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“  I dwell not in Vaikuntha, nor in the hearts of Yogins, 
nor in the Sun ; (but), where my Bhaktas sing, there 
be I, Narada ! ”
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NOTICE

All correspondence should be addressed to Dr. V. Raghavan, 
Joint Editor, Journal of the Music Academy.

Articles on 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 

rordinarily the 15th of the 1st month in each quarter).
The Editor of the Journal is not responsible for the views 

expressed by individual contributors.
AH 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:

Back (outside)
Front (inside)
Back (Do.)

INSIDE PAGES :
1st Page (after cover) 
Other Pages (each)

Full page Half page

Rs. 25
„ 20 Rs. 11
9�9� 20 �� 11

„ 18 „ 10
„ 16 „ 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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THE XXVII MADRAS MUSIC CONFERENCE
� � � �

OFFICIAL REPORT

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 19do 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.

Bepresentatives 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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The address which was presented by Sri K. V. Krishnaswami 
Iyer was mounted on a beautiful silver frame on which were engrav­
ed the pictures of the Trinity of Carnatic Music and Sri Purandara- 
das and other great masters of Carnatic music.

DR. KESKAR’S OPENING ADDRESS
Inaugurating the Twenty-seventh Annual Conference of the 

Music Academy, Madras Dr. Keskar said :
“ Friends,

I am grateful to you for this kind invitation. I consider it 
a great honour to be associated with this great work for the 
progress of music that you are valiantly carrying on. I am not 
a musician, neither do 1 consider myself an expert in that great- 
art. Nevertheless as one who knows some rudiments of it ami 
who has affection for tiiis greatest of arts, I deem it my duty to 
help its cause in whatever way that is possible.

The Music Academy of Madras has been doing a notable 
service to the cause of musical culture in the South since 11)27. 
Its role in canalising developments in the musical world in the 
right direction and in providing a platform for exchange of thought 
on matters musical cannot be underestimated. The Academy and 
its conferences have set a tone and a standard which has contri­
buted greatly to the spread and progress of musical culture. 
How I wish that something similar had existed in the North for 
the re-organisation of Hindusthani music.

The origin of Indian music and its inspiration is the same 
whether in the North or in the South. We have the same 
‘ svaras the same ‘ srutis ’ and the same •' ragas ’ . though they 
might go under different names in the North and South. No 
doubt, the evolution of music has taken place in different 
ways in both parts of our country.5 History has played no 
inconsiderable part in shaping the music of the South and the 
North. The continuous wars and invasions that took place in our 
country during the middle ages affected the North to a much 
greater extent than the South. More especially the foreign inva­
sions from the North and the West, which swept the whole of 
North India, profoundly affected the course of music by upset­
ting the continuity of its tradition for long periods. Unstable 
conditions prevailed all over that region and this influenced 
adversely the musical world.
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K���'%��$	1� ���� �($� ��'�(� �'�(�� '5($�;�	�� "�"� %��� ��&$� 5	��$�
($�$� �%"� #(��$;$�� 5�	�����	� �(�%+$�� ��0$� �.�'�� �($1� "�"� %���
.�$�&� �($� ��%��%'��1� ��� �($� 0'����	� ���"����%�� � �� �(��� �$+��%��
�(��� '%.��&$%� ���"����%� ��� �%� �%;�	'�.	$� ���$�� � �� #(��(� 1�'� ��%�
#$		� .$� 5��'"�� �(��� (��� +�$��	1� ����	����$"� �($� �$%�����%�$� ���
0'����	� �'	�'�$� �%"� �($� ��'�(� (��� ���	$%� �� 0���(� �;$�� �($� �$���
��� �($� ��'%��1� �%� �(��� �$+��"�

�%� �%��$%�� ��0$�� 0'���� ���'5�$"� �� "$��%��$� 5	��$� �%� ��0�	1�
�%"� �%� ����$�1�� N$� (�;$� ��� 0�%1� $=�05	$�� �%� �%��$%�� 	��$���'�$�
#(��(� +�� ��� �(�#� �(��� $;$�1� ��0�	1� ��%��"$�� �($� �'	�'�$� ���
0'���� ��� �%� �%"��5$%��.	$� 5���� � �� ��0�	1� 	��$�� J��$�� �($� 5������%�
�(�%+$"� �%"� 0'���� .$��0$� 0��%	1� ��%�$%����$"� �%� �($� ����	$�� � ��
�($� ����������1� �%"� �($� ���%�$��

	�&$� �		� ��($�� 0$�%�� ��� ('0�%� $=5�$����%� �%"� 0'���� ���
5��.�.	1� �%$� � � � �($� 0���� 5��$%�� 0'���� ��� � �� "���$�$%�� �������
�($��$� ��� ��	&� 0'���� �%"� �($�$� ��� �	������	� �%$� �	���� ��� (��� .$9
��0$� �� (�.��� %�#� #��(� ��0$� 5$�5	$� ��� ��1� ��� "$��1� �	������	� 0'����
�%"� 5	$�"� ���� 0'���� #(��(� ��%� .$� '%"$�����"� .1� �($� 0���$��� �'�(�
#$		�0$�%�%+� 5$���%�� ��$� 	�.�'��%+� '%"$�� �� 0���55�$($%���%� �%"�
5��.�.	1� "�� %��� '%"$����%"� $��($�� �($� ��	$� ��� ��($� %��'�$� ���
0'����� �($�$� ��� %�� ��%���"�����%� .$�#$$%� �	������	� 0'���� �%"�
5�5'	��� �%"� ��	&� 0'���� ,� �%� ����)� �($1� ��$� ��05	$0$%���1�� �%���"�9
%��1� ����1�.��&� �����05	$� -�	$�� ��� 01�(�	�+���	� �����$�� ��$� #����$%�
���� �($�0���� ��� 	��+$� %'0.$��� � ��5$�5	$�� �'�� �(��� "�$�� %��� 0$�%�
�(��� (�+($�� �15$� � ���$�$%��	��� �%"�5(�	���5(���	� 	��$���'�$����$=�	'"$"��
�%� ����� ��� ��� �%"��5$%��.	$� .$��'�$� �($� 0��$� �.������� �%"� �'.�	$�
���0�� ��� ('0�%� �(�'+(�� ��%%��� .$� $=5�$��$"� �%� 0���� 	��$���'�$��
�($1�#�		� �	#�1�� (�;$� ��� .$�#����$%� �%� �($� (�+($�� �15$����	��$���'�$��
6=���	1� �%� �($���0$� #�1)� ��	&� 0'���� ��� �	��� 0$�%�� ���� �($� ;����0����
� ���($�5$�5	$�� �'�� 0'���� #(��(� $=5�$��$�� "$$5$�� $0����%����%%��� .$�
$=5�$��$"� .1�5�5'	��� �'%$��� �� 0��$� ��05	����$"� 	�%+'�+$� ��� ��'%"�
(��� ��� .$�$;�	;$"� ���� ���� �%")� �%� 01� �5�%��%)� ��� ��� �� %��'��	� �5��($9
��$�� � ���($� 0'����	� ��	$%�� ����� #(�	$� 5$�5	$�� 6;$%� �%� ��'%���$�� 	�&$�
�'����)� #(��(� �	��0� ��� ���$�� �����($� 0���$�)� $;$�1�$������ ��� 0�"$� ���
�'	��;��$� �($� (�+($�� ���0�� � �� 0'���� �%"� �($1� ��$� 5��'"� � �� �($���
0�+%����$%�� �	������	� 0'���� ���"����%�� N$� �(�'	")� �($�$���$)� ��%��"$��
�	������	� 0'���� ��� �%� �%"��5$%��.	$� ���#%� ��� �($� 0'����	� ���"����%� ���
�'�� ��'%��1� #(��(� 0'��� .$� $%��'��+$"� �%"� $=5�%"$"�

�� #�'	"� 	�&$� ��� ��1� ($�$� ��#��"� �$+��"�%+� �($� �5����'�	� ����%��1�
���0'����� ��� �� ���")� �	������	� 0'���� $=5�$��$�� �($� "$$5$�� �%"� 0��$�
�$���'��$0����%�� � �� ('0�%�0�%")� �%"� �%� �($��� $=5�$����%� ��� ��� %��



5����.	$����&$$5��#�1����0��5����'�	�0����%+��� �%� ����)� ���0��%��$%��
��0$�� �	������	� 0'���� �%� �'�� ��'%��1�(���0��%	1�.$$%��%� S����"(�%����
��� �� S���"(�%���� � ���($� �'5�$0$��$�%+� �(��'+(� �($�0�8$��1�� ����'%"��
�($� S�&�������� � ���1�+���8�� �%"� ��($��+�$��� ��05��$��� � �� �($� ��'�(�
��$��		� ���$��%+����� �($�J��"�� �($� ��0$� ��%� .$� ���"� � � � 0�%1�+�$���
��05��$��� � ���($� 2���(�� ���.�.	1� �%$� �$���%� ���� �($� .�$�&�'5� ���
�($�0'����	� ���"����%� � ���($�2���(� (���.$$%� �($� ��0�%+� � �� �'�	�0�
�'	$� #(��(� ��$��$"� �'�	�0� 0'�����%�)� #(�� ��'	"� %��� &$$5� '5�
�5����'�	� ����%���$�� ��� 0'���� ��� ��.��$"� �%� ��	�0��� �$	�+��%� ���� "$;�9
���%�	� 5'�5��$��� ���$$	� �(����($� �5����'�	� ����%���$��� ��0'���� (�;$� ���
.$����$%+�($%$"�� �(��� �(�'	"�%��� .$� "�%$� �%��� �$������%� #�1� .'��
#$� �(�'	"� "�� ��� �%� �� .���")� �5����'�	� #�1�� �(���#�		� ����	����$�
�($� 5$%$������%� � �� 0'���� �%��� $;$�1� ��0�	1)� #(��(� �(�'	"� .$� �'��
+��	�

�(��� .��%+��0$� ��� �($�<'$����%� � �� �($� �5�$�"� � �� 0'����� ��� ���
+�����1�%+� ��� %��$� �(��� "'��%+� �($� 	���� AB� 1$���������� 0'���� (���
�5�$�"� ��%��"$��.	1)� 0��$�$�5$���		1��%� �($� ��'�(�� �(��� $=5�%���%�
� ��0'����0'��� ��%��%'$� ��� �(���#��(�%� ��0$��'��.	$�5$���"� � �� ��0$�
$;$�1� ��0�	1� #��(� ��0$� $"'�����%� #�		� ��%��"$�� 0'���� ��� .$� �%�
�%"��5$%��.	$�5���� � ����0�	1� �'	�'�$� 	�&$� 	��$���1�� ��� ��� �($%� �(���
0'����#�		� �$+��%����� �$�	� 5	��$� �%� �($� ��'%��1��� �'	�'�$�

�'��%+� �($� 	���� �$#� �$%�'��$�)� 0'���� (��� �'�;�;$"� .1� 5��%�$	1�
�%"� ������������� 5����%�+$�� �(��� (��� &$5�� '5� ���"����%� '%.��&$%�
�%"� (��)� �($�$���$)� �$%"$�$"��%;�	'�.	$� ($	5� �%� �($� 5�$�$�;����%� � ��
�'	�'�$�� �'�� ��0$�� ��$� �(�%+$"�� N$� 	�;$� �%� �%� �+$� � �� "$0�����1�
�%"�5'.	��� �55��;�	�� �%��'�(� �%� �+$� ��� ���%��'��	� �(��� 5��%�$	1� ���
�������������5����%�+$� �(�'	"� "���55$��� ���"�0�%��(�� U�0�%"����� ��$�
+��%+� �%"� �($� 5��%�$�� ��$� ��&�%+�0��$� ��� (���$�����%+� �(�%���� 0'�����
�%��(��� �+$� � ��"$0�����1)� ��� ��� �($� "'�1� � �� �($� ����$)� #(��(� �$5	��$��
�($�5��%�$�� �%"��($� �����������)� ��� 5����%��$� 0'���� �%"�$%��'��+$� ���
�%�$;$�1�5����.	$� #�1�
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Should be rendered. It was true that music should be capable of 
being understood by all. But, was it not also their duty to preserve 
the various aspects of this art, which could be appreciated by the 
research scholar and the initiated few ? Quoting a Tamil verse the 
Vidvan pointed out how it was different from spoken Tamil and 
yet its beauties could be appreciated only by a few trained in the 
language. It was refreshing to note that several top-ranking musi­
cians and instrumentalists of our country had each cultivated a 	���  
o f his own which shone according to his knowledge, ��������  his 
gurukula, practice, experience and �������

Continuing the Vidvan said that the Veena and the Flute were 
accepted to be instruments necessary for the study of our music. 
But some people were of the view that flute playing was harmful 
to the health of the artiste and were doing propaganda against 
those taking to the instrument. He would point out to them the 
examples of the late Sri Nagaraja Rao and Nadiyam Sri Ramu 
Aiyar who gave excellent flute concerts even in their advanced age. 
To-day they had amidst them Sangita Kalanidhi Palladam 
Sanjeeva Rao, Sri T. R. Mahalingam, Sri Radhakrishna Aiyar and 
the speaker himself who played on the flute maintaining good 
health. They had also several women flute players giving concerts. 
Their health had not been impaired by practising on the flute. The 
flute was one of their most ancient instruments. There was no 
Other instrument ideally suited for concerts or pleasing to the ear. 
He would suggest the starting of a course in flute training in every 
musical institution.

Essaying the task before the experts and musicians Mr. Swami- 
natha Fillai made the following suggestions :

(1) Ragas and talas suitable for rendering in concerts or radio 
programmes for tana and pallavi may be defined.

(2) Ragas which could be elaborated before the commencement 
of the compositions may be marked out.

(3) Ragas suitable for use in si okas or � # ���������  as ragamalikas 
may also be selected.

The Academy deserved their support, the Vidvan said for their 
efforts in organising concerts by eminent musicians and junior 
Vidvans every year and for encouraging new entrants in the profes­
sion. He also paid a tribute to the work of All India Radio for the 
publicity which they gav, to several Vidvans who gave concerts.
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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 

27th 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 1953 on the present state of Music Education in the Asiatic 
Continent (India) was also included in the Souvenir.
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' "The speaker said that the raga of the first song v Vacbama- 
gochara Was commonly stated as * Kaikavasi There were: two 
versions of this raga, one which made dhaivata completelyvarja, 
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 shatsruti[ dhaivata 
that complications arose. In the latter case, the raga had to be 
treated as being derived from ‘ Nitimati5 with arohana as sampurna 
and avarohana as Shadava with dhaivata as varja. The awkward­
ness of rendering shatsruti dhaivata with succeeding Icalcali 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 ‘ Na'ta ’ would dis­
appear 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 
consecutive use followed by the succeeding note under certain 
circumstances might not be pleasing.

Vivadi Svaras
Mr. Subba Rao proceeding said that, of the vivadi svaras, the 

lower notes were the suddha rishabha and suddha gandhara in the 
lower tetrachord and suddha dhaivata and suddha nishada in the 
upper tetrachord. The higher notes were shatsruti rishabha and 
antara gandhara in the lower tetrachord and shatsruti dhaivata and 
kakali 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 
shadja as the case might be and that the lower notes in the descent 
followed 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 o f the lakshana of alpatva should be 

4
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a. direct disciple o f Tyagaraja. He belonged to the Muriginadu 
sect and Seshayyar was a lakshana-lakshya vidvan and a versatile 
composer. All his compositions were in Telugu. He Was able to 
handle even intricate pallavis with perfect ease and used 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 a kriti in * Mallikavasanta ’ raga. He was a svanama 
mudraJcara and was honoured in the Mysore samasthanam. Prof. 
Sambamurti explained the circumstances which led to the 
composition of his tiliana in ‘ Dhanyasi ’ raga. The ‘ Kapi ’ 
raga that Pallavi Seshayyar had pictured in his tillana was the 
upanga type taking the arohana and avarohana as sa ri ma pa ni sa 
and sa ni dha ni pa ma ga ri sa. It did not take the foreign notes, 
antara gandhara, suddha dhaivata and kakali nishada. Thus in the 
lakshya of Karnatic music, they had three varieties o f “  Kapi,” 
the pure Karnataka “  Kapi ”  immortalised by Kshetrajna in his 
padas and by Tyagaraja in Chutamu rare, and other songs. The 
second was the upanga type which they found in Pallavi Seshayyar’s 
tillana and third the bhashanga type, familiary known in javalis 
like Vaddani Ne.

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

Srimatis Chellam, Mayuram and Rajam then rendered five 
select kritis o f Pallavi Seshayyar. Prof. Sambamurti played on 
the violin. The kritis were Ika nannu in “ Bhairavi,” Neetho 
cheppaga in “  Garudadhvani,” Ne thalalenura in “ Huseni ”  and 
two tillanas in “  Kapi ” and “  Vasanta ” . Mr. S. R. Janakiraman 
Sang two more kritis Na Punyamettitho in “  Subha* Pantuvarali ” 
and Neeva Naajeeva in “  Kedaram.”

