR o3 cqraty: |
TWHA WA Sriuengeniipy I

RFEEIEET = IUCEAT G G A rdgy A w

wwrﬁx = (2) FTHiEaEEq: AMPreRaferg

A IRy A SR |

FEARTE Ty

Fogfa mq’@ﬂﬁﬁr grz: 0

R) FeERgamary

TATHIE A htﬂm’ft |

gy Agegry

FITTORY T g |
(R) - FemgTERaareaRy o vy

Wmamm(?)m W

(¥) SNV a8 geRqhmt mm

The werees guoted above and topics deg
sape of the Naiya-sastra by Bharata, These

It therej

”,”d from some works falsely asoribed to Bh., v

forqnently quoted to ilusirate
s Bhave-lata,

T AR). A fow of yuch werses

W |
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- Another woz
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_.* The commentary frequently refers to two older commentaries on
Gita-govinda ; one is, as has been already referred to, the Sara-
dipika by Jagaddbara the celebrated commentator on Malati-
madhava, Veni-samhara and Vasavadatta. The other is an
unnamed commentary by Bhagiratha,! probably the famous commen-
tator of Kavyadarsa, Naishadha, Sisupala-vadha, Megha-duta and
Kiratarjunsya. Bhagiratha as a commentator of Qita-govinda is little
known, and amongst the thirty and odd commentators so far known
bis name is not found. From his Kiratarjuniya commentary we learn
that Bhagiratha belonged to Prtamundiya family; hence the
reference to Pitamundi is to Bhagiratha’s commentary 'on " the
Gita-govinda.

The commentary has accepted the traditional view that J ayadeva
was a courtpoet of King Lakshmana Sena of Gauda.?

(I1) The second commentary recently recovered in Assam is
Sandarbha-dipika by one Dhritidasa." The manuscript records Saka
1726 as the date of its completion.’ The date probably refers to the
time of the completion of the manuscript copy, for, immediately after
the date, the name of the copyist Dharmaraja Sarma is mentioned,
Nothing is definitely known of the commentator Dhritidasa Sarma
but he appears to be an Assamese from the fact that he gives
Assamese equivalents of a few Sanskrit proper names.

The commentary begins with a salutatxon verse in praise of the
Goddess of Speech :
q3 gEAl TR 98 AT FAFR A wrd A e a1 el aw |
Aeqred 1 qarqra g% WEqRT GEAS a1 ¥ FIM 92} Aw araear |
Aiiseg SRR aE T Sﬁiﬁlqﬁl IR | qHagIAraAst fergadanae |
TG HE 1 1 GRS, ? &g MAdifErEdE a=IQREe |

1. The following lines of the commentary (on 12.12 of the Gita-govinda)
may be noted.

o o Y oRaT g A A dn wnearafaRag s
caT SR IafFar: |

2. Commenting on 1.4 of the Gita-govinda, the author of Saravali writes :
« rRuRAEAEE] EETEaAd FAEAReET aTeagTy guaf |

No. 64, Department of Historical and Antiquarian Studies, Gauhati.
The?'e lgha ms. of t}ul:; commantary in the Dacca University Library, No.

4435.—Ed.]
A% ARRET: TEEAST aZTRNT (7 Aerd AogRiReragy

m@r'ﬁﬂiﬂ
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The following works have been frequently quoted by Dhntldasa,
in his commentary : - » Cive

Lexicons :—Medini, vaa, Amara, Pada-sagam -
Kavyas :—Sisupala-vadha, Ubdhata. -sagara (antholagy)
Poetics :~—Kavyadarsa, Bharata, Alamkara-samgraha.

Erotics :——Kamasutra, Rati-sagara, Rati-rahasya, Rati-raina,
Sringara-prakasa, Nagara-sarvasva, Rasika-sarvasva and Bharata.’

The common features between Saravati and Sandarbha.dipika
are :——(i) Both the commentaries have quoted Bharata not only as
the celebrated writer of the Natya-sasira but ‘also as one of the
authoritative writers on erotics. (ii) Both have quoted from musical
treatises the dhyanas of different ragas employed by J. ayadeva;

One special feature of Dhritidasa’s commentary is that it qubtés
geveral works on erotics. Passages from Nagara- -sarvasva, Rasika.
sarvasva and Sringara-Prakas<a are more numerois.

