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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 historv 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 presenis to a serious
student of musie, 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.”




THE XXVII MADRAS MUSIC CONFERENCE
1953

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. 8. High School Hall. Mylapore,
Madras. from 21st December 1953 to Ist January 1954,

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

The opening funetion 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. v

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 ¢ KL Venkatanarasimhan, Secretary, read the messages
reccived 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 eredit 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 Twentv-seventh Anunual 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 vot
a musician, neither do 1 consider mysell an expert in that great
art. Nevertheless as one who knows some rudiments of it and
who has affection for this greatest of arts, T 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 eause of musical culture in the South sinee 1027,
Its role in canalising developments in the musica! 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.’ History bas 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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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 o definite place in tfamily
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 -nusic is of  different  sorts,
There is folk music and theve is classical one also. 1t has  be-
come @ habit now with some people to try to deery classical music
and plead for music which can be understood by the masses.  Such
welbaneaning persons ave labouring  under a misappreliension 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 ave complementary.  An ordi-
nary story-book orsimple tales or mythological stories arc written
for the mass or large numbers of people. But this does not mean
that higher type of scientific and philosophical literature is excluded,
In fact it is indispensable because the more abstract and subtle
formg of human thought cannot be expressed in mass literature.
They will always have to be written in the higher type of literature.
Exactly 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 o natural apothe-
oses of the musical talent of a whole people. ven in countries like
Russia, which claim to cater for the masses. every cftort is made to
cultivate the higher forms of music and they ave proud of their
magnificent classical music tradition. We should, thercfore, consider
classical music as an indispensable crown of the musical tradition of
our country which must be encouraged and expanded.

I would like to say here o word regarding the spivitual aftinity
of music.  Asg I zaid, classical musie expresses the deeper and more
serious emotions of human mind, and in their cxpression it is not
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possible to keep away from spiritual moorings. In fact, from ancient
times classical music in our country has mainly been an ‘ aradhana’
or a ‘sadhana’ of the Supreme Being through the majesty of sound.
The «kritis’ of Tyagaraja and other great composers of the South
are all offerings to the Lord. The same can be said of many great
composers of the North. Probably one reason for the break up of
the musical tradition of the North has been the coming of Muslim
rule which created Muslim musicians, who could not keep up
spiritual affinities as music is tabooed in Islamic religion for devo-
tional purposes. I feel that the spiritual affinities of music have to
be strengthened. That should not be done in a sectarian way but
we should do it in a broad, spiritual way. This will facilitate
the penetration of music into every family, which should be our
goal,

This brings me to the question of the spread of music. It is
gratifying to note that during the last 20 years or so music has
spread considerably, more especially in the South. This cxpansion
of music must continue so that within a measurable period of time
every family with some education will consider music to be an
indispensable part of family culture like literacy. 1t is then that
music will regain its real place in the country’s culture.

During the last few centuries, music has survived by princely
and aristocratic patronage. This has kept up tradition unbroken
and has, therefore, rendered invaluable help in the preservation of
culture. But times are changed. We live in an age of democracy
and public approval. In such an age it is natural that princely or
aristocratic patronage should disappear or diminish. Zaumindaris are
going and the princes are taking more to horse-racing than to music,
In this age of democracy, it is the duty of the State, which replaces
the princes and the aristocrats, to patronise music and encourage it
in every possible way.

The Radio is also an important instrument in the propagation
of music and it is gratifying to note that it has played no inconsi-
derable part in making the people familiar with the higher aspects
of music. This cultural role of the Radio is not sufficientlly realised
by many. I desire that this contribution of the Radio to the pro-
gress of music should not « nly continue but should grow and expand.
As far as it lies in my power, I will make every effort to sec that
music gets its due place there. In fact the Radio has already
replaced, to a great extent the Rajas and the princes as the main
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Though music had spread to a larger extent in our day, the
Vidvan said, there was little evidence of a deep knowledge of it
among the public. Not only was the Cinema responsible for this
deterioration but also public taste which had definitely lowered. In
the past, the Kings were patrons of music and were responsible for
its development. To-day, musicians had to seek the support of the
people, which largely cxplained the fall in standards. But, it should
be the task of the Academy, and the Sabhas to chalk cut programmes
which would educate and help in raising public taste and apprec.
iation.

Continuing Mr. Swaminatha Pillai said that out of the thou-
sands of compositions attributed to the Musical Trinity and Gopala-
krishna Bharati, hardly 600 pieces in 250 ragas were now current,
and only about 100 pieces in 50 ragas were handled by musicians
generally in concerts. Repetitions of the same items were natu-
rally noticeable. It could not be helped, because groups of
listeners who had developed likes and dislikes insisted only on
certain ragas and pallavis to be rendered over the radio or in
concerts. All these attempts on the part of listeners tended to
narrow the scope of the artiste. They discouraged and stifled the
effort of an artiste to render an unfamiliar raga, or a lesser known
composition. The Vidvan earnestly appealed to the rasikas, in the
interests of art, to widen their knowledge and enrich their taste and _
capacity for appreciation.

Though the great masters had given us thousands of composi-
tions several of them had been lost to us by disuse, the Vidvan said.
If rasikas would evince greater interest in these unfamiliar pieces
and ragas in concerts, in a few years. the public would get ample
opportunities for listening to many rare and lesser known composi-
tions of the Musical Trinity, padas, javalis and other pieces, from
top-ranking musicians.

Vidvan Pillai, proceeding. said that the real value of Sangita
as an offering to God had been forgotten because it had come to be
practised as a profession to earn one’s livelihood. This had natu-
rally resulted in our taking liberties with our music. He would

“earnestly appeal to all Vidvans to adhere strictly to Carnatic
musical tradition, avoid introducing Northern styles of rendering in
our ragas and preserve the compositions of our masters as orginally
conceived, eschewing improvisations.

Sri Swaminatha Pillai. continuing said that some people held

the view that only familiar ragas and sahityas known to people
92

~
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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 ban:
of his own which shone according to his knowledge, sareera, his
gurukula, practice, experience and patha.

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 o cowrse in flute training in every
musical institution.

Essaying the task before the experts and musicians Mr. Swami-
natha Pillai 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 slokas or viruthams 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 SECOND DAY

22nd December, 1953
The Experts’ Committee Meeting of the Madras Music Academy,
convened in connection with the Twentyseventh Annual conference,
began this morning at the P. S. High School Hall, Mylapore.
Vidvan Tiruppamburam S. Swaminatha Pillai, President of the

Conference. was in the chair. ,

COMPOSITIONS OF TYAGARAJA
Sangitha Kalanidhi T. V. Subba Rao gave a discourse on
¢ Tyagaraja Kritis.” Later, six rare kritis of Tyagaraja were
rendered by Vidvan Maruthuvakkudi Rajagopala Aiyar.