Vidvan T. N. Swaminatha Pillai thanked Prof. Sambamurti 
for his lecture and complimented the artistes for their recital. He 
appealed to senior vidvans to popularise such kritis so that they 
ould be handed over to posterity.
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his recital with Rama neepai in Kedaram and then played the 
raga Kiravani and rendered Kaligiyimdegada. He took; up Todi 
in detail and his alapana in mandra sthayi in the three halos 
showed the musical genius in him and the purity of the raga, 
which he had been maintaining through 50 years of experience as a 
flutist. He rendered Emi jesite in the same raga and gave the 
neraval at Kamamohadasulai, the anupallavi and later played the 
kalpana svaras. Vidvan Palladam Sanjeeva Rao next rendered a 
ragamalika in which were included Bilahari,Dhanyasi,Devagandhari, 
Anandabhairavi, Chenchurutti and Kapi. His 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 
show, that through this instrument (flute) they could make an 
independent music career. Vidvan Swaminatha Pillai pointed 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 Svati 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 Aiyar on 
the violin and Sri Krishnamani on the mridangam.

The President, Vidvan Swaminatha Pillai, complimented the 
Bhagavatar on his attainments.

THE FIFTH DAY
���� � � ���	 ��� ,  � � � �

ART OF DANCING
“  Proprieties in Dance Culture and Patronage ” was the subject 

of a talk given by Mr. E. Krishna Aiyar this morning, when the 
Experts’ Committee of the Music Academy met at the P. S. High 
School Hall, Mylapore, Vidvan T. N. Swaminatha Pillai, presiding. 
Later, Vidvans Balu Bhagavatar and P. K. Subbier o f Melattur 
gave recitals of Bhagavata Mela Natya-Nataka songs.

Mr. Krishna Aiyar said that so long as their music and dance 
were patronised by the royal courts and nobles advised by experts,

30 THU JOURNAL OF THE MADRAS; MUSIC ACADEMY [V o L .:XXV



��L�#��� "���$�%�%+	1�"�����.'�$"� ��� ��� ��� &$$5� '5)� $%��'��+$� �%"�
"$;$	�5�(�+(��%"���'$��	������	� ����� I ��	��$)� �($�$� (�"� .$$%� ��%�'��

)����%��%��"$��)� ����$�� �%"� ���%"��"�� �%� ������ �($� ��'	�� 	�1�0��$� �%�
��0$� � �� �($� ������$�)� �($� �%����'���%�� �%"� �%"�;�"'�	�� �(�%� �%� �($�
����	�;�%+�0���$��� �$�5�%��.	$� ������$�� �%"� 5����%�� �(�'	"� +�;$� ��
����$��� 	$�"� ��� �($�5$�5	$� �%"� �05��;$� �($�������$�� �%"� �"$���

�($�5������%� �$+��"�%+� 0'����"�"�%��� �$$0� ���(�;$� �'��$�$"� ���
0'�(���� �(��� � � � "�%�$)� ���"� ���� F���(%�� ��1���� ?�%;$%���%�� "�"�
%��� �$$0� ��� .$� $���.	��($"� �%� �($� ��$	"� � �� "�%�$�� ��0$� ��� �($�
��.(��)� #(�	$� $%��'��+�%+� �	������	� 0'���� �%"� "�%�$)� #$�$� ��� .$�
��'%"��	��� ��� 5'�� '5� �%� �($���0$� 5	�����0)� �(�#�� � �� �5'���'�� �%"�
	�#� ���%"��"�"�%�$��� ! ��($�$.1� �($1��%"� ��0$� � �� �($� ��5���%&�%+�
������$�� '%#����%+	1�$<'��$�(�+(� �%"� 	�#� ����#��(�'���$$	�%+��($�%$$"�
��� "����%+'��(� .$�#$$%� �($� �#��4

�($� �5$�&$�� ���"� �(��� �%"��� (�"� �%($���$"� �� ���(� ;���$�1� ���
�	������	� "�%�$�� �%"� �%�$<'�		1� .�'%�$�'�� #$�	�(� � ����	&� "�%�$�)� �		�
�$�	$���%+� �($� ��'$� �%"� (�+(� �5����'�	� �"$�	�� �%"� ���"����%�� � �� �($�
%����%� �%"� �($� %�.	$� ��5������%�� � �� �($� 5$�5	$�� �($�$� �	������	�
"�%�$�)� $�5$���		1� �(������ 2��1�)� #$�$� +��%�%+� 5�5'	����1� �%�
���$�+%���'%���$�� �	���� ���#��� #��%+� ��� �(�%&��(��� �(������ 2��1��
#��� 5������$"� �%	1� .1���'�(� �%"��%����� �(��� ���#���5�5'	��� �%	1��%�
�($� ��'�(�� 2�#�"�1�)� ��� 0�%1� 5$�5	$� �%� 2���(� �%"��� ���&� ���
�(������2��1�� ��� �%� �($� ��'�(�� ��� #��� 5�5'	��� �%� ?$1	�%�� �%�
6'��5$� �%"� �0$����� ��� #���$��$$0$"� ����($�0���� �05����%�� "�%�$�
�1��$0�� ���%"���� ?�%%����$'��� �%� �(��$� ��'%���$�� #$�$� "$0�%"�%+�
+$%'�%$��%"��%� �	������	� "�%�$��� �'�)� ��� #��� ���($�� ����%+$)� �(���
��0$� � �� �'�� �#%� ������$�� �%"� ����	�;$��� �%��(��� ��'%��1� �(�'	"� .$�
.	�%"�����($� ��+%�� � �� �($� ��0$�� �%"����		� #$%�� �%� ���� �($�5� ����	�&$�
�($� �����		$"� ! � I��$%��	� "�%�$��4� N($%� �	��$	1� ���'��%��$")� 0����
� � ��($�$�"�%�$�: .����%+� �� �$#� (�%�'��.	$�$=�$5���%��($�$��%"� �($�$�
:#$�$� %$��($�� ���$%��	�%��� ����"$%��	� ,� .'�� �%	1�$=������ ��� .$��)�
�($1�#$�$�$��($��5���"�$�� � ����0$� � ���'�� �	������	� �%"� ��	&� "�%�$�� ���
�%��%��%+�'�'��0�=�'�$� � � ��'5$������	� �$��'�$�� � � � 0�%1� "�%�$���1	$���
�%�	'"�%+� N$��$�%� �%$��� �($1� #$�$� %$��($�� "��0�� %��� "�%�$�
5��5$�)� .'�� 0$�$	1� .���� � �� "'0.� 0�;$0$%��� #��(� +$��'�$�� �%"�
$=5�$����%�� � �� "��.� "�1����"�1� 	��$�� �($1�#$�$� %��(�%+�0��$� �(�%�
�(�&�%+� �($� .�"1� �%"� 	�0.�� �%� +	�0���'�� �%"� $;$��(�%+�%+�
����'0$��#��(� �� 	��� � � ��$=� �55$�	�

����F���(%�� ��1���5��%�$"� �'���(��� �($� '�'�	�$=�'�$�������0$����
�($� ������$���%"� ��.(��������%"'	+�%+� �%� �($�$� "�%�$�� #��� �(��� �($

������ ��� �R� �>6� � � � ��� ������� �H��?� ?I2K6�62?6� �\EC� C�







���� �$%&�����0�� ��1��)� #(�� #��� ������$"� .1� ���� ��%"(1�;�%��
)�"�%�0� ���%�;���� ���� )��%"� ���� ��� ��8�0� ��1��� �%� �($� �$����	� � ��
�($�$� ��05������%�)� ��00$%�$"� #��(� R����������9� � �%���	�(����
�%"� �($%��$%"$�$"� �($� �(1�%��F����� � � �2�;�;���%�� �%���"��� >$�
%$=�� ��%+� M����������� � �%� @�'	�5�%�'� �%"� �	�����$"� �($� ���� �
+�%"(����5��1�+�� �%��($���+��

���� �$%&�����0�� ��1��� $=5	��%$"��($�'�$����;�;�"��0$	��� �%"�
���"� �(��� ($� �+�$$"�#��(� ��%+����F�	�%�"(�� ��� ��� �'..�� ���� #(��
(�"� $=5�$��$"� (��� ;�$#� $��	�$�� �%"�$05(����$"� �(��� ��+��� (�;�%+�
;�;�"�� �;����� (�"� ��� .$� �$%"$�$"� �%�;�&��� ��05'�%�� ���0�%�0��$�
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"$0�%�������%�� � � ��%+�%+� pallavi� �%� �($����"����%�	� ��1	$)� .$���$��($��
6=5$����� ?�00���$$� � ���($��'���� ���"$01��(���0��%�%+� ��� �($� ��� \�
>�+(� ��(��	� >�		)� �1	�5��$�� ��";�%� �� 2�� �#�0�%��(�� ��		��)�
��$��"$%��� � ��($�?�%�$�$%�$)� #��� �%� �($� �(����

Tiruppavai Recital
����($� �'��$�)� ���� ��� ��8�0� ��1��)� �� "����5	$� � ������ ���1�&'"��

��0�%'8�� ��1�%+��)� �$%"$�$"� ��0$� �$	$���5�$�$�� ���0� ���'55�;���
�%��$;$��	� ��+��)� � �� #(��(� �5$���	� 0$%���%� 0�+(�� .$� 0�"$� � �� (���
�$%"$��%+� � �� Useni, Anandabhairavi, Amirkalyani� �%"� Surati.�
?�(�5	�0$%��%+� �($� ������$� �%� (��� 5$����0�%�$)� ���� �#�0�%��(��
��		��� ���"� �(���$;$�1� �%$� �(�'	"� 	$��%� �%"� ��%+� ���'55�;���

Pallavi Demonstration
���� �'"�&�%"�%� �$%&�����0����1��)� �%�(����%���"'����1��$0��&�)�

���"� �(��� �($�5������$� � ����%+�%+� pallavi�#���%��� � ���$�$%�����+�%)� .'��
(�"� .$$%� �%� ;�+'$� ���� �$%�'��$�� 5����� �$%���%� � ���(���(�"�.$$%�
0�"$� �%��($� ��%+���� ���%�&���� ��� rupaka alapti.� �%� �(��$� "�1�)�
0'�����%�� �%"� nagasvara� ;�";�%�� '�$"� ��� �$%"$�� $=�$%��;$� �	�5�%�a�
� � ��($� ��+�� �%"�5�		�;�� ������ �%"� �($%� �%	1� ��%+� ��($�� kritis� �%"a�
��05������%��� �'�� ���� %$��	1� �� �$%�'�1� %�#)� ��� (�"� .$��0$��($�
5������$���� ��%+� kritis� ������ �%"� �($%� �$%"$�� raga� �%"� pallavi.

���� �$%&�����0�� ��1���� ����05�%�$"� .1� ���� ��� 2�� �'%"��$���
��1��� �%� �($� ;��	�%� �%"� ���� ��	�%�� �'.��(0�%1�� ��		��� �%� �($�
0��"�%+�0)� �($%� �$%"$�$"� ��5�5'	��� 5�		�;�� Ganalola karunalavaln,�
�%�Todi raga� �%"� adi tala.� >$� ��%+� ��� �%�$�+(�� kalais� -aksharakalams)�
#��(� niraval� �%"� svaram.� >$� �$%"$�$"� �($� anuloma &nd pratiloma�
�%� �($� ��'�� kalam-s� �%"� �	��� �$%"$�$"� �($� anuloma� �%�tisra gati� �%�
�(�$$� kalams.� >$� �	��� ��%+� �($� pallavi� �%� ��'�� kalais,� �#�� kalais�
�%"� �%$� kalai.

���� �$%&�����0�� ��1��� %$=�� �$%"$�$"� �� ��		�%�)� Saravana�
sambhava,� �%� ��(�%�� ��+�)� #(��(� ��� �� ;$�1� ���$� ��05������%� �������
��(�����"(1�%��(����1��)� �%��%$�� ���($� desiya talas, viz., Harmmat-�
kumbha tala� �%� DB�aksharas�



Sri Swaminatha Pillai, thanking Sri Venkatarama Aiyar for his 
demonstration said that he had rendered the �������  in such a 
manner that it could be understood and appreciated by all. Very, 
few musicians, he said, had rendered �������  in eight kalais and, in 
this connection, he mentioned the name of Konerirajapuram 
Vaidyanatha Aiyar, who, accompanied by persons like Manpundia 
Pillai, Palani Muthiah Pillai and Ghatam Krishna Aiyar, would 
render pallavi in such ���-����G�����  in those days, Sri Venkatarama 
Aiyar had rendered the pallavi on the same traditional 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 Pillai had 
indeed kept up his family tradition in playing for ���-��� ����  
pallavis. In conclusion, Sri Swaminatha Pillai said that it was 
necessary that every one should learn to render pallavis like this.

THE EIGHTH DAY
�$��� ����	����� � � � �

BANDHA SVARAVALI
At the Experts’ Committee meeting of the Music Academy held 

this morning at the P. S. High School Hall, Mylapore, with Vidvan 
T. N. Swaminatha Pillai in the chair, Vidvan T. N. C. Venkatanara- 
yanacharyulu, a member of the Committee, read a paper on 
Bandha Svaravali.

The Vidvan referred to the H������M������  o f Sanskrit litera­
ture to which, he said, Telugu poets had taken a fancy. They had 
worked at it with zeal and enthusiasm. The speaker said that he 
had now attempted to introduce new shapes in �����  singing resem­
bling the Bandha poems. Svaralankaras thus formed, he said, 
gave them a correct perception of exquisite pictorial illustrations or 
������  in the shape of ��������� ��������� ����9���  etc. He had taken 
the �����������  and had attempted to produce twenty-one such 
H������ �����������  The four �-����  sa, ri, ga, ma, manipulated as 
per the principles behind the ������ 	������  took the shape of a 
�����  (lotus) and with the rest of the combinations, ri, ga, ma, pa 
—ga, ma, pa, dha, etc., they got ten such 	������  to make into a 
colourful bunch. Similarly he had attempted to illustrate an 
������  raga like Mohana through a ����9�� 	�������  He explained 
the principles with illustrations.
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ORIENTAL INFLUENCE ON WESTERN MUSIC

Mr . John M arr ’s Suggestions
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Rendering of Tyagaraja Kritis
Mr. S. Parthasarathi playing on the violin and Mrs. S. Partha- 

sarathi singing and playing on the veena, then rendered kritis o f1 
Sri Tyagaraja in the ragas which had been included in the agenda 
for discussion in this year’s conference namely, Kaikavasi, 
Hamsanadam, Ganavaridhi and Gambhiravani. A kriti in 
Manavati was also rendered. Mr. Parthasarathi said that there 
might be difference of opinion regarding the arohana and avarohana 
o f these ragas and added that he and his wife rendered these kritis 
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 ���������� ��������  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. Gambhira­
vani, he added, was a janya of Naganandini (30th Mela) with sa 
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. Srinivasa­
raghavachari that there were kritis of Tyagaraja in the 40 vivadi 
svara melas. It was his desire that these should be sung correctly 
though it was somewhat difficult to render them. He complimented 
Mr. and Mrs. Parthasarathi on having rendered the kritis in a 
pleasing manner.

Mr. T. L. Venkatarama Aiyar Felicitated
The Experts’ Committee then accorded felicitations to Mr. 

T. L. Venkatarama Aiyar on his appointment as Judge of the 
Supreme Court of India. Vidvan T. N. Swaminatha Pillai 
garlanded Mr. Venkatarama Aiyar and referred to the service 
rendered by him to the cause o f music and more particularly to the 
Music Academy. 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. Venkata­
rama Aiyar was responsible for popularising the kritis of Sri 
Muthuswami Dikshitar. Vidvan Kumbakonam Rajamanickam 
Pillai also spoke.

On behalf of the Teachers’ College of Music run by the Academy, 
and other vidvans Sri Mudikondan Venkatarama Aiyar felicitated 
Mr. T. L. Venkarama Aiyar.

Mr. T. V. Subba Rao, on behalf of the Executive of the 
Academy, said that the respect that the Academy now commanded
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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 
Cirupanarr upatai.

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 
“  St. Matthew Passion ”  and the Messiah.” In Art music o f  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 cycles of the Diatoic Major scale, that is to say, to 
murchanas of Sankarabharanam. Unfortunately, I have been 
unable to bring for you an example of this fascinating music, but 
several instances I have heard displayed quite clearly the scale with 
flat 2nd and 6th. your Mayamalavagaula. One particular example 
I heard might have been written in the Raga Nadanamakriya— 
s r m g m p d n  — n d p m g r s n s r g !

At an earlier period, a similar development in religious 
chanting had taken place in Spain, where, under the tolerant rule 
of the Moors, the Mozarabie 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 o f a 
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 castanets, 
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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you are about to hear is in a triple time comparable to your 
Bupakatalam, and the lyre keeps this time by strumming three 
quick beats and one long one o f three counts. I have heard the 

'identical practice in Turkish music itself.