1. Most of these works have been referred to by M. Krlshnamachana.r in
his History of Classical Sanskrit Literature, pp. 885-896 P
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Dr. Raghavan at one of the Sections of the Unesco

Music Conference, Brussels.

'I‘HE UNESCO MUSIC EDUCATION CONFERENCE
BRUSSELS

Dr. V. RagHAVAN
L In the end of June 1953, the UNESCO called a big Conference

of musicians, - musicologists and ‘music-educationists at the Belgian

Capital. The Academy was represented at the Conference by me

and my address at the IIIrd Plenary Session of the Conference on'the

Present State of Music Education in India has been published in the
Souvenir of our1954 Annual Conference. The proceedings of the
whole ‘Conference and the texts of all the addresses delivered there
have been issued by UNESCO and the volume has been revnewed
elsewhere in the present issue of our Journal. .

The Belgian Government were the. hosts and the General
President of the Conference was the Education Minister of that
country. The UNESCO were preparing for the Conference for two
and a half years. Over 600 delegates from 43 countries attended.

An account of the Conference. was given by me in the Hindu,
Madras, soon after it was over and here a brief description is given to
serve as a record in'the annals of our Academy

~ The main theme of the Conference was Music in Educatlon. The
work was organised in two parts, general aspects and surveys - heing
done'in comprehensive addresses to the Plenary Session and more
detailed work in the different branches carried on by lectures
and discussions in separate sections. Of the principal addresses
at the Plenary Sessions, that on ‘Music and International
Understanding ’ by  Mr. Domingo Santa-Cruz from Chile, drew
attention to the undesirable over-saturation caused by mechanical
aids, commercialism- and desire to please popular audiences, and
laid stress on the need for study of the music of . other countries ; the
address of Georges Duhamel of the French Academy, came down
powerfully upon the mechaniséd music, the gramaphone and radio ;
other addresses surveyed the present state of musical education in
‘America, Europe and - Asia ; the address of Leo Kestenberg of Israel
pointed out that music education was more than music and included
religion, music and faith. Miss. V. Lawler of U. 8. A, underlined the
disadvantages of centralisation of authority and directive in musical
activities and pleaded for the fostering of the natural growth of
uniform standards among the musical publioc themselves. Sir Steuart
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Wilson of England, President of the International Music Council,
spoke on folk music. - - Lo

In the several sections there were discussions and short €xposi-.
tions on subjects like Pre-school and Kindergarten, the appraoch of
the general teacher in elementary, intermediate and advanced
stages, different teaching methods, music as a social binding force,
the role of the specialist in the school, problems of rural school
music, training teachers, training methods, musical education of
adults, importance of listening, teaching of fundamental techniques,
music appreciation, music at University, community services, music
industry, music libraries, record libraries, music publighers, instru-
ment-makers, individual and private instruction, the contribution
of the professional - artist, the composer, audio-visual aids, radio,
telivision and films, music factories, musical therapy, music in
prisons, music history,—a range which shows the comprehensive
way the theme of the Conference was understood and the diverse
problems that were discussed. .

Special emphasis was laid on the importaneé of folk musie.
Uniform criticism was heard of mechanised music which was derided
as ‘* music on tap ” and “ tinned music.” One speaker went to the
extent of hoping that sclentistg who had given us the facility of
. mechanical music aids would also give us the safeguard of * sound
shields” to defend ourselves from ¢ this flood of sordid music
which assails our ear even at moments of food, rest and meditation.”
One of the recommendations specifically appealed to different
member nations of the UNESCO to exercise. some choice and oontrol
in respect of the material that went into the records.

The International Council of Music Education

"One of the outcomes of the Conference was the formation of the
International Council of Music Education in which I was asked to
gerve on behalf of India.

