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THE XXXVIIth MADRAS MUSIC CONFERENCES 
1963

OFFICIAL REPORT

The Opening Day

20th December, 1963

The XXXVIIth Conference o f the Madras Music Academy 
was held in the Academy’s own new premises, 115E, Mowbray’s 
Road, Royapettah, Madras-14 from the 20th December, 1963 to 
1st January, 1964.

The Conference was presided over by Vidwan Sri Budalur 
Krishnamurthi Sastrigal and declared open by Sri K. Kamaraj, 
former Chief Minister of Madras and President of the All-India 
Congress. The occasion was availed of by the friends o f the 
Academy to have an oil-portrait o f the Hon’ble Sri T. T. Krishna- 
machari, a Vice-President o f the Academy, unveiled by 
Sri K. Kamaraj.

The Conference was attended by musicians and musicolo
gists from all over India, as also from abroad.

Opening Function

On arrival at the premises o f the Academy, Sri Kamaraj was 
received by the members of the Executive of the Academy. 
Dr. V. Raghavan, Secretary, introduced to Sri Kamaraj, the 
President-elect o f the Conference Vidwan Sri Budalur Krishna- 
murti Sastrigal and other Vidvans o f the Experts’ Committee who 
were present and the members o f the Executive Committee. There 
was a group photo of Sri Kamaraj with the members o f the 
Executive Committee and the Experts* Committee, after which 
Sri Kamaraj was taken into the new auditorium o f the Academy. 
There was a large and distinguished gathering present at the 
opening function.
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The proceedings began with prayer by the students o f the 
Teachers’ College o f Music o f the Music Academy, after which 
Sri T. V. Rajagopalan, Secretary, read messages received for the 
success o f  the Conference and on the occasion o f the inaugural 
function and the unveiling o f the portrait o f  the Hon’ble Sri T. T. 
Krishnamachari.

Sri Sankaracharya o f Kanchi Kamakoti Peetbam sent his 
blessings and said in the course o f his message :

“ Nayanmars, Alwars, Andal, Manikkavachakar and other 
devotees of old and the later Purandaradas, Ramadas, Tyagaraja, 
Dikshitar, Syama Sastri and other devotees obtained the grace of 
God through their songs which they sang with their hearts melted 
in devotion. The music festivals which are celebrated by the 
people remind them of the godly lives led by these servants o f the 
Lord. May the Almighty God bless the people that they may 
attain the summum bonum o f their lives through the celebration o f  
these festivals.”

Ldj> <srr0 <sf! & i& ia ! r r r & n r t r u j

6f06urrii!«6Tr ldl_io.

(Lp«(TU) ; LD0 <5 ITfB6bj£jrff. Ctpggl 1 8 — 1 2 — 1 9 G3 .

* r5ffJ5 £i£3)jiD«irflfFib ffiaa&ijijD r5iDmf! ’

“  (L p s irs u r r r  ( o ^ r r s s r j ^ l i u  rhmuGarLDrrrrsierr, cj%j) L p 6 ijr r r r& 6 ir ,  

^ } s v a T L .rr6 rr, icsaijflffljrr^afr (ipa56\!j)uj ^i^.ujrrrr<x(6r^ii)} iSl&arsxjrh  ̂ LjjfB^pr 

^rrsiOfr, jj-friD^rrsrD/r, { £ l iu i r & , iL i iu i r ,  (yj^tfjjsrcxainruS) d R u j i r w ir

^ ir6ro^lrfl<»6ir ( jp ^ 6 0 r r s s r  u * < s  ^ & r rw 6 ttv F l& i( s n jL b ,  ldsstu) 

a_sir6Trii) s _ 0 < !̂uurri£}. ( tp s o w  u y w & s r g j i  ^ ( j ^ S s r r u  Q u jb  j s s s t it .

u ifrfTd&sifldFT Q p u J s S a ,  6urTLp&>&n<3i6m uj r£lcfcvr6ij ufQ  

ext& ngm S lsb  6iSlLpnra<s&tr W t k & s ir  Q a m m r  L-.tr i*}. i5)

uuj&3ruj«ni~.uj srorrGsii^sutrssr ,j>j06rrLj(f)6iirr(rrr<*.”

The Hon’ble Prime Minister of India sent his good wishes 
for the success of the 37th Conference of the Academy.

Royal Patrons, Their Highnesses the Maharajahs o f Mysore 
and Cochin had also sent their best wishes. His Highness the
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Maharajah o f Mysore, Chairman, Sangeet Natak Akademi 
complimented the Music Academy, for its good work.

His Excellency the Governor o f Madras said in the course 
of his message: “ The compositions of our saints and seers in 
ecstasy proclaim the glory o f God and are sung in every nook and 
corner o f India. Our music has not only entertainment value but 
provides spiritual food for millions o f our people. Its appeal to 
man is eternal and its effects, soul-elevating. It is a welcome 
phenomenon that the cultural renaissance that we have been 
witnessing since the attainment of Swaraj, has greatly helped to 
preserve and popularise our traditions in this field. I wish the 
Music Academy success in its dedicated service to the cause o f 
music, stimulating devotion for realisation of the Supreme.*’

The following Governors o f other States sent their messages : 
Their Excellencies Sri P. Chandra Reddi, Andhra Pradesh; 
Sri V. V. Giri, Kerala; Smt. Padmaja Naidu, West Bengal; 
Sri M. Ananthasayanam Iyengar, Bihar.

The following Chief Ministers of the different States sent their 
best w ishes:

Sri N . Sanjivi Reddi, Sri Balwant Rai Mehta, Sri Profulla 
Chandra Sen, Sri Nijalingappa and Sri V. P. Naik.

Hon’ble Sri M. Bhaktavatsalam, Chief Minister o f Madras 
in his message, said :

“This year’s Conference of the Madras Music Academy will 
be significant in more ways than one. Mr. K. Kamaraj, who 
symbolises a great harmony between thought and action, is not 
only to open the Conference but also to unveil a portrait of 
Sri T. T. Krishnamachari, whose empire o f interests ranges from 
dry economics to high class music. Sri T. T. Krishnamachari is 
not only a great patron and connoisseur o f Karnatic music, but 
also a great builder. The present building of the Music Academy 
would not have come up but for his advice, guidance and help. It 
is but fitting that his portrait should adorn this great music hall 
which will be the rendezvous o f all lovers o f music not only 
during December but during all the months of the year.”



The following Central Ministers sent messages : Sri C. Subra
maniam, Sri O.V. Alagesan, Sri H. C. Dasappa, Sri Mono Mohon 
Das, Sri P. C. Sethi and Sri B. Bagavathi. Sri Satyanarayan 
Sinha, Minister for Information and Broadcasting said in his 
message: Karnatak music has contributed a lot to the enrichment 
of the broad stream o f Indian music. Thanks to efforts o f institu
tions like yours, Indian music is being understood better by wider 
audiences inside as well as outside the country.......

The following other Ministers o f different States sent their 
messages: Sri B. Rachaiah, Sri Hitendra Desai, Sri M. V. 
Krishnappa, Sri M. V. Rama Rao, Dr. K. Nagappa Alva and 
Sri Jatti.

The Chief Justices of Madras and Mysore sent their good 
wishes.

The Speaker o f the Madras Legislative Assembly, Sri S. 
Chellapandian and Dr. P. V. Cherian, Chairman of the Legislative 
Council sent messages wishing the Conference a grand success. 
The Deputy Speaker of the Bihar Assembly Sri Satyendra Narayan 
who had visited the Academy with his father-in-law Sri Sri Pra- 
kasa, former Governor o f Madras, recalled his association with 
the Academy and paid a tribute to the Academy’s work.

Justice H. Ananthanarayana Iyer o f Andhra High Court sent 
his best wishes.

The following Ambassadors sent their good wishes. 
Mr. Chester Bowles assured his good wishes for the success o f the 
Conference. The Philipine Ambassador in Delhi said that the 
Music Academy is doing its part in the development and enrich
ment o f the songs and music o f  which India can justly be proud. 
Sir Paul Gore-Booth, British High Commissioner in Delhi sent 
his good wishes. Mr. Gerhard Fischer, Consul, Federal Republic 
o f Germany sent his best wishes.

Dr. C. D. Deshmukh, Chairman, India International Centre 
said: “ I am happy to see the Music Academy, Madras grow from 
strength to strength. On the occasion of its 37th Conference, when 
a portrait o f  the Vice-President Sri T. T. Krishnamachari who has

V
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done so much to help it grow, will be unveiled, I send my hearty 
greetings and best wishes.”

Dr. C. P. Ramaswami Iyer wished both the function o f the 
opening of the Conference and the unveiling of the portrait o f  Sri 
T. T. Krishnamachari success and the Academy all prosperity.

Sri V. T. Krishnamachari said in his message that he was 
happy to know that Sri K. Kamaraj was inaugurating the 37th 
Conference and the portrait o f Sri T.T. Krishnamachari was being 
unveiled and he added that the Academy owed much to his 
devoted service and it was appropriate that the Academy should 
express its sense o f obligation to him.

Mr. B. P. Bhatt, Director General o f All India Radio said “ It 
is indeed well-known that the Music Academy, Madras, has been 
rendering yeomen service in the cause of the musical heritage of 
India and I consider the inclusion o f Hindustani Music in the 
programmes arranged by the Academy to be one o f its important 
activities towards harmonious integration in the field o f art and 
culture. I dare say that in addition to the recitals by rising artists 
as well as the well-established musicians, the discussions by 
experts on the theory of music organised by the Academy during 
the Conference are followed with keen interest by music lovers all 
over the country. Kindly accept my felicitations and best wishes 
for the success o f the Conference.”

Dr. V. K. Narayana Menon, Secretary, Central Sangeet 
Natak Akademi, sent his best wishes.

Swami Prajnanananda, Calcutta, Prof. G. H. Ranade, and 
Lakshmi N . Nair, Trivandrum, participants in the Experts’ 
Committee meetings conveyed their best wishes for the Experts* 
Committee Meeting and discussions in the morning session o f the 
Conference.

Messages had also been received from Sri D. C. Kothari, 
Mr. & Mrs. Havey, British Information Officer, Mr. M. P. N. 
Sethuraman, Sri T. K. Shanmugham and Sri M.G. Ramachandran.

The following music sabhas and associations had sent their 
fraternal greetings to the Academy on the occasion of the 37tfa
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C onference: Sri Shanmughananda Fine Arts and Sangeeta 
Sabha, Bombay ; Sri Sadguru Samajam, Madura; Narada Gana 
Sabha, Karur; Kanaka Durga Kala Samithi, Vijayawada; Erode 
Fine Arts, Erode ; Tamil Isai Sangam, Madras ; Tyagaraja Sangita 
Vidvat Samajam, the Kalaniketan, Karnataka Sangita Sabha, 
Alandur Arts Academy, Ambattur Skanda Gana Vidyalaya, 
Perambur Sangeetha Sabha.

The following musicians had sent their best wishes:

Prof. B. R. Deodhar, Principal, College o f Music, Banaras 
Hindu University, Prof. P. Sambamurti, Vidwan Kallidaikurichi 
Ramalinga Bhagavatar, Sangita Kalanidhi Marungapuri Gopala- 
krishna Iyer and Sangita Kalandhi Sri K. Rajamanickam Pillai.

Welcome Address
Dr. V. Raghavan then presented a welcome address in Tamil 

to Sri K. Kamaraj on behalf o f the Music Academy, Madras. 
The addrees said :

“ Esteemed Leader, we express to you our gratitude for your 
acceding to our request to inaugurate our XXXVIIth Conference 
and along with it unveil also the portrait o f our Vice-President, 
the Hon’ble Sri T. T. Krishnamachari.

“ When you were the Chief Minister o f Madras, we had 
requested you several times to inaugurate our Annual Conference. 
It gives indeed a great joy and sense o f pride to our members, 
musicians and lovers o f music in this Academy that you are 
participating in our Conference in this year when you have 
emerged as the President of the All-India Congress and as an 
All-India leader acclaimed in world Press as ‘Kamaraj, the 
man to be watched

Between you and this Institution there have been some ties. 
The late Sri Satyamurthi, your guru in Politics, was intimately 
connected with our Institution. From 1927 when this. Institution 
was born out of the All-India Congress Session in Madras, Sri 
Satyamurthi was a member o f our Executive and a great help in 
the building up of this Institution. At present the Hon’ble Sri 
T. T. Krishnamachari, with whom you are intimately associated 
in Politics, is a Vice-President o f our organisation. A great
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connoisseur o f music, he has helped greatly in the work that this 
organisation is doing. He is the architect o f the magnificent hall 
in which we are standing now.

“You are a leader who talks little but is always intent in 
having things done. It would therefore be appropriate for us to 
make our welcome speech short. When we started this Insti
tution which has been working for 37 years now, there was no 
institution o f this kind nor any help from the State. Discussions 
and researches in intricacies of music, publications o f works, 
Teacher’s College of Music and Pedagogy and dance—-in addition 
to working ceaselessly in all these directions we have also been 
bringing together experts of Hindustani as well as western music 
and have been in our own way endeavouring to bring about unity 
and understanding through music. We desire to remind you, 
especially at this juncture when you have resigned your office for 
the purpose of organisation work for the unity o f the country, 
that art and culture form an important means of this integration 
o f the country. The other day a new organisation in Madras 
was formed called Satya Sabha for propagating the ideals o f truth, 
ahimsa and dharma and we were all gratified to read in the papers 
that, while inaugurating that Satya Sabha of which you are the 
President, you observed that our Puranas and Harikatha Kalak- 
shepams would be effective in arresting the indiscipline that is 
spreading among the people at the present time.

“We now request you, Sir, to inaugurate our XXXVIIth 
Conference and to unveil the portrait of our respected Vice- 
President, the Hon’ble Sri T. T. Krishnamachari.

“ We remain, Sir, Your friends of the Music Academy, 
Madras. ’’
* Q&shrBm 6rt>ths&tb 6ro«nu 37-sn^j iDsunrrrBrrQ

oJliprr Qsnsir6rf!<i<3Sy)OT>LD 2 0 - 1 2 - 1 9 6 3

^  (2as. aiTiniTTsb 6̂urT&s(srr)&(3) ^®fajfrCkiif l jLju jih

“ ld̂ IulS! ajQifluJ a>$s06urr cg>j6UT<»(2sir J
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The address in a silver frame was then presented to Sri 
Kamaraj by Dr. Raghavan on behalf of the Academy.

Opening Address

Rising amidst cheers, Sri Kamaraj said in the course o f his 
brief speech in T am il:

“The realm of music did not recognise any linguistic barriers 
and all differences amongst people would vanish by developing the 
country’s fine arts and culture. In whatever language it might 
be rendered, if the music was sweet and pleasing, people would be 
attracted. Our ancestors lived a life o f bhakti through Music.’’

Unveiling the portrait o f the Hon’ble Sri T. T. Krishnama
chari, he said that he had known Sri T. T. Krishnamachari for 
over 30 years. “During his career and his connection with the 
government and party, he, Sri Krishnamachari, had been always 
bent on improving the economic condition of the people. As a 
Member of Parliament he took an important part in the 
drafting o f present Constitution o f India. As Union Minister 
for Commerce and Industry, he implemented a dynamic policy of 
industrialisation, simultaneously promoting the big, medium and 
small industries. As Finance Minister he was eager that 
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adequate aid was forthcoming for the starting o f new industries 
and projects. He was a great connoisseur of music and fine arts. 
He was happy that T. T. Krishnamachari took a leading part in 
the completion o f the present magnificent structure o f the 
Academy. He added that it was fitting that a portrait o f his 
should be in this new hall o f the Academy which owes so much to 
him and his love for this art and this Institution.”

He then declared open the 37th Conference. He commended 
the untiring efforts of the Academy in ceaselessly striving for the 
purity of music and developing it.

Sri K. Balasubramania Iyer, Trustee o f the Academy, 
accepted on behalf o f the Academy, the portrait o f  Sri T. T. 
Krishnamachari to whom he paid a tribute.

Vote of Thanks

Sri V. K. Ramaswamy Mudaliar, M .L.A., Trustee o f the 
Academy, then proposed a vote o f thanks to Sri K. Kamaraj and 
expressed to him the gratitude o f the Academy for agreeing to 
participate in the Opening Function and to unveil the portrait o f 
the Vice-President, Sri T. T. Krishnamachari.

Election of the President
Sangita Kalanidhi Musiri Subrahmanya Iyer then proposed 

that Vidwan Budalur Sri Krishnamurthi Sastrigal, be elected 
President o f the XXXVIIth Conference and this was seconded by 
Sangita Kalanidhis Sri Mudicondan Venkatarama Iyer and Sri 
G. N. Balasubramaniam and also by Prof. R. Srinivasan. They 
referred to the musical attainments o f Sri Sastrigal.

Presidential Address

Rising amidst cheers and delivering his Presidential 
Address in Tamil, Vidwan Budalur Sri Krishnamurthi Sastrigal 
said that he was beholden to the Music Academy and its 
members of the Experts’ Committee for having elected him as the 
President o f their 37th Conference. He said that it was due to 
the blessings of his Guru, the late Konerirajapuram Vaidyanatha 
Aiyar and his Teacher Harikesanallur Muthiah Bhagavatar. He 
also pointed out that the honour was unique because it was the
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first time a performer o f the rare instrument of Gottuvadyam was 
receiving this honour of presiding over the Conference. He 
observed that the Annual Conference of the Madras Music 
Academy was the most celebrated one in All-India and to preside 
over it was a matter o f great responsibility for a musician and he 
relied on the support and the co-operation o f the musicians and the 
executive of the Academy. He then traced the antiquity of the 
art o f music in India from the times of the Sama gana and the 
Epics and the evolution o f ragas and jatis and the treatment o f  
the art in Bharata’s Natya Sastra and the subsequent literature. 
He stressed that it was in a place like this Conference that they 
could investigate into the contribution o f all these technical 
treatises on the art o f Indian music. The Academy has been 
doing this service in a splendid manner all these years. He then 
referred to the devotional and spiritual orientation of the arts of 
music and dance in India and to the fact that all great composers 
in Indian music had been men of God-realisation. All these gave 
them a high ideal to be kept in view in the practice of the art. 
He then gave an account of his own training and early career as a 
musician and paid a tribute to the masters of those times who stood 
before him as beacon lights: stalwarts like his own guru Koneriraja- 
puram Vaidyanatha Iyer, Tirukodikaval Krishna Iyer, Tiruchi 
Govindasami Pillai, Azhaganambia Pillai, Mamoondia Pillai, 
Palani Krishna Iyer in the different departments o f music. He refer
red to the high sruti they had and the completeness of the raga as 
expounded by them and the marvellous fantasies of svaras which 
they wove. The President then mentioned the loss in the modern 
times of the patronage o f the Courts and the rich men, and the 
democratic age they were living in when the arts had to 
depend for their support on popular appreciation. But it was 
the duty of the artistes to see that the standards were not lowered. 
In this task o f keeping up the standards, the Music Academy, as 
also the several Music sabhas, had an important role to play. 
Especially at this juncture when there is desire in foreign countries 
to understand our music it is our duty to maintain our heritage in 
this art.

There is a true saying that it is better to listen than to learn. 
This applies fully to the art of music. It is only by listening to the



music masters that the music students could imbibe the subtle 
differences in the sound. In the ancient gurukula system the 
conditions were helpful for this and there was also great leisure 
and the possibility of learning singly. Owing to several resaons, 
music institutions had to be established where students had to 
learn music in a mass. Although there were bound to be defects 
in this system of teaching in group, the capable students could 
always listen and watch the teacher, as also other performing 
artists and train themselves properly. However, there is a great 
responsibiblity in this respect laid on the music institutions, as it 
is in their hands that the shaping of our music in the future lies. 
Government should extend full help in this respect to these music 
institutions.

The Raga is the life-pulse o f our music. It is by mastery of 
the compositions by the composers that one could understand the 
proper form o f Ragas. It is necessary that proper svara-jnana 
should be inculcated among the students and even while alankara, 
gita  and varna are being practised, the teacher should correct and 
see that the students are able to sing with proper gamaka, sruti 
and laya and develop a sound knowledge as well as proper vocal 
intonation. Music teachers should take special care to impart 
all these essentials.

It was usual for the musicians o f the last generation to be 
acquainted with another department of music besides their own 
and vocalists were not wanting who had also practice on strings or 
percussion. This helped them to understand the svarasthana 
precisely, as well as the nature and the exact limits o f the gamakas. 
Continuing the President said :

“ I would like now to say something especially on my own 
instrument, the gottu vadyam which is also called sometimes 
Mahanataka Vina. This instrument has no fixed frets like Vina. 
On this instrument, we have to pluck the strings by the right hand 
fingers and play to music with a solid piece held on left hand. It 
is perhaps the solid piece on the left that gave this instrument its 
name. This instrument is capable o f a larger tone and longer karvai. 
But this instrument is not capable of fast tempo. Owing to the 
Jack of frets the Gottuvadyam player has to have a precise idea o f
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svarasthanas and play all the graces, all o f which make this a 
highly 'difficult instrument requiring intense practice. It is because 
o f this that there has been a paucity o f artists who had practised 
it and become successful. It was my late guru Sri Muthiah 
Bhagavatar who created in me a taste for and desire to take to 
this instrument. He would take an ordinary Tambura and play 
on it with the aid of a snuffbox. I also started first practising in 
the same manner on the Tambura and it was later that I went in 
for a regular Gottuvadyam instrument on which I am still playing. 
For my ideal on a stringed instrument, I always kept before me 
the Karaikudi Vina Brothers.

At that time there was Tiruvidaimarudur Sakharama Rao 
who had attained fame as a fine Gottuvadyam player. He had 
two sarani strings and sympathetic strings, tuned to Harikamboji. 
He once listened to me at a festival and encouraged me to continue 
on this instrument. Later Vina Seshanna, Palladam Sanjiva Rao 
and others had helped me to stabilise myself as a performer on the 
Gottuvadyam.

“ At present the Gottuvadyam is among the instruments 
taught at the Central Karnatak College, Madras and the 
Sri Venkateswara Music College at Tirupati and I cannot 
adequately thank the authorities of these institutions for having 
given a place to this instrument and thus saving it from 
extinction.’’

Referring to the service that the Music Academy was render
ing, he said that the Academy had been in the field for the past 30 
years and more. It was indeed a great service that it had done 
in having codified the Ragas which were the roots o f our music. 
The Teachers’ College o f Music and the Model School conducted 
by the Academy had also to be mentioned. The most important 
activity of the Academy however lay in the Annual Conference 
where all Carnatic musicians met and what was more, Hindu
stani musicians and scholars, as also foreign experts in music, 
came together and expounded the different aspects of music. The 
Academy had also brought out several publications on music, the 
most important o f which was the Tamil script edition o f the Sangita 
Sampradaya Pradarsini which was now going on and deserved the
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appreciation of the musicians. He added that he liked compen
dious volumes like this appearing for the compositions o f  
Kshetrajna and Purandaradasa and others to be written out in 
correct versions. Research is as much important in music as 
it is in science.
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In conclusion the President said : “ At the present moment 
the world situation is such that there is hardly any peace in the 
minds of people. There are many reasons for this. It may be 
said that the neglect o f the place due to the spirit and heart of man 
is at the base o f this lack o f inner peace. For a fully developed 
man, like the cultivation o f the mind, the maturity o f feeling is 
also a necessity. The mind and heart of man may be compared to 
the two wings of a bird. The over-development o f the mind at 
the expense of the heart has been the characteristic of modern 
times. The arts are according to the sages intended to educate 
man properly in feelings and discipline him in his heart. Music



among all arts is a great aid for the proper schooling o f the 
feelings and to spread mutual love among the people. The learned, 
the students and the institutions should keep this in mind and 
promote the art.”

At the end of the Presidential Address, there was a 
Nagasvaram recital by Vidvan Karukurichi P. Arunachalam 
accompanied by Nachiarkoil Raghava Pillai on Tavil.

The Souvenir of the Conference

As in the previous years, the Academy brought out an 
attractive souvenir for the XXXVIIth Conference. The Souvenir 
gave a detailed account o f the activities o f the Academy, as also 
annotated programmes o f the whole music and dance festival 
organised as part of the XXXVIIth Conference. In addition to 
these the Souvenir carried the following articles : On the lighting 
arrangements o f the New Auditorium of the Academy by 
Messrs. Phillips ; Indian Music at the International Edinburgh 
Festival by Dr. R. T. Taylor of the British Council, Sri Puranda- 
radasa by Vidwan Sri N. Chennakesaviah o f Mysore, Dikshitar’s 
Sahitya by Dr. V. Raghavan, and Some Rare Ragas by Sangita 
Kalanidhi Mudicondan Venkatarama Aiyar. The Souvenir was 
also profusely illustrated and carried portraits o f the chief com
posers of Carnatic music, Kalanidhis of the Academy and other 
important persons connected with the activities of the Academy 
and photographs of the Academy’s new auditorium and of several 
events connected with the public opening o f the new auditorium 
by His Highness the Maharajah o f Mysore, the opening of the 
XXXVIth Conference by the Hon’ble Sri M. Bhaktavatsalam and 
the celebration o f the 150th Birthday of Maharajah Sri Svati 
Tirunal with Dr. C.P. Ramaswami Aiyar, Sri B. Gopila Reddi and 
others.

AGENDA OF THE CONFERENCE

The following was the Agenda of the Conference :

1. Talks & Demonstrations :—

(i) President Vidwan Budalur Krishnamurti Sastrigal.
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(ii) President Vidwan Mudicondan C. Venkatarama Iyer.
(iii) „ „ T. L. Venkatarama Iyer.

(iv) Vidwan Tittai Krishna Iyengar—Tanam.

(v) Prof. R. Srinivasan—Some Subtler Aspects o f our
Music.

(vi) Vidwan Madurai Srirangam Iyengar.

(vii) Vidwan Madurai Subramanya Iyer—-Nana-Tana and
Raga-Naya.

Presentation o f rare old compositions :—

(i) Vidwan Sri Chennakesaviah, Mysore—Rare Varnas.
(ii) Srivanchyam K. Ramachandra Iyer—Compositions o f

Srivanchyam Subbarama Iyer and Ambikadasar.
(iii) Dr. P. C. Sitaraman, Madurai—Compositions o f

Mazhavarayanendal Chidambara Bharati.

(iv) Vidwan Salem D. Chellam Iyengar—Navaratna Raga-
malika of Ramnad Srinivasa Iyengar.

(v) T. N . Chinnathambi Pillai, Tiruvarur.
(vi) Vidwan Ankiah of Hyderabad.

Pallavi, Tala & Mridangam —

(i) Vidyala Narasimhalu Naidu and Vidwan Chandrappa 
—Pallavi in Avadhana Tala.

(ii) Vidwan Tinniyam Venkatarama Iyer—Pallavi in
Skanda Tala.

(iii) Vidwan M. Narayanaswami Iyer—Moras for 35 Talas.

Ragas e t c . ■
(i) Sri B .  Subba Rao, Mysore—Todi-Ragas.
(ii) Vidwan S. Ramanathan—Raghunatha Mela Veena.

Papers

(i) Swami Prajnanananda, Calcutta—Orchestra and
Chorus in Ancient India.

(ii) Chaitanya Deva, Delhi—Melodic Perception.



(iii) T. G. Anantasubramaniam, Government Research 
Scholar, Saraswati Mahal Library—Compositions of 
Merattur Veerabhadrayya, Sri Vanchinatha Kirtanas 
and Sangita Raghava.

(iv) N. M. Adyantayya—A New Visual Notation for 
Indian Classical Music.

(v) G. N. Ramabhadran, Radio Engineer, New Delhi—A
Comparison of the Visual and Auditory Perception 
and Musical Experience.

(vi) D. Dhanaraj—Law in M usic: Epitome and Elucida
tion.

(vii) T. N. C. Venkatanarayanacharyulu, Guntur—Gandh-
arva Vedam.

(viii) Mr. Y. Satyanarayana o f Vijavada—Javalis.

Hindustani M usic:—

(i) Miss Nalini Gajendragadkar—Classic and the
Romantic Tradition in the Hindustani Classical 
Music Forms.

(ii) Mr. Hafiz Ahmed Khan of Bombay—Khyal.

(iii) Mr. Mohanlal Aima—Music of Kashmir.

Western Music:—

(i) Mr. William Skelton o f Colgate University, U . S.— 
American Classical Music—A Unique Entity.

(ii) Electronic Music—Talk and Demonstration.

(iii) Lloyd La Vaux, U. S.—Classical Music on the
Accordion.

(iv) Miss Rebecca Stewart, Hawai-Rhythmic Theories of
Indian and European Music.

Any other subject to be taken up with the President’s 
approval.
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Experts’ Committee Meetings
THF FIRST DAY
21st December, 1963

The Experts’ Committee meetings convened in connection 
with the 37th Conference o f the Music Academy began today at 
the Music Academy buildings with Vidwan Budalur Krishnamurthi 
Sastrigal, the President, in the Chair. The proceedings commenced 
with a song on Ganesa, Saranu saranu in Nata by Sri Puran- 
daradasa and Dikshitar’s Navagrahakriti for Saturday Divaka- 
ratanujam in Yadukulakambhoji on Sanaischara, both sung by Sri 
Sandhyavandanam Srinivasa Rao accompanied by Etapur Srini
vasan on Violin and Master Eswaran on Mridangam.

Vidwan Budalur Krishnamurthi Sastrigal, President o f the 
Conference, then referred to the importance of the Experts’ 
Committee meetings o f the Academy’s Conference, and appealed 
to the Vidwans to cooperate and contribute to its work. He 
thanked Sri Srinivasa Rao for his rendering of Dikshitar’s kriti on 
Sanaischara and said that Dikshitar’s compositions demanded great 
effort to expound them but the effort was doubly rewarding in the 
beauty that it brought out.

Dr. Raghavan placed before the Experts’ Committee the 
subjects and the names o f the contributors included in the Agenda 
of the Experts Committee Session of the 37th Conference. He 
referred also to the coming 4th Centenary Celebrations o f Sri 
Purandaradas and requested Sangita Kalanidhi Mudicondan 
Venkatarama Iyer to deliver his talk and demonstration on 
Purandaradas and his contributions to Carnatic music.

Sangita Kalanidhi Mudicondan Venkatarama Iyer speaking 
on Purandaradasa referred to the contribution on Purandaradasa 
and the Dasakuta composers by the late Sri T. V. Subba Rao of 
the Academy in the Journal of the Music Academy. After 
referring to such details of the biography of Purandaradas as were 
known, the Vidwan said Purandaradasa was the ‘Pitamaha’ of 
Carnatic music which was founded on the bedrock o f his contri
bution. Tyagayya’s mother is said to have been proficient in

Purandaradasa
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Purandaradasa’s songs and Tyagayya was greatly indebted to 
Purandaradasa’s songs. He referred to the variety of compositions 
of Purandaradasa : Padas, Suladis, Ugabhogas, and Udaya-ragas for 
women to sing at dawn along with their early morning routine; he 
was thus an * Asukavi’, from whom whatever he uttered came out 
as music. The present celebration might be hoped to bring out 
hitherto unknown compositions of Purandaradasa. It would be app
ropriate, in this inaugural talk on him, the Vidwan said, to deal es
pecially with his organising the beginner’s exercises in music: Svara- 
vali, Janta, Alankara and Gita. He explained the history o f *Alan- 
kara’ as dealt with in ancient books. The variety o f ways or order in 
which, in an attractive manner, the Svaras could be strung was 
called Alankara; in our present conception of Alankara, there 
was the laya aspect also. Incidentally, he referred to the older 
Tala system and the ancient Prabandhas which used them. The 
Suladis in different Talas which came after Gitas in different Ragas 
were devised for giving control o f Talas. Sri Venkatarama Iyer 
then explained the rationale of starting the practice of music with 
( Maya) Malavagaula by analysing the Svara-structure and its 
symmetry in the Raga and its use for inculcating Svarajnana and 
the control o f major tones. This simplified method of learning 
for youngsters devised by Purandaradasa was perhaps his greatest 
service; even a musically backward child could be brought round 
on this method.