To-day’s meeting was attended by Dr, B. V. Keskar, Union
Minister for Information and Broadcasting, and Mr. P. V. Rajaman-
nar, Chief Justice of Madras. A large number of musicians were
present.

Mr, Subba Rao welcoming the Union Minister, explained the
activities of the Experts’ Committee of the Academy and its discus-
sions to resolve some of the knotty problems. The meeting of the
Committee was an unique feature and Vidvans expressed their
opinion and exchanged ideas, he said.

Mr. Subba Rao took up the two compositions ¢ Vachama-
gochara " and “ Banturiti ’ as the subject matter for his lecture. He
said that the Kritis of Tyagaraja were an integration of many
things, of beauty in poetry, painting. life. religion and philosophy,
with music of unspeakable charm. After pointing out the purport
of the song ¢ Vachamagochara ’, he said that there was high poetie
excellence in the piece. The compositions of Tvagaraja were a mine
of suggestive thoughts of poetic beauty and moral grandeur. Even
words and expressions of address which appeared detached had, in
reality, a purposive correlation with the tenor of the song.
¢ Ganalola’. used as anaddress to Rama in the song, would imply
that a sangita rasika such as He was, would asin the view of
Shakespeare, be too full of the milk of human kindness to be cruel
to the deer. The song presented the quintessence of the Ramayana
and other sacred works of our religion. The second song, ‘Bantu.
riti’ was a brilliant example of sustained metaphor abounding in
lyrical beauty. This piece equally revealed Tyagaraja as a poet of
high imagination and as a prophet of practical philosophy.
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"~ “The spesker said that the raga of the first song *Vachama-
gochara *, was commonly stated as ¢ Kaikavasi’. There were:two
Jersions of this raga, one which made dhaivata completely varja,
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, the raga 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 dhaivata 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 akaivata
for the simple reason of supposed vivadi dosha could not be justified.
Should this reason hold good, even ragas like ‘Nata ' would diis'-
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 dhaivate and suddha nishada in the
upper tetrachord. The higher notes were shatsruti' rishabha and
antara gandhara in the lower tetrachord and shatsruii dhaivata and
kakali nishada in the upper tetrachord. Subbarama Dikshitar soun-
ded a caution that the vivadi notes should be used most ecunningly.
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 madkyama 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 of the lakshana of alpatva should be
4 .
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& diréct disciple of 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 smg
minor ragas for hours together. He had also the capacity tosing
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
mudrakara and was honoured in the Mysore samasthanam. Prof.
Sambamurti explained the circumstances which led to the
composition of his tillana in ¢ Dhanyasi’ raga. The <Xapi’
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 dhaivate and kakali nishada. Thus in the
lakshya of Karnatic music, they had three varieties of ¢ Kapi,”
the pure Karnataka * Kapi’ immortalised by Kshetrajna in his
p'adas 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 }ava.hs
hke Vaddani Ne.

Prof. Sambamurti also exhibited a manuscript (katakam)
containing the arohana and avarohana of 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 of Pallavi Seshayyar. Prof. Sambamurti played on
the violin. The Lkritis were Ika nannu in * Bhairavi,”” Neetho
cheppaga in ¢ Garudadhvani,” Ne thalalenura in ‘ Huseni” and
two tillanas in “ Kapi” and ** Vasanta ”’. Mr. 8. 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 leéture and complimented the artistes for their recital. He
appealed to senior vidvans to popularise such kritis so tha.t they
ould be handed over to posterity.
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ST Gitagovinda Recital _

' "Sri A. Balasubrahmanya Bhagavatar of Kallidaikurichi next
.gave a recital of Ashtapadi, according to the South Indian
tradition. Mr. T. V. Rajagopalan introduced the Bhagavatar
and said that he belonged to the, sishya parampare of Sivaganga
Ramadas Swami. Accompanied by Sri Hariharan 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 Bhagavatar
for his recital and pointed out that Ashtapadis served as a common
bond between the North and South Indian systems of music.

THE FOURTH DAY

24th December, 1953

~ When the Experts’ Committee of the Music Academy met this
morning at the P. S. High School Hall, Mylapore, Sangita Kala.-
nidhi Palladam Sanjeeva Raco gave a demonstration on flute.
Vidvan T. N. Swaminatha Pillai presided.

" Late Bharatam Nallur Narayanaswami Iyer

The gathering, at the outset, observed a minute’s silence to
mourn the death of Bharatam Nallur Narayanaswami Aiyar, a
memnber 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.

Flute Recital
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‘
far about.an hour. . Vidvan Sanjeeva Rao, who is 72, kept the
andience enthralled with his music throughout, He commenced
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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 sthayi 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
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 Xapi. 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, wag 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 sade in Suddha Saveri. He
was accompanied by Vidvan Tiruvalangadu Sundaresa Alyar on
the violin and Sri Krishnamani on the mridangam.

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

THE FIFTH DAY

25th December, 1953
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. 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 Natya.Nataka songs.

Mr. Krishna Aiyar said that so long as their music ahd dance
were patronised by the royal courts and nobles advised by experts,
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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 confu-
, sion in ideas, tastes and standards in arts. The fault lay more in:
gome of the artistes, the institutions and individuals than in the:
art-loving masses. Responsible artistes and patrons should give a
correct 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 high and low art without feeling 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 Bharata 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 classical 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 so-called  Oriental dances.” When closely scrutinised, most
of these dances—barring a 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 everchanging
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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Mr. Venkatarama Aiyar, who was assisted by Sri Sandhyavan-
.dapam Srinivasa Rao jand Sri B, Rajam Ajyar in the recital of
these compositions, commenced with Panchamatanga in Malahari
and then,rendered the Dhyana Kriti of Navavarana in Todi. He
next sang Krishnananda in Gaulipantu and clarified the alpa
gandhara prayoga in the raga.

Mr. Venkatarama Aiyar explained the use of vivadi melas and
said that he agreed with Sangita Kalanidhi T. V. Subba Rao who
‘had expressed his view earlier and emphasised that ragas having
vivadi svaras had to be rendered in vakra sampurna to minimise
-the vivadi dosha and to give more melody. He took up the song
Kanakambari in Kanakambari (1st Mela) having Suddha gandhara
and Suddha nishada. Mr. Venkatarama Aiyar mentioned that it
should be rendered as sa ri ma pa dha sa and sa ni dha pa ma ga risa
in arohana and avarohana respectively. To illustrate the use of
shatsruti dhaivata, he sang Bhaktavatsalamn in Vamsavati (54th
smela,; and pointed out the parallels in Tyagaraja’s kritis Vacha-
magochara and Banturits.