Oriental Music

Pace the laudability of a single International Conference where
the music of all nations and systems could be represented, in actyal
practice, in an International Conference of this type held at a distant
European centre, & number of good representatives of. orjental
gystems of music are not able to take part ; to that _exte‘n;'tho aim
of the Conference was not realised in full. 8o I took a leading part
in promoting in this Conference the idea that there should bl;“ a

«
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geparate regional commission for Oriental music. The few orientals
who eame there gathered together and thanks to the co-operation of
the UNESCO authorities, we were able to organise a separate regional
body for South-East Asian Music which could hold periodical con-
ferences in different countries of South-East Asia: '

National Committee of Music

To push forward the music activities under the aegis of the
UNESCO and the International Music Council, it is necessary that
member countries should have National Music Committees. India
has a national sub-commission of the UNESCO and there is also the
Government.sponsored Central Academy of Dance, Drama and Music;
but there are administrative and other practical difficulties in one. of
these or sub-committees of these two bodies functioning as the
National Music Committee. It is therefore necessary that . Indig
ghould lose no more time in forming the Indian National Musie
Committee and take advantage of the avenue opened up by .the
UNESCO for interpreting the great musical culture of this éoun@;xjy
to the outside world.

The Conference was conducted in the magnificent Palais des
Beaux Arts at Brussels. On every one of the eleven days of the Qon.
forence there was some musical performafice or other. An account
of some of the noteworthy features of these concerts, I have:given
in my lecture ‘ My Music and Dance Experiences in the West,’ repro-
duced in the 1954 Souvenir of our Academy.

Before closing this brief review of the Brussels Conference on
Music Education, I want to express on behalf of the Music Academy
our thanks to the UNESCO authorities, particularly the Director and
Deputy Director of cultural activities Mr. Jean Thomas and Mr.
P. N. Kirpal. T must also express my thanks to others of the
UNESCO musical section and of the International’ Music Council,
Mr. Marshall Cuvelier, Mr. Jack Bornoff and others.

The International Association of Music Libraries
and Music Index . o
During the Conference, I came into touch with an auxil‘ia.ry
association called the International Association of Music Libraries
with Mr. Federov of the Music Section of the Biblotheque Nationale,
Paris, as Secretary. 1 was requested to serve on'its council for
India and I have so far supplied for their organ two annual biblio-
graphies. of music publications in India. '
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TWO BENGALI TREATISES ON MUSIC

SANGIT-O-SAMSKRITI (History of Indian Music—
Part I) By Swami Prajnanananda. Published by the
Ramakrishna Vedanta Math, 19-B, Raja Rajkrishna
Street, Calcutta. Price Rs. 10/-

It is mot perbaps commonly knowm that the Bwamijis of the
Ramukrishna Math have, in addition to theit monumental eontribi.
tion o Yevent religious and metaphysical literature of India, writhea
some worke on music, psychology and other mubjects. One
such erndite wannyasi-acholar of the Math is Swaini Prajnanananda
whose favourite field of research is the history of Indian musio. The
Bwamiji has already published a number of bookson the subjeot in
English and Bengali, prominent among them being * Spirit of fndian
Music ”* and ** A Critical Survey of Indian Music in Epies ” in Emglish
end ¢ Bag-O-Bup ” and “ Bangle Dhrupadmala ” in Bengali, the
Jast:nemed being & collection of Bengali dhrupads with syare

tion. » .

« Sangit-O-SBamskriti,” the book under review, is & learned dis.
deree on the history of Indian music from the Rig Vedic age to the
pe!'iOd Of 13 Naradiya Siksha ” and ** Smgitﬁ Mw&-” The Tooks
of our music, which, the author emphasises, is purely Indian,are to be
traged to our Vedas, Aranyakas and Upanishads. The seven notes
have their origin in Vedic accents, the Udatta ni and ga, Anudatta
ri and dba, snd Sverits sa, ma and pa; and the Yajnavalkyi
Siksha clearly mentions that the triad of aceents known tmisvalyé. ’
ia an adaptation of the seven notes of the chromatic scale. There
are numerous references to music and dance in the Rig Veda, g5 also
to musical instruments like the Dundubhi, Satatantri Vina, ete. 'i'he
Samhites, %66, moention variews insiramemss ke the Adambara
(Vajassneyi Samhita), Vawespasi, Dandubhi and Bhumi Dundubhi
(Talbtiriys Samhita). The author’s treatment of Vedis refomenses to
wonfe and  flance ehows the smount of paticat rosesnch ke
Inis put In s eeilech the vajusble data whioh ke has presemted ia
sogeiis, ehoomologieal erder.