[...................... “  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 a 
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 
nishada is kakali or kaisika, so both Mayamalavagaula and 
Vakulabharanam occur. The latter is a very common “  maqam’ ’ 
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 :

[...................... “  Barus ”  record was played].
The last example of Greek folk song I should like you to hear 

is interesting in having a tonic drone clearly audible at the end o f 
the piece. Again you will notice the embellishments to the 
simple tune :

[ ...... ............... ‘ ‘ Surtos ”  record was played].
Permit me to illustrate 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 Muhammad, his armies swept along the 
North African coastline, occupied a large part of Spain and even 
crossed into France. They reached as far as Tours, where they 
were turned back by Charles Martel in 732 A.D. But Moorish 
power remained consolidated in southern Spain until after the final 
expulsion of the Moors from Granada by Ferdinand and Isabella in 
1492 A D. For some five centuries, the enlightened rule o f the 
caliphs of Cordoba and Granada enriched the cultural heritage o f
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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 fpr a closer 
study in the West both of oriental music itself and its derived tradi-t 
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 o f each. A study of, say, the classical music o f 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 o f film 
music. The west must share the blame for this, in having exported 
its 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, save 
in one or two corners of Europe, were lost in the flood tide of 
harmonic development.
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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, which 
included the flute also, the tatakutapa; and the drum-group, thp 
Avanaddha-kutapa. Kutapa might have signified the rugs on whieh 
the orchestras were seated, but Abhinavagupta suggests an ideal 
etymology from the glow and brilliance that they imparted to the 
stage. Like the flutist, the vocal singers also sat with the 
string-group. Those that took part in the play constituted the third 
Kutapa called Natya-krta. I am mentioning this obvious third group 
to draw attention to significant data regarding the stage-artistes of 
ancient India. . It is well known that both men and women together 
took part in the enactment of plays but what is not so widely known 
is that, as borne out by the texts, the Kuttanimata for instance* 
there were dramatic troupes wholly composed of women artistes in 
which even the male roles wore 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. As regards 
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. S. x x x i i  
465—-8), this view of Bharata being endorsed by King Sudraka also 
in his play.

As I have indicated in my paper on the four Vrttis or dramatic 
modes/’ Sanskrit drama arose as part of the festival of Indra’s flag­
staff. A lot of ceremony and propitiatory acts marked its begin­
ning and all this preliminary was referred to as Purranwga, literally 
the prevperformance acts. This Purva-ranga was done either elabo­
rately or in a simple manner, Citra or Suddha, and the style of its 
renderings also varied according to the type of play that followed, 
a love theme having a delicate set and a vigorous theme having a 
vigorous set of preliminary dispkiys, lalita and uddhata. All the 
items of the Purva-ranga were marked by music, instrumental or 
vocal, and dance and while Bharata himself gives a large number 
of details regarding these songs and dances, the work of Nandikes- 
vara, not yet recovered but quoted by Abhinavagupta, devotes 
great attention to these music-details of the elaborate Purva-ranga. 
Bharata, however, with the sense of proportion characteristic of 
him, does not fail to remark : One should not tarry too long over 
the music and dance of the preliminary function ; not only the 
waiting spectators but the players themselves will feel tired, and 

3 Journal of Oriental Research, Madras, Vol. VII, pp. 41—2.



and of instruments of percussion, the chief was the three-facedf 
artistes have to conserve their energies for the main show (v. 165-7); 
This preliminary music is marked by ten stages each o f 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 H�����9����  The first is the setting 
up o f the orchestra called R���"�����  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 
subject4 a summary of which together with my drawing o f the 
rectangular type of theatre was reproduced in one of the earliest 
issues of � � � � � � � � 	 � � � � � � � � � � � 	 � �� The curtain ran between the 
acting stage-space called c��9������  and a portion behind it with a 
raised platform at the centre called the head of the stage, c��9��  
������� L  on either side of this platform were 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 to sit with the flutists and 
Iutists by their side. This arrangement o f the instruments is R���g
"������  literally bringing together; the musicians coming and 
taking their seats is ����������  The third stage is ����	���  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 ��������  ; then follows an interesting stage called 
�����������  in which pure rhythm-syllables, ���������������  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 
Bharata. R���9�������  and ���9������  are the trial playing, so to 
say, on the strings; then the chief drum and the strings join to 
play the Q��9�������  and the �������  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 >��������  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 o f its propitiatory effect this section is called Nandi, the 
delighter of the gods. You will appreciate this narration when I
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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 : 
4the first is the entrance Dhruva, Pravesiki, 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 o f 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 Anlara. 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
lence and vogue of this which many of the readers 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 
exit-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 announces 
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

5. Journal of the Banaras Hindu University. Vol. II, pp. 23-54, 307 and 
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the Ratnavali of King Harsha, and shows how the Dhruvas were 
employed. Above all, we have a unique Ms. of Act iv., the most 
emotional, of Kalidasa’s Vikramorvasiya, depicting Pururavas 
almost mad in his love-lorn state, which has come to us in its musi­
cal edition, the version on which we have the equally precious com­
ments of Ranganatha. The purely literary editors and historians 
have been perplexed by this last mentioned version of Vikramor­
vasiya, and Pandit, Karmarkar and Keith have all delivered them­
selves of judgments wholly oblivious o f the real nature of the songs 
here. Of course, the musical fittings in this version are late and are 
in the technique as it evolved in the post-Bharata period through 
Kohala and other writers.

The Dhruvas were not written by the poet himself; 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 idea 
about the peculiar prose-verse or Champu form of the Sanskrit 
drama is that to an original prose text, song-verses were added 
when the play was enacted ; taking the suggestion from these song- 
verses or Dhruvas, the poets themselves began to insert verses 
wherever the emotion or idea reached a degree of pointedness and 
neieded effective expression. In the great classical period, when the 
prose-verse dramatic masterpieces were produced, the stage-artistes 
had their own composers who wrote the Dhruva-music, using the 
poet’s contextual verses for guidance. The few cases cited above in 
which we find the dramatists themselves inserting a stray Dhruva 
are merely exceptions indulged in for novelty or to show the poet’s 
knowledge of stage-technique.

These Dhruvas are remarkable for certain features : They are 
always in Prakrit language, which on one hand lights up their popu­
lar origin and on the other emphasizes their adaptability for musical 
treatment. Secondly, they are always symbolical, ��9��  the effulgent 
and pure sage Visvamitra is described in terms of the Sun ; Chandra- 
gupta in terms o f the Moon and his inimical surrounding and the 
dark hint of bloodshed in terms o f the red evening sky ; mad Purura­
vas as a King of elephants restlessly roaming in the forest; the two 
lady friends o f Urvasi as two female swans on the lake. Bharata 
sets forth a brief list of images suitable to different categories of 
characters for employment in Dhruva-compositions.

The evidence available is in favour o f taking these Dhruvas 
as being sung by the musicians from behind the curtain; the 
practice in the surviving traditions in the country also points to

� � � ���� #$'�%��� $+� ���� ��&���� �'��(� �(�&���� !�$��� **�



������ ����� �'��(� �%� �%(��%�� �%&��%� &���� DG

�(��� ; �$# ,� .'�� �($� ��%�$�%$"� ������(�0�$	�)� #(�� (�"� ��� �"$%���1�
(�0�$	��#��(��($��($0$�� ���($� ��%+)� #��� �%� �($�(�.��� � � � 8��%�%+��%� ��
�%���(� ��� �#�� � ������

��� ������� �($� 	��$���1� ��5$��� � �� �($� �(�';����05������%� ��� ��%9
�$�%$")� �(������ �%�	1�$�� �($� �$	����%� .$�#$$%� 0$��$� �%"� �1		�.���
<'�	��1� �%"� �$<'$%�$� �%� �($� �%$�(�%"� �%"� $0����%� �%� �($� ��($���
�($��(�';��� �($0�$	;$����$)������"�%+� ��� �($����1		�.��� ��%����'���%)�
��		$"� .1� "���$�$%�� ��+%�����%��%�0$��� ��+���'�� ��� ;��	$%�� �(����9
�$��� �(�'	"� (�;$� �($� 	�%+$�� �#�		$%� 0$��$�)� �($� '�$� � �� �(��������
	�%+�� �%��'��$����%� ��� �($��� .�	�%�$"� �	�$�%����%� ��$� ��� .$� ���0� �($�
5��%��� ��;�$#� ���$0����%�	� �'++$���;$%$���� �($� �;�&��(��� ���"��#%�
�'���(�';�� ������� ���'����%�� � �������#� �%"� �'��$��%+�,� �� �(�';�� � ����
����� �$05�� ��� ���� ���'����%�� ��� ����"$%��)� $=���$0$%�)� #�%"$�)�
5�����%)� (�����)� ($����0)� �%"� �$�����,� �($� ����� ;���$�1� �%� �� 0�""	$�
�$05�� ��� ���� ��$%$��� �� 	�;$)� $%��$��1)� �$��5��'	����%)� �%"� �($�	�&$��
�$;$��	� ��($�� 5��%��� � �� $0����%�	� �'���.�	��1� ��$� �%�	1�$"� .1�
�(�����)� �%"�($�5��;�"$�� �	��� ���� �������%�� � ��$%���$�� ���$=���� #��(9
�'�� �($� �$	��$"� �(�';��� #($%� �($� �'""$%%$��� ��� �����%� #�'	"�
���($��%���%$$"� �($� �(�';�� -� � � � � �C��/�

���0'���� ��05������%�)� �($� �(�';��� (�;$� �($��� �#�� $��$%���	�
��5$���� 0$	�"1� �%"� �(1�(0�� �		� �($� �		'������;$���%+�� �%� �%��$%��
0'���� ��$����$�� ���0� �(������ "�#%���� ���%+�"$;�� �%� �($� $��	�$��
�$����%� � � � (��� �(�5�$��)� ��$� ��%%$��$"�#��(� "�%�$� �%"� "��0�e�� �%�
�(������ �($1�#$�$�7����)� �%�	��$��#���$��)� �($� ��+���� �($�$� 0$	�"���
0�"$��#$�$� �%�	1�$"� #��(� �$�$�$%�$� ��� �($��� $0����%�	� �'���.�	��1��
�($� �%�$�;�	�)� %��$�� �%"�0�"$��#$�$� �		� ��'"�$"� ���0� �($� $0����%�	�
;�$#5��%�� �%"� ��($0$�� � � � (��%$���%+� "���$�$%�� 0�'	"������"���$�$%��
"��0����� ���'����%�� #$�$� ���0'	��$"�� �($� $0����%�	� ;�	'$�� � ��
�;�������$�+�;$%� .1� �(������ �('��L� ��� �%"� ��� ��$���� 5�$"�0�%��$�
�%�0$	�"�$�� '�$"� �%� 	�;$� �%"� ��0$"1�,� ��� �%"� ��� �%� �(��$� ���� �($�
($����)� �($� #�%"$��'	� �%"� �($� �$���.	$,� @�� �%"�2�� �%�5��(���,� �%"�
�(�� �%� �($� 	���(��0$� �%"� �($� �$���'	�� I�� �($� 7����)� �(�"8�"���
�(1�;���� �%"� �(�"8�0�"(1�0�� ��$� ��� .$� $05	�1$"� ���� 	�;$� �%"�
�'%)� ���(�.(�� �%"� �(�"8�� �����($�($����)��($�#�%"$��'	� �%"� �($� �$���9
.	$� �%"� ��� �%�� �� 	��+$�� �%�	1���� � �� 0'���� ��� �	��� +�;$%�#���(� �$�$9
�$%�$� ��� �($� ��;$� 8'%��'�$�� �(��'+(� #(��(� �($� 5	��� � �� �($� 5	�1�
5��+�$��$�� ���0� �%�$5���%� ��� "$%�'$0$%�L� �%� �($� �5$%�%+� ��"(��
1�0��+��0��,� �($� �(�"�8��+��0�� �%� �($� 5��+�$����%,� �($� ��"(�����

��� �($� �05����%�$� � � � "��0��0'���� ��� �$$%� '5��� �$�$%�� ��0$�� #($%� #$�
��%"��'	�8�� � �� �%8��$� -���� �GAA:C�/� ����%+� �($� ���'�� � ��5	�1�� ��� �		'�����$�
�%"� "$����.$���+��)� �%�(��� ��%+���� ����0���



in the development; Kaisika-madhyama in the pause ; and Kaisika 
in the conclusion. The relation between Raga and Rasa is further 
worked out by Matanga and Kasyapa : To illustrate with some, 
stray applications : Matanga says : Of the Bhinna class of Ragas, 
Bhinna Shadja is useful for the entry of a hero proceeding on a 
hunt; of the Gauda group, Gauda Panchama in separation of lovers ; 
of the Vesaras, Sauviraka is good for quietude and scenes of recluses 
and sages; of '. he Sadharana Ragas, Bhammana Panchama for 
fatigue en route or in forests. The lost treatise of Kasyapa is 
replete with further intricate schemes on this subject; a few random 
examples from the extensive citation made by Abhinavagupta will 
suffice to show the extent of Kasyapa’s analysis : When tranquillity 
follows anxious thought, Malavi followed by Gurjari is helpful * 
Andhali may be employed when intoxication waxes; when a low 
character is indulging in the comic, Gandhara Panchama ; a lady’s 
cogitation, as distinct from a gentleman’s, may be properly backed 
up by Malava Panchama. Nanyadeva, in his Bharatabhashya of 
which only a single corrupt Ms. is known, gives the Raga, Tala and 
Rasa for every Dhruva-metre in Bharata. When the undeniable 
relation of melody and emotional effect is granted, the artistes may 
deduce their schemes. The very name Raga has an emotional 
significance ; Matanga suggests that Jatis are so-called because 
etymologically they are productive of moods. It is well-known 
that a class of Ragas, in the classical period, was known as 
Kriyanga ; and the name is explained in the music treatises as refer­
ring to the dramatic use of these modes for emotional situations, 
exhilaration, sorrow and so on. The practice of making such studied 
use of Ragas in dramas was so well settled that Kalidasa refers to 
it in his Kumarasambhava when he makes the divine couple grace 
with their presence a dramatic performance done by the celestial 
damsels in honour of their marriage, and Anandavardhana, the 
critic, presses the emotional suggestiveness of Raga more than once 
in support of his argument for the acceptance of the comprehensive 
principle of suggestion.

Bharata gives some further instructions on the method of 
rendering these Dhruva-songs for the drama : As their meaning is 
important, musical embellishments should not be resorted to in sing­
ing them ; or they should be so dexterously employed that an 
embellishment would heighten the effect and not retard the emotion 
or understanding. When a Dhruva-song is taken off. its rendering 
should have its first round without the drum-accompaniment which
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should join up later (X X X II 440) ; this is necessary, as. otherwise
the audience may not hear properly the theme of the Dhurva.

• During the Act, was there any other music besides the Dhru- 
vas ? When mentioning the exceptions where there are to be no 
Dhruvas, Bharata speaks o f an occasion called “  music.” What is 
this ? Actually, as in Act I of the Nagananda where Malayavati 
the heroine is singing, and in the second Act of the Malavikagni- 
mitra where the heroine is dancing and in the &Atnavali which 
opens with spring songs and dances, music forms a part of the 
action of the play itself. These are not to be further padded with 
Dhruvas. What about the many charming verses of the dramatists 
himself ? Were these sung by the respective characters in whose 
mouths the poets have put them ? The evidence of surviving 
practice, as 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 boughs of the dialogue like so many flowers, 
the verses of the Sanskrit drama would indeed appear to frustrate 
themselves if they are not to be sung and rendered in abhinaya.

From King Bhoja who wrote on poetry, drama and music, we 
learn that a further kind of music was also employed. Certain 
situations required a certain melodic background and to throw this 
melody over the situation, a song was sung in which the Kaga 
alone mattered, and not the words of the song. Bhoja refers to 
songs so used as Sravya or A kshepiki.

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 so as to promote the Rasa, but even when there 
was no Dhruva song, and the actor moved or bent himself down or 
did something, there was pure instrumental playing intended to 
underline the mood. The different kinds of tempo, Layas, of both 
the songs as well as of pure instrumental accompaniment can be 
seen, for example, in the musical version of Act IV of the Vikramor- 
vasiya referred to, where we come across the Layas called Dvipadika, 
Valantika, Jambhalika, Charcharika and Kandadhara. In the 
Malatimadhava, as the main Act opens, the hero Madhava who has 
fallen in love is seen, in a dragging gait, vacant look and not quite
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assumed greater proportions ; of the five grades of . this mentioned, 
the smallest consisted of a chief singer, two supporting singers, two 
additional voices, two flutes, two leading drums and one minor* 
drum, and a few others ; and in the biggest set-up, there were as 
many as twelve male and twelve female voices, 26 flutes, six main 
and three subsidiary drums and some others. In many of these 
lesser varieties of the repertoire of ancient Indian stage, there was 
either a continuous theme or story or a series of related or unrelated 
emotional ideas, all set to music, sung and danced and gesticulated.
I shall mention only one of them; the Ragakavya which was a 
whole story composed in songs, sung, and danced to; Abhinavagupta 
mentioned two specimens of this based on the story of the 
Ramayana : the Raghavavijaya, which was all through sung in the 
Takka Raga, and the Marichavadha, in theKakubhagramaraga. A 
composition which would employ several Ragas would be Chitra- 
Raga-kavya, e.g., the celebrated Gitagovinda of Jayadeva. These 
Uparupakas are thus the link between Bharata and the dance- 
drama traditions that developed in different parts of the country,6 
the Assamese Sattra, the Bengali Yatra, the Telugu and Kannada 
Yakshagana, the Bhagavata Nataka of Andhra and Tamilnad, and 
the Kathakali of Malabar, some at least o f which are still not dead.