The speaker then rendered a Navavaranam in Ghanta and
Chetasri in Dvijavanti, both of which were characteristically chaya
misrita ragas. A rare kriti, Balambikaye in Natakuranji, was sung
by ‘him ‘besides Soundararajom in Brindavana Saranga. Mr. Ven-
katarama Aivar concluded his demonstration with the mangala
‘kirtana Sri Kamalambike .n Sri Raga.

Vidvan Swaminatha Pillai said that Mr. Venkatarama Aiyar
had shown them by his demonstration the exceptional grandeur of
the compositions of Dikshitar. There had been several attempts
by many vidvans to bring these kritis into vogue but Mr. Venkata-
rama Aiyar was specially fitted for popularising among the musicians
the masterpieces of the great vaggeyakara. He expressed the hope
that even though he might be away in Delhi shortly as a Judge of
the Supreme Court, he would continue to give them the lead in this
respect. He wished him all success.

Hindusthani Demonstration

Later Mr. D. T. Joshi of All India Radio, Delhi, gave a
demonstration of the raga Hindusthani Sindhubhairavi on the Sitar
accompanied by Md. Ismail Khan on the tabla, for about an hoeur.

The President, Sri Swaminatha Pillai, thanked Mr. Joshi for his
demonstration.
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THE SEVENTH DAY

27th December, 1953

Sangita Kalanidhi Sri Mudikondan Venkatarama Aiyar gave at
demonstration of singing pallavi in the traditional styls; before the:
Experts’ Committee of the Music Academy this morning at the P. S
Migh School Hall, Mylapore. Vidvan T. N. Swaminathe- Pillai,
President of the Conference, was in the chair.

A

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, Amirkalyoni and Surati,
Contiplimenting 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
hHad been in vogue for centuries past. Mention: of this had been
made in the Sangita Ratnakara as rupaka olapti. 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
Ajyar 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 kelams 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, Sarevane
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 £0 aksharas.
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Sri Swaminatha Pillai, thanking Sri Venkatarama Aiyar for his
demonstration said that he had rendered the pallavi in such a
manner that it could be understood and appreciated by all. Very,
few musicians, he said, had rendered pallavi 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 chowka kalai 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 chowka kala
pallavis. In conclusion, Sri Swaminatha Pillai said that it was
necessary that every one should learn to render pallavis like this.

THE EIGHTH DAY

28th December, 1953
BANDHA SVARAVALI

At the Experts’ Committee meeting of the Music Academy held
this morning at the P. 8. High School Hall, Mylapore, with Vidvan
T.N. Swaminatha Pillai in the chair, Vidvan T. N. C. Venkatanara-
vanacharyulu, a member of the Committee, read a paper on
Bandha Svaravali.

The Vidvan referred to the Bandha Kavitva of 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 svara singing resem-
bling the Bandha poems. Svaralankaras thus formed, he said,
gave them a correct perception of exquisite pictorial illustrations or
svaras in the shape of padmas, chatras, khadgas, etc. He had taken
the saptasvaras and had attempted to produce twenty-one such
Bandha svaravalis. The four swaras sa, ri, ga, ma, manipulated as
per the principles behind the padma bandha, took the shape of a
padma (lotus) and with the rest of the combinations, ri, ga, ma, pa
—ga, ma, pa, dha, etc., they got ten such bandhas to make into a
colourful bunch. Similarly he had attempted to illustrate an
oudava raga like Mohana through a khadga bundha. He explained
the principles with illustrations.
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Bhagavatar had rendered it in such a manner that members of the
audierice were able to understand and appreciate the style of

singing of these padas.

THE NINTH DAY

29th December, 1953
ORIENTAL INFLUENCE ON WESTERN MUSIC

Mg. JoHN MARR’S SUGGESTIONS

« 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 in India
from the increasing stranglehold of film music,” observed:
Mr. John 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 Mnusic Academy this morning
at the P. 8. high School, Mylapore, held under the presidentship of
Vidvan . N. Swaminatha Pillai.

Mr. John Marr traced the extent to which the music of the
Iberian Peninsula and the Balkans had been steeped in oriental
musical theory and practice. Speaking about oriental influence on
western art music and musical instruments. he said that until 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. whercin the piteh of individual
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 oriental
practice. With the Turkish expansion into the Balkans in the 15th
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 religions chanting had taken place in Spain
where under the tolerant e of the Moors, the Mozarabie 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
unsffected by the tonal system of Javanese music in evolving his






40  THE JOURNAL OF THE MADRAS MUSIO ACADEMY [VoL. XXV

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 of:
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
of 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 shatsruti 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. Gambhira-
vani, he added, was a janya of Naganandini (80th Mela) with sa
ga pa ma pa dha ni sa and sa dha pa ma ga ri ga risa.

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’ Committec 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 of 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 Kxecutive 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
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
< St. 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 liturgieal 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 1 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—
srmgmpdn—ndpmgrsnsrg!

At an earlier period, a similar developraent 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 a
later date and inferior quality.

In this comnexion, two other features of Spanish religious
music may be of interest in being of undoubtedly castern 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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Phoenicians, (who have also left their mark on Spanish culture), it
remains a most interesting example of an oriental religious custom
surviving in the West. Another feature is the ¢“Saeta,” an impromptu
song analogous to your Viruttam sung without accompaniment
during religious processions in Seville. Men or girls stop the proces-
sion, 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
Romantic period, music becomes more distinctively national, and
the foriegn idiom more clearly perceived. It is perhaps the Russian
eomposers who have used the oriental atmosphere most effectively
in their music. If for no other reason than that of geographical
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
East in their music. Interest in things oriental was, no doubt,
stimulated by the Turkestan compaigns of General Korolkov in the
1870’s and the opening up of Bokhara and Samarkand. In Russian
music, Rimsky-Korsakov’s ‘¢ Scheherazade” is a 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-
sers in Russia have continued this trend, the emphasis being more
specifically on folk-music. Khachaturian has employed the folk
tunes of his native Armenia very effectively.

Before considering something of the manner in which the East
has influenced the development of Western musical instruments,
mention must be made of the interesting way the French composer
Debussy and his followers were affected by the music of the Far
East. We find that Debussy profited by an exhibition in Paris of
Javanese musicians, and wrote enthusiastically about the rhythmic
complexity of their music. It may be also that Debussy was not
unaffected by their tonal system in evolving his whole-tone scale
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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 of three counts. | 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, the
nishada 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 :

| ST “ Barus ” record was played].

The last example of Greek folk song | should like you to hear
is interesting in having a tonic drone clearly audible at the end of
the piece. Again you will notice the embellishments to the
simple tune :

| [T ‘* 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 of the
caliphs of Cordoba and Granada enriched the cultural heritage of
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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 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
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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MUSIC IN ANCIENT INDIAN DRAMA*

BY

Dr. V. RaGHaAVAN

IN BHARATA we bave 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 Nalya 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
modern 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 different details of this music and its practice in these plays will
all leap into a new significance when, as a 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
new 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.