President Budalur Krishnamurthi Sastrigal thanked Mudi
condan Venkatarama Iyer and paid a tribute to his attainments.

Music Manuscripts in Sarasvati Mahal Library

Sri T. G. Ananthasubrahmanyam, Sarasvati Mahal, Tanjore 
then read a paper on the Tanjore Manuscripts on which he has 
been appointed to do research by the Madras Government and the 
State Sangita Nataka Sangham. He said that there was vast music 
material in the Sarasvati Mahal Manuscripts. For example there 
were manuscripts on Thayas and Suladis which were referred to 
by the earlier speaker on Purandaradasa, as also numerous 
manuscripts o f Sahityas o f old musicians and composers. Of 
Veerabhadriah of Merattur, a few of whose compositions have 
been brought to light in the pages of the Academy’s journal by 

4



Dr. V. Raghavan, there were a number o f songs in the Tanjore 
manuscripts. A few of the biographical details o f the composer 
were referred to by the speaker. There was difficulty of writing 
Svara-notations on palm leaves and this rendered recovering from 
old manuscripts, the music of these compositions difficult. After 
referring to certain other practices of writing songs seen in palm 
leaves, he gave an account of some o f Veerabhadrayya’s Svarajatis, 
Kirtanas and Yarnas which he had found in the manuscripts in 
Tanjore.

He then read another short paper on a group of anonymous 
Sanskrit compositions on the Lord at Srivanchyam found in the 
manuscripts; these were in different forms, Lalis etc. familiar in 
our music, as also in North Indian forms like Khyal. A variety 
of Ragas was also used in these pieces.

Complimenting the young research scholar on his papers, 
Sangita Kalanidhi Semmangudi Srinivasa Iyer referred to the large 
scope which existed for such research work. Sri Srinivasa Iyer 
observed that Sri Mudicondan’s earlier talk was of great practical 
value for music learners. Students o f music must bear in mind 
that Lakshya was o f greater importance than Lakshana and the old 
Lakshyas were therefore of importance. Comparing certain other 
facts with Malavagaula Raga, he said, we might ponder over certain 
significant compositions o f Tyagaraja in Ragas with the Svaras o f  
the Saman scale, e.g. the piece Nadatanum anisam. This was a 
matter, Srinivasa Iyer said, that he would place before them for 
further research. Malavagaula, according to him, was not chosen 
for its Svara-structure for vocal practitioners; it was for the sake 
of instrumentalists that this Raga was chosen.

Sangita Kalanidhi Srinivasa Iyer then paid a tribute to Subba- 
rama Dikshitar and his monumental work Sangitasampradayaprad- 
arsini and expressed his view that all the South Indian Radio 
Stations at least should have a statue o f Subbarama Dikshitar. 
As a senior Vidwan, he said he would appeal to all vidvans and 
rasikas to strengthen orgnisations like the Academy, for it was 
institutions that were the modern counterparts of the ancient 
Gurukulas. In connection with this Sri Srinivasa Iyer referred to 
many drawbacks in our music teaching and the need for bold steps
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to be taken to adapt the methods to the present needs. He made 
also a fervent appeal to music critics to take into consideration 
all aspects of the art in the present situation in the criticism they 
were making in the Journals.

THE SECOND DAY
22nd December 1963

At the Experts’ Committee Meeting of the 37th Conference 
of the Madras Music Academy, with Vidwan Sri Budalur Krishna
murthi Sastrigal in the chair, Srimati Rukmini Rajagopalan 
along with Srimati Sukanya rendered Vinayaka in Hamsadhvani 
and Dikshitar’s Suryakriti in Saurashtra—Suryamurte ; they were 
accompanied by Pudukottai Ramanathan on violin and Tiruchi 
Raghavan on mridangam. u

Vidwan Krishnamurthi Sastrigal complimented Srimati Ruk
mini Rajagopalan for the classical style o f her rendering.

Purandaradasa
In the second o f the talks arranged in connection with the 

Purandaradasa fourth centenary celebrations, Sri Sandhyavanda- 
nam Srinivasa Rao emphasised the help rendered by Purandara
dasa for laying the foundations o f the first music lessons and 
observed that the longer the time spent with these beginning 
lessons, the greater was the ease with which kritis could be 
mastered later. He said, agreeing with Sri Mudikondan Venkata
rama Aiyar, that Mayamalavagowla was best suited for starting 
the beginning lessons. The Pillayar and other Gitams of Dasar 
were also helpful to practise Tana singing. After the Swaravalis, 
the simple padas of Purandaradasa could be taught to youngsters 
to inculcate correct Raga-bhava which he deplored was today 
slowly slipping from the ears and minds of the younger genera
tion. All the essential elements o f singing had been'stressed by 
Purandaradasa in his pada, ‘tala beku\ Sri Srinivasa Rao pointed 
out tbe fact that was not commonly known "viz. that Purandara
dasa had composed a large number of songs on deities other than 
Krishna, on Pillayar, Siva etc. He referred again to the theme of 
his talk in the last conference viz. the key-tunes of all ragas which 
were 'preserved in correct form] in the padas o f the Dasar, He



also pointed out how for community singing, Dasar padas were 
most useful and in modern classes and schools, he urged that the 
Bhajana-sampradaya-kirtanas should form an integral part o f 
music syllabus.

Khyal in Hindustani Music <■

Mr. Hafiz Ahmed Khan o f Bombay, A .I.R ., nephew o f the 
well-known Ustad Nisar Hussain Khan, then gave an interesting 
talk with illustrative renderings, of Hindustani Khyal, its history 
and development. Although the Khyal in its present form was 
not older than a century and half, an analysis o f its constituents 
showed that it developed over a period o f four centuries starting 
with Amir Khusrau. Khyal meant in Persian a ‘thought’. Within 
the framework o f a particular melody, it was expected to give 
scope for the fancy of a singer. Compared to the rigid rules o f 
Dhrupad, Khyal was to have a flexibility by allowing tanas, kans, 
and bahlawa which later developed as the main ornaments o f  
Khyal. Khyal was also of a reduced size, compared to the 
Dhrupad, with only Asthayi and Antara. The speaker then sang 
a Khyal composition o f Amir Khusrau in Bhairav in Ek tal 
(12 matras). Two centuries later, Khyal had a re-birth in Jaunpur 
under Sultan Hussain Shargi, when Khyal took a new form in 
Braj bhasha which continued to be its language till today.

The next stage was represented by its revival in Man Singh’s 
time in Gwalior, when it became very popular. The next stage 
was marked by Mohamed Shah and the composer Sadarang who 
along with his pupil composed hundreds o f Khyal both vilumbith 
and drut varieties. At the time of the mutiny, there was a good 
number o f Khyal singers in different States and notably in Oudh. 
Wajid Ali Shah had excellant Khyal singers in his court. The 
later part o f the 19th century also produced musicians and com
posers reputed for Khyal in Gwalior Rampur, Jaipur and other 
places. Much nearer our times, there had been several reputed 
singers of Khyals like Abdul Karim Khan, Faiyyaz Khan, Ustad 
Mustaq Hussain Khan, Bade Gulam Ali Khan, Omkarnath 
Thakur, Vinayakara Rao Patwardhan, Nissar Hussain Khan and 
Amir Khan, each with the characteristic interpretation o f his own 
school. The speaker then dealt with the technique of develop
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ment o f Raga in Khyal and illustrated by singing different types 
of Khyals. He sang a piece in Miyanki Todi and explained the 
asthayi, antara, bahlawa, sargam, tanas and bol-tanas. Touching 
upon the subject matter o f Khyal, the speaker explained the 
poetic and devotional themes and the rasas o f  bhakti, vira and 
sringara which they brought out. He illustrated also the relation 
between some of the Hindustani ragas and rasas. As an example 
of devotional ecstasy, he sang a Khyal in Durban in Tin tal. He 
referred also to the Gharanas o f Khyal, Gwalior, Atrauli, 
Rampur, Kirana and Agra. The speaker concluded by mentioning 
the recent influence o f the Carnatic ragas on Hindustani and 
illustrated by singing a new Hindustani composition in Hamsadh- 
vani, a Carnatic raga very popular now in the North. The talk 
was highly appreciated. The President thanked the speaker.

Kashmiri Music

Mr. Mohanlal A im aof A.I.R., Kashmir, then gave a talk and 
demonstration o f Folk and Devotional Music in Kashmir. The 
speaker began by saying that one of his greatest ambitions was to 
come to the South to study the great musical culture o f the South 
and the present opportunity was a great one for them to have a 
first-hand knowledge o f South Indian music and its appreciation. 
Tracing the cultural history of Kashmir from the most ancient 
time the speaker said that the Kashmir art and culture was influ
enced by the mingling o f different cultural trends from Middle 
East as well as from the mainland of India. Classical music was 
of course cultivated in the style called Soofiana Kalam. It had 
been recorded that in the time of Zainul-Ab-deen, Sultan of 
Kashmir, there was an annual music festival and among those who 
were gathered from different places there were six Carnatic 
musicians. The speaker then mentioned the chief Kashmiri music 
instruments, the Tumbak nari, the Sarangi, the Rabab and the 
most important instrument called Santoor which was a develop
ment o f the old Satatantri or the Katyayani veena. Dealing with 
the forms of folk music the speaker mentioned Chhakkari, Jawab, 
Bucha Naghma, the song of the group dance, Band-Jeshna, the Lari- 
shah o f the ballad singer, the Gojar music o f the shepherds with 
their flutes, the Qanchi and the Bait, the Tumbur-Naghma with
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Rabab, the Wanwun, and the Rove of the women during marriage 
ceremony, which remained unaltered to this day and was a 
solemn and impressive chant-like singing. In the Rove, 
meaning semi-circle, there was the most popular form o f  
Kashmiri group dance. The speaker sang also a boat-song. He 
also showed a number of photographs showing the social events 
featuring these songs as also the different kinds o f instruments 
used by the Kashmiri singers. These photographs had also been 
arranged as an exhibition for the duration o f the Conference.

Sri Mudicondan Venkatarama Iyer and Dr. V. Raghavan 
thanked the two speakers.

THE THIRD DAY
23 rd December 1963

The proceedings o f today’s Experts’ committee meeting 
started with the rendering of a Ganesa Kriti ( Sri Ganapatini- 
Saurashtra) and Dikshitar’s Monday Kriti, Chandram bhaja in 
Asaveri by Vidwan B. Krishnamurti accompanied by Kottayur 
Thangavelu on the violin and Madurai Srinivasan on the 
Mridangam.

The President expressed his appreciation of the rendering o f  
the young Vidwan.

Kumbhakonam Narayanaswami Iyer, kinsman of Sarabha 
Sastrigal and pupil of Alaganambi Pillai and Rangu Ayyangar, 
demonstrated on Mridangam, the Mohras for 35 Talas; he was 
assisted by Vidwan R. Raman. The same were explained clearly 
by Sangita Kalanidhi Mudicondan Venkatarama Iyer. Sri 
Venkatarama Iyer recalled the Mohras which the late Dakshina- 
murti Pillai once played for different Varnamettus o f Tiruppukazh; 
He explained the structure o f different Talas and the nature of the 
different Yatis, which figured in them, Gopuccha, Srotovaha, 
Damaru, Mridanga etc. The Talas o f odd number of Aksharas, 
not divisible equally, required some dexterity in the devising o f  
their Mohras.

The Mohra of the Pillayar-lesson, in Misra Jhampa, taught by 
Alaganambi Pillai was first demonstrated by Vidwan Narayana-
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swami Iyer by voice and on Mridangam. The following Talas 
and Jaatis were then demonstrated by him after their detailed 
explanation by Mudicondan Venkatarama Iyer. Yatis figuring in 
each were also explained. Mohras for the Jaatis, Chaturasra, 
tisra, khanda, misra and Sankirna and then Mohras for the Talas 
in different Jaatis like Dhruva, Triputa and Chapu were demons
trated. Some of these were illustrated in slow as well as fast tempos 
and some with different nadais kept on two hands. The arduous 
demonstration was highly appreciated. The President, Sri 
Budalur Krishnamurthi Sastrigal and Vidwan Palghat Mani Iyer 
who was present all through the demonstration, complimented 
Vidvan Narayanaswami Iyer for the pains taken by him to master 
these technicalities of laya and demonstrate them. Palghat Mani 
Iyer appealed to performing Mridangists not to look down upon 
the theoretical mastery o f all these intricacies of Laya which had 
its own importance, although some o f them could not be actually 1 
used in concerts.

Tanjore Manuscripts

Sri T. G. Ananthasubramaniam of Sarasvati Mahal, Tanjore, 
a research scholar o f the Madras State Sangita Nataka Sangham, 
continued his earlier talk on rare compositions in the Sarasvati 
Mahal Manuscripts. He spoke o f a composition on the model of 
Gitagovinda o f Jayadeva called Sangita Raghava composed by 
Chinna Bomma who was in the service o f Chokkanatha Naick o f 
Madurai. He also read out samples of Sahityas of Sangita Raghava 
and also o f Merattur Veerabhadriah and some samples o f the 
Srivanchyam Kirtanas about both o f which he had spoken earlier.

THE FOURTH DAY

24th December 1963

The meeting of the Experts’ Committee this morning, with 
Vidwan Budalur Krishnamurty Sastrigal in the Chair, commenced 
with the singing of the Ganesa Kirtana Vatapi in Hamsadhvani 
and the Dikshitar Kriti on Angaraka in Surati by Trivandrum R. S. 
Mani accompanied by Alandur Natarajan on the Violin and 
Melakkaveri Krishnamurti on the Mridangam.



Veena

After the President thanked Vidvan Mani for his rendering of 
Dikshitar’s Navagraha Kriti, Sri S. Ramanathan gave a talk on the 
Raghunatha Mela Veena described by Venkatamakhin and his 
father Govinda Dikshitar. In the latter’s work Sangitasudha, it 
is referred to as a veena devised by the King Raghunatha Naik for 
enabling the playing on it o f all ragas, implying thereby that it 
was a Veena of fixed frets. It is wellknown that the ancient 
Veena was harp-like and had to be tuned for each raga. Sri Rama
nathan traced the evolution o f the fixing o f the frets; quoting 
from the Ratnakara, he mentioned the description of the stringed 
instrument called Kinnari in which fourteen Svarasthanas and 
fixed frets were referred to. He then referred to the evidence in 
Ramamatya’s Svaramelakalanidhi, where again a Veena on which 
all ragas could be rendered was described. Sri Ramanathan 
explained also the position o f the strings and the svaras on the 
Veena. His talk was continued on the next day.

Accordion Recital

The American Virtuoso accordionist, Lloyd La Vaux then 
gave before the Experts’ Committee a talk and demonstration on 
the accordion. Dr. V. Raghavan welcomed the American musician 
and thanked the U.S.I.S. for their help in arranging for the parti
cipation o f Mr. Lloyd La Vaux in the Experts’ Committee meetings 
of the 37th Conference. Miss Martha Burns o f the U.S.I.S. 
introduced the musician as the world’s foremost accordionist, who 
began his career at a very early age, having had his professional 
debut when he was only six, on New York’s Broadway. Mr. Vaux 
was also a composer having written pieces for his own instrument, 
as well as for vocal and chamber music, and a writer o f a novel, 
short stories etc.

In his introductory remarks, the musician explained the 
history and construction o f his instrument. He said the Accordion 
was a little over a century and a half old and had two boards, the 
one on the right being similar to the harmonium and the other, 
played by the left hand, having as many as 20 buttons, which 
despite their number played only seven tones. Mr. Lloyd La Vaux
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played the following songs : Finlandia by composer Sibelius ; 
Gershwin Fantasy by George Gershwin, Flight o f the Bumble-Bee; 
Serenade and Funeral o f a Clown, his own compositions, On the 
Trail by Grofe and also a piece from Tagore.

The President of the Conference thanked the American 
musician and expressed his appreciation o f his mastery o f the 
instrument and the variety of playing he could do on it. Dr. 
Raghavan, thanking him, referred to his gift o f humour and the 
sense o f joy which he imparted to his playing and which he 
transmitted also to the listeners.

THE FIFTH DAY
25th December 1963

At the commencement o f the proceedings of today’s Experts* 
Committee o f the 37th Conference o f the Music Academy with 
President Budalur Krishnamurti Sastrigal in the Chair, Smt. 
Rajeswari Ranganathan accompanied by Smt. Kamala on the 
violin and Kumari Jayalakshmi on the Mridangam rendered 
Dikshitar’s Ganesa Kriti ‘Mahaganapatim’ in Nata and the Nava- 
graha Kriti ‘Budham asrayami’ in Natakurinji. The President 
expressed his appreciation of the rendering.

Veena
Sangita Bhushanam Sri S. Ramanathan then continued his 

talk o d  the Raghunatha Mela Veena. On the basis of a quotation 
in Venkatamakhin’s work he explained how the strings were tuned 
on the Raghunatha Mela Veena. (Ma' of the Madhyama Mela 
Veena had to be taken as the *Sa’ in the Raghunatha Mela Veena. 
He referred also to the various parts o f the Veena like Kakubha, 
Patrika,Jiva, Tumba, etc. The special feature o f the Raghunatha 
Mela Veena was the 24 frets fixed on wax and they were o f equal 
length in contrast to what obtained on the earlier Madhyama Mela 
Veena. He concluded his talk with the Tevaram hymn of Jnana- 
sambandha describing Siva as playing the Vina and referring 
to the Navagrahas.

Compositions of Chidambara Bharati
Dr. P. C. Sitaraman of Madurai then presented seven of the 

compositions o f the late Chidambara Bharati, a well-known Tamil
5
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composer of Mazhavarayanendal, who lived between 1833 and 
1898. Dr. Sitaraman gave a few biographical details about the 
composer and recalled the Presidentship of the Composer’s grand
son Mazhavarayanendal Subbaraya Iyer at the Academy’s 1942 
Conference. He mentioned that the composer had to his credit 
several Kirtanas, Kummis, Padas, Javalis, Nottu Sahityas, and 
several other types of compositions including major works, 
Kirtanas of Periapuranam, Rukmini Kalyanam, Dhruva Charitram, 
Kuchela Upakhyanam and Ambarisha Upakhyanam and pieces 
like Lavani, Panchachamaram, Kadga, Kekavali, Arya etc. used in 
Harikatha. Some of the compositions had also appeared in 
print and a few were also being sung. Dr. Sitaraman then sang 
the following pieces: A song in Bilahari on Subrahmanya of 
Kundrakudi, one in Kapi on Yogambalof Avuadayarkoil, one in 
Begada on Dharmasamvardhani of Tiruvayyaru, a Kummi on 
Madurai Meenakshi, a song in Saveri on Siva at Vaidyesvaran- 
koil, a Natakurinchi song on Devi of Tiruvotriyur and a Pada. 
Sri M. S. Anantharaman and Madurai Krishna Iyengar provided 
accompaniment on the Violin and Mridangam respectively. The 
songs composed in Tamil and in attractive rhythmic setting were 
greatly appreciated and the President complimented the Doctor 
on his proficiency in music.

American Music

Dr. V. Raghavan then requested on behalf o f the President 
Mr. William Skelton o f the Colgate University, U.S. to give his 
illustrated talk on the subject ‘American Classical Music, a Unique 
Entity’. Mr. Skelton first referred to the increasing interest in 
Indian Music, particularly o f the South, among American musicians 
and students of music and referred to his own programme for study 
of Carnatic music for one year in Madras. He paid a tribute to 
the music loving public in Madras and their receptivity, catholic 
taste and their eagerness to listen to and know about other 
systems of music. The speaker addressed himself to the question 
whether there was a distinct entity called American Classical 
Music and how this music evolved and what its sources were at 
different times. He referred to the European, the native, the 
American, the South American and the African sources of this 
music. In illustration, the speaker played excerpts o f music o f
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all these sources. In the course of its evolution as a result o f differ
ent influences American music developed certain characteristics 
like greater rhythmic freedom, improvisations and pitch variation 
and what might be called an American style. Recently as a result 
o f contact with Indian music, particularly in Madras, certain new 
experimentations had also been made by leading composers like 
Dr. Henry Cowell. As a musician and composer, the speaker 
said that he would personally like to be surrounded by artists of 
great diversity and wait to see how the American style developed.

The President conveyed to the Speaker his appreciation o f his 
interest in Indian music and the work he was engaged on. Than
king him, Dr. Raghavan said that Mr. Skelton would be delivering 
at the Experts’ Committee another lecture on Electronic music-on 
the 29th December.

THE SIXTH DAY 

26th December 1963 

President’s Exposition

Today’s meeting of the Experts’ Committee was highlighted 
by the masterly exposition o f the President of the Conference 
Vidvan Budalur Krishnamurthi Sastrigal. He opened with the Dik
shitar’s Kriti on Ganesa in Nat a-Mahaganapatim and the Navag- 
raha Kriti for that day, Brihaspate with a splendid rendering o f 
Athana raga. He then spoke and demonstrated both on voice and 
on his own instrument, Gottuvadyam. The chief point he stressed 
was that the same svara did not occur in the same form in the diffe
rent ragas ; but had to be rendered with nuances characteristic of 
the raga which were necessary to bring out the correct form of that 
raga. He observed that the Gottuvadyam had some special 
points to its credit in that it was able to reproduce certain things 
which were possible only on the voice normally. He then sang 
and played on the Gottuvadyam, Kalyani raga and varna and 
Sankarabharana raga and the Kriti ‘ Sri Sankaracharyam ’ both o f  
which were applauded by the listeners.

Thanking him on behalf of the Experts’ Committee, Sangita 
Kalanidhi Musiri Subrahmanya Iyer referred to the majesty and 
fullness o f gamaka in the President’s singing and drew attention



particularly o f the students to the high sruti at which he sang. 
Paying a tribute to the President, Sangita Kalanidhi Semmangudi 
Srinivasa Iyer recalled the great Gottuvadyam expert Sakharama 
Rao and drew again the attention o f the students to the highly 
practical and instructive value of such expositions by the veterans. 
For example, he said, the difference in the ‘Ri’ was clearly shown 
in the rendering o f the Kalyani and the Sankarabharana ragas by 
the President.

Rare Pieces from Tirnvarur Temple
Dr. Raghavan then introduced Vidwan Sri T. N . Chinna- 

thambi Pillai o f Tiruvarur who belonged to the Nagasvara 
Sampradaya of the Temple at Tiruvarur. He said that Chinna- 
thambi Pillai had been on the staff o f the music school o f the 
Trinity Commemoration Sabha established in Tiruvarur for cheri
shing the memory o f Tyagaraja, Dikshitar and Syama Sastri who 
were all born together at Tiruvarur. At the last year’s Conference, 
Sri Chinnathambi Pillai presented two rare vamasfrom the temple 
traditions which had since been published in the Academy’s 
Journal. Chinnathambi Pillai sang 3 chowka varnas o f Rama- 
swami Dikshitar, father o f Muthuswami Dikshitar, Saniiga in 
Saranga-Ata;' Sami ninne in Sriranjini-Adi\ Ninnu kori in Saveri- 
Adi; Dikshitar’s Kshetra-kriti ‘Sri  Valmikalingam’ in Kambhoji on 
Valmikeswara Lingam at Tiruvarur and one o f the Tamil padas on 
Tyagarajaswami at Tiruvarur by Papavinasa Mudaliar-Umakku 
p riti  in Useni.

Thanking him, Sangita Kalanidhi Sri T. L. Venkatarama 
Iyer stressed the importance o f the work being done at Tiruvarur 
in connection with the Trinity Commemoration and the amount 
of material remaining to be searched and recovered from the 
tradition of that place, and complimented Sri Chinnathambi 
Pillai for his coming forward to bring out these rare compositions.

THE SEVENTH DAY
21th December 1963.

The proceedings of today’s Experts’ Committee meeting 
convened in connection with the 37th Conference o f the Academy 
with the President Vidvan Budalur Krishnamurti Sastrigal in tbe
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Chair, began with the rendering of the Dikshitar’s Ganesa Kriti 
in Chamara, ‘Siddhivinayakam' and the Navagraha Kriti tSukra 
bhagavantam’ in Paraz, on Sukra, by Smt. Vijayalakshmi Natarajan 
accompanied by Sri T. N. Ramamurti on the violin and Master 
Sekar on the Mridangam. The President expressed his appre
ciation o f the rendering by Smt. Vijayalakshmi Natarajan.

New Pallavi

Vidvan Vidyala Narasimhalu Naidu presented a new Pallavi 
in Avadhana Tala, i.e. keeping two talas on the two hands, 
Misrajati Jampa, two kalai chowkam on the right and Chaturasra 
Triputa, Khandanadai on the left. The Pallavi in 20 aksharas in 
Shadvidhamargini raga was performed by his pupil Vidvan Chand- 
rappa of Bangalore with Sri Vedagiri on violin and Sri Veeruswaipi 
of the Annamalai University on the Mridangam.

Vidvan Mudicondan Venkatarama Iyer praised the attainments 
of Vidvan Narasimhalu Naidu and complimented Sri Chandrappa 
on the ease and elegance with which he performed the Pallavi 
with all its elaboration and korvais.

North Indian and South Indian Ragas
Then Sri B. Subba Rao of Mysore gave a talk and demonstra

tion on the varieties of Todi raga o f the North and the South 
which he sang and also played on the Chitravati Veena, newly 
devised by him as a combination o f the Northern Vichitra Veena 
and the Southern Gottuvadyam. He referred to about 20 varieties 
of the Northern Todi which corresponded to the Southern 
Subhapanthuvarali and also to the varieties of the Southern Todi 
which corresponded to the Northern Bhairavi. These varieties 
included those which used Suddha «M a P r a t i  ‘Ma’ or both ‘Ma-s’ 
or neither.

Release of Raganidhi
Sri B. Subba Rao then explained, with some illustrations, the 

compilation he had made called Raganidhi which presented 
a detailed comparative study of the ragas of the North and the 
South. Dr. V. Raghavan announced the publication of the part II 
o f this Raganidhi by Sri B. Subba Rao, which had been under
taken by the Music Academy, Madras with the aid o f the Central
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Sangeet Natak Akademi. Sri Mudicondan Venkatarama Iyer and 
Sri S. Balachandar commended the efforts of Sri Subba Rao for 
making the ragas o f the two schools better understood and 
appreciated mutually. Both Sri Venkatarama Iyer and Sri Bala- 
chander observed that while votaries o f Carnatic music were 
catholic in their taste and very responsive to Hindustani, similar 
effort on the part of the votaries o f the Hindustani was lacking 
and appealed to the latter to take greater interest in Carnatic 
music.

THE EIGHTH DAY
28th December 1963

At the meeting of the Experts’ Committee o f the 37th Con
ference o f the Music Academy, Madras held this morning 
under the Presidentship of Budalur Krishnamurthi Sastrigal, there 
was first the rendering of Dikshitar’s Ganesa Kriti in Natanarayani 
‘Mahaganapate’ and Navagraha Kriti for Saturday, ‘Divakarata- 
nujam’ in Yadukula Kambhoji by Kumari R. Vedavalli accompanied 
by Sri Kumbakonam Krishnaswami on the violin and Dindigul 
Ramamurti on the mridangam.

Vidvan Budalur Krishnamurti Sastrigal complimented the 
artist on her rendering.

Release of Sangitasampradayapradarsini
Dr. V. Raghavan then spoke about the Tamil script edition of 

the Sangitasampradayapradarsini o f Subbarama Dikshitar under
taken on behalf of the Academy with the full aid o f the Central 
Sangeet Natak Akademi, of which the second part had just been 
got ready, and requested Sangitakalanidhi T. L. Venkatarama Iyer 
to release the same. Sri T. L. Venkatarama Iyer spoke 
about the monumental work of Subbarama Dikshitar and in 
token o f releasing the publication, presented copies o f the volume 
to some of the leading musicians and those who had been 
associated with the work.

Dikshitar’s Kritis

The President Sri Krishnamurti Sastrigal then requested 
Sri T. L. Venkatarama Iyer to give his talk and demonstration 
on Dikshitar’s Kritis. Sri Venkatarama Iyer referred to the 
value of Dikshitar’s compositions for the proper understanding
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of raga bhava and assisted by Sri Sandhyavandanam Srinivasa 
Rao, sang the following kritis : Sriganesat param on Ganesa in 
Ardradesi; Vadanyesvaram on the Lord at Vallalarkoil in Deva- 
gandhari; Sri Saundararajam (Alagarkoil) in Pantuvarali ; Tya- 
garajad any am na jane (Tiruvarur) in Darbar; Venkatachalapate in 
Manipravala (Pulivalam) in Kapi ; Abhayambam (Mayuram) in 
Kalyani', Nilotpalambikayai (Tiruvarur) in Kedaragaula and Sri 
Kamalambika (Tiruvarur) in Sri raga. The President Sri Krishna
murti Sastrigal paid a tribute to the services of Sri Venkatarama 
Iyer to the cause o f Dikshitar’s Kritis and recalled some of the 
renderings of his own late Guru Konerirajapuram Vaidyanatha 
Iyer o f Dikshitar’s kritis like Sri Subrahmanyaya in Kambhoji.

Rare Compositions
Sri Mudicondan Venkatarama Iyer then introduced Srivanch- 

yam K. Ramachandra Iyer who was connected with the family of 
Patnam Subramanya Iyer and was Asthana Vidvan o f Kanchi 
Kamakoti Peetham. Speaking on the composer whose pieces 
were going to be rendered by him, the Vidwan said that Srivan
chyam Subbarama Iyer was an ancestor of Sri V. Sundaram Iyer 
and Messrs. S. Rajam and S. Balachandar and had composed a 
number of pieces in Sanskrit and Tamil on the Deities o f Srivan
chyam. Another Composer whose compositions were to be 
presented was Ambikadasar who lived in Tiruvarur about 200 years 
ago. Srivanchyam Ramachandra Iyer then rendered the following 
pieces o f Srivanchyam Subbarama Iyer: Abhayankara Vighnesvara- 
Begada ; Manjule Mamava-Ananda Bhairavi; Kasikku minjina- 
Sankarabharanam ; Undan kripai-Bhairavi ; Unnai thudikka-Sahana ; 
Chonnen - Suruti and Eppodum of Ambikadasar in Arabhi.

The President Sri Krishnamurti Sastrigal spoke appreciatingly 
of the compositions and also o f the rendering by Sri K. Rama
chandra Iyer.

Pallavi Demonstration

Assisted by his pupil Kumari Suguna and accompanied by Sri 
R. Venkatarama on the Violin and Sri Tinniyam Krishnan on the 
Mridangam, Vidvan Tinniyam Venkatarama Iyer then presented a 
new Pallavi in Skanda Tala which was one o f the 52 apoorva 
talas and comprised 7 angas and 40 aksharas; the Pallavi was set
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in Shanmukhapriya. Vidvan Palghat Mani Iyer who was present 
at the demonstration, in complimenting Tinniyam Venkatarama 
Iyer and his pupil, observed that Laya jnana was the measure and 
index o f all jnana and laya was an all-pervasive element in life.