©‘The uuthor repudiates, with authoritative yuotatiows, the theoty
that the Aryans and their music came Som owieife Tndi, wed

*
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disstwses the place of music in the Indus Valley civilization. Lates
in this chapter he deals with the influence of Indian musio on the
music of other countries and its cultural assimilation through age.
long intercourse in warfare, trade and intermarriage. Evem the
Greek musioc has its roots in Hindu music or at least in that univeraal
system of music much of the tradition of which has been fully keps
only by the Hindus.

Tracing the development of Nritya, Gita and Vadya through the
centuries, the author discusses the references to music in the Rik
Tantra and Pratisakhyas and the researches made by Dr. M. Winter
nit2 and Mr. A. 0. Burnell in the field of Sama Gana. The Samagas
(sirigers of Sama Veda) used to emphasize the various notes by means
of movements of the hands and the fingers. The Sama Veds is there-
fore the souree not only of our music but also our Abhinaya. The
hand-gestare is highly developed in the Madhyandina school but all
schools lay down the absolute necessity of supplementing the voice
with gesture in Vedic recitation. The vani (speech) and the pani
(hand) must synchronize with each other in their combined task of
rendering the text so thas its full beauty and import are brought out.
The author has quoted extensively from the various Sikshas—
Paniniya, Yajnavalkya, Manduki, Varparatna Pradipa ete. in
regard to the intonation and prayogas of Vedas,

The author devotes much attention to the *“ Naradiya Siksha *,
the * Sangita Makaranda” and the * Raga Nirupana®, all
attributed to Narada, and discusses the identity, period and work
of the different Naradas to whom are ascribed these treatises
on music. In addition to a long, separate chapter on the * music of
the Naradiys Biksha,” he has appended two sppplementary attioles
on the Biksha, Makaranda and Raga Nirupana with apt quotations
fliom exisbing literature on the subjeot, especially from "D'r.
Raghavan's illuminating artiele originally published in Vol. 111 of
this Journal. It is in Narada's worlts we get detailed information
about svarssthanas, raga, murchanas and gramas. As regards the
1agt-named, it is well-known that only the Bhadje and Madhyama

' are stated to have been in existence in this world and it fs
belioved thas the abode of the Gandbara grama is Heaven, Mhe
author quotes the verse ¢ Utsange va malinavasane " from Kalidasm%
« Moghasandesa ” and extracts fram the learned commentary of
Mallinathe and points out that the ¢ murchana * mentioned in the lagt
line of the sloka wes sungin the Gendhara grame (Deva-yonitest
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Gandhara:gramena gatu-kametyarthah). While Sarngadeva mentions

only eleven Vinas, Narada in his Makaranda describes nineteen types
of Vinas. ' o

The learned author has spared no pains to make the book
exhaustive and informative in every respect. In addition to &
Bibliography in English and Sanskrit, which shows the extensiveness
of his research, and an index, many tables have been reproduced
showing the origin of notes. There are several colour plates and
illustrations also. The paintings reproduced include ¢ Rag Vasant ”
(Jodhpur, 18th century), ‘ Ragini Gurjari ” (Bundi, 17th century),
‘“ Rag Bilaval” and “ Hindol Rag” (Rajput, 17th century), from
the collection of Mr. Ajit Ghosh. The photographs published include
those of Mohenjodaro, Harappa and Hampi, musical instruments like
Katyayani Vina, Kinnari Vina, Mahati Vina, Mayuri Vina and
Brahma Vina and the 28 ‘ Asamyuta’ and 23 ‘Samyuta’ hasta
mudras of the Nandikesvara mata, By his assiduous research and
scholarly presentation of the subject, the Swami has placed students

of music under a deep debt of gratitude. The second part of the book
will be eagerly awaited by the music world.