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

. A Lecture dell\«ered at th(- Royal lndm Pakistan ¢ ey]on SO( 1ety, London
(3, Victoria St., $.W.1,) and reproduced here with their permission from their
Journal ART & LETTERS, XXVIII-1, 1954.
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LBhanda-vadya ror Tripushkara and there were also the Panava and
Dardura. Each group was called a Kutapa, the string-group, which
included the flute also, the tafe-kutapa ; and the drum-group, the
Avaraddha-kutapa. Kutapa might have signified the rugs on which
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 plav constituted the third
Kutapa called Natya-krta. T 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 nf 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. 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. 8. xxxiI1
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,* Sangkrit drama arose as part of the festival of Tndra’s flag-
staff. A lot of ceremony ‘and propitintory acts marked its begin-
ning and all this preliminary was referred to as Purvaranga. literally
the pre.performance acts. This Purva-ranga was done either elabo-
rately or in a simple manner, Citra or Suddfia, 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 displays, lalita and wddhata. All the
items of the Purva.ranga were marked by musie, 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, Voi. VII, pp. 41—2.
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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. 165-7).
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-gifa. The first is the setting
up of the orchestra called Pratyahara 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
isgsues 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-
strsha ; on either side of this platform were the two entrancesto
the green room. Now in between these two entrances are the musi-
cians to be get; 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
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
Vaktra-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
Bharata. Parighattana and Sangholana 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 Utthapana 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

4T;z—1;em, 'M;dras, Vol. v.
11
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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 :
£he first is the entrance . , R which introduces the
character to come on the stage. Corresponding to it, is the exit-
- 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 .
and there is no entry of a character without his or her appropriate
R 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, R and 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 9 9 of Murari sage Visvamitra, the
opening character, is announced by a Dhruva. In the lost political
play Devichandragupta, which | 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. I, pp. 23-54, 307 and
the Social Play in Sanskrit, Indian Institute of Culture, Bangalore.
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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 of 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 of the Moon and his inimical surrounding and the
dark hint of bloodshed in terms of the red evening sky ; mad Purura-
vas as a King of elephants restlessly roaming in the forest; the two
lady friends of 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 of 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
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this view; but the congerned actor himself, who had to identify
himself with the theme of the song, was in the habit of joining in a
gnateh or two of it. :

So far as the literary aspect of the Dhruva-composition is con-
cerned, Bharata analyses the relation between metre and syllabic
quality and sequence on the one hand and emotion on the other.
The Dhruvas themselves are, according to their syllabic constitution,
called by different significant names. Vigorous or violent charac-
ters should have the longer swollen metres, the use of shorts or
longs in succession or their balanced alternation are to be from the
point of view of emotional suggestiveness. The Avakrshta or drawn
out Dhruva is for situations of sorrow and suffering ; a Dhruva of a
fast tempo is for situations of accidents, excitement, wonder,
passion, horror, heroism, and terror ; the soft variety in a middle
tempo is for scenes of love, entreaty, recapitulation, and the like,
Several other points of emotional suitability are analysed by
Bharata, and he provides also for occasions of entries or exits with-
out the related Dhruvas when the suddenness of action would
rather not need the Dhruva (XXXII 351).

As music compositions, the Dhruvas have their two essential
aspects melody and rhythm. All the illustrative songs in ancient
music treatises from Bharata down to Sarngadeva in the earlier
section of his chapters, are connected with dance and drama®. In
Bharata they were Jatis, in later writers, the Ragas. These melodic
modes were analysed with reference to their emotional suitability.
The intervals, notes and modes were all studied from the emotional
viewpoint and schemes of harnessing different moulds for different
dramatic situations were formulated. The emotional values of
svaras are given by Bharata thus: Ma and Pa are to predominate
in melodies used in love and comedy ; Sa and Ri in those for the
heroic, the wonderful and the terrible; Ga and Ni in pathos; and
Dha in the loathsome and the fearful. Of the Jatis, Shadjodi-
chyavati and Shadjamadhyama are to be employed for love and
fun, Arshabhi and Shadji for the heroic, the wonderful and the terri-
ble and so on. A larger analysis of music is also given with refe-
rence to the five junctures through which the plot of the play
progresses from inception to denouement: In the opening Madh-
yama-grama ; the Shadja-grama in the progression; the Sadharita

5. The importance of drama-music is seen upto recent times when we
find Tulaja of Tanjore (AD. 1722—35) citing the Darus of plays to illustrate
and describe Ragas, in his Sangita Saramrta
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in the development ; Kaisika.madhyama. in the pause ; and Kaisika
in the conclusion. The relation between Raga and- Rasa ie 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 -]at_e,r(XXXiI 440) ; this is necessary, as. otherwige
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 of an occasion called “ music.” What is
this 2 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 Ratnavali 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 7 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 dialogne 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
gituations required a 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
songs so used as Sravya or dkshepik:.

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 Rusa, 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
geen, for example, in the musical version of Act IV of the Vikramor-
vasiya referred to, where we come across the Layas calted Dvipadika,
Valantika, Jambhalika, Charcharika and Kandadhara. 1n 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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of rhythmic Jatis, cighteen of them : Suddha; Ekarupa, Desanurupa,
Desad-apeta-rupa, Paryaya, Visbkambha, Paryasta, Parshnisam-
asta, Dushkarakarana, Urdhvagoshtika (?), Uecchitika and so on’
The mnemonics of rhythm-syllables composing or indicating each
and the character and situation to which each would be appropriate
are also set forth by Bharata ; taking once again characters and
situations, he gives more elaborately the rhythm-gsyllables for the
instrumental music. The most detailed treatment of this subject
with ~definitions and illustrations is to be seen in Nanyadeva’s
Bharatabhashya.

In the actual playing of the instruments too, there are different
methods. Three primary styles are Taitva, Anugata and Ogha :
Tattva is instrumentation that goes in advance piloting the coming
theme ; Anugata is close accompaniment of the song; Ogha is the
play of the instruments in a crescendo. Not only these but another
19 other ways of instrumental playing are also spoken of by
Bharata, each with its emotional and contextual application. ‘¢ The
instraments are the very bed of the performance” concludes
. Bharata and to appreciate the effect of such an instrumental set-off
to an action one has only to see some of the more tense passages
of the Kathakali, a scene such as Ravana trying to lift Sita port-
rayed with the accompaniment of the Chendai-drum.