THE NINTH DAY
29th December 1963 

When the Experts’ Committee o f the Music Academy met 
this morning in connection with the 37th Conference with Vidvan 
Budalur Krishnamurti Sastrigal in the chair, Vidvan T. A. Jaya
raman sang Dikshitar’s Kriti on Ganesa, Srimuladhara in Sri raga 
and the Navagraha Kriti on the Sun, Suryamurte in Saurashtra. 
He was accompanied by Sri S. P. Sethuraman on the Violin and 
Sri Srinivasan on the Mridangam. The President complimented 
the Vidvan for his rendering.

Rhythm in Eastern and Western Music
Miss Rebecca Stewart o f the East-West Centre in Hawaii, 

then gave a talk on the modes of Rhythmic Expression in Indian 
and Western Music. She observed that traditional Western rhythmic 
measurement was based upon the principle o f multiplication o f the 
fundamental rhythmic pulses and the Indian, upon that o f addition. 
Nevertheless both systems employed basic patterns o f two and 
three pulses or duple and triple beats from which all further 
elaborations were derived. Similar tempo or laya classifications 
were adopted in both systems, fast, medium and slow. The prin
ciple of accent or an emphasis upon a given beat was however more 
consciously expressed in Western music. Unlike the highly 
developed Indian tala system, the western measure was the direct 
result of the evolution o f a practical notation system and of 
harmony. She illustrated her points by analysing some o f the 
patterns o f rhythm in both systems. The Western system, the 
speaker said had a further element which did not have a parallel 
in the Indian, viz. fluctuation of the tempo at random. The 
President o f the Conference expressed his appreciation o f the 
speaker who had been studying Indian music for sometime past.

Hindustani Music Forms 
Miss Nalini Gajendragadkar o f the Banaras Hindu Univer

sity and pupil ofPt .  Omkarnath Thakur then read a paper on
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Classicism and Romanticism in Hindustani Music forms. She dealt 
with the origin and evolution of Hindustani forms like khyal, 
gazal, kavvali, tarana, khamsa, thumri and tappa. She analysed 
the svara and the laya arrangements o f these and the aesthetic 
expression characteristic o f each. Dealing with the folk music 
and its relation to Hindustani, the’speaker illustrated with some 
Maharashtra and Gujarati songs. The speaker touched also 
upon the new trends in melodic expression and the displacement of 
the ten old characteristics o f raga by the stress on the more general 
idea o f ranjakatva. She illustrated her lecture by singing some of 
the compositions and was assisted by Miss Rebecca Stewart on the 
Tabla. In conclusion the speaker referred to the observation 
made earlier in the Conference that they in the North had not 
sufficient interest in South Indian music and said that this was not 
quite true and in a place like the Banaras Hindu University they 
were shortly going to open a full-fledged Carnatic music depart
ment and as an index of her own interest, she sang a pada of 
Purandaradasa in Misra-kapi.

Electronic Music 
Mr. William Skelton of Colgate University then gave an 

illustrated talk on electronic music. Music, he defined was sound 
selected by man for an artistic reason and electronic music, he 
said was a similar selection created by electronic circuits, manipula
ted electronically and stored on tapes. It had its orgin in early 
German Burlesque where they included animal sounds into the 
regular orchestra. Alexander Mossolov had done in 1928 what 
was called a Steel Foundry in which he tried to fashion an 
artistic sound like steel factory. The speaker illustrated some 
varieties o f this electronic music which displayed rhythmic varia
tion as also rhythmic freedom. Concurrently there were several 
experiments going on in New York, Paris and Cologne out o f all 
of which this new type o f synthetic music developed. Musicians 
like John Cage, Edgar Varese, Henry Cowell and the speaker 
himself had experimented in this line. Lastly he played some 
compositions that had been performed by Princeton-Columbia 
Synthesisers. Mr. Skelton opined that this would be a music 
very much prevalent in the time o f their own grand-children and 
as different things could live side by side, this new development 
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might not dispense with either the concert hall or the music 
performers, and tradition would always try to exercise control.

THE TENTH DAY
30th December 1963

At the Experts’ Committee meeting o f the 37th Conference 
of the Music Academy held this morning with Vidwan Budalur 
Krishnamurti Sastrigal in the Chair, Smt. M. S. Lakshmi accom
panied by Chalakudi Krishnan on the violin and Viswanathan on 
Mridangam rendered first a Ganesa kriti, Mahaganapatim in 
Amritavahini by the Maharajah o f Mysore and the Dikshitar’s 
Navagraha Kriti on the Moon, Candram bhaja in Asaveri. The 
President expressed his appreciation of the rendering.

Four rare pieces
Vidvan Chennakesaviah o f Mysore then presented four rare 

compositions from manuscripts which had come down from his 
father and teacher, Vanaja Lochana in Kedara-Ata about 100 
years old, in honour o f Mummadi Krishnaraja Wadiyar and 
noteworthy for a special Dhaivata Prayoga; Pagajoope 
Velagadura in Mohana - Ata on the deity Tyagaraja at 
Tiruvarur; Sarivarilo in Poorvakalyani - Ata by Patnam Subrah
manya Iyer ; and a Kriti in Athana on the deity Veeraraghava at 
Tiruvallore, Pogada tarame. He was accompanied by Tirukkodi- 
kaval Krishna Iyer on the violin and Master Viswanathan on the 
Mridangam.

The President thanked Vidvan Chennakesaviah for the 
efforts made by him to bring to light unknown pieces.

Power of Music

Prof. R. Srinivasan then gave a talk on certain aspects o f  
Indian music. He spoke about the place assigned to music in the 
scheme of Indian culture and values and the miraculous powers 
associated with this divine art and referred to many anecdotes 
of famous musicians working wonders with the power o f Nada. 
He referred to the translation o f the energy o f the sound into 
visual images and the conception of raga-murtis and raga-devatas 
and the possibilities of the science of muscial therapy. Sri 
B. Subba Rao of Mysore supplemented the points made by
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Prof. Srinivasan and the President Sri Krishnamurti Sastrigal 
thanked the lecturer.

Music and Astronomy
Sri Thanjai G. Dhanaraj who has been working for a longtime 

on Music and Astronomy and the textual basis of such correlation 
in ancient Indian literature particularly in Tamil, then gave a talk 
and demonstration on the vernal law in music. He took his stand 
in the present exposition on four lines in Sekkizhar on Anayanar, 
mentioning the playing o f the ancient Indian bamboo flute. 
According to the lecturer Lydian Kalyani and the Mixolydian 
Harikambhoji, the Arumpalai and the Kodippalai, were the basic 
modes according to ancient Indian as well as Greek wisdom ; and 
from the basic Harikambhoji, 11990 ragas mutated. Sri Dhanaraj 
circulated printed copies o f his lecture comprising diagram? and 
astronomical equations and charts, which could be had from him 
at Room No. 13, Sai Lodge, Madras-4.

Thanking him the President referred to the work done by the 
late Abraham Pandithar in this line and said that there had 
always been a tradition o f this correlation between music and 
astronomy. Prof. Srinivasan also spoke on the relation between 
music, mathematics and mysticism and conveyed the appreciation 
of the Experts’ Committee to Sri Dhanaraj.

THE ELEVENTH DAY 
31st December 1963

When the Experts’ Committee of the 37th Conference o f the 
Music Academy met this morning with the President, Sri Budalur 
Krishnamuti Sastrigal in the Chair, Smt. Sulochona Pattabhi- 
raman rendered the Dikshitar Navagrahakriti for the day, 
Angarakam Asrayami in Suruti. She also rendered the Tyagaraja 
kriti, Teliyaleru in Dhenuka. The President complimented her for 
the rendering. She was accompanied by Sri Tiruppapuliyur 
Rajam Iyer on the violin and Sri Nagoor Ambi Iyer on the 
Mridangam.

Tanam

Sri Tittai Krishna Iyengar, asthana vidvan of Mysore, then 
read a paper and gave a demonstration on Tana singing as was



done by well-known exponents o f the art o f the previous gene
ration. In his paper he referred to several o f the eminent 
composers and musicians who had blazed the path. Vidvan Budalur 
Krishnamurti Sastrigal then thanked the Vidvan for his instruc
tive exposition.

Namakkal Narasimha Iyengar’s Compositions

Vidvan Madurai Srirangam Iyengar then gave a demonstration 
of some of the compositions and the style o f singing o f his guru 
the late Namakkal Narasimha Iyengar. Accompanied by 
Thiruvalangadu Sundaresa Iyer on the violin and Umayalpuram 
Sivaraman on the Mridangam, the Vidvan rendered a chowka 
Varna o f Namakkal Narasimha Iyengar in Kalyani - Adi. He then 
rendered a ragamalika o f his teacher in Sri, Todi, Kamas and 
Varali and concluded his recital with the kriti in Mandari, 
Enthukipudu chapalamu, as it used to be sung by his guru. The 
demonstration was highly appreciated and Vidvan Krishnamurti 
Sastrigal conveyed to the Vidvan the thanks of the Committee for 
the demonstration.

Rare Compositions of Ramnad Srinivasa Iyengar

Dr. V. Raghavan then referred to the acquisition by the 
Academy o f the manuscripts o f the late Ramnad Srinivasa 
Iyengar through the good offices of the late Kasturi Srinivasan 
and the publication of some rare songs contained therein by the 
Music Academy with the help o f Sangita Kalanidhi Mudicondan 
Venkatarama Iyer. Another notebook o f Ramnad Srinivasa 
Iyengar and his compositions written in Grantha script had come 
into the hands of Vidvan Salem Doraiswami Iyengar, his pupil, 
which contained songs not available in the notebooks mentioned 
previously, one o f these being a rare raga-malika in nine 
ragas. He then requested Salem D. Chellam Iyengar, son o f Salem 
Doraiswami Iyengar who was a member of the Academy’s Experts’ 
Committee, to present this ragamalika o f Ramnad Srinivasa 
Iyengar. Vidvan Chellam Iyengar then accompanied by Tiruppa- 
puliyur Rajam Iyer on the violin and Nagoor Ambi Iyer on the 
Mridangam sang the Navaragaratnamalika of Poochi Srinivasa 
Iyengar in ragas Sarasangi, Saveri, Navaroj, Lai it a, Varali, 
Arabhi, Kamas, Bhoopala and Sri with raga-mudras and chittas-
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varas and beginning with the words Sami nipai. The composition 
was highly appreciated and Budalur Krishnamurti Sastrigal com
plimented the young Vidvan in placing this rare piece before the 
musicians and music lovers.

Gandharva Veda
Sri T. N . C. Venkatanarayanacharyulu o f Guntur, Vainika 

Vidvan, was then introduced by Dr. Raghavan, as an erudite music 
scholar and composer, who had been a member o f the Experts’ 
Committee of the Academy for several years and had been 
recently honoured in his place for his several books and composi
tions. The Vidvan then read an erudite paper in Tamil tracing the 
history o f Indian music from Vedic times. Sangita Kalanidhi 
Semmangudi Srinivasa Iyer in thanking the Vidvan for his useful 
contribution referred to the importance of such scholarly talks 
and papers and stressed the value o f this aspect o f the Academy’s 
annual conferences.

Members’ Day 

THE TWELFTH DAY

1st January, 1964
The Members’ Day o f the Academy as part o f the 37th Confe

rence was held this morning at the premises of the Academy. 
There was a reception to the President of the Conference Sri Budalur 
Krishnamurti Sastrigal, and after breakfast a group photo o f the 
participants of the Experts’ Committee Meeting of the Conference 
was taken.

Experts’ Meeting
At the Experts’ Committee meeting this morning, Smt. A. R. 

Sundaram first rendered Dikshitar’s Ganesa Kriti, Gajavadana in 
Todi and the Navagrahakriti for the Day, Budham asrayami in 
Natakurinji. She was accompanied by Noori Srinivasalu on the 
violin and Tinniyam Krishnan on the Mridangam.

The President expressed his appreciation of the rendering of 
the Navagrahakriti.

Rare Talas
Vidvan Ankiah o f Hyderabad then presented three new 

compositions of Sri V. Krishnamurthi, a modern composer who



has specialised in compositions on different Talas and some o f  
which were on Ramana Maharshi and some on the Ramayana 
theme and written in Telugu and Sanskrit. Sri Ankiah rendered 
a piece in Chachaputa Tala, another in Sama Tala and the third 
in Maharudra Tala. He was accompanied by Noori Srinivasalu 
on the violin and Tinniyam Krishnan on the Mridangam. Sangita 
Kalanidhi Mudicondan Venkatarama Iyer thanked Sri Ankiah and 
then spoke about the importance of Tala Prabandhas.

J avalis

Sri Y. Satyanarayana of All India Radio, Vijayawada then 
read a paper on Javalis with tape-record illustrations. Referring 
to the volume of 30 Javalis edited by Smt. T. Brinda and publi
shed by the Academy, and discussing the points touched in the in
troduction to the above by Dr. Raghavan, the speaker said that the 
name Javali could ultimately be derived from Java meaning speed 
and traced to some dance compositions which figured in proces
sions o f kings or deities on festive occasions. Dealing with the 
history of Javali in Andhrapradesh, he mentioned the names o f a 
number of composers from Andhra. The speaker analysed also 
the melodic and rhythm characteristics o f the Javali as a composit
ion and the nature o f the love theme which figures in it. He 
repudiated the suggestion that the Javali was an erotic composition 
and dwelt on its connection with the padas and also with some o f the 
compositions o f Annamacharya of Tirupati and some pieces in 
Telugu Yakshaganas. Vidvan Budalur Krishnamurti Sastrigal 
thanked the lecturer.

Suladis

Sri Chennakesaviah of Mysore then gave a talk on Purandara
dasa and his Suladis etc., as part o f the lectures arranged in 
connection with the 4th Centenary Celebrations o f Purandaradas. 
The Vidvan explained and demonstrated some examples of Suladi, 
Ugabhoga, pada etc. of Purandaradas, as also his pieces with Jatis, 
Svaras and Madhyamakala setting. He sang also pieces in which 
there was a synthesis of the Bhava of the raga and of the 
sahitya. He mentioned particularly that even in the first snatch, 
the raga was clear in the Padas o f Purandaradas.
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Concluding Function

After thanking Vidvan Chennakesaviah, the President o f  
the Conference Budalur Krishnamurti Sastrigal brought the 
proceedings o f the meetings of the 37th Conference to a close. 
He referred to several of the important items covered in the 
meeting and thanked the Vidvans and scholars, Carnatic, Hindus
tani and Western, for their cooperation and participation in the 
Conference. He also expressed his thanks to the Academy and 
its Executive for the conduct o f the Conference. Sangita Kalani
dhi T. L. Venkatarama Iyer traced the growth of the experts’ com
mittee meetings and said that the work of the Experts’ Committee 
had been built over the past four decades by the cooperation and 
Contribution o f a galaxy o f musicians and scholars. He also paid 
a tribute to Vidvan Budalur Krishnamurthi Sastrigal and his 
kam ing. Speaking on behalf of the participants from foreign 
countries Mr. William Skelton of Colgate University observed 
that the bringing together o f musicians was itself a major achieve
ment and the Conference had been a great intellectual treat. 
Behind the musicians and their art, he said, there was always 
the quiet music loving public who supported the art and the 
artist. For his part he said he would like to come back 
with his students to do more study in Madras. Mr. Haffiz 
Ahmed Khan of Bombay said that he had developed interest in 
Carnatic music long ago and that in recent times the interest 
in it is increasingly growing all over the North, thanks to the 
All India Radio and other bodies; and as for himself he obser
ved that he came, saw and had been conquered by the South 
and her art. He added that emphasis should be laid on the 
aesthetic element particularly because there was an integrating 
factor.

Mr. Aima of Kashmir observed that his music teacher had 
taught him long ago the value of the South and that he was 
glad that he was able to come and see how every one here was 
imbued with sincere desire for music and was anxious to know 
and appreciate other forms of music as well. Sri Veeriah 
Chowdry, speaking on behalf of the Vidvans o f Andhra Pradesh, 
complimented the Academy on the junior concerts arranged in 
the afternoons and wished the Academy long life and success.
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He particularly desired that more Telugu vidvans should come, 
to Madras and participate, so that the necessary polish in the 
art could be achieved by contact with the foremost musicians 
here. Sri Tiruvalangadu Sundaresa Iyer felicitated Sri Krishna
murti Sastrigal and paid a tribute to the Academy which he 
described as an unique institution in the history o f music and 
Sri S. Balachander described the Academy and its large-scale 
music series as truly Pan-Indian and international and he added 
that they were all proud o f the Institution. He made a particular 
appeal to the North Indian friends that there should be greater 
opportunities for the concert-audiences in North India to listen 
to performances of Carnatic music by South Indian artistes.

Sri T. V. Rajagopalan, Secretary o f the Academy, garlanded 
the President Krishnamurti Sastrigal.

Winding up the proceedings Dr. Raghavan in his concluding 
speech stressed the importance attached by the Academy to the 
discussions part o f the Conference and thanked all musicians and 
scholars from different parts of India and the world for their 
contribution to its success. He thanked also the Central Sangeet 
Natak Akademi, Madras State Sangita Nataka Sangham and 
different departments o f the Government o f Madras and the Corpo
ration, A. I. R., the Press, patrons and donors and those who had 
endowed prizes and medals, the musicians who had acted as judges 
in the competitions, the members o f the different sub-committees 
who were in charge of the arrangements and the Boy Scouts 
and Sri S. S. Vasan. He particularly thanked Vidvan Budalur 
Krishnamurti Sastrigal for accepting the Presidentship and 
conducting the conference and Sri K. Kamaraj for opening the 
conference, and unveiling the portrait of the Vice-President 
Sri T. T. Krishnamachari.

Condolences
Dr. Raghavan then placed before the meeting a condolence 

resolution touching the passing away during the year o f  
the following musicians and music scholars: Dr. Arnold
A. Bake of the London School of Oriental Studies, Vedaranyam 
Vedamurti, Needamangalam Shanmukhasundaram, Pattamadai 
Sundaram, Sri Appaswami Bhagavatar of Tirunelveli, Vajapeyulu 
Subbiah Bhagavatar, Katuri Venkateswara Rao, and Bompuda 
Rama Rao.
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Journal •

Dr. Raghavan then announced the publication o f the Volume 
XXXIV o f the Journal o f  the Academy for the year 1963.

The Experts’ Committee Meetings o f the 37th Conference 
then came to a close.

The Sadas
At the conclusion o f the Conference, the Academy held the 

Sadas on 1-1-1964 under the chairmanship of Sangita Kalanidhi 
Semmangudi Sri R. Srinivasa Iyer.

Smt. M.L. Vasantha Kumari sang the prayer. Sri T.V. Raja
gopalan, Secretary read the announcement convoking the Sadas 
and also the messages received for the success of the function 
and the felicitations sent to the President o f the Conference.

Sangita Kalanidhi Sri T.L. Venkatarama Aiyar welcomed the 
President o f the Sadast Vidvan Srinivasa Aiyar, and the Sadasyas.

Then Sangita Kalanidhi Mudicondan Venkatarama Iyer presen
ted Vidvan Budalur Sri Krishnamurti Sastrigal the President of 
the Conference, for the conferment of the title Sangita Kalanidhi.

Vidvan Sri Budalur Krishnamurthi Sastrigal
The Citation

Born at Budalur, Tanjore District, on 28-4-1896 as the son o f  
Sri Sethurama Sastrigal; studied Veda, Kavya and Sastra in the

early stages; had his lessons in 
music under Konerirajapuram Sri 
Vaidayanatha Iyer and Sri Muthiah 
Bhagavatar ; was induced by the 
latter to take to Gottuvadyam; 
has been on the staff o f the 
Central Karnataka College, and 
is now also Principal at the 
Kalakshetra; a veteran among 
the few exponents o f Gottuvadya, 
he received a special recognition 
from this Academy in 1956 and 
the President’s Award for Carnatic 
Instrumental mysic in 19£§,
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The President o f the Sadas then read the Birudu Patra con
ferring the title o f Sangita Kalanidhi on Vidvan Sri Budalur 
Krishnamurti Sastrigal and gave him the Birudu Patra and 
decorated him with the insignia o f the title, the gold medal.

On behalf of the Vidvans and Sadasyas, the recipient o f  the 
Sangita Kalanidhi title, Vidvan Budalur Krishnamurti Sastrigal, 
was felicitated by leading musicians, rasikas and scholars. Sangita 
Kalanidhi Marungapuri Gopalakrishna Iyer, Vidvan Madurai 
Srirangam Iyengar, Sri K. Chandrasekharan and Sri B. Subba 
Rao o f Mysore spoke in praise of the attainments o f Sangita 
Kalanidhi Budalur Krishnamurti Sastrigal and the excellent way 
in which he had conducted the Conference and the discussions.

Vidvan Krishnamurti Sastrigal then spoke acknowledging the 
honour done to him and referred to the services that the Academy 
had rendered in the development o f the music and the mainten
ance o f a high standard. He said that the annual conference o f the 
Academy provided the most important forum in the country for 
musicians and music scholars.

The President of the Sadas then distributed the medals and 
prizes to the winners in the competitions held during the Confe
rence. The Competitors were introduced by * Sri P. S. Rama
chandran.

Dr. V. Raghavan, Secretary, then requested the President to 
give the special awards for the encouragement of young artists in 
vocal music, violin and Mridangam. He made special mention o f  
the Mridangam prize endowed by Dr. Henry Cowell who had 
assigned the royalties o f his Madras Symphony for this purpose.

The Principal o f the Teachers’ College of Music, Sangita 
Kalanidhi Mndicondan Sri Venkatarama Iyer, then presented the 
successful students o f the Teachers’ College of Music, Music 
Academy, to the President o f the Sadas and requested him to give 
away the certificates to the students.

The President o f the Sadas, Sangita Kalanidhi Sri Semman- 
gudi Srinivasa Iyer, then spoke. He first congratulated the
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President o f the Conference Sangita Kalanidhi Sri Budalur 
Krishnamurti Sastrigal, for the successful conduct o f the Confe
rence of the year. He made an appeal to the Government to 
provide employment opportunities for qualified and trained 
musicians in educational institutions. He said that it was not 
only necessary to open schools and colleges for music and to 
train a large number o f artists, but it was also necessary to create 
opportunities for their employment to avoid frustration among 
them.

i -

Sri K. R. Sundaram Aiyar, Treasurer, proposed a vote of 
thanks to the President o f the Sadas as also to others who had 
made the Conference a big success. He referred to the further 
improvements necessary in the direction of the air-conditioning of 
the new auditorium and sound equipment and appealed to the 
friends o f  the Academy to extend their generous help.
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LIST OF PRIZE WINNERS

Competitions Donors Winners

Vocal Music 
(Gentlemen)

P. A. Ramaswami Iyer Memorial Prize 
awarded by Sri P. R. Swami Iyer.

I Prize: Natesa Bharadwaj.

Vocal Musie 
(Ladies)

Rajalakshmi Memorial Prize awarded by 
Sri K.V. Rathnam Iyer o f Kozhumam.

I

II
Prize: K. Maragatham Ruk

mini Ramani.
Prize: C. Suguna & M. S. 

Rama Devi.

Veena Dhanam Memorial Prize endowed by Sri 
M. Sudarsanam Iyengar.

I
II

Prize: G. Kamala. 
Prize: K. Kalpakam.

Modern
Compositions

L. Muthiah Bhagavatar Memorial Prize 
awarded by Sri T. L. Venkatarama 
Iyer.

I
II

III

Prize : M. S. Ramanathan. 
P rize: Rukmani Pushpavanam 

& C. R. Prema.
P rize: S. Meenakshi.

Maharaja Svati 
Tirunal Compositions

Purandaradas
Padams

Murthi Memorial Prize endowed by 
R.K. Murthi Memorial Committee.

Endowed by V.S.S.K., Tobacconist, Jaffna 
(1850-1950).

I P rize: S. Rajalakshmi Ruk-
mini Ramani.

II Prize* Shyamala Venkates-
waran.

I Prize : C. R. Prema.
II Prize: C. Suguna.

I ll Prize: Rukmini Pushpavanam 
Sita Subramaniam - Special Prize 

awarded by Lalitha Bai Shamanna
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LIST OF PRIZE WINNERS

Compositions Donors Winners

Kshetrajna Padas Jeshing Lai K. Mehta Memorial Prize 
awarded by Surajmals

I Prize: Devaki Rangappa.

Pallavi
singing

Dr. Sankaranarayana Iyer Memorial Prize 
endowed by Dr. S. S. Krishnan.

I Prize : V. Sridevi 
II Prize : T. S. Suseela

Sanskrit Compositions The T. R. Venkatarama Sastry Prize 
awarded by Sri T. V. Rajagopalan.

I Prize: R. Hema

Divyaprabandham & 
Tevaram

Sri Vijayaraghavalu Naidu Memorial 
Tiruppavai Prize awarded by Vijaya- 
raghavalu Naidu Memorial Religious & 
Charitable Trust, Edamanal Srikazhi.

I Prize: Nirmal Sundararajan 
11 Prize: Rukmini Pushpavanam 

& T. R. Padmanabhan

Tamil Songs 

Sub-Senior Musician

The ‘Amarar Kalki’ Tambura Prize 
endowed by Sri T. Sadasivam.

V. R. Sambasiva Iyer Memorial Tambura 
Prize awarded by Sri S. Natarajan and 
Sri S. Krishnaswami.

I Prize: Janaki Sundararajan 
II Prize: Natesa Bharadwaj 

III Prize: Seetha Subramaniam 
Chingleput Ranganathan

Junior Musician T. V. Subba Rao Prize awarded by the 
Executive Committee o f the Music 
Academy.

Gomathi Ramasubramaniam

Junior Mridanga Vidwan Cowell’s Prize for the best Junior Mri
danga Vidwan awarded by Dr. Henry 
Cowell, U.S.

A. Jayalakshmi
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60rr6î 16330 ”  sr63r a) Lj006606i£)6b 65rr6agruu(hl<90001. c ĵjSffiasuj/reb 
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THE MODES OF RHYTHMIC EXPRESSION IN  
CONTEMPORARY IND IA N  AND WESTERN MUSIC

Miss Rebecca Stewart
University o f  Hawaii, Honolulu.

Rhythm is motion capable o f being perceived as a succession 
o f occurrences. It implies, in whichever context it is used, a 
series o f  regular or haphazard pulses, seen or heard to be at 
variance with the surrounding medium. Within the framework 
o f the cosmos it is continuous and eternal. Within a more 
specialized sphere, such as music, art or literature, it implies a 
series o f patterned impulses, the criterium for the use o f  the word 
“ pattern ” being the presence o f one or more repetitions o f a 
group of one or more pulses. For the remaining portion o f this 
paper the above definition of “ rhythm ” will be used.

In order to do justice to a subject such as the modes of 
rhythmic expression within Indian and Western, or European 
music, it is necessary that one be an authority on both widely 
divergent systems. At the present stage o f mutual study between 
Indian and Western musicians there are literally only a handful 
that can satisfy this requirement. That being the case I am not 
quite as hesitant about attempting to state a few generalities 
concerning both systems.

It will be my intention, then, to present a short enumeration 
of the present day rhythmic practices within both systems of 
musical expression. Philosophical and historical factors which I 
feel to be of either indirect or direct bearing will be included. I 
shall not attempt to present a series o f parallels in order to 
convince you that a type of amalgamation is possible. This 
responsibility must lie within the realm o f the practical musician 
well versed in both systems.

Traditionally, Western and Hindu metaphysicians have been 
at opposite poles in their conception of the relationship o f forces 
within the cosmos. In his book The Historical Development o f 
Indian Music, Swami Prajnanananda states, “ There is an organized I
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and harmonized system behind the gigantic phenomena of the 
universe and everything in it, the sun, mo.on, stars and satellites 
are unceasingly working through this ordered system, and with a 
motive behind. This...system is guided by a synthetic and 
universal law—that o f cosmic energy or Kali. Rhythm and tempo 
are the inherent categories of that Kali.” This statement implies 
a control from outside, a scheme which is visualized, not as a 
sequence o f minute patterns which, when linked together, form a 
larger pattern, ad infinitum, but as a completely regularized whole, 
the subdivisons of which are only smaller duplications of that 
whole.

According to Heraclitus, a fifth century B. C. Greek philoso
pher, there is a unity in the world but it is a unity resulting from 
diversity. I quote from Bertrand Russell’s English translation of 
his works. “ (The cosmos) is an attunement o f opposite tensions,
like that o f the bow and the lyre In strife opposites combine to
produce a motion which is dominated by a conception of cosmic 
justice which prevents the strife o f opposites from ever issuing in 
the complete victory o f either.

Although it may seem hardly necessary to stress the relation
ship o f these two ideologies to the specific concept of musical 
movement, it cannot be denied that the two rhythmic approaches 
are at great variance and that each system has, historically, kept 
within certain prescribed limits, limits which, only in small part, 
are shared by the other.

Sir Rabindranath Tagore states, “ It seems to me that Indian 
music concerns itself more with human experience as interpreted 
by religion than with experience in an everyday sense. It disen
gages the spiritual from the happenings o f life ; it sings o f the 
relationship o f  the human soul with the soul of things beyond. The 
world by day is like Europen m usic; a flowing concourse o f vast 
harmony, composed o f  disconnected fragments. And the night 
world is our Indian m usic: one pure, deep and tender raga.” 
With specific application to Indian rhythmic expression Tagore 
further states, “ Rhythm is not merely in some measured blending 
of words, but in a significant adjustment o f ideas, in a music o f  
thought produced by a subtle principle of distribution, which



is not primarily logical, but evidential ” In perfect
rhythm the art-form becomes like the stars, which in their 
seeming stillness are never still, like a motionless flame that is 
nothing but movement.”

In order to justify the above quotes, an analysis o f  
the individul elements o f rhythmic expression is a necessity. Of 
primary importance is the existence of a basic time measure which 
is shared by both systems. Traditionally, Western rhythmic 
measurement has been based upon the principle o f multiplication 
of the fundamental rhythmic pulses, and Indian upon that o f 
addition. As an aside, I must state that I feel the Indian system 
of measurement to be more easily understood if  visualized as a 
system o f subtraction which is dependent upon the basic presence 
of a large rhythmic framework—that o f the complete avartan or 
phrase. Nevertheless, both systems employ the basic rhythmic 
patterns of two and three pulses, or duple and triple beats, as 
they are called in the West. From these divisions all further 
elaborations are derived. You must remember that in Western 
music, rhythmic patterns are primarily manifest within the melodic 
and harmonic structure o f the composition. Other than in jazz, 
percussive or drum instruments play a very minor part in our 
serious music.

Secondly, similar tempo or laya classifications are used in 
both system s: fast or druta, moderate or madhya, and slow or 
vilambita. There is, of course, a marked difference in the type of 
application within the separate systems, as you have no doubt 
already observed in the selections played by Mr. Skelton.