The permeation of music in these surviving forms, and the 
method of its employment, as also a few of their technical terms 
there, are a sure guide to visualize how the resources o f music were 
harnessed by Bharata for the Sanskrit drama. Wide in its range, 
minute and thorough in its analysis, Bharata’s scheme applied this 
music with effect, appropriateness and sense of proportion. Song, 
action, and word followed in one unbroken continuity, and as one 
saw no beginning, middle or end in the wheeling flame, Alatachakra 
even so was it in the play. Varying Bharata’s metaphor, Abhinava­
gupta says it was one well-ground multicoloured whole of drama, 
dance and music, like some rich perfume distilled from more than 
one essence, Chitragandha. Great as the Sakuntala and Mrccha- 
katika are as literary masterpieces, imagine how much more superb 
they would have been as finished productions on the stage, deepened 
with the additional dimensions of music and dance.

&L� ���� #$'�%��� $+� �%�� ��&���� � 01��� �(�&���� !�$�)� **2

6. See my articles on some o f these : Kathakali and other forms of 
Bharata Natya outside Kerala, Yakshagana and Bhagavata Mela Nataka in 
the Triveni, Madras Vol. VI, pp. 147-170, Vol. VII No. 2 and the Journal of 
the Indian Society o f Oriental Art, Calcutta June-Dee. 1937.





with flexion and resembling the full picture of the Raga with the 
interplay of the Gamakas. The first approximates drill, while the 
second gives a rich impression o f dance. An impoverished tradi* 
tion unalive to the aesthetic content o f dance, is the readiest to 
forget the flexions. The authentic tradition on the other hand 
treasures all aesthetic factors and develops what one may call an 
intuitive technique. It follows that those traditions in which the 
body flexes itself in movement are more authentic than those which 
have lost sight of the factor. More. Movement itself has a whole 
range of subtle nuances, buoyant rises and dips of body, tender swa- 
yings of head like unto the cobra’s hood, delicious looping move­
ments recalling the flame deflected by the breeze, All these then 
constitute the grace-notes of Dance ; and dance without grace-notes 
is of no more value than music without grace-notes.

The following verses support and amplify the contentions of the 
previous para :

%  W  qT Pcf: qnftsspCT |
Sts* snwpsr 5 ||

W  II

srrei^ 5  11

If in a movement of dance, the feet are more important than 
the hands, the hands follow the feet; if the hands are more import­
ant, then the feet follow the hands ; if both are equally significant, 
they move simultaneously.

Where the foot proceeds, the hand follows ; where the hand 
proceeds, back and hip follow. The head, hands, chest, sides, hip, 
feet and shoulders are known as Angas ; the heel, ankle, fingers of 
the feet and hands and sole of the foot are Upangas. The Angas 
follow hands or feet whichever in the context of the dance, are the 
more important; the Angas as well as the Upangas follow the feet 
where the feet are thematically important.

In one o f the fables of Dvatrimsatputtalika King Vikrama is 
summoned to Indra’s court to adjudge between the celestial dancers 
Rambha and Urvasi. He decides that Urvasi is the better dancer
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and justifies his decision by quoting a number of reasons, in parti­
cular the doctrine of restraint:

I

li
m m -  I

SFTrcrmftci: II

The hands and legs should never move too high or low when 
they would get distorted and exaggerated ; the syllabification by the 
feet should be fluent and flawless, maintaining the harmonious dis­
position of the limbs in repose and movement and pervaded by 
Saushtava.

In another version of the same story, the emphasis is on relaxa­
tion ; Rambha is said to have been too tense and taut, while Urvasi 
commanded that precise degree of ease and relaxation that gave 
distinction to her dance. If the Yikrama of the stories is the same 
as the hero of Kalidasa’s Vikramorvasiya, he could not have given a 
different award even if Urvasi’s dance had been faulty and unedify­
ing.

\
Whether in music or dance the standard is the Vilamba-kala, 

slow tempo ; and the movements o f dance quoted above, refer to this 
tempo only. Music and Dance informed by all such graces in slow­
time, would still retain their charm in the second diminution, because 
they are asethetically alive. But without such a content and 
embodying only bare notes and mechanical movements, music and 
dance have nothing to offer in the faster tempos. What an unpardo­
nable offence then is the modern craze for speed ? Not only has speed 
driven out all aesthetic qualities, but it has reduced all systems 
—even the genuine ones— to a dead level. Lack of knowledge, of 
course, is at the bottom of this state of affairs.

Another outstanding example of popular ignorance is the so- 
called Nataraja pose, which gives the finishing touch to most recitals. 
If only people realised that the Nataraja bronze is a Chola sculptor’s 
liberty with a dance version and that though as a sculpture it is 
perfect, a translation of it into dance might prove a travesty, they 
would not be in a hurry to imitate it. The dance version based on 
a foot movement called Bhujangatrasita was intended to portray the 
terror o f a person who has unconscionsly trodden on a serpent and 
lifts his leg away, limbs shaking, body contracted and eyes closed.
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Now that dance is taught in schools, pedagogic aims and 
methods should be formulated with an eye to the aesthetic and 
spiritual content of the art and the possibilities of development of 
the art and human personality. If this is not done, dance would be 
just a new species of drill.

The illustrations of this article are those of Mrs. Syamala 
Mahadevan of Shamnagar, grand-disciple of Vidvan Chinnayya Pillai 
of Tanjore. One of the genuine and authentic traditions of Bharata 
Natya is that'of Vidvan Chinnayya Pillai.

(Illustrations : Prints 1 to|6 Varieties of Thayyamthatha Adavu : 
1 without *flexion, 2 without flexion, 3 with flexion, 4 & 5 with 
flexion ; 6 & 7 with flexion. // Print 8-Tillana without flexion. // 9 
with flexion. // Prints 10-17 Varieties of Dhititai Adavu : 10 & 11 
without flexion; 12, 13 & 14 with flexion; 15 & 16 with flexion; 
17 with flexion. // Prints 19 & 20 Angahara movements. // 20 A 
new version of “ sword” Adavu //21  A new version of “ Ta Tai 
Tam.” )
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SOME COMPOSERS OF MALAYALAM MUSIC

By

��� Venkitasubramonia I yer

Introduction—Sopana and Desiya
�($� ����0'���� � �� F$��	�)� ��� "����%+'��($"� ���0� ��	&�0'���)� ���

���$%��5�&$%� � ����� ��		�%+� '%"$���#��0��%��15$�)� �($� sopana� �%"� �($�
desiya.� �($����0$�� ��� ��%��"$�$"� ��� ��+%��1�%+� �($� ���+�%�	� 0'���� � ��
�(��� 	�%"� �%"� �($�	���$�� �����+%��1�%+��($�0�"$�%� 0'���� �%�	'$%�$"�.1�
#(��� ���&%�#%���� a�F��%����� 0'���)�� �($� 0'���� �.���%�%+� �%��($���0�	�
��'%��1�� �'���%��� �	��$� $=�0�%����%� �%$� ��%� �$$� �(��� sopana. and�
desiya� ��$� �%	1� �#�� "���$�$%����1	$�� � �� ��%+�%+� �%"� �(��� �($� ���$%������
.����� ���� .��(� ��� �%$� �%"� �($� ��0$�� 6	�.����$� �	�5�%�)� %���;�	)�
&�	5�%��;���)� ��%+����$���)� ��$� �		���%�5��'�'��.1� �($����.�$%�$��%��($�
��5�%����1	$�� ������'	��� ���$%���%� ��� 5��"� ��� �($� ��(��1�� �%"� �($�
5	��$� � ���($� ��+����� �%	1� �$��%"��1� ��� ���� I%	1� �($� +$%$��	� ��5$�������
����+��#�'	")� �($�$���$)���+'�$��%� �($��$%"$��%+� �%"� %��� ���� �5$���	�
��5$����� �($��$05�����0���	1��	�#�� �%� ��%������#��(� �(��)� �($���1	$�
� ����%+�%+�#(��(� ��� �&�%� ��� �($��%$�5�$;�	$%�� �%��($� ��($��5����� � ��
��'�(� �%"��)� ��� ��		$"� S�"$��1���� �($�"$��1���$$0�� ���(�;$� ��0$� �%���
;�+'$� �%	1����0� �($���0$� �����(���8���#���� ���'%�	)� .'��$;$%� ���$��
(�����0$)� �($���5�%�� ��1	$�(��� .$$%��$���%$"� �%��($�����&&��(���

Sopana Composers

Writers of Attakkathas
�($�.$���&%�#%� ��05������%�� �'%+� �%� �($� ��5�%�� 0�%%$�)� �%"�

0$�%����� .$� ��� �'%+)� ��$)� ��� �%"����$"� �.�;$)� �($� attakkathas,� �($�
0'�����	��$���1�#��&�� ���� �($� kathakali)� �($� "�%�$�"��0�� � ��F$��	���
�($�$�%'0.$�� �;$��CBB)� .'�� �($� #��&�� � ��F����1�0� F$��	�� ���0�)�
H%%�1�� *���1��)� ��;���� ���'%�	)� ���1�00�%� ��05�� �%"� ��"#�%�
��8���8�� ���0��F��	� ��05'��%� ��$� �($� 0���� �'����%"�%+� ���0� �($�
0'����	� 5��%��� ��;�$#�

F$��	�� ���0�� #��� �($� �'	$�� � �� �($� F����1�0� 5��%��5�	��1� �%�
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‘ Q��������  ’ in Varali raga, Bupaka tala is changed into Ghanta 
raga, Champa tala in the Malayalam version.