T. S. PARTHASARATHY

] _—

. RAG-O-RUP (Historical Research) by Swami Pra.
jnanananda. With an introduction by Sri Ardhendra
Kumar Gangopadhyay and line drawings by Sri Nanda-
‘1al Bose. Published by Sri Ramakrishna Vedanta
Ashram, Darjeeling. Price Rs. §/-

Having traced the history of Indian music from the Vedio times
in his ‘ Sangit-O-Samskriti,” Swami Prajnananda, in this book
¢ Rag-O-Rup,” takes up for discussion ragas and their forms, Raga
is the basis of melody in Indian music and may be called the most;
outstanding contribution of India to world music. Sanskrit works
on music, from the *‘ Sangita Ratnakara ” of ‘Sarngadeva, down-
wards, devote elaborate chapters to a detailed degeri
and mention thousands of raga.names under vg

.va'.l’(cho‘,’gh a systematic classification of them still Presents considera.
ble difficulty.

ption of  raga°
Tious categories

While in the South, the classification of ragas is made with the
help of the sound system of Venkatamakhi based on reasonabls
scientifio principles, the Hindustani system depends upon a somewh;
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fanciful theory known as the ‘ Raga-Ragini-Putra ” scheme, the
details of which depend very largely upon the choice of each indivi-
dual. Under this gystem there are six principal ragas, each one of
which has a number of raginis or wives attached to it, these two
having a number of putras or sons. There is no unanimity of opinion
even regarding the six principal ragas. While Pundarika Vitthala
mentions Bhairava, Hindol, Desakar, Sri, Nata and Nattanarayana
as the principal ragas, Muhammad Rezza, Rajah S. M.'Tagore and
Sir William Jones give different lists. While the suddha scales
mentioned by some authors cannot be identified at all at present, the
suddha scales of others differ as widely as from Bilaval (Sankara-
bharana) in North Indian music to Kanakangi in Carnatic music.

In the work under review, the author aims at introducing the
reader to the ragas and raginis of the Hanuman Mata which is one
of the schools of North Indian music. The only authority for this
Mata appears to be the ¢ Sangita Darpana” of Damodar Misra
who lived in the 17th century during the reign of Jahangira. Misra
has borrowed freely from the ‘‘ Sangita Ratnakara ” but has not
explained his suddha gcale. According to the .Hanuman Mata, the
gix principal ragas are Bhairav, Malavakousika, Hindol, Dipak,
Sri Rag and Megh and each of these has five raginis such as Madhya.
madi, Bhairavi, ete. The Swamiji has given the dhyanasloka, the
Jakshanas and some sancharis for each of these ragas and raginis
explaining the Thats from which they were born.

The dhyanasloka for Bhairav rag, for example, reads as under :

TER: ARESAEE AT
SN SLEREGEEACIGIEE
WEATFH O I
gufad Ffa @) sfam: )

In this sloka, Bhairav is described as .the Adi or First Raga. The
thor quotes here the Bribajjabala Upanigshad in which appears the
au f the five elements and the five varnas being born from the
story © of Lord Siva (Sadyojatam, Vamadevam, Aghoram, Tatpu-
five faces nd Jsanam). Most South Indians will be familiar with
rusham :,’s kriti * Nada-tanum *’ which refers to the origin of the
'Iyagar&]t os from the five faces of Lord Sankara. The rag Bhairav is
s::::dn:o have emanated from the face Aghora which represents
8

« Agni’ and the author opines that becaus:e Agni is given great
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prominenee in the Vedie literature, Bhairav was put down as the Adi
Raga by early musicologists. Bhairav is the equivalent of our
Mayamalavagoula and it is noteworfhy that Purandara Dass treated
this as our Suddha Mela for all practical purposes and compesed all
the alankaras in it. .

At the end of the book, the author hes added a number of very
interesting appendices dealing with Vaidik Sangita and Sama Gana,
Marga Sangita as classieal music, Desi Sangita, the evolution of the
seven notes, the objects of ¢ visualised music ’ and Thats and Melas.
In the last-named appendix, he compares the Thats of Hindustani
music with the Melas of Venkatamakhi (consistently mis-spelt as
Venkatamukhi throughout the book). '

A very interesting feature of the book is the reproduction of
rage pictures drawn by artists Asu Bandyepadhyay and Nandalal
Bose, and by painters of the Rajput school. 8ri Nandalal Bose’s
line drawings stand in a class by themselves. Prof. Ardhendra
Kumar Gangopadhyay has contributed a scholarly introduction.
The book is a valuable addition to the literature on music in the
Bengali language.