Thirdly, we are confronted with the presence o f accent, the 
method by which emphasis in thrown upon a given beat. Though 
it may easily be stated that accent must be present within both 
systems, it is only in the Western school o f composition that it 
is consciously expressed, and within which its function is to 
stress the contrast between the individual beats in a duple, triple 
or compound beat pattern. As an example of this technique, 
there is one compound rhythm pattern in Western music which is 
composed of six beats. Through the use o f regular accentuation 
we may alternately put emphasis on the first, third and fifth 
beats, or the first and fourth beats of the pattern.
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Fourthly, syncopation, though actually a result o f the inter
action between two different rhythmic patterns having different 
tempos or laya, must be considered as a separate entity. Though 
in both systems it consists of a superimposition of a secondary 
pattern upon a primary pattern of beats, within the Indian system 
the purpose is to emphasize the ultimate unity which arises with 
the resolution of this discord, whereas in the Western system, the 
purpose is to intensify the irregularity. I will give an example 
of this later.

In reiteration I shall abbreviate these four aspects o f rhythm: 
the basic duple and triple beat division, the tempo or laya, the 
accented or emphasized beat, and the syncopated structure. With 
these four aspects o f rhythmic expression in mind, and being 
aware o f the words of Heraclitus which stress the concept o f the 
eternal interaction between two conflicting forces, and those of 
Tagore which stress a unity o f the whole and of all the composite 
parts, we shall proceed to examine both systems.

Unlike the highly developed Indian Tala or rhythmic measure, 
which is completely dependent upon the unique properties of 
Indian verse, and which has evolved to its present stage because 
of the traditional method of preserving ideas and events for 
posterity through oral repetition, Western rhythmic measure is the 
direct result of both the evolution of a practical notation system 
and that o f harmony, which is, generally, the presence o f two or 
more voices or instruments performing two or more different 
notes simultaneously. Because with the inception of group per
formance it was most important to know exactly when each singer 
or instrumentalist should change his note, total rhythmic composi
tion became little more than a succession of these minute changes, 
each one capable o f being isolated in form from the next. As 
a result, today there are comparatively few restrictions governing 
the rhythmic unity o f the entire composition. Partially because 
of this freedom, it has become gradually of more importance to 
stress rhythmic variation and conflict, rather than similarity and 
continuity, not only within the several large sections o f a com
position but also between the smallest o f rhythmic patterns.
Mr. Skelton’s words concerning the general ideal for contem
porary compositions may be applied here: If it is different, it
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is great. I shall not attempt to trace the trends in the modes of 
rhythmic expression to the present day. For the purposes o f this 
paper it is only necessary to show to what degree this conflict is 
emphasized in contemporary Western composition. I have no 
recorded examples to show and cannot possibly sing all the parts 
of a performing ensemble simultaneously. Therefore I can only 
give you a general impression. Please use the excerpts played by 
Mr. Skelton for comparison.

In Western rhythmic expression the accent and the duple and 
triple beat pattern must, for the sake o f differentiation between 
pulses, be mutually dependent. This is unlike the Indian tala 
system, wherein individual pulsations are differentiated firstly by 
means o f their irrevocable position within the framework of a 
complete and relentlessly unchanging rhythmic pattern called the 
avartan, and secondly, by means o f the characteristic types of 
sounds or lack of sound which, upon .the rhythmic instruments 
which support all musical expression, occur at predetermined 
intervals. It is within the context o f the rhythmic mode, upon 
which these characteristic sounds and time units are dependent, 
that the idea o f subtraction is seen most clearly. N o matter what 
variety of pulsation is used within this structure, and the list is 
endless, the ultimate point at which the various duple or triple 
subdivisions, added together, must meet, is pre-established. The 
use of the accent is only a matter o f individual preference within 
this tightly organized and unified framework. Extreme variety, 
in the durational values and the sounds, add a depth to the 
pattern which the alternation between stressed and unstressed 
beats, having either legato (sustained) or staccato (short) sound 
duration, could never achieve. Because Western composition is 
oriented around harmonic complexity and has not availed itself o f 
the possibilities inherent in a pitched percussive instrument 
having a wide range o f sounds within its capacity (as in the 
mridangam and the tabla), the system must still be dependent 
upon the basic antithesis between duple and triple tim e: one 
strong beat and one weak beat, or one strong beat and two weak 
beats. As a word of explanation I must state that for the purpose 
of ensemble performance, within the written manuscript a vertical 
line is placed at certain prescribed positions, in order to indicate
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the point at which accented beats should fall. In an effort to 
make the conventional duple and triple beat more complex and 
irregular, some twentieth century composers have devised group
ings o f five, seven, ten and more beats, but these patterns are 
made manifest through the alteration between the accented and 
unaccented beat, so in actuality are nothing but compound rhythms 
based upon a succession of two and three-beat patterns.

Examples are groups o f 3 & 2, 3 & 2 & 2 ,  3 & 3 & 2 & 2 .  
These groupings, as far as length and subdivisions o f the phrase are 
concerned, are similar in structure to a few Indian talas, but in the 
detailed elaboration, they are on a much simpler plane, depending 
entirely on the shift in accent.

In another effort to make rhythmic expression even more 
irregular, some composers have omitted the bar line, which marks 
the regular accent entirely from the manuscript, thus making 
ensemble performance almost impossible and relieving the music 
o f its one remaining feature of regularity—the accent. The 
rhythmic expression becomes nothing more than a series of irregu
larly spaced impulses, and in many cases is dependent upon the 
performer’s interpretation.

Another device is to place the bar lines at irregular intervals 
in the composition so that the accents will appear at first glance to 
be haphazard in occurrence. There will be one or two similar 
rhythmic patterns having one basic accent, replaced by others with 
different pulses and tempi. One example is a short section from 
the Cantato Profano, by Bela Bartok: 
agitato

• we tl be. » w o v -  ed f a  • T k  e r

U  >  d - -

Or from Songs o f  Farewell, by Delius': 
moderato

Of-Te* e-vo^ kost — ad - - Turelt

iJ -O'd J It  J - J J Id J* #
Within conventional rhythmic patterns, the regular beat, 

that of two or three, may be camouflaged or displaced by other 
10
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patterns which do not conform to the indicated scheme. An 
example is a section of the “ Passacaglia” from Peter Grimes by 
Benjamin Britten:
Andante moderato

T1 s
• +  a ♦ a -*- w t  + a ♦ u ^  « a o  ̂ ^ : T"—!!-------- — — r — t  ***

V

» a 3 <• 
o

  ♦  a  3  V

l-P d. Jjf

A very interesting development, and one which adds a new 
dimension to Western rhythmic expression is the use o f two or 
more different accent patterns against one another, by different 
members o f the ensemble. Ravel’s Piano Trio uses beats o f 
three against four:

t
a  a | a 3 1 2 3  1 
i t  I i i |  I I }

Stravinsky’s Petrouchka uses groups o f five against four and seven 
against six i

«'fT[T ♦jFTif'Tj* ̂  ̂  sjs
'*£ i. i  f kb*' * 3 v 1:

T fs l t l  /Talilt i”T
QacBDr^ajqaE

Though the type o f syncopation is purely one of cross accents 
resulting from the superimposition o f  one set o f regular accents 
upon another, tbe fact that at regular intervals the two patterns 
coincide brings this method closer than any other in current use 
to approximating the type o f syncopation used within Indian 
music. Once the laya and the tala are set, an endless number of 
parallel rhythmic sequences may be performed, the only general 
requirements being that firstly, at a predetermined time, the two 
rhythmic patterns resolve themselves into one, and secondly, that 
the rhythm not be changed within the avartan or section. 1 have 
taken an example o f this from my own tabala lessons.

Within a large time unit o f  sixteen matras or beats (the 
particular succession o f sounds being known as trital or tintal
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another sequence o f twelve matras (called ektal) may be played 
twice. This results not primarily in a shift o f accent, though this 
is the only quality a Western notices when first hearing the dual 
pattern, but actually in a subtle displacement o f the types of 
sounds heard. This, obviously, presents an endless number of 
potential variations:

+  . . o 2
Dhin/ Idhin/ / dha/ ge / te re / ke ta / tun / / na/ /

Dha / / I dhin/ / / dhan / / t i l l
3 1

kat / /ta/ /dha / ge / te re / ke ta / dhin/ / na / /

dha/ / /dhin/ / /  dhin / /  dha / / /

_f_ ° 2
dhin/ /dhin/ / °dha / ge / te re / ke ta / tun / / na / /

ta I I  / tin I / / t in  / / /  ta / / /o

0  3 i

kat/ / ta I / dha / ge / te re / ke ta / dhin / /na/ I I I

dha/ /  /dhin/ / /  dhin / / dha / I I I I

Even within this cross rhythm the basic pulse or akshara is never 
once lost or distorted.

There is one aspect o f rhythm which is inherent in every type 
o f manipulation which I have previously mentioned, and that is 
laya or tempo. Though the three divisions o f speed—fast, mode
rate and slow—are generally observed within both systems, here 
the similarity stops. While at certain times in the Indian compo
sition, the laya will be slowly increased, its most common appea
rance is within the individual avartan. At this level it consists 
of a series o f  three mathematically proportionate speeds: Vilambit 
or slow ; madhya, or twice as fa s t; and drut, or four times as 
fast. Because o f this exactly proportionate increase in speed, 
it is always possible to recognize the same underlying pattern o f  
beats throughout the entire composition, thus producing a unity
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in both the detailed and the broad sense. An example is a 
tukrda (a type of rhythmic elaboration) in tin tal:

Dha/ge/te/te/dha/ge/te/te/krda/dha/te/te/dha/ge/te/te/krda/dha/ 
te/te/dha/ /krda/dha/te/te/dha/ /krda/dha/te/te/krda/dha/

te/te/dha /krda/dha/te/te/dha/ /krda/dha/te/te/krda/dha/te/te/ 
te/te/dha/ /krda/dha/te/te/dha/ / krda/dha/te/te/ /Dha/

In vilambit laya, this tukrda takes four avarti; in madhya laya, 
it covers two ; in drut one.

As you have undoubtedly noticed in several o f  the Western 
compositions you have already heard, the tempo may fluctuate at 
random. It may slacken after becoming accelerated, a completely 
foreign phenomenon within Indian music. This brings to the 
medium, already full o f irregular rhythmic units, another device 
for creating disconnected movement. You have heard this in the 
composition Time Cycles by Lucas Foss.

It would not be incorrect to deduce, at the conclusion o f this 
paper, that within the context of contemporary Western composi
tion the actual rhythmic impulse is thought to be, as Deryck 
Cooke stipulates in his book The Language oj Music, a form of 
physical energy into which the current o f the composer’s emotion 
is converted by the act o f creative imagination (just as, without 
the intervention of that faculty, it might be converted into a vocal 
utterance or a physical movement), both o f which are highly 
irregular in structure. As conflict and discord are inherent 
qualities o f human emotion and action, so within the realm of 
Western musical expression, must they be constantly expressed in 
new and increasingly more extreme forms. This fact is made 
obvious in Mr. Skelton’s talk on electronic music.

This motivating ideal could not be more greatly removed from 
that expressed within Indian music. In closing I quote Mr. Tagore 
once again. “ Our music draws the listener away beyond the 
limits o f everyday human joys and sorrows, and takes us to that 
lonely region of renunciation which lies at the root o f the universe* 
while European music leads us to a variegated dance through the 
endless rise and fall o f  human grief and joy.”
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CLASSICISM AND ROMANTICISM IN HINDUSTANI
MUSIC

Kumari Nalini Gajendragadkar
Banaras Hindu University

The term “classical” in Western music was originally applied 
to the ideals o f  the Apollonian cult of ancient Greece which 
stressed clarity of form, purity and objectivity o f expression. 
This ideal is manifest in Hindustani music in the word “margi” 
meaning “ the one leading you on the right path.”

Objectivity, emotional restraint and adherence to certain 
structural principles are terms which may refer to one particular 
historical period in Hindustani music. Within the music o f this 
period refinement and polished presentation of the work of art 
were desired. Though Sage Bharat was the pioneer musicologist 
o f India, it was much later, that music in its regular independent 
solo singing or playing form, came into practice. Because o f the 
characteristics which I have outlined above, the period from the 
thirteenth century to the beginning o f the eighteenth century may 
be called the period of classicism in Hindustani music.

As one o f the previous speakers, Mr. Khan from Bombay, 
has told you about certain aspects of Khayal Gayaki, it was 
during the reign o f Allaudin Khilji, a Muslim emperor, that a 
poet and a musicologist named Ameer Khushroo, tried to intro
duce certain Persian musical forms into the musical world. These 
were known as “khayal,” “gazal,” “kavvali,” “tarana” and 
“khamsa.” Before that, in the thirteenth century, dhrupad form 
had been in vogue. Great masters like Gopal Nayak, Baiju and 
Tansen, who had the ability to present dhrupad in a most appealing 
manner, with great imagination and emotional force, had preserved 
its popularity and enriched the style with ma/ny new additional 
compositions. But, as these masters had no successors of equal 
calibre, the dhrupad form, which had become more or less a dry 
mathematical gymnastic exhibition of tal, without emotional 
appeal, gradually faded out and many ne^v musilal forms came 
into practice. O f these forms “khayal” was the Outstanding one.
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In the fifteenth century the king o f Jaunpur, Sultan Hussen Sharki 
made khayal form even more popular, with modifications and new 
artistic types o f presentation. He added two other forms, namely 
“thumari” and “ tappa.” The formative process o f “ khayal” 
reached its peak in the beginning o f the eighteenth century during 
the reign o f the last Mughal emperor, named Mohammed Shah, 
who had talented musicians like Sadarang and Adarang in his 
court. With the advent o f  these new forms, romantic tendencies 
became apparent in Hindustani music.

The word “romantic” in music means imaginative, original, 
and free style. The general aspects o f romanticism are : 1. Indi
vidualism ; 2. Emotionalism; 3. Subjectivity; 4. Choice of 
popular subjects; 5. Change in poetic form ; 6. Invention o f  
new ragas.

It is interesting to see how the factors o f  rhythm, melody 
structure and texture were manipulated in these simpler forms 
which gradually developed into manifold musical forms charac
terized by various techniques o f presentation. Creation of 
expectation through a gradual development leading to a climax, 
followed by a resolution, may result in an aesthetic experience in 
the presentation of a work o f art. A similar arrangement o f 
“ swar” and “laya” may produce this desired effect in the art of 
Hindustani music. Alap, Bahalave, Meend, Khataka, Boltan, 
Bol alap, Tan, and Saragam are the basic musical ingredients o f  
khayal gayaki, whereas Harakat, Murki, a special type o f Khataka 
and Tan, different from that o f khayal, and Bolbanava are the 
structural components o f Thumari, Tappa, Gazal, Dadara and 
bhajan style. Because o f  its important position within these 
forms, the use of “gamak” in Hindustani music must be explained. 
“ Gamak” isused\ more rarely in comparison with the “ gamak” of 
South Indian musrp, and as mentioned by one o f the previous 
speakers, Shree Sh^inivasJRao, Hindustani music without “gamak” 
may sound flat and colourless to the unaccustomed ears o f the 
South Indians. But the use o f “gamak” is reserved for a specific 
purpose in Hindustani music. For example, the North Indians 
sing “ Aroha” !;>f raga ‘Bhairava* or Mayamalavagowla in tbe 
following manner, without gamak:
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Sa, re, ga, ma, pa, dha, ni, and sa...instead o f singing in the 
South Indian style, as Sa, re“ga, ma, pa, dhaooni, sa. But there is 
“ gamak” in Bhairav which is used in the process o f alap for a 
specific reason. As *jt ^  o c  jfir ^  oo i d p m t  q oc q- Jtqq' ^  o c

*H. This gives the desired effect of “ Raudra Rasa*’ in raga Bhairav 
and makes it distinct from another raga named “ Kalingada” of 
the same notes which is sung in a different manner, as irrpT, tf jt ^

m  sft, stt ^ n , t o  t o  w  sft v ^ t  t o  to * t ,  r »t ift, s t^  »r.

Hindustani music had its origin in folk music—the music of 
the soil, which is most simple and natural in form. For example, 
observe this song from Maharashtra: (i) |

or a lullaby from Gujarat: (2) ^  qhft aft cTl<t
or a song from U. P.: (3) gRozf  ̂ gfafan or again one
other song from Maharashtra:—*n?pn «5T*5.
A keen observation o f these musical forms will make it clear that 
there is a simple type o f discipline in the composition: first a 
statement is made as and as it does not come
back to the middle sa, it creates an expectation which is answered 
in the next line as 3ft fflt l

It is curious to note that most o f the folk songs covered hardly 
four to five notes. They had no complicated variations o f notes 
or rhythm. Most o f  them developed spontaneously through the 
utilitarian motive: the farmers singing to forget their tiresome job, 
the mother putting her baby to sleep, the boatman or fisherman 
singing to drive away his loneliness. Gradually this utilitarian 
motive was forgotten and music lovers tried to make these compo
sitions more polished and refined. One by one there came into 
existence certain well-defined rules for its structural outline. 
Generations o f musicians observed these rules so strictly that 
unconsciously a tradition was formed. This greatly refined 
traditional music may be known as “ classical’* or “ margi sangit.”

Now, as khayal is the most outstanding current form which 
had its beginnings in this classical period, I will discuss that form 
with relation to its gradual development, primarily within the 
areas o f the alap, tan, bandish and tal, and some specific additions 
which have periodically influenced the form.



As a painter tries to give expression to his sketch with the use 
of different colour schemes, in the same way the musician with the 
elaboration of alap, develops the raga to create a particular mood 
or emotional state known as “rasa.” The rendering o f the notes, 
united with the microtonal grace, gives the effect of light and 
shade. As in the dance, every rhythmic movement may not 
convey any precise meaning, but it gives a particular emotional 
experience on the whole. So, in khayal the melodic pattern, 
developed through alap, gives a particular emotional experience. 
According to Dr. B. Chaitanya Deva o f Sangit Natak Academy, 
Delhi, the meaning conveyed through alap is non-referential, as it 
does not point out or indicate a definite object.

In the period o f classicism, the skill o f  the performer was 
judged by how long he sang or played the same raga, and the 
number o f ways in which he elaborated the same note, as— 
f*T ^ ^ ^T—^T,  ̂ H % *r— The musician who had

limited imagination, used to repeat in order to make it more 
lengthy. This resulted in monotony ; and is the reason why 
the famous author A. Huxley said, “ The great artist, you 
say, but does he know when to stop ?”

With the passing o f time, the criteria for judging a skilful 
performance also changed. In the faster pace o f living, no one 
had time to listen to the prolonged process o f gradual develop
ment o f the same raga. The audience wanted more in a shorter 
time. Hence it was he who presented as many varieties as he 
could within a limited period, who was considered to be the best 
performer. This was the first effect o f romanticism.

Another factor o f khayal is ‘Tan’. It may be observed that 
instead of singing the ‘ palatas ’ o f Tan in regular order, most of 
the modern performers sing or play it in an unusual pattern to 
create surprise ; for example, instead o f singing—

w m ,  qqro Hi they will si ng— sit, 
etc. The main aim was to make these tans more unusual and 
strange by creating the effect o f “ chamat kriti,” and “ adbhut ” 
rasa. The same can be said about boltan and saragam.

Concerning “ bandish ” or composition, it may be said to 
consist o f three main factors: (i) the melodic structure or swar- 
rachana, (ii) the text, and (iii) the use o f laya.
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(i) In former times, the compositions had been maintained 
by the students exactly as they were taught by their teachers. But 
often the masters did not teach their students the real composi
tions, as they were afraid that if  they taught everything in the 
exact manner, they would lose their own importance. Naturally 
the students who were not satisfied with distorted forms, took the 
liberty o f changing the melodic structure to make them more 
appealing; as, instead of singing «R srr̂ n it is sung 15 *RTT 
3R 3TRT.

(ii) The wording of the composition enriches its beauty if  
they are appropriate to the mood of the raga. For example, 
observe this composition o f raga Deshkar which is sung in the 
morning hours: “ «H*I t̂ht s ir  ” meaning “ Oh wake 
up. It is morning. Come and listen to Krishna.” Another 
example or raga Lalit-pancham in which a woman, being annoyed 
with her husband, thinking that he has been to her rival, says

This aesthetic aspect of the composition 
was felt more acutely by the modern musicians who were 
strongly influenced by romanticism. They tried to replace the 
distorted wordings o f some of the compositions, instead o f main
taining them in the exact form as taught by their gurus. They 
rendered certain phrases o f these compositions in their alapi. 
These were known as bol alap and bol tan, and they added more 
colour to the effect. Many new poems were composed befitting 
the proper mood o f rasa of the raga. But this experiment was 
not always successful. Except for a few compositions o f the real 
masters and composers like Bade Gulam Ali Khan or Pt. Jagan- 
nath Buva Purohit, many other new compositions did not have the 
depth and serenity o f the old compositions. Moreover, many 
times, the liberty o f changing the melodic structure or the word
ings created more distortion than that contained in the old 
standard compositions.

(iii) Tempo or laya is one o f the factors which helps in 
creating the proper mood of the text in the composition o f a 
particular raga. And the musicians o f the romantic period used 
it with more understanding. For example, the words «r<r

11
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RcT «n, in which a Jogi is requested to stay and not to go, the 
modern musicians sang in vilambit laya. Again the song

which means "O h, lady, go slowly lest you spill the 
water from your pitcher " was changed to vilambit laya from the 
traditional drut laya, by the more modern musicians.

(iv) The factor o f tal was also influenced by the musicians in 
the romantic period. Many unusual and uncommon tals like 
rupak, drut adya choutal and Jumara were made popular by the 
inventive musicians like Shree Kumar Gandharva and Khansahib 
Ammer Khan.

Lastly, concerning the raga, or the theme o f the khayal: this 
is defined by Swami Prajnanananda of Calcutta, as a combination 
o f notes deeply saturated with emotions, nourished by subtle 
sentiments. Shree Ananda Coomaraswamy defined it as " a  
melody mould or the ground plan o f a song through which the 
improvisation is done to create a particular emotional state." The 
old Sanskrit musicologists have described every raga to have a 
certain rasa out o f the nine rasas o f literature. For example Raga 
Shankara, Veera and Raudra rasa, "Mulkauns", "Shanta" rasa. 
But this classification o f rasa in ragas was arbitrary, because the 
aesthetic experience known as “rasasvadan" which these ragas 
create, is non-referential, and differs widely among the individual 
interpretations. To know the difference between the sweetness 
of sugar and that of a mango, one has to taste both. In the same 
way, to know the difference in Karuna rasa of raga Bhairavi, 
Todi, and Jogi one has to feel each, and this experience cannot 
be exactly described in words. It is observed that the same 
raga played on sitar by equally talented and skilful masters 
like Pt. Ravishankar and by Ustad Vilayat Khan, gives a different 
impression to the listener. Thus the modern musicians have 
become much more aware o f the importance o f the artist’s 
personality in the creation of an emotional state in raga presen
tation.

Dash-Laxshan or the ten rules for raga construction, were 
modified with the changing time and “ Ranjaka'tva" or the quality 
pf creating a pleasing effect, became the dominant rule. New

f
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ragas like Jog-Kaunsa, Malvati, Chandranandan, Kohari-Kalyan, 
though they did not fit exactly into the old Dash-Lakshan, or rules 
o f raga construction, the unique combination of notes introduced 
in them and their unusual rendering made them most 
appealing, and gradually they were accepted by most o f the musi
cians. Shree Radha Kamal Mukerji has said, “Art teaches and 
administers not by rules o f morality but by symbols, the imagina
tive transfigurations o f human relations, values and experience. 
On the other hand, custom, law and morality can regulate human 
life and conduct because of the intervention o f art which introduces 
into their working symbols and meaning, reaching society beyond 
existential relations and values.” Thus the laws o f musicology 
could be helpful to the art in making it regular and balanced in its 
progression, rather than making it a slave o f its rigidly restrictive 
form. According to the American philosopher Susanne Langer, 
the work of art is the “presentational symbol.” In the art of 
music, form is the means o f combining the symbols into a unified 
whole. Another American psychologist, Mr. John Dewey, consi
dered communication as an essential task o f art. Thus to make 
the art communicative, the artist has to adopt new symbols, 
because, with the evolving cultures, old symbols fade out and lose 
their significance. With the faster pace of living, modes o f styliza
tion change and most musical forms and rhythmic patterns become 
in turn popular and then gradually wear themselves out with over
development. It is necessary for the modern musician, whether 
he belongs to Agra Gharana or Jaipur Gharana, to preserve his 
art from stagnation, by taking the best out of every school and 
moulding it to fit to his own way of expression, rather than 
discarding the other schools under the pretence o f maintaining the 
old tradition o f his own school. It is important for the artist to 
look within himself and to find his own personality. For instance, 
will he prefer singing “ tarana” like Pt. Vinayakrao Patwardhan or 
“Thumari” like Bade Gulam Ali Khan or appealing “ khayal” and 
bhajan style o f Pt. Omkaranatb Thakur? He must practise accor
dingly in order to specialize in that particular thing. Shree 
Ananda Coomaraswamy said, “The peace o f the abyss which 
underlies all art is one and the same, whether we find it in Europe 
or in Asia.” Like that I may say the aesthetic experience created



through the art o f music which enlarges one’s outlook towards 
life is one and the same whether we find it in dhrupad, khayal 
thumari or bhajan, whether we study South or North Indian 
music.
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A NOTE ON TANA  

Gana Visharada Titte Krishna

Tana is a very important branch of ragalapanct.
Tana is derived from the root tan which means to spread. It is 
defined as that which is used to expand a raga by grouping a 
certain number of swaras in different orders; in other words 
Tanas are permutation and combination of Swaras. Tana is now 
interpreted as an abbreviated form of the word Ananta. 
Rendering o f a raga in madhyamakala with the use of the syllables 
Ta and Na which are believed to stand for Ananta is known as 
Tana. Tananta, Tananna and Tanamna are other forms of Ananta.

Sarngadeva in his work Sangeeta Ratnakara written in 
1227 says that Tanas are murchanas with 5 or 6 svaras. If the 
svaras are sung only in the ascending order, they are known as 
Suddha Tanas. If one to seven swaras are sung at a time in any 
possible combination they are known as Kuta Tanas. Some 
authors are o f  opinion that Suddha Tanas are phrases, wherein 
swaras ascend or descend in a regular order, whereas in Kuta 
Tanas, phrases o f svaras occur in an irregular order. According 
to Govinda Dikshita (father o f Venkatamakhi) author of Sangeeta 
Sudha, each raga has six angas or limbs, namely (i) Akshipti/ca,
(ii) Ragavardhini (iii) Vidari (iv) Sthayi (v) Vartani and (vi) 
Maktayi. Sthayi is the establishment o f the Tana groups on 
the note which is first taken. Collection o f Tanas o f different 
notes is known as Vartani. Tanas containing all the 7 svaras are 
known as Sampurna Tanas and Tanas containing 6,5 ,4 ,3 ,  or 2 svaras 
are known as Asampurna Tanas. The possible prastaras with two 
swaras are only two, with three swaras the possible prastaras are 6 
(3x2). In the same way with 4 swaras the Prastaras are 24 (4x3x2) ; 
likewise with 5, 6 and 7 swaras, the Prastaras are 120, 720 and 
5040 respectively.

According to some ancient works on music Tanas are o f six 
varieties, viz., Chakra Tana, Vakra Tana, Mishra Tana, Malika 
Tana, Gambheera Tana and Vidyuttana. In Chakra Tana swara 
groups are sung in wheel-like patterns. The other terms are self- 
explanatory. There are also other eight varieties of Tanas. Six 
o f these varieties have the names of animals and birds, which

i



have characteristic gaits and are very interesting from the point 
o f view of rhythm. These are Ashva Tana, Gaja Tana, Markata 
Tana, Mayura Tana, Kukkuta Tana, Manduka Tana, Manava 
Tana and Chakra Tana.

Tana is also known as Madhyama k5la, Madhyama kala 
meaning medium speed. This is an aspect o f Ragalapana. There 
is rhythm in Tana. Tana is a welcome relief after an elaborate 
Alapana in vilamba kala. Expert vainikas play Tana in Trikala.

Ragas are divided into 3 styles, viz., Ghana, Naya and Desi. 
The individuality o f certain ragas shines forth when played in 
Madhyama kala. Such ragas are known as Ghana ragas. The 
traditional Ghana ragas are Nata, Gowla, Arabhi, Sriraga and 
Varali. This set is known as Ghana Panchaka. The second set o f 
5 Ghana ragas are known as Dwitiya Ghana Panchaka and they are 
Kedara, Narayana Gowla, Riti Gowla, Saranga Nata and Bowli. 
In Ghana ragas, the Madhyamakala Ragalapanas shine by 
contrast.

Veena is our national musical instrument and when Tana or 
Madhyama kala is played on the Veena by expert vainikas, the 
audience forget themselves in enjoyment o f music. Matanga in 
his Brihad Desi speaks very highly o f Veena. His lines are 
worth quoting: “ A Veena is recommended in order to reach 
regions which are not attainable by vocal music.”

O f late, whenever a Rakti raga (Naya raga) is chosen for 
pallavi and while developing it in a detailed manner with all the 
six limbs o f the raga, it has become a habit o f some musicians, 
particularly vainikas, to follow-up the Tana o f the principal raga 
with short Tanas in Ghana ragas. During a performance when the 
main raga is developed for the hour, the time devoted to Tana 
should be approximately 15 minutes.

On this occasion we can recall to mind the names o f very 
many eminent musicians, both vocalists and instrumentalists, who 
have specialised in Tana. Among the Vainika Vidwans Sheshanna 
o f Mysore, Venkataramana Das of Vizianagaram, Sangameswara 
Sastri, Kalyana Krishna Bhagavatar o f Trivandrum, Karaikudi 
Subbaramaiyer and Sambashiva Iyer, popularly known as Karai
kudi Brothers and Vinai Dhanammal have become household
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names in Veena tradition. While playing the Tanam, Seshanna 
exhibited his extraordinary skill in playing Datu swaras, placing 
the left hand fingers on the 3 strings of the Veena simultaneously. 
This was a speciality with Seshanna. Many western musicians 
like Dr. M. E. Cousins and Fox-Strangways as they listened to 
Seshanna’s music felt transported far from this material world. 
Seshanna had the unique capacity to exhibit our classical music in 
the western style. Venkataramana Das had the title of “ Shatkala 
Chakravarti” and was famous for playing the Tana with 
tremendous speed. Perfection in Veena play could be seen 
when Kalyana Krishna Bhagavatar was playing. Karaikudi 
brothers, exponents of Tanjore Tradition, were famous for playing 
the Tanas on the Veena in Trikala and the continuity o f sound 
produced on the Veena resembled the human voice.

Among Vocal Vidwans who were adepts in singing Tana, we 
can recall to mind the names o f Ghanam Krishna Iyer and Sinayya 
who were adepts in singing Ghanam. Sattanur Panju Iyer o f the’ 
last century was famous for singing all the different types o f Tanas. 
Maha Vaidyanatha Iyer and Patnam Subramanya Iyer were 
famous for singing Raga, Tana and Pallavi in any Rakti raga for 3 
continuous days. Patnam Subramanya Iyer had the skill to sing 
the Raga in all the phases on the first day, Tana on the second day 
and Pallavi with Niraval and Kalpana swaras on the third day. 
Coimbatore Raghava Iyer, Anantharama Bhagavatar, Ramnad 
Srinivasa Iyengar, Tiger Varadachariar, Mysore Vasudevachariar 
were famous for singing Nabhi Tana. At present most o f the 
eminent Vidwans o f Karnatic music have kept up the classical 
purify and tradition in singing ragas in Ghana, Naya and Desi 
styles.

I am thankful to the Music Academy, Madras, its President 
and members o f the Expert Committee for giving me an opportu
nity to say a few words on Tana and to demonstrate the same tQ
the best of my abilities.