The flute, too, was similarly effectively employed. The flute
was the leading instroment in ancient India ; it provided the pitch
and served u funection similar to the present drone. Matanga made
special contributions on the flute and he expatiates on how it could
be played to heighten the effect in love or anger, in separation or
suffering. :

The complements of music and dance were all the more pro-
nounced in the types of plays that developed in the post-Bharata
period. Bharata defined only ten kinds called Rupakas, a deriva-
tive type called Natika and two types of pure dance called Tandava
and Lasya. The increased attention that came to be paid to the
music of drama in the important work of the post-Bharata period,
viz., that of Kohala has been referred to already. It was this
Kohala who first codified also the further varieties of stage-perfor-
mances which came to be known as the Uparupakas. From a
smaller play of lesser theme value but increased music and dance
interest to pure dances, these new varieties were of different grades
and forms. The orchestral equipment, Brinda, of the stage also

12
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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, 9 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 of 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 of 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,
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.

6. See my articles on some of 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. VIl No. 2 and the Journal of
the Indian Society of Oriental Art, Calcutta June-Dee. 1937.
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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 of dance. An impoverished tradi-
tion unalive to the aesthetic content of 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 verges support and amplify the contentions of the
previous para :

STt R ART I g RS [AG |
qsH JEFNSY: YAy g quwteadr ||
¥q: qIEdd gEA g EEEaE: |
ARONTUIIEIEI IR 637 ||

TF FrROTIART EregaMAIETd |
a1 gEaFral g ETaagrgaray |)

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 of the fables of Dvatrimsatputtalika XKing 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 :

>

AFFNT TG TSAEAT |
Frpdehatfgoial aReaar |

AT APTARATEa R qaAta: |
qemEEigd: arg: Qigd TRy |

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 Vikrama 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 of 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
& foot movement called Bhujangatrasita was intended to portray the
terror of 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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Bharata has described three variations of this' dance illustrating
various degrees of fear. It is obvious that the Chola sculptor has
motivated his image quite differently and given a new orientation
to the foot movement. Secondly our dance which is predominantly
feminine employs by far those movements that keep the feet con-
fined to the ground (Bhauma-charisfin preference to those that take
the feet away from it (Akasika-charig). Our dance does recognise
a few movements where the foot is uplifted and if necessary Nata-
raja could be portrayed beautifully through these. Under these
circumstances why offer a clumsy and inelegant translation from
sculpture, instead of the authentic alternatives from Dance ?

Does the traditional dance permit new creations ? A partial
answer to this are illustration 19 & 20 of a classical Angahara,
reconstructed from the Natya Sastra. Pictures 20 & 21 denote
variagtions from the current ¢ sword adavu” and * Ta Tai Tam.”
Ta Tai Tam would become quite different if preceded by at Utpluti
(jump lateral or forward) and so would the tilting adavu if prefaced
by a pirouette. Indeed Bharata has prophesied that his basic
idiom lends itself to endless variations. This is possible if we un-
derstand our art better and apply our imagination in a creative way
- without offending against the spirit and genius of our dance.

What of the qualifications of the dancer ? She should no doubt
have beauty, an expressive handsome face, wide eyes, arms like a
creeper efc. Pretty puppets and automatons may be common enough,
but the art needs her who lives, embodies and dramatises thythm
through her flexions and who lives and incarnates the music in her-
self. Not alone her instinct for beauty and gifts of imagination,
but the daring and capacity to recreate for us ser vision of dance
from the resources of the art are what are needed. She must bring
to the art quite as much as she receives from it. On the instrument
of her body, let her play the divine music of her soul. Thus it was
that Malavika raised her celestial illusions of attitude and movement
which over-whelmed her audience ; and made the master wonder by
her superb recreations, whether he was teaching her or she was
teaching him. With such a performer the drabbest movements take
on a new grace and content.

More. The best music and dance evoke an atmosphere of
dedication, ecstacy and worship ; of the temple rather than a]as’ the
‘drawing room., SRR
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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 eontent 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 thatlof Vidvan Chinnayya Pillai.

(Illustrations : Prints 1 t0}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 // 2l A new version of ¢ Ta Tai
Tam.”)
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‘SOME COMPOSERS OF MALAYALAM MUSIC
By

S. VENKITASUBRAMONIA IYER

.- Introduction —Sopana and Desiya _

The art-music of Kerala, as distinguished from folk-music, is
often spoken of as falling under two wain types, the sopana and the
desiya. The former is considered as signifying the original music of
this land and the latter as 81gn1fy1ng the modern music influenced by
what is known as  Karnatic music,” 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 scientifie
basis 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. Only the general aspects ( of
a raga would, therefore, figure in the rendering and not its specml
aspects. The tempo is mostly slow. In contrast with this, the sty[e
of singing which is akin to the one prevalent in the other parts of
South India, is called ¢ desiya.” The desiya seems to have come into
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 afiakkathas, the
musico-literary works for the katkakali, the dance-drama of Kerala,
These number over 300, but the works of Kottayam Kerala Varma,
Unnayi Variyar, Asvati Tirunal, Irayimman Tampi and Vidwan
Rajaraja 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 is the author of four of
the most majestic attakkathas, Kalakeyavadha, Kirmiravadha,
Bakavadha and Kalyanasaugandhikas.  Unnayi Variyar was a poet in
the court of the great patron of arts and letters, Maharaja Kartika
Tirunal 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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His Nalacharita in four parts combines in it all the excellences of
Kathakali, Asvati Tirunal Yuvaraja was the nepbew of Kartika
Tirunal and was a fine Sanskrit poet. He has written fout
attakkathas, Rukminisvayamvara, Paundrakavadha, Putanamoksha
and Narakasuravadha. Irayimman Tampi and Vidvan Rajaraja
Varma Koil Tampuran were both in the court of Maharaja Swati
Tirunal in the first half of the 19th century. Tampi is the author of
three very popular works of this kind, Kichakavadha, Uttarasvayam-
vara and Dakshayaga besides several compositions of the Karnatic
type. Vidvan Koil Tampuran is the author of a unique work
Ravanavijaya.

The attakkathas are composed in the form of songs introduced
by'slokas. The songs contain a Pallavi, an Anupallavi, which how-
ever is sometimes found absent, and three or more Charanas, Ancient
South Indian ragas like Puranir, Indisa, Kanakkurinji, Navarasam
etc., are found in the attakkathas; also rare ragas like Pati, Gopika-
vasantam, Gaulipantu, Kedarapantu, Dvijavanti, Kantharam etc.
The talas are Chempata, Adanta, Muriadanta, Champa and Panchari
which respectively correspond to Adi, Ata, Chapu, Jhampa and
Rupaka talas of modern Karnatic music.