T. 8. PARTHASARATHY

The Laud Ragamala Miniatures, H. J. Stooke and
K. Khandalavala. A study in Indian Painting and Music.
Bruno Cassirer, Oxford. Distributors : Faber & Paber,
Loadon W. C. 1, 18/. sh. net. 1953.

When I was in Oxford 1953-54, and was working in the
Bodleian, I saw the collection of Indian paintings in the Library
and particularly the Album of Ragamala drawings called the Laud
Ragamalas. I came into touch also during that time with the
Librarian of the Indian Institute, Mr. Herbert J. Stooke, and the
Publisher of the volume under review, both of whom placed in my
hands & copy of their publication relating to the Laud. album of
Ragamala paintinge. | a

Arohbishop Laud presented this album to the Bodleian in 1640.
There are 18 paintings in the book with their titles written in Persian,
The Ragas illustrated here are Malhar, Maligora, Gunakali, Bhivass
(Vibhasa), Kanbara, Bhairan (rav), Asavari, Dhanasri, Nats,
Hindola, Malkaus, Syam Gujari, Pancham, Varari (Varali), Bhairavi,
Devakiali, Bilaval, and Vasanta. There are however no Sanslwit
vesses deperibing the personified forms of the Ragas and Raginia,
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The subject of the personified forms of cash meledis mode of
Ipdian music is well known to every student of Indian music
apd Indien miniature painting. The Indien idea that each
Rege or mode of the melody had a distinct ethos could have gradu-
oliy led to the growth of the further idea that each such mode was
invested with a definite form the proper evocation of which was to
be achieved by the musician. The association of musie with devotion
and the spiritual value attached to the art asa sadhana might have
furthered the development of the conception of each raga as having
a divine form laid up in the heavens; and for calling up the image
of such & form, as in the case of the murti of a god, & formula
describing the iconography of the Raga-form was necessary and what
arose still further out of this, the actual pictorial representation of a
Raga. All this would form quite a natural process of evolution
from the old Indian conception of Raga, but when exactly and
what text exactly spoke of this first canmot be easily settled. In
the Moghul times, along with the Rajput miniatures, we come upon
this interesting and attractive phase of musicology. Though faint
echoes of this can be traced in Carnatic Music, this ideology may be
said to be confined to North Indien music. That Dekhan, a half.
way bouse in art-history, konew this is proved by the present
geries of drawings.

The publication under review reproduces in actual colours and
monochrome the eighteen paintings in this album. Mr. Btooke writes
@ beief introduetion to give the background necessary to appreciate
these slustrations, and to each illustration he adds a prefatory
explanatory note. From the Sanskrit lpusic texts we know of more
than one kind of description of the ioconography of particular Ragase
and some of these variations, including differences in Raga nomencla-
ture, Mr. Btooke mentions in his notes while quoting the descriptive
verse on each of the Ragas in the album. Some of the pictures, parti-
eularly Malkaus which I reproduced in the Hindu in another connec-
tion, Hindola, ete., are really good.

Though reproduced in a book form only now, the Laud album
itgelf has been known to students of art who have discussed it more
than once during the last quarter of a century and more. Discussions
had gone on mainly on the questions of their .date and provenance.
In the present publication, the well-known Indian a.z:t-critio Mr. Karl
Khandalavala writes an essay on these t:wo questions, illustrating
his arguments with a few photos and drawings. The view supported
by bim is that the drawings belong to Dekhan and former half of the
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L7th cent. A.D., and I find myself in' agreement with this view. Thege
questions have been recently reopened by Dr. Goetz in' an elaborate
discussion in the pages of the Journal of the Royal Asiatie ’Sooiet,yv,
London, but though influence and link with Western India was there
and naturally so, the male and female physiognomy in the pictures
is definitely of the Dekhan.

" The reproductions and get-up of the book are excellent and I
should express my congratulations to the publishers. The Roya,]
India Pakistan Ceylon Society, London, have always promoted the
. study of Indian art, and their sponsoring of this publication is a
matter of gratification to all lovers of Indian culture.