Finally I am thankful 
hearing.

patient



ORCHESTRA AND  CHORUS IN ANCIENT INDIA  

Swami Prajnanananda

( Ramakrishna Vedanta Math, Calcutta).

It is generally believed that orchestra as well as chorus are of 
recent origin, and were introduced in India during the British 
regime. But this belief seems to be incorrect, as the Sanskrit 
treatises on drama and music bear eloquent testimony to the fact 
that vrnda-vadya (samaveta-yantra-vadana) or orchestra and vrnda- 
gana (samaveta-samgita) or chorus were current in India even 
before the dawn of the Christian era. We find full description o f 
the Mahavrata ceremony in the Srautasutras, where it has been 
described that the wives of the priests used to sing songs in chorus 
to obtain offspring. The hotr priest used to mount a swing and 
was swung to and fro in order to bring heavenly feelings, and 
unmarried girls used to dance around the sacrificial fire with 
water pitchers, the contents o f which they emptied.1 From this 
it becomes evident that the wives of the priests and the young 
unmarried girls used to sing songs in unison, accompanied by 
dance. Now the songs o f the wives of the priests and the maidens 
in same pitches and tunes might have been known as chorus (samu- 
ha-samgita) in ancient days. Again, we find references in the Vedic. 
literature that lutes (yinas) and drums {puskaras) and other 
musical instruments used to keep rhythm of the dances and songs 
of the dancers and singers, and those combined musical instru
ments were known as musical concerts or simple orchestras^

Pushparshi, the author o f the Puspasutra or Sama-prati&akhya 
has mentioned about ganaglti where he has said : anyataia gana- 
gitibhyah pratistotrxyam , but this reference about ganaglti 
does not mean really group-singing or chorus. In the RamUyana,

' Mohdbharata and HarivamSa, we often come across references"\
about grdUfKsinging of the Brahmins and wandering minstrels on 
the occasion o f the coronation, wedding, funeral ceremonies and

1. Vide J. Gc\nda : Asectics and courtesans (in the Brahmavidya, the
Adyar Bulletin, vol. XXV, pts. 1-4, pp. 78-79. Cf. also Dr. A. B.
Keith : &ankhyayana Aranyaka (London, 1908), p. VIII.

\ ■ m»£L 1 ■- ■
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other sacred sacrificial functions and rites, and they may be* 
regarded as the group-songs or chorus. Though different musical 
instruments were used on different auspicious occasions and in 
wars and funeral ceremonies, they cannot be considered as 
orchestra proper. Yet the practice o f orchestra (samuha-yantra- 
vadana) was in vogue before the Christian era, as we find mention 
o f proper forms of different kinds of orchestra in Bharata’s 
NatyaSastra, composed in the 2nd century A.D. Though contro
versy rages round the exact date o f compilation of Bharata’s 
NatyaSastra, yet most o f the scholars have given their considerate 
opinion that it was composed or compiled during the period 
mentioned above. Thus, as we find mention o f kutapa (vrnda- 
vadya) in the 2nd century A .D ., we may take it for granted that 
it evolved and was in practice before the compilation o f the 
NatyaSastra ofBharata. Bharata on his part has also admitted 
that he composed his NatyaSastra from the materials of the 
Natyaveda, composed by his predecessor, Brahma or Brahma- 
bharata : “natyaSastram pravaksyami brahmana yad udahrtam ” 
(NS. I. 1), and as such Bharata has termed his NatyaSastra as the 
samgraha-grantha, or ‘book o f compilation’. It is said that 
Brahma composed the Natyaveda out o f thematerials of the 
Vedic music, samagana, in the beginning of the classical period 
(600-500 B.C.). Bharata has said,

Sruyatam nStyavedasya sambhavo brahma-nirmitam ||
* * * *

Natyavedam tataScakre caturvedanga-sambhavam ||
Jagraha pathyam fgvedat samabhyo gltameva ca | 
Yajurvedad abhinayan rasan atharvanad api ||

—N.S. I. 16-17.

Brahma composed the fifth Veda (^tamsat srjaparam vedam panca- 
mam sarva-varnikant ”), the Natyaveda, collecting materials from 
the Vedas, Rgveda, Samaveda, Yajurveda and Atharvaveda. The 
Rgveda supplied the text (pathya) o f the Natyaveda of Bharata, 
the Samaveda, the tune or melody, the Yajurveda, the dramatic 
scheme and action, and the Atharvaveda, the aesthetic sentiments 
and moods for drama, dance and music. It has been said before 
that Muni Bharata composed his Natyasastra, collecting materials 
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as well as laws and principles, as prescribed in Brahma’s Natya- 
veda o f the pre-Christian era. Bharata o f the NatyaSastra fame 
has, therefore, mentioned about kutapa or orchestra and samuha- 
samgita  or chorus as well as other ingredients for drama, dance 
and music, in the NatyaSastra, and from them it becomes evident 
that though we find frequent references to kutapa or orchestra 
and chorus in different literature, yet they were prevalent in the 
pre-Christian society, otherwise Bharata would never have written 
the lin e : natya - $ as tram pravaksyami Brahmana yad udahrtam 
(N .S. I. 1).

N ow  it is found that Bharata o f the NatyaSastra fame has 
described orchestra (kutapa) in connection with dramatic 
performance (natyabhinaya). He has also mentioned about group- 
singing or chorus as well as the grammar and science o f drama, 
dance and music. The sculptures and bas-reliefs o f the pre- 
Christian and early Christian eras supply palpable evidences o f 
group recital o f musical instruments (vrnda-vadana) and group- 
singing or chorus (xrnda-gana), as prescribed in ancient India. In 
the Sitabenga Cave in the Madhya-prades'a (2nd century A.D.), a 
dramatic stage has been exacavated, in front o f which there 
exists a music hall and a seat for the players of musical instru
ments, which go to prove that a simple type o f vrnda-vadana or 
orchestra was in practice in the dramatic performances during 
the early Christian era. In one o f the Ajanta Caves (2nd-7th 
century A .D.), a dramatic stage and a stage-room are depicted. 
In front of the stage, some dancing girls (natis) have been painted 
in dancing posture, along with an orchestra to keep rhythms of 
their dance as in actuality. That simple orchestra was composed 
mainly of flutes and drums. On the bas-reliefs o f the railings of 
the Barhut Stupa (2nd century B.C.) are to be found a band of 
players o f  musical instruments as if  engaged in keeping rhythms 
of dance. Usually the orchestra or musical concert consisted of 
some harp-shaped lutes (veenas), drums {puskaras), and cymbals. 
In the paintings o f Bagh (4th-6th century A.D.), we also come 
across scenes o f group-dances and concerts in the Cave Nos. 4 
and 5, consisting o f drums, flutes, cymbals and music sticks, 
accompanying the dances of fair maidens. Again in the temple 
o f KapileSvara (6th-7th century A.D.) at Bhubanesvara, we find a
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grill, containing engraved standing figures o f natas and natls. In 
the middle, there are figures of three natas and four natls. Among 
them three natas are dancing in different gestures and postures, 
and of the four natls, one is singing and the other is playing a 
harp-like lute {veena), while the rest are dancing in unison with 
the concert. A similar scene is also found engraved in the 
Parame^vara temple (6th-7th century A.D.) at the same place, 
wherein one o f the natls is dancing in a sitting posture, the second 
one is beating a damaru-like drum with her right hand, the third 
one is blowing a pipe, while the fourth one is playing on a cymbal 
as if  to keep time in the concert. In different inscriptions, 
specially o f the Magadha and Maurya-Scythian periods, we find 
references o f group-dance, group-singing, concert and orchestra.

Now the question arises whether the scenes o f vrnda-vadya 
and vrnda-gana (orchestra and chorus), as engraved in different 
railings and caves of the Buddhist Stupas and Hindu temples are 
to be termed as orchestra and chorus proper. It is a moot point; 
But it should be remembered in this connection that a definite 
form of cocert and orchestra {kutapa or vrnda vadya) had already 
taken shape in the pre-Christian era, and Bharata has described 
it in the Natyasastra. The music experts and scholars have un
doubtedly made a distinction between a concert and an orchestra. 
A concert, they say, is a combination of voices or sounds or it can 
be said to be a musical entertainment, whereas an orchestra is a 
body of instrumental performers or a combination o f different 
classes o f musical instruments. In fact, a concert is a musical 
emtertainment o f concerted pieces, symphonies, etc., sometimes 
interspersed with songs, performed by an orchestra o f many musical 
instruments.

Now, the term orchestra has been derived from the Greek 
term orcheomai meaning ‘ dance \  In ancient Greek theatres, it 
otood for the space alloted to the chorus of dancers ; in modern 
theatres, the part o f the building assigned to the instrumentalists ; 
and in the modern concert-rooms, the place occupied by the 
instrumental and vocal performers. The word orchestra was also 
used to denote the musicians collectively with the instrumenta
lists, % ttfr'



Regarding orchestra and orchestration o f the ancient Greeks 
and the Western nations, Prof. Percy A. Scholes is of opinion 
that “ the idea o f combining instruments is probably as old as 
instruments themselves, but the principles o f what may be called 
systematic combination (and the art o f orchestration is just that) 
were very slowly realized. ” So the development o f the principles 
approximately spead over four dates viz. 1600, 1700, 1800 and 
1900. These dates were known as (1) the Monteverdi period,
(2) the Bach period, (3) the period o f emergence o f the modern 
orchestra, and (4) orchestration at the beginning o f the 20th 
century. The Monteverdi period is known as the period o f the 
early operas. In the second period, i.e. in 1700 A .D ., some 
instruments were improved and some effective combinations were 
worked out with a growing tendency to standardize the central 
string section exactly as we have it today. In the third period, 
i.e . in 1800 A .D ., a change o f conception came into being. The 
keyboard instruments were outmoded, and the string ones were 
accepted as the invariable basis. In the fourth period, i.e. in 1900 
A .D ., the orchestra became more improved.

“ Between the Hayden-Mozart period and the Strauss p eriod /’ 
says Prof. Scholes, “ have come the work of the later Beethoven 
and of Wagner, and this great expansion o f orchestral media, with 
its consequent enhanced variety, increased dynamic power, and 
greater aptitude for dramatic characterization, represents the 
influence o f the Romantic movement plus that o f the efforts of 
instrument makers during the greatest age o f invention the world 
has yet seen. ”2 Thus we see that in the ancient Greek theatre- 
stages, there were orchestras, but they were only the semi-circular 
or square spaces in the front of the stages, where chorus danced 
and sang, and they were not meant for group playing o f the musical 
instruments proper. Similarly in Hellenistic theatre-stages, in 
Graeco-Roman threatres, in Roman theatres, in Elizabethan 
theatres, in Italian Renaissance theatres such semicircular, 
diagonal or square orchestras were in existence for songs and 
dances, and not for players of the musical instruments. This is 
also true o f the theatres o f modern France and Germany.

92 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XXXV

2. Vide Prof. Scoles: The Oxford Companion to Music (9th edition,
1955), p. 33.



Prof. Allardyce Nicoll also informs us that the main feature 
of the ancient Athenian theatre in the 5th-6th century A.D. was the 
religious plots o f the dramatic plays, accompanied by chorus of 
lyric chants and orchestras, alloted front-spaces for dance and 
song.” Consequently the theatres, says Prof. Nicoll, “ when 
they are created, the chorus could make those elaborate terpsi- 
chorean movements which always were associated with the verses 
o f the lyric chants. * * The bare hillside, then, when the round 
orchestra and the altar was the first theatre known to the Greeks
 The excavations undertaken at Athens by Professor Dorpfeld
have shown that in the original Dionysian theatre, the orchestra 
stood 50 feet to the south o f the present orchestra and had a 
diameter o f 78 feet.”*

In connection with Hellenistic theatre, Prof. Nicoll has said 
further that “ the simple arrangement described above, consisting 
of round orchestra, parodoi, rectangular skene with projecting 
paraskenia and low platform or stage, is all we can confidently 
assert for the earliest Athenian playhouse.” 4 In the Graeco- 
Roman theatres, the orchestra, which had been completely 
circular in purely Greek style, was encroached on by the scene- 
buildings, but always remained more than a semi-circle. In the 
Roman theatre, orchestra was cut sharply in half, also exhibiting 
semi-circle, bounded on the diameter by the front of the stage 
itself, generally styled the hyposcenium (or under-stage).

Thus we find that practice of proper orchestra or group- 
playing o f different musical instruments evolved in later period, in 
the 16th century A .D ., or a little before that in Greece, Rome, 
Italy, France, Germany and other ancient countries. 
There were music-rooms, the halls or seats for musicians and 
players o f musical instruments, and probably from those music- 
rooms evolved the orchestra in the 16th century, as part and 
parcel o f the theatres and dramatic plays.

Though it is a fact that theatre or stage and drama (play or 
abhinaya) are by no means one and the same thing, though they 
stand in close relationship to each other, yet they have each its
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own boundary. “ The theatre,” says Prof. Nicoll, “ extends 
considerably beyond the frontiers o f the drama, while the drama 
similarly extends far on the other side beyond the frontiers o f  the 
theatre.” 5 Again it should be remembered in this connection 
that chorus or group-songs, dance and music were connected all 
with theatre and drama, at least in ancient times. In India also, 
dance, music and concert or musical entertainment and accompani
ment were closely connected both with the stage (ranga-manca) 
and dramatic play (abhinaya). In an engraving o f the Duke’s 
Theatres in Dorset Garden, published in 1673, we find on the 
ledges underneath the two side windows portraitures o f a drum, a 
trumpet, and a violin, “ whence we may conclude that these were 
the windows of the music-room. * * Save for the presence o f the 
music-room, the arrangements were evidently not very different 
from those obtaining at the Theatre Royal.” 5

Again when in late 1600 A.D., theatrical endeavour was 
concerned with the efforts of the scene designers, opera had 
become a fully established form of dramatic art. The orchestra 
platform for the players o f musical instruments was then felt 
necessary for help to the dramatic play, and the well-trained 
orchestras thus provided the musical accompaniment in operas in 
the West in the 16th century. But it should be remembered that 
in India, the germ or nucleus o f geya-natakas can be traced to the 
early 12th century A .D ., when Kavi Jayadeva composed the 
gitinatya, GTtagovinda. The opera in India was not merely a 
fantasia, but was a combination of poetry, music, dance and 
symbolism. The orchestra (samuha-vadya) was also a part and 
parcel of the Indian opera (gitinatya).

But it is a historical fact that orchestra (vrnda-vadya) evolved 
in India in the beginning o f the Christian era, and as has already 
been said, its prevalence is generally proved by Bharata’s Natya- 
Sastra. Bharata has styled orchestra (vrnda-vadya) as kutapa 
Besides kutapa or Indian orchestra, mention o f assemblage o f  
different musical instruments is to be found in different religious, 
royal and domestic functions, but they were not the orchestras or 
concerts. As for example, in the second chapter o f the Natya-

5. Cf. Prof. N icoll: The Theatre and Dramatic Theory (London) 1962,
p .  1 1 .
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Vastra (Kas'l edition), Bharata has mentioned different wind 
and percussion instruments on the occasion of the laying of 
foundation-stone o f the theatre-stage. Bharata has said,

Prsthato yo bhaved bhago dvidhabhuto bhavet sah I
Tasyardhena vibhagena ranga-Sirsam prayojayet II

* * *

3ankha-dundubhi-nirghosair-m rdanga-panavadibhih I
Sarva-turya-ninadaiSca sthapanam karyameva call

—NatyaSastra, II. 35-38.

That is, “ These halves (behind him) should be again divided 
equally into two parts, one o f which will be made the stage (rahga- 
Slrsa) and the part at back the retiring room (nepathya). And 
during the ceremony (o f laying o f the foundation) all the musical 
instruments such as conchshell, dundubhi (drum), ntrdanga 
(earthen drum), panava (small drum or tabor) should be sounded.” 
Then Bharata has definitely mentioned about Indian orchestra or 
kutapa in the second chapter :

Tasmannivatah kartavyah kartrbhir-natyamandapah ||
Gambhlryam susvaratvam ca kutapasya bhavediti I

—NatyaSastra, II. 82-831

“ For (in such a playhouse) made free from the interference of 
wind, voice of actors and singers as well as the sound o f musical 
instruments will be distinctly heard.”

Now, it was customary to represent the kutapa or vrnda-vadya 
after the ceremony o f laying of the foundation stone o f the stage 
and in the beginning o f the worship of the presiding d eities: 
“ sampujya devatah sarvah kutapam samprayujya ca ” (NS. III. 11). 
Bharata has used the word * kutapa ’ in different senses. As for 
example, sometimes as different musical instruments(“ /ara^ca sarva- 
kutapair-yuktanyanyani karayet”-V . 12), and somtimes as orchestra 
or vrnda-vadya. Similarly the commentator Abhinavagupta has 
used the word kutapa in three different ways : (1) “ kutapam-iti 
caturvidhatodya-bhandani ” ; (2) “ caturvidham atodyam kutapam’, ”
(3) kutapah samphetaka-gayana-vadaka-samuhah ”, It should be 
remembered that all these interpretations are correct, as the. word 
kutapa sometimes denotes four kinds of musical instruments like
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tata , vitata, ghana and susura; sometimes orchestra and also 
sometimes musicians and players o f different musical instruments*

Then Bharata goes on to describe the arrangement o f musical 
instruments (kutapa-vinyasa), which was known as pratyahara. 
Besides, he has described avatarana, a&ravana, vaktrapani, 
pari ghat tana, samghotana, margasarita, gitavidhi, parivartana, 
nandi, etc. Regarding the detailed arrangement o f the musical 
instruments (kutapa-vinyasa) and their names, Bharata has said,

Kutapasya tu vinyasah pratyahara iti smrtah I 
Tathavataranani proktam gayakanam niveSanam || 
Parigltakriyarambha arambha iti klrtitah I 
Atodya-ranjanSrtham tu bhaved aSravanSvidhih II 
Vadyavrtti-vibhagartham vaktrapanir vidhiyate I 
TantryojaskaranSrtham tu bhavecca parighattana ||
Tatha pani-vibhagartham bhavet samghotanSvidhih I 
Tantrf-bhanda-samayogan margotsaritamisyate || 
Kalapata-vibhagartham bhaved asarita-kriya |
Kirtanad devatanam ca jneyo gitavidhis tatha ||

“ The arrangement of the musical instruments {kutapa) is called 
the pratyahara. The appearance o f singers is called the avatarana. 
The commencement o f vocal exercise for singing (parigita) is called 
the arambha or beginning. Adopting the musical instruments for 
playing them in due manner is called the aSravana. Rehearsing 
(lit. dividing) the different styles {vrttis) o f playing musical instru
ments is called the vaktrapani. The strings o f instruments are 
adjusted dulyd uring the parighattana. The samghotana is meant 
for rehearsing the use o f different hand-poses (for indicating the 
time-beat). The playing together (in harmony with one another) 
of drums and stringed instruments is called the margasarita. The 
asarita is meant for practising the beat of time-fractions (kalapata). 
And the applications of songs (gitavidhi) is for singing the glory 
of gods.”6

Regarding the arrangement o f different musical instruments in 
the orchestra {kutapa-vinyasa), Abhinavagupta has said in the 
Abhinavabharati: “ nepathya-grhadvarayor madhye purvabhimukho 
mardahgikah I tasya panikau vamatah /  rahgaplthasya daksinatah

6. The English translation of the texts above has been quoted.



uttarabhimukho gayanah /  asyagre uttarato daksinabhimukhasthitQ 
gay iky ah / asya vame vainikah /  anyatra vamSadvara (dhara)-kavit~ 
yevam kutam p a d  kum tapattti iabda-viiesapalakasya natyabhumi- 
kojjvalatadhayinatca vargasya yo vicitro nyasah sa viprakirnaname- 
katra dhaukanatma pratyaharah'* (V. 17). The meaning o f the 
lines is this that the mardahgika is to sit facing east between the two 
doors o f the green-room, the panavika to sit to his left, gayika to 
sit to the south of the rahgapitha, facing south, the gayika to sit 
at his front on the north facing south, vainika to their left and 
two vamSikas to their right. In all, three types of players of 
musical instruments occupy a place in the rahgaSirsa between the 
two doors. The female musicians were also used to be allowed 
to take part in the Indian orchestra. Regarding it, Abhinava- 
gupta has said : “ yadyapi kutapasya vinyasamadhya eva ca gaya- 
kasyabhimukhyo rahgapithasyottarato gQyinya iti gaya{yi)-kanam 
vinyasahy tathapi tvavataranam nama prthaguktam ahganam gita  
(manganagita) - syavafyambhavitvam ranjakavarge khyapayitum 
vivaksate—

“ Yadyapi puruso gayati gitavidhdnam tu laksanopetam\ 
Strivirahitah prayogastathapi na sukhavaho bhavati ||”

—Natyasastra, XXXIII. 5-7.
That is, though in ancient Indian orchestra male players of 
musical instruments were mentioned, yet for pleasing combination 
it was the practice to engage female players also. Elsewhere 
Abhinavagupta has given the definition o f kutapa in this manner; 
“ kutam Sabdam pat it i caturvidhamatodyam /  taUprayoktrjatanca 
tasya \iiesena vyavasthapakanam tatra vi&esena nyaso yatha- 
yogam svara-tala-laya-kaladi-nivetanam  / sa eva pratyaharddirdsd- 
rita-kriyantah paripurno vinyasah /”

Bharata has said that the arrangement o f musical instruments 
(kutapa) used to be made exclusively in connection with the 
presentation of dramas. And for this reason he has said else* 
where:

Vadyesu yatnah prathamam tu kSryah
gayya hi nStyasya vadanti vadyam |

Vadye’pi glte’pi ca samprayukte
natyasya yogo na vinaSameti ||

Natyas'astra, XXXXIII. 270,
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The kutapa consisted o f four kinds o f musical instruments, and 
Bharata has elaborately dealt with them in the atodyavidhi in the 
28th chapter thus (Kas'i ed ition);

Tatam caivavanaddham ca ghanam susirameva ca / 
Caturvidham tu vijneyamatodyam laksananvitarji ||
Tatam tantrlgatam jneyamavanaddham tu pauskaram I 
Ghanam talastu vijneyah susiro vams'a ucyate || 
Prayogastrividho hyesam vijneyo natakagrayah I 
Tatam caivavanaddham ca tatha natyakrtanca yah II 
Tatam kutapa-vinySso gayanah saparigrahah II 
Vaipanciko vainikaSca vamSa-vadaka eva ca || 
MSrdangikah panavikastatha darduriko7 budhaih I 
Anaviddhavidhavesa kutapah samudahrtah l| 
Uttamadhamamadhyabhistatha prakrtibhiryutah I 
Kutapo natyayoge’tra nSnade^a-sama^rayah ||
Evam ganam ca natyam ca vadyam ca vividhagrayam I 
Alatacakra-pratimam kartavyam natyayoktrbhih II 
Yattu tantrlgatam proktam nSnatodya-samagrayam I 
GSndharvamiti vijneyam svara-tala-pada^rayam ||

Natyasastra, XXVIII. 1-8.

From this we come to know that ancient Indian orchestra consisted 
of vaipancika or vainika, varhSa-vadaka, mardalika or panavika or 
dardurika. It can be divided into four main classes, players o f 
lute or veena, flutists, drummers and players of cymbal. The 
players were o f three classes, uttama (best), madhyama (medium) 
and adhama (trite). The orchestra (kutapa) was arranged like 
alatacakra i.e. in a circle. These have been fully dealt with by 
Sarangdeva in the Sahglta Ratnakara (vide III, prakirna chapter).

€ Sarangdeva has said like Bharata that drum, puskara was the 
principal musical instrument in the orchestra s ‘‘ kutape tvava- 
naddhasya mukhyo mardahgikastatah ”. Simhabhupala has also 
said : <(avanaddhasya kutapa eko mukhyo mardahgikahy S'arang- 
deva has mentioned the names o f the drums, which were used in 
the kutapa or ancient Indian orchestra, and they were panava, 
dardura, dhakka, mandi-dhakha, dakkuli, pataha, karata etc. Besides

7. Different reading—darbhariko.

98 THE JOURNAL OF THB MADRAS MUSIC ACADEMY [VOL. XXXV



Pts. i-ivj O R C H ESTR A  A N D  CH O R U S IN  A N C IB N T  IN D IA  99

them, he has also mentioned the names o f other musical instru
ments, which were included in the kutapa.

S'arangdeva has described the natya-kutapa i.e. combination 
of musical instruments (meant for drama.) The mtya-kutapa 
was divided into three classes according to their merits, and 
they were uttama (best), madhyama (medium) and adhama (trite). 
Simhabhupala has said : “etesam patranam uttama-madhyamadha- 
matvena kutapasyapi traividhyam .” When these three types of 
kutapa were used to be combined, they came to be known as vrnda 
or combination (or cluster). The combined musical instruments 
or instrumentalists (vrnda) were in their turn divided into best, 
medium and common. (1) The best type o f vrnda consisted of 
four main singers, twelve accompanying singers, four flutists and 
four drummers; (2) the medium type o f vrnda consisted o f two main 
singers, four accompanying singers, two flutists and two drum
mers ; (3) the commonplace (kanistha or adhama) type of vrnda 
consisted o f one main singer, three accompanying singers, two 
flutists and two drummers. Regarding them, 3arangdeva has said 
in the Sangita Ratnakara :

Gatr-vadaka-samghato vrndam ityabhidhiyate |
Uttamam madhyamamatho kanisthamiti tat tridhS || 
Catvaro mukhyagataro dvigunah samagayanah I 
Gayanyo dvada^a prokta vamSikanam catustayam ll 
Mardangikesu catvaro yatra tad-vrndam uttamam II 
Madhyamam syattadardhena kanisthe mukhyagayanah II 
Ekah syat samagatarastrayo gSyanikSh punah I 
Catasro vamsikadvandvam tatha mardalikadvayam II

S.R. III. 203-206.

According to Bharata, these vrnda or combined musical instrument 
players and musicians were called kutapas or orchestras : “ aha 
vrnda-viiesam tu kutapam bharato munih ” (S.R. III. 211), though 
Sarahgdeva holds a different view to some extent. S'arangdeva 
has sa id : (tanyadapi vrndam kutapakhyam matantarena ” (cf. 
commentary o f Simhabhupala). According to him v^nda, known 
as kutapa, was really the natya-kutapa (orchestra proper) and 
exclusively meant for use in dramatic performances. S'arangdeva 
has further said that the natya-kutapa used to be formed out o f



different persons, expert in the arts o f abhinaya, ahgahara, 
man dal a as well as in the arts of dances like tandava and lasya, 
which were also current in the countries like Varata, KarnSta, 
Lata, Malava, Gauda, Gurjara, Mah&rastra, Andhra, Anga, Vanga, 
Kalinga, e tc .:

Varata-lSta-karnata-gauda-gurjara-konkanaih/ 
Maharastrandhra-hammlra-caulair-malaya-malavaihll 
Anga-vahga-kalihgadyair-nSnabhinayakovidaih/ 
Ahgahara-prayogajnair-lasya-tSndava-kovidaihll 
Vicitra-sthanaka-praudhair-visamesu sudik^itaih/ 
Natyasya kutapah patrai-ruttamadhamamadhyamaih ll

— Ratnakara, III. 221-223.

It has already been said that the natya-kutapa was also divided 
into three classes, best, medium and commonplace: etesam
ca patranamuttamamadhyamadhamatvena kutapasyapi traividhyam.”

Simhabhupala has used the term vrnda and samuha oisamghata 
to mean * collection ’ : “ samghatah samuho vrndamucyate ” .
The vrnda or samuha-vadya was also o f different classes, such as 
kutapa-vrnda i.e. collection o f different musical instruments, 
vamiika-vrnda i.e. collection o f flutes only, gayani-vrnda i.e. 
collection o f singers, kolahalakhya-vrnda i.e. collection o f various 
musical instruments.

It has been said before that besides orchestra (kutapa) chorus 
{vfnda-gana) was also in practice in ancient India, in connection 
with dramatic performances. The chorus used to be produced by 
different musicians, both male and female, and was known as 
* gayani-vrnda ’. These musicians remained always attached to 
the dramatic plays or abhinaya. The expert musicians used to 
produce songs in unison, and they were accompanied by different 
musical instruments. The gayani-vrnda and the kutapa-vrnda were 
in touch with each other all the time. The gayani-vrnda was also 
divided into three classes, best, medium and commonplace. 
The best type o f gayani-vrnda consisted o f two main singers, ten 
accompanying singers, assisted by two flutists and two drummers. 
The medium one consisted of one main singer, and four accom
panying singers, assisted by one flutist and one drummer. The 
commonplaee one consisted o f half o f the number of the medium
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one. Some are o f opinion that according to Bharata, the gayarii- 
vrnda, vam&ika-vrnda and such other vrndas were also known as 
kutapa : “ aha xrnda-vi&esam tu kutapam bharata munih ” . But 
it is a fact that though the gdyani-xrnda or the musicians in the 
gayarii-xrnda were accompanied by different musical instruments 
and were connected with the dramatic plays, yet they used to 
sing songs for the drama in unison, which was nothing but chorus 
(samuha-samgita or vrnda-gana). Like kutapa or orchestra, the 
musicians used to create the ethos in dramatic plays. The vamtika- 
vrnda were composed only o f flutes, and consisted o f o f one main 
flutist and four subsidiary ones.

Ekah syad vBms'iko mukhyas'catvaro’ syanuySyinah I
Vamsikanamiti prayastajjnair-vrndo nigadyate ||

—Ratndkara, VI. 667.

As has been said before, opera (geya-natya or gtti-natya ) 
evolved in India in the early 12th century A.D., even before the 
time of &arngdeva, who appeared in the early 13th century A.D., 
and palpable evidence in its support is the Astapadt or Gitagoxinda- 
prabandha-gdna of Thakur Jaideva of Kenduvila, in West Bengal. 
All over the world well-trained orchestras provide the musical 
accompaniments in opera plays. In opera, dance is only incidental, 
and the dramatic action and conversation (abhinaya) take promi
nent role. In South India, different operas (geya-natakas) were 
written by great composers in different times. The Charitrams, 
written in songs and verses, were produced as opera. The charit
rams were known as the geya-charitrams. It has it been said 
by Prof. Sambamurthy : “ A well-trained orchestra is absolutely 
necessary to provide the music accompaniment in operas. * * 
In a properly balanced orchestra, constituted with an attention 
to tone-colour effects, it is possible to achieve brilliant results. *%1 
It is thus found that an orchestra is necessary for an opera or 
geya-natya.