The H�������������  has not attained the popularity it deserves. 
It is seldom sung while the work of Jayadeva continues to have the 
popularity it was enjoying all along.

�!�"C�� ��>(��! �

Among the composers of songs in the desiya style four persons 
stand foremost, and these are Swati Tirunal Maharaja, Irayimman 
Tampi, Kuttikunju Tankachi and K. C. Kesava Pillai.

�<�'"� �" 2���

Maharaja Swati Tirunal (1813-1847) of Travancore is a very 
well-known name in Kama tic music. He was a contemporary of the 
Musical Trinity and deserves a 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 Prabandka 
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 
‘ ���������� ������"�  ’ and is in Sankarabharana raga, Ata tala. It 
is a Padavarna addressed by the Nayika to her Sakhi. The nayaka 
is Lord Padmanabha. 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 a mystical implication. ‘ �����������������  ’ in 
Surati, ‘ M����� ����� ��\���[  in Atana, * ������ ��� ��� 9������  ’ in 
Sankarabharana etc., are some of the best known Padas of the 
Maharaja. The >���������	�����  is a graphic description of the ten 
days’ festival conducted twice a year in the Sri Padmanabhaswami 
temple at Trivandrum. It is in a mixture of slokas and songs, ther 
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 
blending of the sopana and desiya styles in some of his pieces.
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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 �������"  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
cant 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 ������������  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 
values, potentialities, make immediate successes and immediate 
failures enormously more important than they actually are in the 
context of an entire life lived. I f one could constantly view the 
oriented past the mind would be less space-bound and the importance 
o f actions and events decided in the present in that context. A 
future ideal in ������"  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 and plays ��<<������ ���	���  of notes 
by a divisional procedure. The poet similarly anticipates the Dura­
tion o f 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 
o f a musical piece and yet directly linking up musical ���������  with 
����9���  The syllables (Akshara) of verbal language have a similarly 
condensed phonetic orientation but verbal thought departs from their 
original significance and their condensed application, by using them 
in heaps and piles mainly for the purpose of mutual aggression. 
Even music is not immune from this arithmetical degeneration for 
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o f convenience. The ancient observation that space manifests out o f 
sound could only mean that the orientation of space itself is 
analogous to the space-time scale of music oriented by the relation 
between Time and Number. They needed only nine numerals for 
the purpose in fractional relations, and a zero was beside the 
point in such numerical understanding.

As Plato said, God could not give man eternity, so he gave 
him Time. But God also gave him number and the divisions of 
the universal being conceived as eternity or Absolute Time should 
also be durations. Time and number are the fundamentals o f the 
manifestation of these durations and exists in us as the basic 
rhythms of double, triple, five times and seven times tempos, four, 
six, eight and nine being further derivations. The division o f the 
Supreme Being into the duality of Prana and Anna has the future 
purpose of reversing the process of creation by one duration swallow­
ing another: years swallowing seasons,day swallowing night, personal 
time swallowing sensations as durations.

This technique of thinking that regards personal time as a ���g
������� �������"�  thus to grasp entire years and ages as entire units 
divided or resolved into significant orientations of events does not 
need any enforced training in the arithmetical exercise of numbers. 
Music and Literature unconsciously unfold the infinite potentialities 
of the Individual Prana or Life through their treatment of Time or 
Duration in significant orientations of events irrespective of chrono­
logical sequence. Thus chronological history is an arithmetical con­
struct that talks of events in an arithmetical, next-to-next order. 
Mythology is, on the contrary, no weak attempt of historical recor­
ding ; its greatness lies in taking the mind to a forgotten past whose 
condensed form or seed as race-memory is carried through heredity 
in the individual. No doubt it substitutes imagination for memory 
but this substitution naturally happens in our everyday life when 
we unconsciously substitute imagined occurrences for actual occur­
rences. Thus imagination to a considerable extent reverses time and 
operates on the past and thus repairs mental and physical lesions. 
Even historians do this unconsciously, otherwise they would univer­
sally agree about events. This is so because events are never 
objective realities to observers, they are experiences in the context 
o f  personal life lived. There is marvellous consistency o f thought 
and cross currents of events in great epics and mythologies which 
show the completeness of grasp o f the writers concerned, of the
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kindness. Christianity has had a similar history in spite of its attrac­
tion as 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 o f human beings and materials that can no longer be harmoni­
sed into a musical unity. They appear as an endless series of con­
flicts in our world of thought and action : conflicts 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 arithmetical 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 o f addition and 
subtraction 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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�($� ��		�#�%+�#��&��(�;$�.$$%���$<'$%�	1� <'��$"� .1� �(����"����
�%�(��� ��00$%���1L

J$=���%�L: Medini, Visva, A mar a, Pada-sagara.

F�;1���L: Sisupala-vadha, Ubdhata-sagara {anthology).
��$�����L:� Kavyadarsa)�Bharata, Alamkara-samgraha.
6�������L: Kamasutra)� Rati-sagara, Rati-rahasya, Rati-ratna,�

Sringara-prakasa, Nagara-sarvasva, Rasika-sarvasva� �%"� Bharata.1

�($� ��00�%� �$��'�$�� .$�#$$%� Saravati� �%"� Sandarbha-dipika�
��$�L: -�/� ���(� �($� ��00$%����$�� (�;$�<'��$"� �(������ %��� �%	1� ���
�($� �$	$.���$"� #���$�� � ���($� Natya-sastra� .'�� �	��� ��� �%$� � �� �($�
�'�(�������;$�#���$����%� $������)� -��/� ���(�(�;$�<'��$"� ���0� 0'����	�
��$����$���($� dhyanas� � ��"���$�$%�� ragas�$05	�1$"�.1�7�1�"$;��
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Dr. Raghavan at one of the Sections of the Uneseo 
Music Conference, Brussels.
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separate regional commission for Oriental music. The few orientals 
who came 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 andMusie; 
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 India 
should lose no more time in forming the Indian National Music 
Committee and take advantage of the avenue opened up by the 
UNESCO for interpreting the great musical culture of this country 
to the outside world.

The Conference was conducted in the magnificent Palais des 
Beaux Arts at Brussels. On every one o f the eleven days of the Co&v 
ference there was some musical performance or other. An aeeounp 
of some of the noteworthy features of these concerts, I have givem 
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. I must also express my thanks to others o f 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

During the Conference, I came into touch with an auxiliary 
association called the International Association of Music Libraries 
with Mr. Federov of the Music Section of the Biblotheque Nationals, 
Paris, as Secretary. I was requested to serve on its council fon* 
Indie and I have so far supplied for their organ two annual hjblio- 
graphic* of music publications in India.
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GWfefhara-gramena gatn.k&metyarthah). While SamgadeVA flvmftiffltfj 
Only eleven Tinas, Narada in his Makaranda describes nineteen, typUfe 
of TinaS.

The learned author has spared no pains to make tile book 
exhaustive and informative in every respect. In addition to a 
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 Mobenjodaro, 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. � � � � � � � � � � � � �
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RAG O-RUP (Historical Research) by Swami Pra- 
jnanananda. With an introduction by Sri Ardhendra 
Kumar Gangopadhyay and line drawings by Sri Nanda- 
lal Bose. Published by Sri Ramakrishna Vedanta 
Ashram, Darjeeling. Price Rs. 8/-
Having traced the history of Indian music from the Vedic 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 description o f ' raga ’ 
and mention thousands of raga-names under various categories 
•although a systematic classification of them still presents considera­
ble difficulty.

While in the South, the classification of ragas is made with the 
help of the sound system of Venkatamakhi based on reasonably 
scientific principles, the Hindustani system depends upon a somewhat
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-The subject of the personified forms of each melodic' modeTof 
Indian music Is well known to every student of Indian music 
and- Indian miniature painting. The Indian, idea that each 
Raga or mode of the melody had a distinct ethos could have gradu­
ally 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 music with devotion 
and the spiritual value attached to the art as a �������  might have 
furthered the development of the conception of each raga as haying 
a divine form laid up in the heavens; and for calling up the image 
of such a form, as in the case of the �����  of a god, a 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 cannot 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 Indian music. That Dekhan, a half­
way house in art-history, knew this is proved by the present 
series of drawings.

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

Though reproduced in a book form only now, the Laud album 
itself 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 art-critic Mr. Karl 
Khandalavala writes an essay on these two questions, illustrating 
his arguments with a few photos and drawings. The view supported 
by him is that the drawings belong to Dekhan and former half of the
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