V. RAGHAVAN

Journal of the English Folk Dance and Song Society, E
Vol. VII. No. 3. December 1954. S

Those in India interested in the resuscitation and preservation of
our Folk arts of music and dance may well derive benefit and
guidance from what is being done in countries like England in
the field of folk-art. We here are likely to imagine that all is well in
the field of art in the European countries, but' even there we find
those interested in the arts putting forth efforts and setting up
organisations for the fostering of different artistic forms and ‘acti-
vities. In the account of my ‘‘Music and Dance Experiences in the
West” in the Souvenir of our own Acad>my’s 1954 Annual Conference,
I have described what the State, the Societies and the efforts of art.
istes and amateurs are doing in the West for music and dance, One
of the Societies I visited in London is the English Folk Song and
Folk Dance Society in a building named after Cecil Sharp who hag
recently contributed much to the growth of live and active conscious-
ness in respect of the folk songs and dances of England. | visited
the Society more than once, looked into their Library, attended g
lecture there, witnessed also city-dwelling enthusiastg Practisin
English folk dancing, reviewed a book on Indian dance for theii
Journal and arranged for exchange relations with oyp Academy’s
Journal. That keen awakening of love for these nationa] folk arts ig
sweeping over .all those countries is clear from simjlgyr phenomensg
that I saw among the Irish and the Scots. There ig also an
International Folk Music Council which holds periodical Conference
and publishes a Journal in all of which India, despite its rich
heritage, takes unfortunately very little part. ‘
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In the present issue of the Journal which the English Folk Dance
and Folk Music Society publishes, there are several articles on folk
music and dance, onfolk songs, styles of singing, country dances and
plays, a record of a year’s activity in the field of folk music and
dance and reviews of latest literature pertaining to these fields.

The music of folk songs such as in Ireland, North Scotland and
Spain and also some folk dances contain points of exciting interest
to Indian musicologists and scholars and the cultivation and
awakening of interest in comparative studies in these fields is

most welcome,
V. RagBAVAN

NORTHERN INDIAN MUSIC. Vol. II. The Main Ragas.
Alain Danielou. Halcyon Press, London 1954, 30 sh. net.

Mr. Alain Danielou needs no introduction to the Music Academy
members or the readers of the Academy’s Journal. He has taken
part in our annual Conferences and contributed to the pages of our
Journal. He has recently been filling the much needed role of
interpreting Indian Music to the West. It is one of the aims of the
music activities sponsored by the UNESCO to do this work of promot-
ing inter-cultural understanding. Mr. Danielou has brought out
more than one publicatinn on Indian Music which serves this purpose.
In 1949, he gave us Volume I of a book on Hindustani musjo
describing its history and theory. The second volume of that book
was issued in 1954 and it presents to the Western public the main
Ragas of North Indian music. These Ragas are given here
‘as played on the Sarasvati Vina by Sri Sivendranath Basu of
Banaras and with his kind help and advice.” The author first gives
a few introductory paragraphs on the concept of Indian Raga and
remarks on the Srutis and the notation.

As the Ragas are all given in staff-notation, the publication
is bound to be of great help to the European student of Indian
Music.

V. RAGEAVAN

19



‘THE ARTIST IN MOUERN SOCIETY (Essays
and Statements collected by UNESCO). Unesco.

MUSIC IN EDUCATION. Unesco.

INTERNATIONAL CONGRESS OF LIBRARIES
AND DOCUMENTATION CENTRES _

Preliminary o
Reports. Martinus Nijhoff, The Hague,

e Artist in Modern Society is g collection
state'zalzitl: got together by Ul\f ESCO after the I‘ntern
of Artists held in Venice in Septtamber 19.5‘2_
rence ded by representatives of artists, musicians and architects
wae attegNe lub and other branches of the Fine Arts. The Hop, orary
of the.P cft:he Conference included some of th most distinguished
Commlt,tee 011 these fields including, from India, Sri Sarvapalli
names in ha;)an our Vice-President. The delegates includeg one
Radhak:; 18 Sri ’N- C. Mehta, the art.critic. For lovers of music the
from ?n 18, ting contribution to the collection ig that of the Swiss
ot :;:Z:reAsrthur Honegger whose death only a few weeks ago was a
2235 loss’ to contemporary European Music,

of essays and
ational Confe-

Honegger's statement. is a clear an(.i
tragic difficulties under whlch. the most sng
music are placed today. He is not referri
executants of music all over the wox.'ld, mu
stars at dinner-dances, ca,ba.r.ets, night c)
even to the composers of lavishly }.)mc.iuce
composer he means those * whose aim is n
taste in everyday enjoyment, but, first