Prof. Sambamurthy has further said : “ Kutapa is the term 
for orchestra in ancient Indian music. There are references to 
tata-kutapas or stringed bands and avanaddha-kutapa or bands of 
drums. The kutapas provided musical accompaniment to the 
dramas in ancient times. In late times, the term sahglta-melam
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came to be used to denote orchestras, playing classical music. The 
orchestras, designed to play folk music, were called by such 
names as naiyandi-melam, wumi-melam , etc.”8

ing the existence of orchestra and chorus, accompanying dance 
and drama, are found in the sculptures and bas-reliefs o f  
different Buddhist Stupas, railings and gates, monasteries and 
Hindu temples o f ancient India. Evidences are also discernible 
(1) in the paintings of the Ajanta Caves, in one o f which is 
depicted a theatre stage and green-room with a dancing girl, 
dancing with her attendants, and female musicians are keeping 
the rhythm of the dance; (2) the theatre-stage and green-room hewn 
out of rock at the Sitabenga-Cave, in front o f which is the figure 
o f a female dancer dancing, and a drummer and a flutist are 
keeping the rhythm of the dance ; (3) representations of dancing 
figures on the Barhut railings; (4) the vrnda-vadya and dancing 
figures as well as the figure o f a dancer and female players of 
musical instruments at the Bagh Cave paintings are worth 
mentioning. The orchestra-party and the dance-motif of a 
dancing girl (natl), as depicted in the Pawaya at Gwalior o f the 
4th century A.D. is also very significant in this context. The 
orchestra, as depicted here, consists o f a sarode-like veena, one 
harp-type of veena, flutes, drums and cymbals. From all these it 
is evident that a simple form o f orchestra was in practice in 
ancient India, approximately in the 2nd century B.C. The modern 
type o f orchestra evolved in India in the beginning o f the 
British rule, as it has been fashioned after the orchestration 
in the West. But that does not mean that there was no 
orchestra in India before the British came. India had orchestra 
and chorus of her own, and that orchestra consisted o f purely 
Indian musical instruments, based on melody and melodic

7. Cf. Prof. Sambamurthy: History of Indian Music (1960), pp. 83-84.
8. Ibid., pp. 86-87.

It has already been mentioned that genuine evidences regard'

elaboration.



A NEW VISUAL NOTATION FOR IN DIA N CLASSICAL
MUSIC

N. M. Adyanthaya, B.Sc. (Edin.)

Several attempts have been made in recent times to devise a 
suitable notation for classical Indian music but none o f them has 
been successful presumably because they all lacked in something 
or other which militated against a general acceptance by musi
cians and musicologists. One of the earliest of such attempts 
was by Shri T. M. Venkatesha Shastri who, in 1892, adopted a 
Chart System of 13 squares in which each square represented 
the flat or sharp variety of swaras. This notation did not 
satisfy fully the musical requirements of classical music and 
never came into general use, apparently because it was difficult 
for the eyes to scan 13 squares at a time and there was no 
provision to cover shrutis. Other attempts by writers like 
Rev. Popley, Abraham Pandithar and others have also been 
unsuccessful.*

In 1960 Mr. Howard Boatwright o f U.S.A. published a book 
of Staff Notation for Indian Music. This notation also is, in my 
opinion, unsuitable for vocal music for several reasons because, 
in common with the earlier notations, it also suffers from 
certain shortcomings, inasmuchas it is not easy to read and 
sing since the words o f the song or composition are far away 
from their Swara notations and symbols and the tonal varia
tion and Shruti intonations, which are the life and soul of 
classical music, are not symbolised. At the best this notation 
may be acceptable to instrumentalists, despite its cumbersome 
marks and symbols.

Recently however a music teacher o f Mangalore Sri Srinivasa 
Udupa B.A.,B.L., has published some books on Music intended 
for Primary and Secondary Schools, in which he has adopted a

=$In 1893, December appeared the first issue of Oriental Music by 
Mr. Chinnaswami Mudaliar in which this pioneer musicologist had given 
Carnatic songs in Staff Notation.—Ed. V.R.



chart system o f 22 squares, each square representing a shruti 
serially numbered from 1 to 22 according to the number of 
shrutis in an octave. Though commendable for teaching music 
in Elementary Schools, it suffers from the same defects as the 
earlier notations since the eye cannot scan 22 squares at a time and 
reading becomes difficult. The scope o f  this notation is, there
fore, limited.

The present writer, as a vocalist, has tried to follow the 
various notations, including the letter notation systems in general 
used both in the North and South of India and he is convinced 
that the existing systems are inadequate to preserve the most 
important aspects o f Indian Classical Music, namely the 
merging o f Swaras and Srutis and the production o f gamakas 
and sound flextures relatively to the words o f the song or compo
sition. With a view to remove this lacuna in our musical system, 
I have developed a new visual notation based on the seven square 
Chart system in which the merits of the earlier systems have been 
retained minus their defects and a few new elements have been 
introduced to enable any one with an elementary knowledge o f  
Swaras to read music. It may also be written to enable even 
beginners to practise music even from the beginning o f Swaravali 
exercises. The nptation is flexible enough to allow further 
improvements by musicians o f merit and thus preserve for future 
generations along with Tape recording, some of the most intri
cate and transcendental sound flextures and renderings o f Ragas 
and compositions o f our musical giants who are passing away 
one by one without leaving any trace o f their high art for want 
of an adequate and suitable notation.

The notation opens up a vast field o f development o f our 
melodic system along harmonic lines, by making it possible to 
write or compose vadi, samvadi and anuvadi chords along western 
lines and thus fill in the missing link in our system.

The notation is fully described below in visual charts and 
figures 1 to 10.
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Charts 1 and 2

Ascending Tempo
I Bilampath Tempo II, Descending Twice

To C TT S a £
^  B  Pr Ni 7 

DKa 6 
5  G ^  Pa 5 

F  M a  4  

i*  E *T 6 a  3 
,© DR: Ri 2 
o> C Sa 1

P tS. I-IV] A NBW VISUAL NOTATION 1 05

Hin d u s t a n i  Em AN
R A G A  

A IL  TE E V R A  OR 
SHARP SWARAS •

©

©

- e e - C A R N A T I C  
KALYANI R A G A  

• ALL TEEVRA OR 
^ H A R V  SWARAS

■ © ©

ALL K O M A L OR 

FL A T  SW ARAS 
HINDUSTANI 
B H A IR A V I  (• )  

R A G A q

ALL KOMAL OR F L A T  
S W A R A S  

O  C A R N A T IC  THODI 
R A G A

©

Chart 3, Symbolising Komal, Teevra and Ati teevra Swaras and pause.

Ni

Go.
S i
S a

As c e n d i n g  B il a v Al  /
OR C A R N A T IC  
shankrrrbaranJ^  
RAGA IN WHICH /  
MADHVAMft I S ®  
SHUDDaNAQ'

/

© ^ - ©

©

^ - d e s c e n d i n g  e m a n d r

4  K A L Y A N I  R A G A
\  IN  W H IC H

•  M A D H Y A M A  IS 

t e e v r a  Ma.

\

*
1 4
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Charts 4. Symbolising Ati-komal and Ati-teevra Svaras and Meend or 
glide. Hindustani Shree Raga in whieh Re is Eka Sruti and Ma 
is Chatusruti.

Charts 5 and 6. Symbolising'Ati-komal or Eka Sruti Ga in Hindustani Todi 
Raga and Carnatic Shubhapantuvarali Raga and also 
showing Gamaka and chain Tanas and prolonged words 
or pauses.

Charts 7 and 8. Symbolising Svaras and words in two Scripts in Tempo 1 
Vilambakala Eman Raga Teen Tala of 16 matras.

R E P E A T

id

R e p e a t \

1st Part of Asthayi in Hindi 
3  5  R *  %

3  S * RT
2nd part of Asthayi in next.
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Tempo I Bilampath tritala 16 matras Asthayi-words in Hindi Script as above

Raga Eman, Carnatic Kalyani 
Chart 8 (Continned)
2nd part of Asthayi of 
Chart 8 in Eman Raga

o> 5
at EX 

at C/iOb at
1 1  
5  S J  2

%
3

S>
Sk

8
Tv

tS
tjo # 7$ T h a l a

• • •  ̂ • •

TJutS 2

Antara may be notated in 
the same way mostly in 
Uttaranga or upper tetra- 
chord.
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Chart 9

|Iu I3'45H 89I0H

Chart 10

Examples of formation of harmonic chords as anjaid to composers •*r«» 
of Instrumental music.

P."

Brief description o f  the visual chart notation

The Chart consists o f 7 horizontal lines and squares on a 
graph paper. Each horizontal line represents one Swara out o f  
the 7 Swaras of the diatonic scale Sa, Ri, Ga, Ma, Pa, Dha, Ni. 
Thus the 1st, 2nd, 3rd, 4th, 5th, 6th and 7th lines stand for each of



r - /
O  &

the above Sapta Swaras. These are the usual serial numbers 
given to the Sapta Swaras and are easy to remember and locate 
by sight since the eye can scan the entire range o f 7 lines. This 
is illustrated in Chart 1. The chart contains also vertical lines 
enclosing squares between them. Each square horizontally 
represents time measure of one Matra or four Akshara kalas which 
is a basic rhythm in Indian music. Vilamba or slow tempo is when 
music moves at slow speed of one square for each Swara or letter 
of the song and this is written in the Heading of the Song in 
Roman letter I.

II Madhya laya -  is double speed of I.

III Drut or Fast laya is double o f II.

Thus when music o f the melody type moves in vertical 
direction of higher or lower pitches or Srutis and also in the 
horizontal direction with respect to time measure it takes a curve 
pattern and gives a visual picture.

Chart 1 : Chart 1 illustrates: how the Swaras and
Srutis are represented in the Chart. All teevra or sharp 
swaras are marked on the respective lines with a dot or large full 
stop O at the top right hand corners o f each square, Shadja and 
Pancham being fixed and unchangeable Swaras are marked with a 
dot and a circle around like a Bull’s eye thus Q  . This can 
easily be distinguished while reading from the notation.

Chart 2: All Komal or Flat swaras are marked on their 
respective lines with a round undarkened Circle thus O (without 
filling). This is illustrated in Chart 2 both ascending and 
descending in one avarta o f 16 matras.

Hindustani and Carnatic Music systems employ not only 
Teevra or sharp and Komal or flat swaras but also Srutis or 
microtones which are slightly higher or lower in pitch than the 
above Teevra or Komal swaras in certain Ragas and Compositions 
under different names and nomenclatures. These are represented 
as follows

Srutis higher than the Teevra swaras on their respective 
lines are marked with a horn or stem on the top o f the dot or
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fullstop — thus frv Srutis lower than Tlvra thus Q. Similarly 
Srutis higher than Komal. Circles on their respective lines are 
marked with a stem on the circle, thus S', stem S higher : q  stem 
lower. Thus all the 22 shrutis o f the gamut and some more are 
represented in this notation for aesthetic purposes ; but in the 
majority o f  Ragas and Compositions only two dots and two 
circles with stems are required.

These are fully illustrated in the following charts from 
1 to 10.

Chart I :—Chart 1 illustrates all Teevra or sharp Swaras, how 
the Sapta swaras are serially numbered and how each is marked 
on the respective lines. The Swaras can be sung progressively in 
one circle of 16 matras or squares.

In Vilamba Kala I—While ascending or descending all are 
Teerva swaras.

Chart 2:—Chart 2 illustrates all Komal Swaras in the ascend
ing and descending order on their respective horizontal lines. 
For this purpose Teevra swaras or dots may be regarded as 
Chatusruti swaras o f the Gamut and all Komal Swara circles may 
be dvi-shruti intervals of the Gamut. This is only for uniformity 
of nomenclatures in the North and South o f India.

Chart 5:—Illustrates Hindustani Bilawal Raga and Carnatic 
Shankarabharana Ragas in Arohana only and [Hindustani Eman 
and Carnatic Mecha Kalyani in Avarohana only (descending).—

Chart 4 :—Illustrates the use of Srutis higher than Teevra 
or lower than Komal in Arohana or Avarohana o f Hindustani 
Sri Raga in which Ri is lower than circle O and Ma is higher 
than dot.

Chart 5:—Illustrates Ati komal Gandhar o f Hindustani Todi 
Raga and o f Subhapantuvarali o f Carnatic system in which Ga is 
lower than circle.

Chart 6 .—Illustrates how the Swaras are joined crosswise, 
diagonally, while ascending and descending whether in a meend 
or glide or in a Gamaka or prolonged syllables or in chain or saw
tooth Tanas etc,
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Chart 7.—Illustrates how the words o f the song or composi
tion can be written above the Swara symbol in two scripts (if 
necessary) since the empty space above the Swara can be used 
with advantage so that reading and singing are made easier.

Chart 8 .—Illustrates actual example of a composition in 
Tritala 16 matras in Vilamba laya (I laya) in two scripts namely, 
Hindi and Canarese in Eman Raga.

Chart P.—Illustrates actual song in Japtal 10 matras madhya 
laya tempo II o f Hindustani Boop and Carnatic Mohana Raga in 
two scripts Tamil and English Roman script.

Chart 1 0 — Illustrates how harmony can be introduced into 
our music by composing chords formed of consonant, dissonant, 
(direct or indirect) Vadi, Samvadi relationships, since the 
chart notation permits of such simultaneous notes in Violin, Veena, 
Sitar or other instruments.

This I submit to the Conference o f Experts of the Madras 
Music Academy for approval, correction or improvement o f the 
Notation. If generally approved a book of 50 Ragas and 
compositions suitably notated will follow.



MELODIC PERCEPTION

Dr. B. C. Deva, New Delhi.

Sometime or other we must have asked ourselves the ques
tion, “ How is it that a set of notes held together become a 
tune ? What is the mechanism that binds them together ?” These 
are indeed very fundamental and difficult questions. We shall 
try to find a few answers in the phenomenon o f perception.

Essentially perception is the ordering o f sensation. The 
various stimuli like light energy, sound energy, pressure, etc. fall 
on an organism. The organism experiences these as sensations. 
These sensations are organized into ‘ recognizable’ patterns. 
This process is, in short, the method o f perception. We know 
that sound energy falls on our ear in the form of a pressure wave. 
The ear transforms these into electrical impulses. These are sent 
to the brain when ‘ sound ’ is heard. A person then says that he 
has heard a ‘sound’. A repetition o f the « same ’ sensation is 
given a name as a * swara ’, a * word *, etc.

We shall examine some o f the underlying factors o f percep
tion which are at the base o f the organization o f  sensations into 
patterns.

1. Proximity i The stimuli reaching us must be close to one 
another in space or time. For instance see Fig 1. The two stars

* * *

Fig. 1.

On the left are grouped together and the one on the right is left 
off isolated. In a similar manner, notes nearer one another are 
easy to perceive or sing. If you are given the notes Sa, Re, 
Pa, Dha, Sa, Sa and asked to arrange them into a pattern, most 
probably you will arrange them as SaRe, PaDha, SaSa and not as 
Sa, RePa, DhaSaSa. This is because Sa and Re, Pa and Dha are 
closer to one another than Re and Pa or Dha and Sa.
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2. S im ila rity : When we have for instance a group of dots 
and crosses as in Fig. 2, what is the pattern we see at a first 
glance : rows o f dots and rows of crosses.

x x x x x x x x x x  

X X X  X X X  x x x x

Fig. 2.

This is because we tend to group similar things together, 
though other patterns are possible in this figure. Similarly notes 
in similar octaves are grouped together, as Sa Re Sa Sa, Sa Re 
Sn Sn. You will not sing them as Sa Re Sa SaSa, Re Sa Sa. 
Similarly in a set o f notes like Sa Re Sa Sa Pa Dha Pa Pa you 
will tend to group them into patterns as Sa Re Sa Sa, Pa Dha Pa Pa, 
for such groupings are similar. This perhaps is also the basic 
principle in the construction o f alankar.

Perhaps this is also the essence o f samvadi in a raga. What 
the * vadi ’ does in its tetrachord (ang) the * samvadi ’ does in its 
own. If the vadi is Ga and * samvadi * Dha, then it is very probable 
that Ga Ma Re finds its counterpart in the raga as Dha ni Pa. 
Both tone groups are sim ilar in musical intervals.

3. Continuity: When a set o f dots are ‘in a line* or follow  
a ‘curve’ they are more easily perceived. Similarly a straight 
movement (saral tan) is more easily grasped than say meandering 
movement (vakra tan). Compare Figs. 3 and 4.

4. Closure: A most important factor o f perception is 
closure. Even when a pattern is not completely seen or heard, the 

15



mind supplies the necessary details and perceives a whole. See  
Fig. 5. It is the picture o f a hand. However, if  you see critically

you will note that the lines are not 
fully joined. There are small gaps. But 
you still perceive the figure to be 
that o f a hand. This happens in 
hearing also. Speech and music often 
can be very much disturbed and 

Fig. 5 distorted, as in an old gramophone
or a noisy radio. Yet you can perceive what the word or 
song is.

By receiving a set o f stimuli o f the ‘same’ nature again and 
again, we learn to know their relations and remember their 
pattern. Thus by hearing the same type o f musical intervals, we 
begin to perceive their inter-relations* and patterns which we call a 
*raga\ This whole pattern becomes a constant ‘whole’ for us. 
We have now in our minds the whole and not the individual 
pitches. That is, we have given this group of notes and their 
relations a ‘constancy’ and called it a raga. This is the reason

x i x . x , x . x — (a)

x . x . x . x . x — (b)

Fig. 6.

why we can recognize a raga to be the ‘same’ even when sung in 
different keys. See Fig. 6 (a) and (b). We can easily see that 
(b) is only tho ‘same’ pattern (a) transposed to the right. Analo
gously we can say (a) represents Sa Re Ga Ma in one octave and
(b) the ‘same* notes but in a different octave. The tonal 
relations or intervals are treated as ‘ constant’ and transferred 
en masse.

Adhara S ad ja : We have just seen that a set o f dots or sounds 
can be built up into a pattern. In music such a pattern is called
a tune or a raga. One o f the most important facts that we have
to note is that such an ‘organisation’ of sound requires a base 
which holds the tones together, like the foundation for a building.
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This is the tonic (adhara svara) which we call the sadja. It 
holds the other six notes together. Thus any sound can get 
sadjatva and become the tonic which is the basis of tonal organi
zation. When we use a tambura or any other drone (adhara nad), 
we are giving an external form to this tonic.

While the above factors are some of the simple psychoacous- 
tical factors, the major problem is the integration o f these into a 
melody. It would be worthwhile considering the fact that 
integration involves the relation of the past event to the present, 
and perhaps a foresight o f the future. In other words, the percep
tion of music, as any other perceptive process can be defined 
statistically in terms of the probability and order of occurrence of 
any musical element.

This is a problem in the study of message and the information 
theory and cybernetics provide ample scope for work. The field, 
new and inviting, is vast and intricate. The problem is only 
referred to here as well worth a study.

The interested reader may refer to the following

1. Deva, B.C., Raga Rupa, Jl. Mus. Acad, Madras. XXXIII,
1962.

Deva, B.C., The Psychology of Drone in Melodic Music.
Bull. Decc. Coll. Poona, 1950

2. Pinkerton, B.C., Information Theory & Melody,
Scientific American, Vol. 194, No. 2, P. 77-87.

3. Ramabhadran, G .N., The Mathematical & Psychological
Probabilities in Music Composing.

4. Shannon C. E. & Weaver, W. W., The Mathematical
Theory o f Communication. (University of Illinois
Press, 1949)



A COMPARISON OF VISUAL AN D AUDITORY  
PERCEPTION IN MUSICAL EXPERIENCE*

G. N. Ramabhadran

The pitch o f sound waves is a physical reality while the 
‘svara’ is a concept. Similarly, the sequence o f notes in the melody 
is the physical reality related to the concept o f ‘raga’. The concept 
can o f course be acquired by psychological experience without 
ever directly knowing by measurement the limits o f physical reality 
beyond which the particular stimulus is not recognised as an 
exemplar o f the class constituting the concept.* But to acquire the 
concept it is enough if  a sample o f the unmistakable characteristics 
of the several possible stimuli is given, because, the brain, ever 
acting as a sampler and scanner for patterns—‘patterns’ are ‘habits’ 
in another form which eased and facilitated ‘learning’—and the 
brain can generalize and visualize the characteristic in all kinds o f  
situations in which it can occur, and thereby form the concept for 
that characteristic. A child burnt by a lit piece o f charcoal can 
very easily generalise and conceive o f all glowing things as hurtful. 
In the essay I shall be trying to review what is the physical reality 
in the svaras and their sequences, the very sample o f which 
forms the characteristic for the class—that make one say, for 
example, ‘Ah, this is Sriraga’.

Now, the characteristic that would identify the concept o f a 
particular ‘svara’ is the degree o f commitment or attachment to the 
‘rasa’ which that ‘svara’ is supposed to signify. ‘Commitment’ is

T h e  term psychophysics is used in this paper in a very limited sense. 
This distinction is important viz., a photo-electric gadget can be made that 
operates a relay only with, say, blue light; but it cannot represent the 
pleasure a man derives from the blue colour of light from the distemper on 
the walls of his room or the bed-sheet on his cot. To explain the man’s 
behaviour it might be necessary to assume a ‘mind’ which is not required 
in the case of the gadget. But the stimulus-response pairing occurs in both 
cases. In music, definite psychic states remain paired to specific musical 
intervals and inflections; it is this pairing that I am concerned with here, 
not the operation of the “ mind” —merely to see whether the ‘perspective’ 
in ragas has got anything to do with this pairing.



meant in this way:—suppose we go to a scientific exhibition and 
ask in a hurry the policeman at the gate which way it is to stall 
No. 27, and we suddenly realise the policeman is none other than 
an ingenious and realistic automaton set by the scientists to 
answer all ordinary inquiries, and even if the automaton gives 
the correct answer we feel let down. In the case o f a live police
man even if he is unable to guide us properly we go away 
satisfied thanking him for the trouble in trying to help us. 
Here the concept o f ‘help’ is linked to the attachment to the 
sense o f pleasure derived from the association with the helper. 
But, it should be observed, commitment, comes only with the 
particular. To the stimulus of the suggestive-word ‘helper’ the 
brain responds by an impersonal understanding as the name of 
a class; then, the class is identified as a group of persons, things or 
even just events and phenomena in life that are ‘helper’; and then 
to the particular ‘helper’ to which we are attached. So is the 
concept o f the ‘svara’ called gandhara for example. Then,

Ga:—is a name for a certain difference in pitch or musical 
interval

Ga:—is the group o f srutis or pitch levels from the Sa of 
drone (key, or from any other specified level o f pitch) 
the group easily recognised; and

Ga:—is finally identified by the commitment of the hearer’s 
aesthetic sense to the emotion or ‘rasa’ associated 
with ‘Ga’.

I chose gandhara because I can give some excellent examples. 
There is an extraordinary sense of peace and satisfaction in the 
following piece by Muthu Thandavar.

Raga Mohanam: Tala Rupakam 
Ga, Ga, I Ri, Sa, Sa, Sa, II Sa Ri Ga Ri Sa, Sa Sa Da, Pa, II
A  ru | ma run doru || ta ...n i  I ma run . . ||
„ Da, . I Sa, Ri, Ga, „ II Ga, , Da I Pa, Ga, Ri Sa, , II
 Am I ba . . b a t. . te . . II kan...de......ne.......  ||
„ Ga Ga | Ga, Ga, Ri, Ga Pa,II Ga Pa, II Ga Pa, Pa, „ II
 Tiru l ma run du dan II pa...ga I ma run du... i

and so on. Tradition has it that Muthu Thandavar burst into 
this song ex tempore. So did Tyagaraja in his song “ Nannu
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Palimpa’ also in raga Mohanam, also expressing an extraordi
nary sense o f satisfaction when presented with a picture o f Shri 
Rama. I shall give only one line.

„ Ga Pa Ga Ri, Sa Sa Ri, Ga Pa Ga Ri Sa Ri Ga Ri Sa Da Pa, I 
. .  Nan nu Pa  1 i m    ...pa I

., Da Sa, Ri Ga, I Ga, Ga, Ga, Ri, Ga Ri II 
 na da chi vach . . I chi ti vo ............ ||

(As before, I have used the notation Ri, Ga Da for the sharp notes; 
ri ga da for the flat ones. The underlined notes are in half time). 
I can also mention one more example, that o f the opening bene
diction piece in Arunachala Kavirayar’s operatic “ Ramayana,” 
beginning “En palli kondeer ayya?” It is again in Mohanam with 
Ga predominant and here again tradition has it that he burst into 
it ex tempore on elation at the point of publishing his magnum 
opus before a very learned audience in the Srirangam temple hall. 
One has only to contrast these with the merely descriptive 
composition in Mohanam by Papanasam Sivan (starting “ Kapali”) 
to understand the rasa signified by gandhara ; appropriately, in 
Sivan’s composition the gandhara is not predominant.

Since our musical system is based on tonal-perspectives by 
progressive but cyclic shifting, it should be possible to test the 
concept o f rasa associated with Ga by its inversion. The inverse 
of gandhara is dhaivata; as the pitch o f gandhara increases the
pitch o f its inverse naturally decreases ; i.e., g a  ► Da and Ga
 >- da. But it is only a matter o f degree whether we take ga
or Ga for testing for the concept o f gandhara, or whether we take 
the da or Da for testing for the concept o f dhaivata. If Ga 
represents a sense of satisfaction by fulfilment o f expectation, 
ga can represent satisfaction by a vague form o f resignation or
“ demand-less-ness”  hence the plaintive nature o f Karnatic
raga Bhairavi, Manirangu etc. An example can be cited—  
Tyagaraja’s “ Ranidi radu” in Manirangu.

1. * Ri, Ma Pa, | Ma ga, Ri I Sa, , ,  II Ri, ,*
* Ra...ni di  I R a.... . . . . . . . . I d u ...... II*

2.* Ri Ma Pa, I Pa ni Pa, } ma Pa ni Pa Ma Maga, II Ri, ,*
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Observe the impression which the comparatively prolonged ga 
creates among all other notes. With that we go to the inverse.

The da (komal dhaivata) which inverse of Ga (Swayambhu 
gandhara) is ever associated with pleasure that always goes with
pain like the proverbial lover’s pinch that hurts and pleases
at the same time i.e. Viraha-tapa o f Sringara rasa (yearning in
Separation). The rasa represented by the Da (harmonic major 
sixth), should by our argument be a mood where the sense o f  
pain should be diluted, nor the pleasure showy, such as for 
example when one can boast of having found a good way to do 
things at the same time piqued no one is prepared to use it. Now, 
a note may be strong in a raga in several ways: (a) by being the 
most frequent, (b) by being accented with the rhythm of music,
(c) by being the turning points and (d) by being emphasized as 
the starting or end note. The last sort o f Dhaivata can be found iu 
Tyagaraja’s “ chakkani raja marga”; that is,—■

Da, ni Da, Pa ;;  I Da Pa Ma Ida, and 
chik ka ni Pa I lu........................

Pa, Da ni, Da ni Da ni Sa, , ni Sa, II 
mee ga da yum .............................da ka II
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In these words the composer wonders in a very personal sort 
of way why should anyone want to imbibe liquor when sweet 
and nutritious milk is available ; indeed, it is interesting to note 
that in the bulk o f Tyagaraja’s music and experiments at new 
ragas, there is predominance and most frequent occurrence o f the 
phrase Da£a. One may also compare Tyagaraja’s Mohanam 
composition “ Nanu palimpa ” in the lin e :

* Pa ga , Da ga , Pa’ , Da’ , Sa’ Ri’ Sa’Ri’Ga’Pa’Ga’
*Ka ra mu na sa • ra ke...........................................
R i’Ga’Ga’, Ri’Sa’ Ri’Ri’ D a , I Sa’Da Pa,DaPa Pa, I I , , *
dam  da . .  kan ......... I ti  to .....................  II. . *
with Papanasam Sivan’s in T od i:

da , , , ni , da ni sa’ , sa’ , da , ni , sa’ , , II
vel  ....... m a...... ru vu. ka  ka... ma... la II
in both o f which the words mean the same thing (languages Telugu 
and Tamil respectively); but the difference in the emotional
import o f the two is quite explicit, illustrating the difference
between Ga and da.

Inversion has been treated with some length because that is the 
basis o f many simple measurements. The thing to be measured is 
“ poured’’ into the “ u n it” or vice versa, either directly or by 
imputation, to assess the quantity. There are the classic experi
ments o f Piaget who wanted to find out if  children develop ideas 
of quantity in this way. He put the same number of marbles in 
jars o f different diameters and asked a number of children 
between 3 and 5 years o f age whether they think them equal. 
Only a very small fraction o f the children could guess correctly 
and the equivalence had to be demonstrated by pouring the 
marbles from one jar to another.

The musical implication o f this is that, for example, Kharaha- 
rapriya can be taken as equivalent to the rishabha murchana of 
Sankarabharana, while Sankarabharana itself cad be taken as 
equivalent to nishada murchana of Kharaharapriya.

In Piaget’s experiments the children could, not grasp the 
equivalence of the quantities because the levels in the jars were 
varying which the children could see directly : What they could

16
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not see was the compensating factor o f different diameters for the 
jars which had to be demonstrated specifically. A similar difficulty 
arises with practical singing. For example, Kharaharapriya can 
be obtained as the rishabha murchana of Sankarabharana, i.e., 
lowering its gandhara and nishada ; but Khararapriya can also be 
obtained as the nishada murchana o f Todi, i.e., raising its 
rishabha and dhaivata. This is very much better illustrated in the 
key board of the piano — thus :

Sankarabharana sa . . Ri . . Ga Ma . . Pa . . Da . . Ni Sa
(Ri murchana) Ri . . Ga Ma . Pa . . Da . .  N i Sa . . Ri’
Kharaharapriya sa . . Ri ga . . Ma . . Pa . . Da ni . .  Sa’

Hanumat Todi sa ri . . ga . . MA . . Pa da . .  n i . . Sa*
(ni murchana) n i . .  sa ri . . ga . .  Ma . . pa . . da . ni
Kharaharapriya sa . . Ri ga . . Ma . . Pa . . Da ni — Sa’

Fig. 1 explains how from the all-white key board of C-major 
another all-white keyboard of A-minor can be got thereby 
deriving the minor scale. Using the minor scale, we can demon
strate the equivalence o f Hanumat-Todi and Kharaharapriya 
which are only another perspective for F-minor and G-minor 
respectively.

A matter of historical importance can be noted here. Khara
harapriya mela whose reference notes are the same as the ‘shadja 
grama’ (basic scale) of the older Indian musicologists, can be 
obtained as G-minor, but if  it is to be got as a major scale, that is 
possible only from B-flat, a note alien to the Sankarabharana 
mela. In other words, in present day Indian music, the Sa has 
become lowered to what would have been the ni (B-flat) o f  olden 
days, and in addition, in the South, the minor chords have taken 
precedence over the major chords. To the South Indian, the 
‘shadja grama’ is B-flat-major, Kharaharapriya is G-minor while 
Sankarabharana is A-minor ; to the North Indian musician the 
analogue o f Sankarabharana is still C-major.

This difference in attitudes is important and pertinent. If  
my delineation o f association o f ‘ rasas ’ with specific notes 
gives the impression that the level o f notes is all in all, — 
the above discussion of shifting o f keys as an off-shoot o f  
inversion should correct that impression. For, a raga is not
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merely a sequence o f notes but the totality of aesthetic sense and 
concept which includes the note-levels, the manner o f approach, 
the inflexions and even the unpronounced notes. As a specific 
case, we may consider a raga obtained as a major scale murchana 
and also as a different minor scale murchana. The major scale 
has a semitone interval ^sequence of 2 —2—1—2—2—2—1 between 
successive notes while the minor scale has 2-1-2-2-1-2-2  after the 
key. Then at some points the voice accustomed1' to major scale 
singing would be trying to extend the pitch difference while the 
voice accustomed to minor scale singing would try to restrict the 
swing at the same points, and vice versa. This clash of attitudes 
is inconsequential in any equally-tempered scale, and is all right 
with music without the system of ‘raga’ but disastrous to the 
Indian system.** v
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#While in the West, the system has moved form the voice-generated 
music (such as the poly-phony of Palestrina) to the “ mechanical” equal 
temperament of the piano, and thence to the formless modernity of electro
nic music, in South India, the music has moved form the instrument-based 
‘pan’ and the several varieties of ‘yazhs’ (types of harps) to the voice
generated music of Tyagaraja although the transition was assisted by the 
upper partial content of the vina and the adoption of the violin. It there
fore becomes’necessary to consider the mechanism of hearing and intona
tion in its consequences to South Indian music.