Ramapurathu Variyar

Jayadeva’s Gitagovinda had attained great popularity in Kerala
many centuries ago, and in many temples it is sung to the accom-
paniment of the percussion instrument ¢ Edakka’ during certain
specific occasions every day. The singer stands near the ‘ Sopana’,
that is the flight of steps leading to the Garbhagriha of the temple,
when rendering the ashtapadis, and so it is that this style of singing
came to be known as the Sopana marga. Jayadeva’s work was rende-
red into Malayalam by Ramapurathu Variyar, the famous author of
Kuchelavrittam Vanchipattu, at the behest of his patron Martanda
Varma Maharaja of Travancore (1729-1758). This work known as
Bhashashtapadi is a free rendering in Malayalam of all the songs and
a few of the slokas in Jayadvea’s work. While the ragas and talas
of the original are preserved in a few pieces, in some the raga and in
many both the raga and the tala are changed. For instance, the raga
Malavagauda of the sixth song ¢ Nibhrtanikunjagriham ’ is changed to
Kamodari, and the raga Karnataka of the eighth ‘Nindati chandanam’
is changed to Saurashtra. Again, in the original the fifth song
¢ Sancharadadhara’ is in Gurjari raga, Rupaka tala, while in Variyar’s
work it is in Devagandhara raga, Adanta tala ; the twenty-first song
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¢ Manjutara’ in Varali raga, Rupaka tala is changed into Ghanta
raga, Champa tala in the Malayalam version,

The Bhashashtapadi 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.

Desiya Composers

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.

Swati Tirunal

Maharaja Swati Tirunal (1813-1847) of Travancore is a very
well.known name in Karnatic 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 Prabandba
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
¢ Indumukht nisamaya ’ 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. < Alarsaraparitapam’ in
Surati, ¢ Kanla tavae pizha’ in Atana, °Sakhi ke ni gamikka’ in
Sankarabharana etc., are some of the best known Padas of the
Maharaja. The Utsavvaprabandha 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.

A part 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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6to.—in short of the whole interval between 10 and zero.” (Creative
Evolution, p. 351—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
qualitative 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-
cal integers existing in successive heaps and piles. Tn 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 sensati-n qualitatively different from another
when a 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
number 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
sensations. 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 a linear unit of length, weight and even Time, in yards,
miles, grammes, pounds, hours, seconds and so forth. In this intelle-
ctual world of numbers the process of counting has to be taught and
addition and subtraction are primary operations which we apply to
every process of thinking and feeling and later apply to the world of
sensations.

But our consciousness naturally operates number as fraction
both in space and time. A child given a length of paper naturally
divides it into halves and one fourths while the ability of counting
bits of the paper has to be acquired by repeated practice. Rhythm
is a natural feeling and its tempos are created by dividing Time by
Number, into double, triple and quadruple tempos. Here the num-
bers are used as non.commensurable qualities and are indirectly
related : Thus one second divided by two and then again by three
gives us orientations of durations which are mutually noncommen.
surable 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 of tempo
comes naturally. We have seen and will further see that numbers
a8 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 numbers 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
as heaps and piles.

This perverted operation in numbers as infegers 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 Dura-
tion as the ultimate custodian of memory, he 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.” '

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 mere substantial : For
our duration is not merely one instant replacing another : if it were there would
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
past which gnaws into the future and which swells as it advances. And as the
past grows without ceasing, so also there is no limit to its preservation. Memory,
as we have tried to prove, is not a faculty of putting away recollections in a
chest of drawers ; there is not even properly speaking a faculty, for a faculty
works intermittently, when it will and when it came, while the piling up of the
past upon the past grows without relaxation. Inreality the past is preserved
by itself automatically.” (Ibid. p. 7).
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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-ococur 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 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
values, 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
ariented 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 harmony 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 different numbers of notes
by a divisional 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
‘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

15
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music itself is often a heap of notes unrelated to themes, or compre-
hensive ideas, merely creating a series of sensations of tones in fast
rhythm. Such music may entirely destroy the relevance of thought ;
a level to which verbal expressions do not degrade themselves except
in the insane.

The technique of thinking that bhad been introduced through
Vedanta philosophy was thus the contemplation of time as entire
units of duration such as the year, the month, the seasons. Follow-
ing are some instances : Here time and number generally decide the
musical orientation of thought:

Samvatsaro vai Prajapatih. Tasyayane dakshinam chottaram
cha. ’

(The entire year is the Lord whose two paths are the Northern
and Southern movements of the Sun).

Maso vai Prajapatih. Tasya Krishnapaksha eva rayih suklah
pranah.

(The entire month is the Lord in whom the dark fortnight
[waning moon| is nourishment and white fortnight waxing phases
of the moon] is hunger).

And creation itself starts with the Lord dividing himself into
Agni and Soma as the original couple as Hunger and Neurishment.

Similarly Aditya (Sun) has five seasons as his feet, and twelve
months as his limbs etc. (Prasnopanishat).

This kind of thinking however does not need to be artificially
taught, for every musician is doing this unconsciously. He sends
through the air almost unerringly a number of puffs per unit of time,
may be clocktime or personal time, recognising it as a quality.
Probably this is done in relation to the pulsation period though it
may be more accurately related to the sound.chronaxy (sabda-
matra) which guides vocal utterance when music has gone deep into
the musician.

The notes produced in mutual relationship further shows that
our chronaxies or time-.standards are not only conscious of multiples
but also fractions : that is, they are simultaneously conscious of
numbers as numerator and denominator without reference to addi-
tion and subtraction. While it is easy to see that simple double
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and triple tempos arise out of putting two or three notes per bar it is
not so easy 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 notes with his right hand and eight notes with his left in a
single bar the complex fraction comes within reach of execution.
Similarly a 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 concerned.
Thus it becomes obvious that our physiological musical operations
satisfy our numerical needs through the sensation of qualities which
are related to each other through complex fractions.

Mathematical historians have observed that numbers originated
in 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
scale which has been most used have the pitch ratios: 240: 270 :
288 :300: 320: 360: 400: 420: 480 or: 1: 9/8:6/5: 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: :