Pointed reference to the
nificant creative minds in
N8 to the many succegsfi]
ch lers to the successful
ubs and mygje halls ; nor
d light operas eto, By a

work of art, to express some thought, some emotion, tq erystallize
their attitude to aesthetic or purel.y human problems. Thgy wish to
lace in the history of music as worthy successors 4 the great,
eal‘nt”‘:) of the past. A man with such an ambition ;
:;:c;rnowadays means a barmless type of lunatijg,»
in some respects, is an indictment of Internationg)
which really promote tourism, and the hote} trade
interests of musicians. Honegger also deprecateg
extolling the performer at the expense of the

- creative genius behind any performance.

The statement,
Music Festivals
rather than the
the tendenoy of
Composer who ig the

The Conference ,

ot to cater for the publio’s
and foremost, to oreate s
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PARTS 1-1V]

tions : . N
e "‘Education, starting in the primary school, by making
- :compulsory subject like drawing.

lsory

hestras, and compu

rants to symphony ore : cory

8 Inc'reai::iloi of one modern work in every programme excep
:nh(:)se of festivals devoted to a single composer.

w tre
State for the theatre,
Commissioni of works by the ; -
> ° hls;:;or:;ig radio : competition pieces for academies of
schoo

music.

W i But
music more than our own,

T lems affect Western o o, Bt

hesempr_oll universal one and sooner or later w1llhm‘:7ld ° the

the prOwbleld rf music, Eastern and Western, and we sho |

entire wor ’

our guard.

i i f the International Conference

Muste In Educatol? rxinliis«; ::p?;;';()ednlcation of youths and adu;ts
on the role and 913661953 There are a large num.ber of essays x‘y
held ot Brussels llm ver t’he world and they deal. with ?lmostt ttaveuz .
musiciare frOl.n . d(:nusica,l education. Of particular .1nteresM (()i °
aspoct of musle aJ}b tions of two scholars well-known in the ha ra;,e
here aro the contnSP Steuart Wilson contributes a .paper on the ro
Music Acad‘eﬂf)" d ‘ration. Dr. V. Raghavan contrxl?utfas & paper o:t
of folk o ;ns‘:;a:ec of music education in the Asiatic Continent :
<« The presen

fodie ™ of the Conference as far as we are ‘conceignt'ed
The mein OutcomeSout;h East Asia Conference of Music hc.ad l;n
here in India was the 0. The Manila Conference w&'a,s atte.nc.ie gr
Manils & fow monﬂ?s ang-usiciams and musicologists including Pl:O .
» number of Indmc? as. And this in turn has led to t.he suggels(iislﬁr;
Sambamm‘thi’ (g‘olr\lif‘:r:nc;a of South East Asianbc:unltrx;l;a; §:10:mong
the nex i ilson’s visit to , 6
;l;; in India %n ol ail:;es :)e: z.rtp‘;‘;‘:)arato ry visit for di;c:zs::;
other things, in the ?the Conference. It is hoped t'hat M: : o
regarding tho veree (\)renue. It is in the fitness of things tha ity
urn_out to be Pl})leted so much to the organisation a..nd promo
v;hiz?c::smf::il:ri{o: so many years should be the choice.
clas

nary R ional Congress of
The Preliminary Reports of the Internat . _
. re:ii Doc:mexeltatlon Centres contain one section that is
Libraries an
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-devoted to the International Association of Music Libraries. This
is a subject which is primarily of interest to Western musicians. The
Libraries do not refer to books about music, but to published scores
of music. The problem therefore does not affect us here, not for the
present at any rate. But the importance of documentation, as Alain
Danielou recently pointed out at one of the Academy’s discussions,
cannot be overrated. What we need most today is accurately docu-
mented information on the nature of the origin and development of
our music. We have to sift history from legend, facts from fiction,
reason from dogma, Only a scientific approach to the problem can
rescue us from the temptation of getting lost in the dangerous world
of wishful thinking.

Naravana MenNow
Dec. 1956
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