##Bach actually used it to good effect by a technique termed ‘modula
tion’. It sounded very radical in those days when he opened his No. 1 
Symphony with a chord in A-minor passing through G-minor to C-major. 
But that was possible because Bach used equal temperament. In addition 
to the difficulties of perspective involved in change of scales and shifting, 
in Indian music there is a further difficulty exemplified by the following. 
In Madhyamavati the third note is 1x10/9 x 6/5 or 4/3 (perfect fourth) ; if we 
were to shift the key to obtain Hindolam, then the third note is 10/9 x 6/5 
x 9/8 or 27/20, a note higher than perfect fourth by a comma (adhara sruti), 
which is a false note for Hindolam. Therefore if we use 27/20, the mode 
still sounds as Madhyamavati. The South Indian’s theoretical trick to facili
tate such shifting and microtonal differences is to make extensive use of the 
kampita gamaka, which is only occasionally used by the North Indian 
musician. Naturally in some ragas inflexions downward or upward as the 
case may be cannot be allowed because the Pa (note G) is not variable. One 
must notice that in fig. 1 also, only Sa, Ma and Pa positions do not 
change,



This would give one reason, among others, why some ragas 
are prevalent while others are nojt; for example the combina
tions:—

Bhfipalam 
Rewagupti 
Mohanam 
Sankrandana 

priya

are found to be in use by the musicians o f South India while the 
following combinations are n o t :

sa ... Ri ga .............. Pa d a ................sa’ and
sa ... Ri ... G a ........Pa da ...   sa’.

The reason is that ri-da and R i-D a are acoustically natural 
pairs while Ri-da is not : When Gandhara is also present, 
these pairs require two contradictory perspectives and trends 
in approach which the voice cannot manage at once. Such 
a tendency was demonstrated by the author in his previous article 
“ Mathematical and psychological probabilities in music compo
sing.”

Assuming, for reasons to be discussed in a later article o f  
the author, that frequency recognition and pitch discrimination are 
by phase comparison at full-wave nodal points and “perspective” 
makes it natural for the voice to swing in harmonic intervals, the 
trick which post-Tyagaraja South Indian music would use to 
facilitate the shifting o f keys and perspectives, is to introduce 
circulatory movements around the normal pitch levels stipulated 
Tor the scale from which the raga is derived; for example, in 
Mohanam, the Da swings between 5/3 and" 12/7. But in some 
cases o f course certain perspective shiftings are ‘impossible’ in the 
musical sense, because the Sa and Pa are immutable, and the Ma 
(perfect fourth) cannot be lowered* although it can be raised to 
r.f. 11/8. That is why some ragas sung by a particular voice are so 
enchanting and not when sung by some other musicians. In fact

•The only exception known to the author is the raga ‘Nilambari’ a 
soporific raga whose characteristic phrases are found in folk-music the 
world over.
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sa ri . .  g a ....  Pa da . . .  . . . sa’
sa ri . . . . Ga . . . . Pa d a .......................sa’
sa . . Ri . . Ga . . . . Pa . . Da . . . .  sa’

- sa . . Ri g a .....  Pa ... D a ......   sa’
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if  we carefully observe the choice of ragas in a concert one would 
be surprised at a consistency of perspective therein which is a 
characteristic o f that musician and remains so at least throughout 
that concert—and any raga attempted outside this being 
unimpressive). Such eka-sruti gamaka introduced in post- 
Tyagaraja South Indian music can be o f five varieties, viz.,
(1) comparatively slow swing form a harmonic note to another 
and b ack ; (2) comparatively fast and repeated swings from a 
lower level to end on the appropriate position for the scale and 
(3) similar movement in the reverse ; (4) the “ press” and (5) use 
of a crushed note in-between when a note is repeated.

Each o f these inflexions or ‘Gamaka’ is associated with one 
variety o f ‘Rasa’—even as the notes themselves are associated 
with five classifications o f the rasas as given in the previous 
article o f this author “ The mathematical and psychological 
probabilities of music composing” . One has only to sing the 
following pieces in which the same kind o f ‘Gamaka’ occurs on 
different notes to see the similarity o f effect

1) Raga-Kedara: A di-Tala: Composition “ Rama nisa pai” by 
Tyagaraja:

m
Pa Sa, Ri, MaGa, Ri l Sa Ri, Sa Sa, I Sa Sa Sa Ni || 

...R a ma nee I Pai I ta na ku I

2) Raga-Todi: Tala-Rupaka : Composition ** Ninu Vina ” by 
Tyagaraja :

m m
Sa Sa I Sari ga, , I I , Sa Ma I , Ma ga, ri II
N i nu I vi na II Sukha I mu... ga na II

3) Raga-Begada : T ala-A d i: Composition || “Nadopasana ” by 
Tyagaraja.

mm
, , Ma , , Ma Ga Ga, I Ma , Pa, I , Da Pa , II 
  N a .......  do ......... I Pa  I  Sa na  II

And (4) The masterpiece in Raga ‘Darbar’, Tala-adi by Tyaga
raja in which four different swaras in a single line are ‘kampita
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Gamaka’ enhancing the plaintive and supplicative effect o f the 
meaning purported to be conveyed by the composition:—

m m  m
, , Ri , Pa, Ma, Pa Ma, D a Pa Ma Ri , ga , , Ri Sa, |
 Mun du ve............................ nu   ga .........  ni ru I

m m m
, , ni , , Sa Ri, | Pa Ma Ri ga ga Ri, Sa, || ,
 Prak  .......  ka la ........| to ................... ,  dai ..........||

Certain ragas, because o f their structure, can utilize only one 
kind of ‘Gamaka* on any particular svara although there are 
others in which more than one ‘Gamaka’ can operate on the given 
note. But we should normally expect that in any composition 
the dominant mood for ‘rasa’ is the same throughout or with conti
guous parts within i t ; therefore we expect the ‘Gamaka’ utilized 
should be the same. Often however we encounter a piece like 
Tyagaraja’s “Tulasi” in raga Maya-Malava-gaula. This is a 
piece in which only the N i occurs consistently with a single 
‘Gamaka’, the ‘Nokku’ or upward press, while all the other notes 
are ridden with several ‘Gamakas’, the worst offender being Ga. 
(Incidentally, this amenablity to several ‘Gamakas’ on all the notes 
may be one o f the reasons why Purandaradasa selected this raga 
for beginners* exercises when he systematized musical teaching.)

The very opening line in Tyagaraja’s “Tulasi” has three 
different ‘Gamakas’ on Ga :—

x m
N i da I Pa , , Ma Ga Ma II Pa da Pa Ma I Ga, ri sa Ni,||
Tu la I Si  da la II mu .......  la | che su m  h

o O o x x
Sa , , Si I Ga Ga Ga , II Ga Ma / Pa Pa M Ga, Ma II
to ................./  Sha mu ga......I! Pu /...» ,.jim ...tu  II

The x represents an upward press, the m a ‘‘ va lley” from a 
higher level to lower level and again up, and the o a circular 
movement. In such cases the composition has no specific 
dominant mood, and it turns out to be a formal prayer, catalogue,



or quotations and mythological allusions without expressing 
‘ personal’ opinions. This piece from Tyagaraja for example 
merely catalogues the several flowers he could lay his hand on for 
the ‘Puja’ or worship. We might term such a situation as ‘neutral’ 
—absence o f any mood—and must very carefully distinguish 
it from “ Shanti Rasa ” (which is a positive sense o f peace and 
happiness). This distinction I would again touch upon a little 
later. This absence o f any mood results in a peculiar anaemic 
quality in the music, and a faint feeling of “ dragging o n ” , 
in spite o f the obvious evidences of the master mind o f the 
composer.

Pairing o f certain pitch levels with specific emotional reactions, 
i . e . , 4 Svara ’ to 4 Rasa *, undoubtedly exists ; so also 4 nuances ’

10 9 **to 4 Gamakas \  For example, Ri can be R.F. -^ o r  g - ,  or with

the 4 Gamakas’ -> |  , f  -> V . nr I  “♦ V and £-+ V--* l> and 
similarly Ga can be £ or £ or (septimal, harmonic and pytha- 
gorean major thirds) or with 4 Gamakas ’ £ -* £ £ , ££-► £ , £-►1 
t  "t I? etc. etc. The emotional reaction is all different with every 
combination of them. One can be angry with a friend, violently 
so with an enemy, and annoyed with the stranger,—a door-to-door 
salesman, may be, trying to sell something in which we are not 
interested—and we may be so peeved that we may say nothing and 
shut the door on him ; and then o f course we may simply refuse 
to get annoyed. The ‘Gamakas’ help to express these variations on 
a main theme, as it were unfortunately, these svara-rasa and 
Gamaka-rasa pairings have not been investigated scientifically. A 
beginning was made by Dr. B. C. Deva in this direction* and it is 
a pity it rested there. Dr. Deva investigated speech inflexions 
rather than m usic; he asked his subjects to stimulate emotions 
while reading some words and recorded their pitch variations, 
instead o f producing sounds and assessing the emotional evocation 
in the subjects; he investigated only major pitch variations; he 
investigated only four specific emotional states rather than the

>& “ Psycho-physics of speech-melody ” by Dr. B. C. Deva in * Sonder- 
druck aus der Zeitschrift fur Phonetik und allgemeine Sprachwissen- 
SChft *\ Part I in Band 10, heft 4 ; part II in band 11 heft 2*3 (1958); part 
HI and part IV in band 13 heft 1 (1960),

P t s . i - iv ]  r e c e p t i o n  in  m u s ic a l  e x p e r i e n c e  127



five ‘Groups’ as such as given by Indian Musicologists ; and the 
“ neutral ” o f his Spech-melody does not correspond to the 
“ neutral ” in music which was just now described above. These
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negative aspects o f his work do in no way detract from the 
quality and correctness of his studies to the extent they were 
done. In so far as music is concerned, one has only to compare 
such ragas like Vakulabharanam (with SA’ ni Pa Ma Ga ri sa) and 
Vasanta-Bbairavi (with Sa’ ni da Ma Pa M Gari sa), or ragas like 
Kambhoji (with Sa ni Da Pa Ma Ga Ri Sa) and Saraswati- 
Manohari (with Sa’ Da ni Pa Ma Ga Ri Sa) and see what these 
kinks in the svara-phrases imply in emotional * commitment * to 
realize the significance of Dr. Deva’s work. The results are 
given qualitatively by the approximate graphs in Fig. (2). The 
graphs were analysed period by period on one hand, and at 
intervals of 0 04 sec. only on the other. Because of the infinite
simal nature of the first analysis, inflexions and not range o f  
pitch variations were important, while because o f the comparatively 
long intervals in the second analysis the range assumed import
ance. These represent the results at the infra-conscious and the 
conscious levels respectively. We shall be concerned for the 
moment with the conscious level only. For, let us take the

m
example already given; Pa Sa, Ri, Ma Ga, Ri / Sa Ri, Sa /
Sa Sa Sa N i / /  ... Ra ma n e e  /  p a i  / ta na k u  //
This is in common beat o f 8 units totalling say 4 seconds for the 
singing o f this one line, so that the time spent on each unit of

m
svara is |  sec., such as for the Ri shown with Gamaka, Ri, which 
is exactly the time interval investigated by Dr. Deva. Can we not 
transfer the general conclusions of his to music ? That is possible. 
The ancient musicologists o f India did not consider the emotion of 
sorrow or melancholy separately but bracketed it into a ‘ Rasa * 
group which they termed “ Karuna ” along with compassion, 
pity, — which are not yet ‘love’ — sense of satisfaction, some
thing o f resignation, and complacency -  not yet “ peace ” or 
* happiness ’. The ‘ Karuna ’ group represents “  mellowness ” 
o f the heart and mind. They assigned the svaras gandhara and 
nishada to this group. The diametrically opposite of ‘satisfac
tion’ or ‘compassion’ would be ‘repugnance’ (Bibhatsa) and ‘anger’ 
(Raudra): these are grouped along with ‘ fear ’ (Bhaya) under 
‘ Dipta ’. Dr. Deva investigated ‘ sorrow ’, ‘ anger ’ and ‘ fear ’ 
and found, in the case of the first, the tendency for the pitch is to 
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fall off, while, in the other two cases, the tendency for the pitch 
is to rise by varying degrees. Thet wisdom o f the groupings done 
by our ancient musicologists is quite clear. And the same 
tendency is carried in the ‘gamakas’ in music. One has only 
to study the compositions o f Tyagaraja to compare the 
sentiment implied by the words and the ragas and ‘ gamakas * 
used to convince oneself o f the truth of the statement. I 
recommend Tyagaraja because, after Purandaradasa, he is the only 
major composer who expressed his personal opinions, fears 
and pleasures, self-pity and annoyance with neighbours, 
however mildly, in an almost conversational tone of language, and 
he seldom, if  ever, composed strictly formal prayers as Dikshitar 
has done. The mildness of Tyagaraja’s expressions of the ‘Rasas* 
could not demand force on the svaras but only the extensive use 
of the ‘gamakas’.

It should be clear that there are three stages at which pairing 
of aesthetic sense and pitch occurs, viz., (1) levels within the 
groups o f svaras such as R. F. £ (the delicate ga o f Anandabhai- 
ravi), § (the plaintive ga o f Hindolam), £ (the satisfying Ga of 
Mohanam) and so on. The Ga of R.F. ££ can be used persistently 
to indicate pleasure tinged with some tension. (2) Intervals between 
notes, such as vadi-samvadi for pleasure, vivadi for discord, and 
the major, minor and septimal chords and their inverses showing
aesthetic intensities of varying degree ;  and I shall add a nice
example o f an ‘almost rakish’ feeling (in the words o f Prof. A. 
Lobe) in the Septimal da after septimal tivra madhyana \  and 
finally (3) in Gamakas and inflexions.

When we are to consider what should be the ends o f the 
Gamakas, we come back to the question o f what pitch-levels we 
can use for the svaras themselves ; for i f  in a musical sysjem, Ga 
o f ratio 917 is preferred to 81/64  (although this would dilute the 
aesthetic import and bring it nearer to Ga-£), or Ma o f  ratio is 
preferred to f£ , then in that musical system, the end o f  the 
gamaka should also be such harmonic notes. This is the system 
adopted in post-Tyagaraja South Indian Music. As we cannot eat 
pickles for meals, but must only use them sparingly, so we cannot 
build music entirely with dissonance ; what appeals in it is 
often no more than the momentary attraction o f novelty. As 
Mayer says it is a myth that the ear can be made to “ like” all
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sorts of musical intervals. And those who have the inclination 
should study the works of E. Mayer. Since again the main 
controlling factor in intonation is auditory feed-back, the voice 
naturally tends to swing in such harmonic intervals. When one 
realizes that pitch determination is by count o f positive zero- 
crossings, and that pitch-discrimination and understanding of sum 
and difference notes and beats are by pbase-comparisons at such
zero-crossings, the correctness of Mayer’s musical conclusion is
evident. In this respect post-Tyagaraja South Indian music is an 
“ improvement” i.e. the music is softer and mellower, a trend 
contrary to western music such as we see in Stravinski.

Leaving the discussion o f the physics and physiology o f the 
same to a later article o f this author, it shall merely be stated as 
follows

(1) The simpler fractions represent pleasant intervals invol
ving least effort from swinging from Sa or any other note; the more 
complex the fraction the more harsh the swing. The notes which 
the voice can “catch” and hold directly when the drone is going 
are,

Sa -  1 Pa |  Ga -  f  Ri -  f
Da -  % Ma -  % Ni -

For example, in Mayamalavagaula, the voice can certainly 
be trained to go direct as :

S a    ri ------> Ga
i 10 41 T5 ?

Semitone Creep Swing
IS

But it is far easier for the voice to do it as in post-Tyagaraja 
South Indian musicj:

S a  > r e  > Ga
1 25 41 Ti? t

(Creep) (Swing)
25/24 6/5

(Quartertone) (Chord)
(2) The more complex the ratio from Sa, the more difficult

for the voice to hold at that lev e l; when the drone is going
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First order Second order Third order

Ri - 1 .  H Ri - 8 /7 ga -  11/9
ga - 6 / 5 , 7 16 Ga - 9 /7 da -  14/9
Ga -  5/4 Ma -  11/8 ni -  16/9
Ma -  4/3 ma -  10/7 ma -  13/9
ma -  7/5
Pa -  3/2 da -  13/8 ma -  11/7
da -  8/5 Da -  12/7
Da -  5/3 ni -  11/6
ni -  7/4, 9/5 
Ni -  15/8

The voice can swing to a note o f complex ratio directly from any 
other note if  the swing itself is a simple ratio, but the voice will 
not hold there. Thus, the voice can swing to Ga -  5/4 directly 
from either Ri -  10/9 or 9/8, the swing intervals being 9/8 and 10/9 
respectively. The voice easily swings from Ri -  9/8 to Ga -  81/64, 
the interval being 9/8; while the swing from Ri -  10/9 to Ga 81/64 
requires effort, the interval being an odd ratio o f 729/640. The 
swing 9/8 -  81/64 is not unpleasant while 10/9 -  81/64 is unpleas 
ant. O f course this could be used purposely to represent an 
emotion of distress, tension or discord.

(3) If it is necessary to reach a complex ratio the voice prefers 
to swing by simple harmonic intervals together with small creeps 
at either end if  necessary. For example, 10/9 -  5/4-81/64 and 10/9 
- 9 / 8 - 8 1 / 6 4  or even 9/8-81/64 are far easier than 10/9 -  
81/64. But o f  course the emotional content o f music in all four 
cases would not be the same.

4) The maximum creep possible for a normal voice is the 
semitone o f R.F. 16/15 and therefore the most effort requiring to 
the voice and least pleasant on the ear.

This is because the range o f voice is spread on about 4 
octaves* and the auditory feed-back on upper partials breaks the 
manipulation o f vocal chords to control the creep, the ratio o f the 
16th to the 15th true upper partial being the smallest in four 
octaves. This unpleasant semitone interval has been rightly 
termed vivadi (‘antagonist’) by our ancients. Post-Tyaga
raja South Indian music very largely avoids the semitone by

^Randal’s “ Musical Acoustics” and Olson’s “ Musical Engineering” ,
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using more o f harmonic intervals and more o f lesser creeps than 
the semitone. That is how the Mayamalavagaula o f  Karnatic 
music and Bhairavi o f N. Indian music sound different despite 
both using the same reference notes.

There are certainly some complex ratios such as 81/64 ( |x  f), 
36/25 (f X f), 25/18 (inverse of 36/25) and 32/27 (£-4-1) which are 
unavoidable, coming in the system o f cycles of fifths and thirds, 
but our ancient musicologists seem to have understood the diffi
culties concerning the intonation of complex ratios. They made 
adjustments by computing Shat-Sruti (Six ‘Srutis’) as always 
chatusruti +  dvisruti (4 +  2) and not trisruti +  trisruti (3+3) 
i.e. 8/9x16/15 and not 10/9x10/9.

I have come to know from Prof. Lobo.that the note o f R.f. 
100/81 is occasionally used in Bengali music. The voice can 
certainly be trained to go to 100/81 but it cannot hold there ; the 
voice would rather have 6/5 or at least 11/9. The interval 100/81 
can be deemed to exist between ni-9/5 and R i-2xl0/9; but in no 
South Indian Raga is this allowed. In Raga “ Sri” , for example, in 
the phrase Sa Ri, Ni Sa the Ri is always at 9/8, so that the interval 
is 9/8x2 x 5/9 or 5/4 (harmonic third), a true chord. Similarly, the 
note Ga -  81/64 is discordant; Ga - 9/7 coalesces only with the 
Sa; while Ga -  5/4 is wholly concordant with the drone. Post- 
Tyagaraja South Indian Music would rather choose Ga-9/7 in 
preference to Ga -  81/84 and show the tension or anger or 
pique by Gamaka ; o f course the emotion illustrated is somewhat 
restrained.

4) The range o f upper partials in an average voice is five 
octaves, i.e., frequency ratio of 1 to 32*. Therefore, 33/32 is the 
ratio at which the ‘Gamaka’ creep o f the voice gives the feeling of 
another “ Sruti’*.

This quartertone 33/32 is in actual use in South Indian Ragas 
Begada (Ma from 4/3 to 11/8), Vasanta-Bhairavi (ni from 16/9 to 
11/6), both prolongable notes.

It is for this reason, that two notes which have a difference 
o f 33 cycles per second in pitch are most annoying when 
sounded together or in quick succession. In an orchestra no 
two instruments would be played together in which the funda-

*Ibid
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mentals or most forceful overtones have the difference of 33 
cycles per second.

In the light of the above statement, the question to 
consider would now naturally be whether the applications 
of these ‘principles’ in the post-Tyagaraja South Indian 
music could be considered an “ improvement” . For this we 
require a measurement technique and operational definition 
for “ efficiency” , “ significance” or “ improvement” . This is 
a ticklish problem. If a man talks to another explaining, say, a 
business deal, and after hearing him for ten minutes the other 
says, * Agreed ’, the single word is equally significant as the 
barrage o f words preceding it. If the conversation had taken 
place by telegrams, the post office is concerned only with the fact 
how long their services are kept engaged for the two telegrams,
i.e., they count the number o f words and charge accordingly. The 
first business-man will not hesitate to send a longer and more 
detailed telegram if  he thought that by doing so his chances o f a 
fortune from the proposed deal are increased; to him the weightage 
for the significance o f the message is on the probabilities o f  
monetary return, but to the post office the weightage is on the 
time used up. Now, let us take the case o f a man who wants to 
take a radio set on instalment basis as he could not afford the 
price all at once. To some the heaviness o f the first payment may 
be the only problem, but to another who had other commitments, 
to tie himself to a large number o f instalments would be a 
nuisance. He has to give “ weights ” to the several aspects o f the 
purchase : the quality o f the set, the initial payment, number of  
instalments and value of each instalment, and arrive at a “ worth 
concept ” o f the purchase finally to pitch upon any one o f the 
schemes o f purchase. To an industrialist, say, installing new 
equipment the .weightage he gives in choosing several models 
available in the market may be, say, 40% for system requirements, 
30% for maintenance costs, 20% for initial costs, 8% for ease o f  
operation and only 2% for appearance; its “ worth ” would be

given by a formula something like W =  + ~ frog

+  q ^ 2~» Similarly in order to “ evaluate” musical systems we 

have to list their emphases in practice in the order o f preferences 
and then take counts. Here is the list :
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Order o f  Preference.
North Indian Music.

1. ‘Horizontal’ consonances,
i.e., existence of clear vadi- 
samvadi and anuvadi notes.

2. Symmetrical placement of 
sruti-levels for the notes of the 
Raga even if it involves precise 
use o f just sentiments (vivadi); 
for example, North Indians can 
take in the South Indian Raga 
Simhendra-Madhyamam much 
more easily than Shanmukha- 
priya. (Symmetry is of only 
very minor consequence to the 
South Indian and he does not 
hesitate to handle any of the 
permutations given in the 72- 
Mela chart of Venkatamakhi.)

3. Svara levels should be 
sung precisely as per cycles of 
fifths and fourths and should 
not be mixed up (E.g. Behag 
and Bilawal differ only in 
sruti levels for Tivra Da). The 
South Indian does have raga 
pairs like Bilahari and Des- 
akshi and Bhairavi and Manji, 
but these are rare exceptions ; 
Desakshi and Manji have 
practically been forgotten and 
absorbed within the other two

4. The music can be stopped 
on any note depending on the 
murchana used.

5. Use should be made of 
Trikala i.e., slow, medium, and 
fast rhythms.

135
And the priorities for Karnatic 

music will have the order:—
South Indian Music.

1. ‘Vertical’ consonances to 
SA i.e., harmonic notes of 
simple ratios.

2. The just semitone should 
be avoided either by use of 
small semitone or septimal 
semitone together with harmo
nic swings (as in Saveri) or 
splitting the just semitone (as 
in Kharahara-priya) or by 
jumping (as in Nata).

3. The music must be stopped 
only on Pa or Sa or Ma giving 
a restful feeling in the end.

4. Notes can be oscillated so 
long as the subjective feeling of 
the svara is not altered, if  such 
oscillation or shift helps to 
avoid complex ratios to Sa and 
helps to obtain harmonic inter
vals (including the septimal 
ratio) ; the limits o f such oscil
lations should also be prefera
bly harmonic notes o f simple 
ratios to Sa (E.g. Madhyamadi 
uses equally trisruti, chatusruti 
and panchasruti rishabha, but 
all giving the; subjective feeling 
of one ‘tone’).

5. Slow rhythms should be 
avoided but compensated by use 
more and more of prolongable 
notes.

PERCEPTION IN MUSICAL EXPERIENCE
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Let us take as an example item No. 3 for North Indian music
from the above table, the topic occupying only 4th place in South
Indian music-i.e. absence or presence of oscillations on thenotes- 
affect our scoring for the worth concept o f the raga, taking the 
equivalent pair Bilawal and Sankarabharana o f North and South 
Indian music.

F n r  RilflU/al J Sa Ri Ga Ma Pa Da N i Sa’For B ilaw al. j  j 9jg 5/4 4/3 3/2 5/3 J5/6 2

Vadi - Samvadi
Sa -  Ma 1 -  |
Sa -  Pa 1 -
Ri -  Pa |  -  
Ga -  Da £ -  
G a -N i

Sa -  Ga 
Ma -  Da 
Pa -  Ni 
Ga -  Pa 
Da -  Sa 
Ni -  Ri iX  -  #

1 ¥
4 _  5~3 ~3
3 1 6?
6 _  3¥ sr5 _ 9

Vadi - Anuvadi 
Major chord

Minor. "Total 6.

For Sankarabharana : j â 9G6a ?a £ a5 fj1 Sa’
2

Vadi - Samvadi
Sa -  Ma 1 -
Sa -  Pa 1 -  f
Ri -  Pa 1 -  f
Ga -  Da £ -  £

Vadi - Anuvadi.

N i -  Ga V- -  V- £  
Ri -  Da V- -  fi 
Ri -  Da

6

_  a 7 
¥ T¥ J

Sa -  Ga 1 -  |  Major"j
Ri -  Ma V- -  |  Minor
Ga -  Pa | : -  f  „ |
Ma -  Da 
Da -  Sa 
Pa -  Ni 
Ni -  Ri V-

Major f- Total 7. 
|  -  2 Minor 
f  -  V- Major 

t Minor

For vivadis, (just semitones), there are none used in Sankara
bharana because it is split up by oscillations on Ga and N i, 
white in Bilawal two vivadis are used, viz., Ga -  Ma, and N i -  
Sa’. Hence,

Raga
Consonances

( + )
Chords

( + )
Dissonances

( - )
Total.

Bilawal 5 6 2 9
Sankarabharana 7 7 14

If we admit the use o f harmonic intervals generated by the 
septimal chords, the divergence in scoring would then be greater.
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In the result, the difference in aesthetic effect of Bilawal is 
certainly “ calculable ” so to say. But which of the two one prefers 
is a matter o f taste, although Sankarabharana is easier for the 
voice and more soft to the ear. I think both North and South 
musicians should retain to use Bilawal and Sankarabharana as 
distinct and separate entities.

Conclusion:

The ‘Perspectives’ in music demand use of harmonic intervals, 
and if  emphasis is shifted from the shiftable key to a fixed Sa, 
this change involves use o f notes of relative frequency of simple 
ratios to Sa, and gamakas ended on such simple ratios. What is 
lost in svaras can be gained in gamakas but this has a softening 
effect on the aesthetic impact. Some would consider it a pity 
that what is soft for the ear is also the easiest for the voice and 
tbe music becomes more intellectual and less aesthetic but this is 
the law o f nature ; Buddha is great for his compassion and not 
amour, for fervour and not animosity ; and Nature progresses by 
steps or quanta of minumum effort as the analogous applications 
in all branches of physics o f the principle enunciated by Zipf 
would show.



CHRISTIAN RELIGIOUS MUSIC IN KARNATIC  

CLASSICAL FORM IN KERALA

S. Venkitasubramonia Iyer.

The period in the history o f Karnatic music which was 
remarkable by the activities of the Musical Trinity and Swati 
Tirunal, was also remarkable in a way for the influence which 
Western music exerted on this system o f music. The music o f the 
Christian missionaries at Tanjore and other places and some of 
their musical instruments caught the attention o f our musicians 
and composers and they, in their characteristic eclecticism, 
assimilated some o f the elements o f that music into our 
own and adopted some of its instruments for our purposes. This 
influence is perceptible in some of the kntis o f Tyagaraja like 
‘Na jivadhara’ in Bilahari and *Sarasarasamara' in Kuntalavarali. 
Muthuswami Dikshitar composed some songs in Western tunes 
and wrote Sanskrit Sahityas for some European songs, o f which 
his Santatam pahi mam SangitaSyamale in imitation of the British 
National Anthem is very well known. Noticing the vast potentia
lities of the violin, Baluswami Dikshitar and Yadivelu adopted it 
into Karnatic music, although it may be true that an instrument 
similar to it was in vogue at earlier times in India as is revealed 
by certain evidences. The clarionet also was adopted and used 
mainly for Bharatanatya.

The Christian missionaries, in their turn, noticed the appeal 
o f Karnatic music to the South Indians and they began to use its 
forms for their religious purposes and with great effect. It 
is also worthwhile to remember that significant service to 
our music has been rendered by some Christians. Vedanayakam 
Pillai, for instance, has added to the repertoire o f our music 
by his kritis embodying universal prayers. Chinnaswami Mudaliar 
published some of the songs o f Tyagaraja in staff notation. 
And Abraham Panditar explored our musical theory in detail 
in his KarunamrtasUgaram.



All this is well known. But it is not a matter o f common 
knowledge that in Kerala too, particularly in Travancore, the 
Karnatic classical forms were widely adopted by the Christians 
for their congregational singing and other religious purposes. In 
the latter half of the last century several Christians set about the 
task o f composing lyrics in the Malayalam language in Karnatic 
form and with religious content. A collection of these seems to 
have been published in 1870 or so and towards the close o f the 
century eight editions, presumably of 10,000 copies each, had been 
sold out. It was then revised with some additions and deletions 
and rearrangement o f the songs and the ninth edition o f 10,000 
copies was printed at the Church Mission Press, Kottayam, in 
1902 and published by the Malayalam Religious Tract Society in 
1902 with a Preface by J. H. Bishop. This collection entitled 
Christian Lyrics (‘Kristiya Gitangal’ -  Malayalam) contains the 
text o f 340 songs most o f which are in the Karnatic Kirtana 
style and a few in Hindustani forms like Tappa and Khayal.

The songs are arranged under various sections like Morning 
Hymns, Evening Hymns, Songs of Praise, Christmas Lyrics, The 
Passion, The Resurrection and Ascension, Exhortation and Warn
ing, Invitation to Christ, The Saviour’s Call, The Holy Spirit, The 
Word o f God, Repentance, Full surrender to Christ, Christian Life, 
Worship and Ordinances, Missionary Lyrics, Occasional Lyrics, 
Psalms, Choruses etc. The section on Christian Life contains 
songs on Consecration, Faith, Holiness, Unity, Love, Humility, 
Prayer, Service, Warfare and Temptation etc. The section on 
Occasional Lyrics contains songs for occupying a new house, 
confession at the end of the year, prayer for rain etc,

Most o f the lyrics are original compositions but some are 
translations o f some well known English hymns like ‘ Father 
o f Mercies *, ‘ There shall be showers o f blessing *, * I was a 
wandering sheep ’, * There is a fountain ’ etc. The Psalms are 
also translations from English.