The ratios repeat in successive octaves irrespective of the arith-
metical difference between the landmarks like 2, 4, 8, 16. That is,
there are the numbers 5, 6, 7, between 4 and 8 while there are seven
numbers from 9 to 15 between 8 and 16 : this arithmetical distance
progressively increases but the inner orientation is totally indepen-
dent of this difference and exists as fractional divisions in the same
ratios of the length- concerned as an entire unit. Thus the geome-
trical progression is itself a continuous series and the apparant arith-
metical jumps as measured in space appear as jumps because of our
arithmetical habit of reckoning, where we unconsciously expect
Nature to follow arithmetical continuity in a next-to-next arithmeti-
cal order. This is the original fallacy of present mathematical logic
out of which grows the innumerable formulae of science trying to
understand musical distances in terms of the equal divisions of the
foot rule or the metre scale. This musical orientation of space
may be observed in the whole range of electromagnetic radiations
from the large waves of electrical oscillations to the minute waves
of radio-activity, which scientists count in octaves merely as a matter
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of convenijence. The ancient observation that space manifests out of
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 & 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 of the
manifestation of these durations and exists in us as the basic
rbythms of double, triple, five times and seven times tempos, four,
gix, eight and nine being further derivations. The division of 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 con-
densed efernity, 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 orientationsof events irrespective of chrono-
logical sequence. Thus chronological history is an arithmetical con-
struct that talks of eventsin 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
of personal life lived. There is marvellous consistency of thought
and cross currents of events in great epics and mythologies which
show the completeness of grasp of the writers concerned, of the
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cultural context of milleniums at a time. They could be oreated
only at the spring-time of a culture 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. Forced into our
minds from early childhood with the three 'R’s, the arithmetical
habit of thinking makes us regard all relationships as direct amd
immediate relations in space. Music itself has been the worst victim
of such pervertion of thought and instead of blossoming from a theme
accumulates a succession of noles a8 a melody 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
skill. Architecture i8 a similar pile of geometrically complete blocks
whose number has no reference to configuration for it does not exist.
The geometrically planned city i8 a 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 milieu 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 a number of Laws that can be
increased or decreased in number by an assembly of ministers without
affecting their mutual relationship. In a musical configuration the
state is a spontaneous natural orientation that unfolds out of a poli-
tical philosophy and blossoms into an organic culture of thinkers,
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artists and craftsmen related: through  tradition,- heredity, potentia-
lity, whose natural genius or Swadharma finds expression in a
harmony of social and political activities without mutual aggression
or conflict, in spite of antagonistic tendencies. Economic relation in
the arithmetical context of thinking reduces to an objective relation
of demand-and supply through the arithmetical standard of money
In the context of musical understanding production and distribution
‘'of goods create a purified and sublimated human relationship
between consumer and producer, between listener and musician,
between connoisseur and artist, between craftsman and purchaser : a
‘sublimation of the original-and somewhat cruel relationship between
Hunger and Nourishment : Prana and Anna.

While we realise that this cruel relationship between Hunger and
Nourishment is antagonistic to a relation of kindness, we also realise
that they are-capable of being harmonised, for they originated in the
same  Supreme Being as fear and joy, vices and virtues. Neither
‘wages and prices nor creation and appreciation are directly and
immediately related in their nearness in space, for virtues which
characterise the peaceful and joyful life, always exist in relation to
‘high and distant ideals that concern the blossoming of culture. They
are related therefore in time and not in space. Vices on the contrary
arise. out of localised arithmetical relations which are twisted in
favour of individualistic perversions of isolated thought. Vices
recognise  no values other than the arithmetical or the immediate
next-to-next relationship. The most potent instrument of this arith-
matical philosophy of life is Money initially established by violence
and cruelty in all cruel civilisations. '

It is no wonder therefore that arithmetic, geometry, metellurgy,
engineering, slave-labour, mercenary army and money originated
and developed in the incredibly cruel ancient ecivilisations of Meso-
‘potamia and Egypt. Accepted as the only techniques of thought
.and action they bad to be helplessly continued by the Phoenicians,
Greeks and Romans. And in spite of the teachings of Socrates, Plato
and Plotinus, Greek civilisation has left its record of cruelty and
brutality which a contemporary development of noble art did not
soften. When India  was overwhelmed by the immediate material
success of arithmetical coercion that has invariably materialised
through the cruel manipulations of money that create the monstrous
aggregates of mercenary armies and mercenary labour, Buddha and
Buddhism failed: to establish & philosophy of non-violence and
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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 seots.
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-
sed 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 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 of 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
gensations, feelings, thought, ideas and actions creating and direct-
ing the norms and perversions of our Soul.



THE « KUTTU " OF THE KERALA THEATRE
Mrs. DEVAKI MENON

Sanskrit Professor, @. M. College, Madras.

“ 3 afyorged @rgaRy A wArTAn:
73 ai g Frarg waar 6 gsat 4 |
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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 consequent 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:
¢ Oh you, Right hand, you readily come forward when it is time for
a hearty meal; at the moment of fighting, why do you place me
in front and retire to the rear 2’ The Right hand then answers,
*“ 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
1800 A D., Unni Godavarma, one of the famous rulers of Perumpa-
dappu dynasty (¢.e., Cochin Royal Family) made arrangements
to conduct a Kuttu, a mode of story-telling prevalent in Kerala.
The performance was to last one mandalam, i.e., fortyone days;
the story of Ramayana, ending with the fall of Ravana, was to be
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 scholars created a keen
competition among the Chakiars to outshine each other. As days
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pasted by, the story progressed towards the final event of the killing
of Ravana. Each of the two experts wished to avoid the description
of death and bloodshed which was considered inauspicious and each
cleverly put off the narration of the incident, switching on to
‘“ Upakathas * (anecdotes) suited to the occasion. At last it became
impossible to postpone the narration of the event which now fell to the
lot of Sapkara Chakiar. Knowing that hisrival 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 describe the killing of Ravana as
planned by the clever Vasu. But they were taken by surprise when
Sankaran recited the above verse, unheard of before and spent the
two hours of that day’s recital in describing the conversation between
Rama's hands with interesting digressions, which held the audience
spellbound. The day’s performance ended with the Right hand
arguing that it was only whispering in Rama’s ear that there was
no reason to hesitate in putting an end to his foe. Sankara Chakiar
managed to conclude the day’s performance, bringing the narrative
to this critical stage. The mighty Right hand of Rama wasin
action to release the arrow. Since the Maharaja’s orders were to
terminate the kuttu the next day which was the fortyfirst day, Vasu
Chakiar himself had to narrate the incident which he was trying to
avoid !

 Some knowledge about this art of story.recital and narration
called ‘kuttu’ is essential for the enjoymcnt of any literature or
incident connected with it. Therefore, a few remarks on the origin
and the nature of the art will be relevant. This system of story
telling and verse recitals to provide entertainment and instruction
was a prominent feature of ancient Indian life when religious
ceremonies like yagas were conducted in Vedic fashion; many
people then congregated and as the ceremony sometimes lasted for
more than a month people had to prolong their stay in the locality.
During this time they were kept usefully engaged listening to the
Puranic stories suited to environment and occasion. Thus story-
narration was in vogue in India from time immemorial.

¢ Kuttu ’ and its counterpart known as * Kutiyattam ’ are greatly

influenced by Bharata’s Natya Sastra. The former is more or less

an one man-show, the Chakiar impersonating all the characters of the

story. He recites the narrative in parts, expounds, elaborates

and aots showing the Bhava in accordance with the rules of
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Dr. Raghavan at one of the Sections of the Unesco
Musie Confercnce, Brussels.
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Wilson of England, Presxdent of the International Music Council,
spoke on folk music. . . .

In the several sectlons there were d]SOUSSIODS and short exposi-
tions on subjects like Pre-school and Kindergarten, the appraoch of
the general teacher in élementary, 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 publishers, instru.
ment-makers, individual and private instruction, the contribution
of the professional artist, the composer, andio-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 importance of folk music.
Uniform criticism was heard of mechanised music which was derided
as ‘“‘music on tap ” and * tinned music.” One speaker went to the

xtent of hoping that scientists who had given us the facility of
i)echa.nical 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 control
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
serve 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 actual
practice, in an International Conference of this type held at a distant
European centre, a number of good representatives of oriental
systems of music are not able to take part ; to that extent the aim
of the Conference was not realised in full. So I took a leading part
in promoting in this Conference the idea that there should be a
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separate regional commission for Oriental musie. The few orientals
who came there gathered together and thanks to the co-operation of
the UNESCO authorities, we were able te 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

A To push forward the music activities under the aegis of the
UNESCO and the International Music Council, it i necessary that
member countries should have National Music Committees. India
has a natienal sub.commission of the UNESCO and there is also the
Government.sponsored Central Academy of Dance, Drama and Musie;
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 meore 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. Ou every one of the eleven days of the Con
ference there was some musical performance or other, An accoung
of some of the noteworthy features of these concerts, I have give
in my leeture * My Music and Dance Experiences in the West,’ repro-
duoced in the 1954 Souvenir of our Academy.

Before closing this brief review of the Brussels Conference on
Music Education, I want to express on bebalf 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 of the
UNESCO musical section and of the International Music Ceouncil,
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 Nationale,
Paris, as Secretary. I was requested to serve on its council for
India and I have so far supplied for their organ two annual hiblio-
graphies ef music publications in India.

18
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digcusses the place of music in the Indus Valley-civilization. Latep
in. this chapter he deals with the influence of Indian music on the
music of other countries and its cultural assimilation through age
long . intercourse in warfare, trade and intermarriage. .Even the
Greek music has its roots in Hindu music or at least in that universa]
system of music much of the tradition of which has been fully kept
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 researcties made by Dr. M. Winter-
nitz and Mr. A. C. Burnell in the field of Sama Gana. The Samagas
(singers of Sama Veda) used to emphasize the various notes by means
6f movements of the hands and the fingers, The Sama Veda is there-
fore the source not only of our music but also our Abhinaya. The
hand-gesture 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 that ius {ull beauty and import are brought out.
The author has quoted extensively from the various Sikshas—
Paniniya, Yajnavalkya, Manduki, Varnaratna Pradipa etc. ip!
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 Naradiya Siksha,” he has appended two supplementary articles
on the Siksha, Makaranda and Raga Nirnpana with apt quotations
from existing literature on the subject, especially from Dr.
Raghavan’s illuminating article originally published in Vol. III of
this Journal. It is in Narada’s works we get detailed information
about svarasthanas, raga, murchanas and gramas. As regards the
last-named, it is well-known that only the Shadja and Madhyama
gramas are stated to have been in existence in this world and it is
believed that the abode of the Gandhara grama is Heaven. The
author quotes the verse ‘“ Utsange va malinavasane *’ from Kalidasa’s
““Meghasandesa ”” and extracts from the learned commentary of
Mallinatha and points out that the ¢ murchana > mentioned in the last
line of the sloka was sungin the Gandhara grama (Deva-yonitvat
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Gandhara-gramena gatn.kametyarthah). While Sarngadleve muntions
only eleven Vinas, Nurada in his Makaranda describes nineteba types
of 'Vinak. '

The learned author has spared no pains to make the 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
Hlustrations also. The paintings reproduced include *“ Rag Vasant ”
(Jodhpur, 18th century), ¢ Ragini Gurjari ” (Bundi, 17th century),
*“ Rag Bilaval” and * Hindol Rag’ (Rajput. 17th centary), 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’ hesta
mudras of the Nandikesvara mata. By his assiduous research and
soholarly 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-
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. Regs
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 of ‘ raga’
«nd mention thousands of raga.names under various categonies

although a systematic classification of them still presents considera-
ble difficulty.

While in the Sounth, the classification of ragas is made with the
help of the sound system of Venkatamakhi based on reasonably
selentific principles, the Hindustani system depends upon a somewhat






144 THE JOURNAL OF THE MADRAS MUSIO ACADEMY [VOL. XXv

prominence in the Vedic literature, Bhairav was put down .as the Adl
Raga by early mumco]oglsts Bhairav is the equivalent of our
Mayan malavagoula and it is igteworthy that Purandara Dasa treated
this as our Suddha Mela for all pmctwal purposes and composed aJl
the alankaras in it. . .

‘ At the-end. of the book the author has added a number of very
mterestmg appendices dealing with Valdlk Sanglta and Sama Gana,
Marga Sangita as classical 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- spelb ag
Venkatamukhi throughout the book). .

A very interesting feature of the book is the reproduction of
raga pictures drawn by artists Asu Bandyopadhyay and Nandalal
Bose, and by painiers of the Rajput school. Sri Nandalai 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. S. PARTHASARATHY

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

When I was in Oxford 1958.54, 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 a copy of their publication relating to the Laud album of
Ragamala paintings.

Archbishop Laud presented this album to the Bodlcian in 1640,
There are 18 paintings in the book with their titles written in Persian.
The Ragas illustrated here are Malhar, Maligora, Gunakali, Bhivasa
(Vibhasa), Kanhara, Bhairan (rav), Asavari, Dhanasri, Nata,
Hindola, Malkaus, Syam Gujari, Pancham, Varari (Varali), Bhairavi,
Devakali, Bilaval, and Vasanta. There are however no Sanskrit
verses describing the personified forms of the Ragas and Raginis,
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=.. "'The subject of the personified forms of each melodic mode of
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 sadhane 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 a form, as in the case of the murti 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 ideoclogy 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., arereally 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-eritic Mr. Karl
Kbandalavala 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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Y7%h cant. A.Dx, and I find meyself in agreement with this view, These
questions have been recently reopened by Dr. Goetz in an elaborate
diseussion in the pages of the Jownal of the Roysl Asiatie Society,
London, but though influenee and link with, Western India. waa there
and naturally 8o, the male and female physiognomy im the pietures
is definitely of the Dekhan.

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

' V. RAGHAVAN

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

Those in India interested in the resuscitation and preservation ef
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 allis well in
the fleld of art in the European countries, but even there we find
y: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 Academy’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 had
recently contributed much to the growth of live and active conscious-
ness in respect of the folk songs and dances of England. I visited
the Society more than once, looked into their Library, attended a
lecture there, witnessed also city-dwelling enthusiasts practising
English folk dancing, reviewed a book on Indian dance for their
Journal and arranged for exchange relations with our Academy’s
Journal. That keen awakening of love for these national folk arts is
sweeping over all those eountries is clear from similar phenomena
that I saw among the Irish and the Scots. There is 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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