A good many of the songs contain Pallavi, Anupallavi and 
Charanas, but in some the Anupallavi is absent. The charanas 
vary from four to twelve. A few songs are also found without the 
division into Pallavi etc.
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The ragas used are the popular ones like Todi, Kalyani, 
Kambhoji, Bhairavi, Sankarabharanam, Anandabhiravi, Pantu- 
varali, Nathanamakriya, Mukhari, Useni, Chenchurutti, Saurash- 
tram, Nata, Kapi etc. Comparatively rare ragas like Mohana- 
kalyani, Dvijavanti and Saindhavi are also seen. A raga by 
name ‘Kausika’ also occurs and another having the strange name 
‘Malayami’, and there are several songs in the latter. All the 
songs are in the common Karnatic talas.

The collection comprises the songs of about a dozen authors, 
the more important among them, judged by the number of songs 
o f each, being Mosas Walsalan, Justus Joseph, Andrew Jose, 
Thomas John and Kochu Kunju.

Extracts from three songs are given below to indicate their 
nature.

I
Subject: Spiritual Warfare and Temptation 
Author: Justus Joseph 
R aga: Sri
Tala : Adi

Pallavi

Karuna cheyva nentu tamasam -  Kristo Kazhalina Kaitozhunnen

Anupallavi

KarunSSaliyam ninte 
Kazhalinayozhinj oru 
3arai?am illatiyanu 
Karutum alavilakhilajivanStha

Charanam (2)

Dharnivasavum atil 
Periya santoshangalum 
Karajil oru neravum 
Piriyatirikkilum nan 
Ariya paramamoksha- 
Mahimayorttanudinam
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Maruvltuvan arulka
Kanivu peruki kaviyume^udeva.

This song is in close imitation of Irayimman Tampi’s 
famous kirtana on Lord Krishna o f Guruvayur beginning with 
the same words.

II
Subject * Love 
Author : Andrew Jose 
Raga : Anandabhairavi
T a la : Adi

Pallavi

lv;arunav5ridhe Kristo 
Taramani Sreshthamam Sneha- 
Varam idasaninneram 
Paramadeva

Anupallavi
Maranatulyanatreyl 
Varamillate parppavan 
Varane ni sneham atal 
Karunayotenne nokki

Charanam (1)
Manujadaivadutanaval -  Samsaricchalum 
Dhvanikalum ottu talam pol 
Pravachichalum gudhamam 
Sakalam grahiccennSlum 
Viphalam atreyitellam 
Sneham illennu vannal

This song extols the greatness of love and observes that the 
attainments o f a person, however great they may be, will be in 
vain if he is not endowed with universal love.

III
Subject: Missionary Song 
Author : Kochukunju 
R aga: Malayami
T a la : Ata.
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Pallavi
Tiruvankote ninnute -  raksha 
Varunnatum ennajo

Charanam

(1)
Parichotu sastrangal -  vidyakal varddhichu 
Varunnu ninnil bahutvam -  kirti 
Perukiya Vanchimahfpati tan ninne 
Bharikkunnu kirtiyote

(5)
Etrayo Kshetrangal -  bimbangal Kovilkal
chitrame cheytu vaccu -  ava
Atrayum nin atma -  nasam varuttunna '
Satrukkal ennarika.

Here the author observes that in spite o f the great progress 
Travancore has made under the administration of the renowned 
Maharaja, it is not spiritually liberated, and he calls upon his men 
to look upon the temples and idols as enemies that bring about 
the depravity o f the soul. One can well understand all this since 
this comes under the class ‘Missionary Lyrics’. However, songs 
with this sort o f ideas are not many.

This book ‘The Christian Lyrics’, therefore, gives us an idea 
of the influence which Karnatic music exerted on Christian 
religious music in Travancore and is an ample illustration of the 
fact that good music is not bound by region or religion.

It may not be out o f  place here to state that Kandathu 
Varughesa Mappilla (1858- 1904), the founder editor of the 
‘Malayalamanorama’, wellknown Malayalam daily from Kottayam, 
is the author o f a work called Kirtanamala containing fiftyone 
prayer songs in Karnatic style for Christians, one of which 
‘Parama tata vibho varada namostute’ is in close imitation o f Swati 
Tirunal’s ‘Smara sada manasa BalagopalanC in Bilahari raga, and 
that the Hindu Malayalam poet K. C. Kesava Pillai (1868-1914) 
has written many Kirtanas in the form of universal prayers like 
compositions of Vedanayakam Pillai.
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RAGHUNATHA MELA VINA1 

Sangita Bhushana S- Ramanathan.

In the chapter on vina in his Caturdadii Prakagika, Venkata- 
makhi quotes a passage from Sangita Sudhanidhi, a work by his 
father, Govinda D ikshita:

sc^r « n ^  i 
qqr ar5|5r?ftigsn«nuTil»RFr«fHr ?eft«n n

“ If, of the two vinas mentioned above, the Madhya mela 
vina is played by the vainika taking the first note as- pancama, 
this is the third variety called the Raghunatha mela vina.”

As the Raghunatha mela vina is said to be a modification of 
the Madhya mela vina, we have to know the construction of the 
latter.

Venkatamakhi describes two kinds o f vina, the Suddha mela 
vina and the Madhya mela vina. Both these have seven strings o f  
which four are used for playing melody while the three on the side 
serve the dual purpose o f drone and rhythm. The two types of 
vina differ in the tuning of the four melody strings. The string 
farthest from the player is numbered one, and the nearest is 
numbered four. The tuning in the Suddha mela vina is given 
below :

sa   1 mandra shadja
pa -----   2 mandra pancama
sa   3 madhya shadja
m a  4 madhya madhyama

There is no doubt that this was the most ancient system of 
tuning. Bharata speaks o f the note * madhyama ’ as the 
imperishable:

1. The writer is thankful to Dr. V. Raghavan for help in preparing this 
paper.

I



Abhinavagupta, commenting on the above passage in Bharata, 
takes Madhyama to mean the middle register. But Bharata’s 
unequivocal “ o f all the svaras ” points to the Madhyama 
note.

Even today, in North India, the main string on the Sitar is 
tuned to Madhyama.

Ancient Tamil works like the S'ilappadikaram corroborate 
th is:

aL_s3>ip (if<56b ginji&iinu asL-irj. (the strings were tuned
from Madhyama to Gandhara).

The South Indian flute is perforated according to the same 
tuning.

The tuning in the Madhya mela vina is as follows :

Pa --------- 1 anumandra pancama
• • »

sa --------- 2 mandra shadja
pa .. — 3 mandra pancama
s*a   4 madhya shadja

It will be seen that this is the tuning that is obtaining in the
present day vina o f South India.

After quoting from Sahglta1 Sudha, Venkatamakhi explains 
the passage also. He says that the Madhyama note in the 
Madhya mela vina becomes the Shadja in the Raghunatha Mela 
vina.*

Madhya mela vina Raghunatha mela vina

sa ri ga ma pa dha ni sa

The Raghunatha mela vina is therefore equivalent to the 
present South Indian vina played in Madhyama sruti, i.e., taking 
the Madhyama on the sarani as the tonic note.
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Vinas before Govinda Dikshita’s time : Ramamatya in his 
Svara mela Kalanidhi (1550) describes the two kinds o f vina 
Buddha mela and Madhya mela, the tuning systems being 
exactly the same as those found in Venkatamakhi later. Only 
Ramamatya’s notes were an octave low er; but it does not really 
matter because of the relative nature o f the pitch. Ramamatya 
also gives two varieties o f each tuning (I) Eka Raga vina (the 
notes belonging to a particular Raga were fixed on the frets) and 
Sarva Raga vina (all the twelve semitones were fixed on the 
frets so that any Raga could be played by selecting the notes 
required).

The Sangita Ratnakara (13th century) mentions a vina with 
finger board on which the note positions were marked with resin.

The Ratnakara, perhaps the earliest work to do so, mentions 
the fixing o f frets on the vina called K innari:

Advantages o f Madhya mela tuning : The fixing o f frets led 
to great accuracy o f pitch in playing gamakas on the vina by 
deflecting the strings. The Sangita Ratnakara calls such deflec
tion ‘Kamrika’.

When the string is deflected, the tension increases and so a 
higher pitch is obtained.

In our music, excepting Shadja and Panchama, each o f the 
remaining ten semitones has at least two variations of pitches. 
The twenty-two srutis are found to be the minimum pitches 
required for the proper rendering of t^c various Ragas in the 
Carnatic system. The necessity o f fixing the lower variety of 
pitches on the frets will be readily seen. For instance, some 
Ragas may take a trisruti Dhaivata (§) whereas some others may

S.R. VI. 262.

S.R. VI. 64.
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take a catusruti Dhaivata (f£). If we fix the lower o f the two (f) 
on the fret, the higher may be played by deflecting the string and 
not vice versa.

Excepting for Suddha Rishabha and Suddha Dhaivata, the 
lower varieties o f the other notes are fixed on the frets.

Sa R i,1 Ri,8 Ga1 Ga2 Ma1 Ma2 Pa Dha1 Dha2 N i1 N i8 Sa
1 IS H  #t I  * II  # !  * H  H  2

As the gamakas on Suddha Rishabha and Suddha Dhaivata 
are downward shakes, they may be played on Shadja and 
Panchama respectively.

The Madhya mela tuning makes it possible to have trisruti 
Rishabha (i&) on the main string.

It will be clear that it is just intonation and not equal 
temperament.

Common errors in fre ttin g  the vina : While fretting, the tuner 
is likely to err at trisruti Dhaivata. Some tuners make it a 
perfect fifth of the catusruti Rishabha on the pancama string. The 
value of the note becomes f  x $ =  f a  comma (§£) above the desired 
value. The Gandhara on the same fret on the pancama string 
also gets mistuned.

The correct way to fret trisruti Dhaivata is to have it as an 
antara gandhara o f Madhyama : £ x  f  = #.

The trisruti Rishabha on the main string may now be fixed as 
a fifth below the trisruti Dhaivata : |-*-f

The Pratimadhyama is another enigma. It may be obtained 
as a fourth above Suddha Rishabha (f f)  or a fourth below Kakali 
nishada (tf).

It is preferable to have the former f t  for

1) it is the lower o f the two pitches ;

2) the suddha^ Rishabha on the pancama fret will be 
the same as the one on the sarani (f t) .

But the difference is negligible (2044: 2045) and anyhow the 
pratimadhyama is always played with aD upward gamaka.
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Govinda Dikshita's Contribution : 1) In the Suddha mela 
vina described by Ramamatya, there were nine long frets which 
could be played on all the four strings and five short ones which 
could be played only on the sarani. Similarly in the Madhyamela 
vina also, there ware ten long frets across all the four strings and 
short ones on the sarani.

It is probable that it was Govinda Dikshita who used 24 fre ts  
o f equal length across all the four melody strings.

2) We do not find any reference to bee’s wax in Svara mela 
Kalanidhi or earlier works. The frets were moveable and were 
tied with guts as is done in the Sitar. The use o f wax keeps the 
frets fixed while allowing the player to do minor adjustments in 
tuning by applying a little heat to the wax and moving the 
frets.

Yajnanarayana Dikshita, Govinda Dikshita’s son and 
Venkatamakhi’s brother, mentions wax in his description of the 
vina. It seems that it is again Govinda Dikshita who deserves 
credit for this innovation.
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SRI PURANDARADASA A ND  THE GENERAL  
CHARACTERISTICS OF HIS SULADIS A ND  UGABHOGAS

Vidvan N. Chennakesaviah, Mysore

On the 14th January 1964 are completed four hundred years 
since Shri Purandaradasa attained salvation. It is well known 
that by presenting and popularising his compositions in different 
musical forms like glta, prabandha, etc. combining music, bhakti- 
rasa and the light o f jnana and renunciation and containing the 
essence o f the teachings o f Vedas and Upanishads Shri Dasaru has 
earned the love and reverence o f the people in an ample measure.

Narado Visqusevartham VayoradeSato'jani 
Purandara it i  khyatah tattvamargaprabodhakah.

“ Sri Narada at the instance o f Vayu was born as Purandara 
Dasa and flourished as a teacher of Vedantic ideals” is the belief 
of many bhaktas even to this day.

His own Guru Sri Vyasaraja has sung :

Dasarendare Purandara dasarayya (Pallavi)
Vasudeva Krishnana susi pujisuva (Anupallavi) 
Nitiyellavanaritu -  nigamavedyana nitya 
Matumatige bidade varnisutali 
Gita nartanadinda Krishnana pujisuva 
Putatma Purandara Dasarivaraiya -  (charana)

(Sri Purandara Dasaru is the real Dasaru, worshipping 
Vasudeva with heart full o f love ; knowing well ethical conduct, 
ever praising the Lord known to the Vedas by every word o f his 
and worshipping the Lord by music and dance, the enlightened 
soul Shri Purandara is the real Dasaru.)

Shri Vijayadasa, the principal disciple o f Shri Dasaru describes 
his Guru thus -

Besarde bhajisiro -  Purandaradasarayara- 
Vasudevana bhajakaru san -  toshadim kondSdi sukhisi 
Lakshmipatiya padadalli -  lakshyavittu VyasarSyara 
Shiksheyindankitagolluva -  padakorataidu
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Lakshapada suladi peluttha pratidinadallu 
Pakshivahana natya vaduta aparokshaputtalu 
Mokshasthanake karadoydu Adhokshajanu samrakshisida

(Praise Purandaradasaru untiringly -  devotees of Vasudeva 
with delight and pleasure -  the Dasaru who, taught by Shri 
VySsarayaru, offered at the feet of Lakshmipati four lakhs and 
seventyfive thousand padas, suladis, etc. and attained enlighten
ment and whom, pleased with his song and dance, Garudavahana 
himself led by hand to Vaikuntha).

Our Dasaru was born in 1480 at Purandaragadh near Poona as 
the son o f Varadappa Naik, a jeweller and was known as Srinivasa 
Naik. Born rich, and miserly by nature, our Dasaru in course of 
time through the grace o f God and the influence o f the high 
character of his great spouse Saraswati Bai, developed renuncia
tion, gave away all his vast riches in charity and with a tambura 
in hand went to Vijayanagar and became the disciple of Sri 
Vyasarayaru. PandarinSth was his deity. Sri Krishna Deva 
Raya who reigned at Vijayanagar at the time recognised the great 
merit of our Dasaru and built for him the stone mantap on the 
right bank o f the Tungabhadra which stands even to this day, as 
a memorial to Dasaru. He composed and sang there and evolved 
a new tradition o f musical practice. The grateful multitude o f 
disciples called him Karnataka Sangita Pitamaha which 
appellation he enjoys to this day. This article endeavours to 
give a general idea o f the Suladis and UgSbhogas among the other 
varieties o f Dasaru’s compositions.

SULADIS

In the opinion of many Haridasas, Suladi is Sulu hadi, an easy 
way to attain salvation. Sangitaratnakara describes eight kinds o f 
Suda prabandhas -  Ela, Karana, Dhenki, Nartani etc. and the 
commentator refers to Suda as ‘Suda iti GitaviSe§asamuhavacl 
deti Sabdah. Suda appears to have got transformed in course o f 
time to Sula when the distinction between da and la was blurred.

Dhruvadi saptatalaischa deshibhashapadairyutah 
Swararagaih pragayante Suladiriti kathyate
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Compositions in the provincial languages, sung in the seven talas 
Dhruva etc. and elaborated in the varna modes are known as 
Suladis. In the North there is a tala called Sula with ten matras. 
This would have been the basis for the kritis  by the Haridasas 
in mathya, jhampe, arajhampe, khandachapu, etc. It is possible that 
compositions which began in this manner might later have 
come to be called as Suladis. We cannot find a definite varna 
mettu  for these. From the manner the Suladis have been 
traditionally sung we can observe the following general charac
teristics in them.

1. These contain generally five to ten charanams or dalas 
as they are called. There is no distinctive division into 
pallavi, anupallavi and charana as in devara namams and 
kxrtanams, but at the end of each dala or in the 
course o f it, the opening words or other important 
words are repeated like a pallavi. The last dala o f each 
suladi is called jathe  and contains the essence or the 
summary o f the foregoing parts.

2. The sahitya is generally an exposition of spiritual 
experiences or teachings, praise of the Lord or ethical 
teaching and sometimes even historical incident.

3. The rules o f prasa are sometimes relaxed.

4. Each charana contains the ankita of the Composer.

5. Sahitya is principally on the aksharalaya pattern. The 
gati adopted at the beginning generally remains constant 
throughout. Sometimes one charana is sung in vilamba- 
nade, another in madhyanade and a third in druta.

6. N o strict nfle is maintained that each charana should 
consistjx l  the same number of avartams. The sahitya is 
expanded till the idea to be presented is complete and 
the number o f tala avartas may be slightly more or 
less.

7. Though the composition is in different talas there is 
no general order followed in which the talas appear 
and sometimes the same talas may occur again.
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8. We generally find miSra gati in dhruva, ata and triputa 
khandagati in madhya and jhampe and chaturasra in adi 
and trisra in rupaka.

9. Suladis are very useful in developing a knowledge o f the 
seven talas.

10. As laya is prominent in these compositions they can be 
adapted for dance.

11. The entire composition may be in the same raga and 
sometimes in different ragas also when it will be a raga 
tala malika.

12. The varnamettu does not tread the familiar pattern and 
has been developed in a mode easily adaptable for raga 
elaboration. It gives a comprehensive idea o f the raga.

Thus these Suladis are compositions in the seven talas 
Dhruva etc., sung in either two or three kalas or in the same kala 
and presenting a comprehensive development of the raga as well 
as tala.

These compositions developed from the days o f S'rfpada- 
rayaru, but became popular during the days of our Dasaru. The 
points made above are illustrated in the “ lirahmananda Suladi ” 
given below containing six charanams. This was composed by the 
Dasaru in the ecstasy of the vision o f his favourite deity. The 
theme is that the vision of each part from head to foot of the 
Lord is blissful and this idea is presented in the last part or jathe. 
This Suladi is sung in chaturasra dhruva, chaturasra mathya, chatu
rasra rupaka, khanda ata, chaturasra triputa and trisra triputa 
in the order mentioned in one kala.

Brahmananda Suladi.
A pada ananda, a nakha ananda, 3 janu ananda, a janghe

ananda,
A Gru ananda, a kati ananda, a nabhi a kukshi, ananda

mayavaiya-(A pada ananda).

A bhuja ananda, a kambugrlvananda, ananda mayavaiya a
Siroruhagalu.

Anandava sarvangada vaibhavagalella, asankhyatananda,
Purandara Vitthala (A p&da Ananda).
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2. Pavakakotisurya-prabheya solisuva-devanangada kanti-
Bnanda mayavaiya,

HavabhBvabhru -  vibhramavilasagalella -  devanangada kanti-
ananda mayavaiya.

Devadideva Purandara vithalana -  pavanarupa -  ananda
mayavaiya (Devadi deva).

3. Bomma Bomma Bomma -  Bomma Sri Hariya -  Karma-
vananda -  Kuruhugalananda,

Summanavananda -  sulivagalananda -  Namma Sri Purandara
Vithalarayana

KarunavSnanda, kopavananda-
4. Dasamarutangalu -  anandamayavaiya -  HrsikeSana

ekadagavada Hrsika (Dasamarutangalu).

5. AnandalardhBngi, Bnandanakumara -  anandana vahana
ananda a Sayana.

Anandavagamana -  ananda B vihara, ananda matthe param-
ananda (Anandalardhangi)

Anandamuruthi Purandara Vithala -  Anandanandanatha -
nadani pariya (Anandalardhangi)

(Jathe) 6. Jnanananda maya Purandara Vithalana -  Nanaru- 
pagalella Bnandamayavaiya (Jnanananda maya)

For an example o f a Suladi sung in Vilamba, madhya and 
druta nades can be seen in the Suladi -  Tandeyagi tayiyagi in 
Bhupali raga given in Subbarama Dikshitar’s Sangitasampradaya 
pradarshini.

UGABHOGAS

As we have subhasitas in Sanskrit to spread a knowledge of 
right and wrong, ethical conduct and the benefits o f experience 
mundane and spiritual, in society, we have them in Kannada also. 
When the bhakta is immersed in the contemplation of his Upasana- 
murti, his innermost thoughts and ideas spontaneously take 
literary and musical forms and come out. These compositions 
can help the seekers in the way of attainment o f divine experience. 
These are called Ugabhogas by Haridasas. These started develop
ing from the days of Sri Acalanandadasa, but came out in large 
numbers and became popular during the days o f Sri Purandara
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Dasa. There is some similarity between our Dasani’s Ugabhogas 
and the Vachanas o f Sri Basaveswara and Akkamahadevi. These 
may well be classed under “ Vachanagana These can be 
sung in different ragas in the manner o f slokas. They can 
also be set to suitable talas, on the basis on which the sahitya 
runs. There are generally two to twelve and sometimes 
eighteen padas and the sahitya will be in chaturasra, misra or 
khanda pattern. Generally each pada comprises o f four 
avartas o f  tala. The rules of prasa are sometimes relaxed.

Here are some examples o f Ugabhogas by Sri PurandaradSsa.

1. Ennamma Siridevi -  innu ariyalu mahime. 
kunni manavanu -  nanena ballenu 
Pannagadri nilayane -  Pflvana murti Krishna 
Ennanuddharisaiya -  Purandara Vithala

(Lord of Seshachala, Sri Krishna, your own Spouse and my 
mother Lakshmidevi is still unable to comprehend your greatness. 
What do I a pigmy know of Thee ? Save me O Lord).

2. Tanna tanariyada jnanaveno
Channasri Purandara Vithalana neneyadava 
Sanyasiyadarenu ava shanda nadarenu.

(What is wisdom without knowledge o f self worth ? What 
does it matter whether the person who does not contemplate Sri 
Purandara Vithala is a sanyasi or an impotent man ?)

3. Enu odidarenu -  Enu kelidarenu 
Hina gunagala hingada janaru 
Manabhimanava -  ninagoppisida mele 
Nine salaha beko Purandara Vithala.

(What does it matter how much a person reads or how much 
he hears when he is unable to give up his low traits ? I have 
surrendered to you my vanity and pride and Purandara Vithala, 
you must save me.;

On this occasion o f the completion o f four hundred years 
since the Saint Musician left us, it behoves us to remember 
with gratitude his great life and work which will help us in our 
own progress.
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MUSICAL INSTRUMENTS DEPICTED IN THE 
SCULPTURES OF NAGARJUNAKONDA, 

ANDHRA PRADESH.
K. Krishna Murthy, Nagpur.

The musical instruments1 depicted in the sculptures of 
Nagarjunakonda present a pleasing variety, reflecting intensely on 
the creative genius of the master-musicians of the day. At this 
place their lithographic delineation is effectually realistic and 
typologically enriching. The types represented in the sculptures 
are dealt with in these pages, basing mainly on the information 
supplied and supplemented by the ancient Indian literature.

At Nagarjunakonda the lithic representation of vina is quite 
interesting. In a sculpture which represents Indra’s visit to 
Buddha in lndra sala guha is revealed a harp {fig. 1). The harper 
Pancasikha is shown playing the harp with fingertips or nails 
while standing. He is keeping it under the left arm supporting it 
on his waist. Again the sculpture depicting the Renunciation 
scene reveals a woman with a guitar type o f vina on her lap 
{fig. 2). She is shown playing upon it with her finger tips or 
nails. Likewise the sculpture protraying the transportation of 
Gautama’s jewelled turban to heaven reveals among the band of 
musicians, a man playing the guitar while standing {fig. 3). He is 
playing it with his finger tips. The guitar has five small pegs 
to regulate the tuning by tightening and loosening them. Else
where a peculiar lute or vina {fig. 4) gets its depiction. A woman 
is shown playing on it, while standing. She is keeping it slanted 
to her left shoulder and playing it with finger. The vina has a 
very narrow string board and the strings are stretched almost half 
of the entire length o f the lute. It is devoid o f any pegs as seen in 
the case o f fig . 3. Thus this lute is unique in its representation 
among the vinas depicted in Nagarjunakonda sculptures. In a 
way it reveals some semblances to the sitar o f North India.

Conch {Sankha) :—
This comes under sushira (wind instrument) category. The 

oldest o f the wind instruments was probably the buffalo horn, a

1. Y a z d a n i: Ajanta IV p. 57, pi. XXXVII a. 
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specimen o f which may be seen in the Indian Museum, Calcutta. 
The conch is also an old instrument and in fact it is the harbinger 
o f the trumpet. In ancient litetature it is said that the conch was 
used for both pugnacious and holy purposes. The warriors carried 
the conches along with them in the battle fields.2 They were so 
important and propitious that each hero o f the bygone ages named 
his conch®. Thus Pancajanya of Krishna and Devadatta of 
Arujuna acqired their names.* Incidentally Kautilya testifies to 
the use of Sankhas in the war.5 In temple ritual it either gives 
an opening fanfare or plays a sort o f rhythmical accompaniment.

In orchestral bands the conch has its own place. It is 
blown in two ways. It can be blown either by keeping the 
perforated tip o f the conch into the lip direct or by connecting 
some ornamental pipe to it. However the process o f blowing the 
conch was known as Dhamana (blowing) or purana (filling)6

The depiction o f this instrument in stone is quite interesting. 
At Bharhut the conch with pipe often occurs invariably accompa
nied with dundubhi7. The shell represented in the monkey and 
elephant scene in which it is fastened at the end of the pipe is quite 
remarkable. At Amaravati both the varieties with and without 
pipes are available in lithography.8 In one o f the sculptures a 
group of eighteen women has been depicted playing upon the 
drums, a shell trumpet or Sankha and two other instruments akin 
to the Assyrian harps.

At Ajanta the representation o f conches in the paintings is 
superb and sublime. In one o f the paintings a palace scene depicts 
a woman holding a conch in her left hand while the right one is 
drawn close to her ear in the pose o f audition.9 The other

2. Raraayana V II63; Mahabharata VI, 1, 15-18 ; IV, 66,11 ; VI, 1-19,
Also vide Indian Culture Vol. 4, 451 and J. A.O.S. 13.

3. S.B.E. 8. 38
4. Mahabharata VI, 1, 18
5. P. 401
6. Kadambari p. 33
6. Cunningham 1, pi. XXXIII, figs 1, 2, & 3
7. Cunningham : stupa Bharhut, p. 126
8. C. Sivaramamurti: Bulletin of Madras Govt. Museum, Amaravati

sculptures in the Madras Govt. Museum, pi. XIII, figs. 1 & 5.
9. Yazdani: Ajanta, 1. p. 15
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painting portraying presumably Mahajanaka Jataka,10 reveals a 
conch-blower in association with a fluteplayer and drummer. The 
conch blower is having puffy cheeks and protruding eyes suggestive 
of the act o f blowing the conch. Elsewhere in plate XLIV which 
depicts a party o f musicians beneath the Buddha figure is seen a 
conch blower in front o f the drummer. In cave XVII on the left 
corridor is painted the Vi^vantara Jataka which again reveals 
musical instruments like dholak (double drum), conch,11 etc. In 
the same cave on the ceiling o f the hall and the corridor is painted 
a conch among the religious symbols.1'

The sculptural depiction o f this instrument conch at Nagar- 
junakonda is significant. A panel representing the transportation 
o f jewelled turban o f Gautama by Devatas with all pomp and 
splendour reveals a band of musicians. A conchblower can be 
seen among them, in action (fig. 5). But the conch is devoid of 
any metal pipe as evidenced in the sculptures o f Amaravati.18 
Besides, the recent excavations at Nagarjunakonda conducted by 
the Union Department have also yielded conches of which the two 
recovered from the vicinity of Astabhuja swami temple14 bear 
inscription. The disclosure o f the conches from the monastic15 
and temple areas at Nagarjunakonda is highly suggestive of 
their religious function.
Drums:—

These fall under anaddha, the instrument o f percussion. Vary
ing in their sound and model they range from sonorous Pataha to 
dulcet sounding tabors. The drums used for funeral ceremony 
were called preta pataha, fearful in sound. Generally in the war

10. Ib id ; 1, pi. XVI-XVIII, p. 22
11. Ibid ; IV. pi. XIX-XXVI, p. 45
12. Ibid IV, p. 107, pi. LXXIV.
13. C. Sivaramamurti: Amaravati sculptures pi. XIII, fig. 5
14. Two inscribed conches, one bearing ‘bhagavato Atha bhuja samisai 

and the other ‘dachchina Kanasara’ come from Astabhuja swami’ 
temple: vide Indian Archaeology : A Review for the year 1958-59 
pi. VIA.

15. The excavation of Salihundam, a Buddhist site in Srikakulam 
District also yielded conches in monastic site of which some are 
inscribed too; see Indian Archaeology - A review for the yeaf 
1953-54, p. 11-12. pi. XVII-A.
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field the drums like pataha, dundubhi, anakas etc., were struck. It 
is stated that they were played with konas.16 The auspicious drum 
pratahkala-nandi-pataha was struck in the early morning to notify 
the break of the day.17 There is another variety o f drum known 
as Mardala which is usually suspended by the strap from the 
shoulder and played with konas. This is midway between the 
sweet noise produced by muraja and noisy pataha.

The melodious sound-producing drums like muraja, mrdanga 
and puskara are generally used in the musical accompaniment. 
To this category also belong darduras, panavas and jarjharikas. 
The mrdangas have been further classified according to  the posi
tions to which they are held. They include ankya, alingya and 
urdhvaka.18 The ankya mrdanga is placed on the lap while 
playing ; the alingya is larger then ankya in size but is also placed 
on the lap while playing.

V

However, the mrdanga is considered to be fairly ancient 
among drum varieties. It is said to have been devised by Brahma 
to act as an accompaniment to the dance of Siva in the hour of 
his triumph over Tripurasura, and Ganesa the son of Siva is said 
to have been the first one to play upon it. The mrdanga means 
‘made o f clay7 presumably therefore, its body should have been 
originally of mud.19

The sculptural depiction o f drums is plenteous and accords 
pleasing variety. At Bharhut two types of drums are carved in 
the sculptures. The smaller drums represented in the sculptures 
are shown beating with fingers while the larger ones are suspended 
from the necks and struck with sticks. The former variety gets 
its depiction more than once. It can be seen in both the 
Apsarasa scenes.20 At Amaravati the sculptural delineation the 
drums are frequent and varied. The pataha, mardala and

16. Ramayana : II, 81, 2, VI, 60, 48-49.
17. Harshacarita p. 125, Raghuvamsha VI, 56; see also Sivaramamurti, 

Amarvati sculptures p. 147.
18. Sivaramamurti : Amaravati sculptures p. 148.
19. A. Popley : The Music of India p. 123. [But see * Why is the 

Mrdanga so called’ in this journal, XXIV,XXVI by Dr. Raghavan- 
Ed‘.]

20. Journal of Asiatic society IV 637 and pi. XXXIX fig. 26; Cun
ningham’s Stupa of Bharhut.
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mrdanga get their portraiture frequently. All the types of mrdanga 
namely ankya, alingya and urdhvaka are to be seen in the 
sculptures at Amaravati.21 Interestingly a relief from Jamalgarhi in 
Yusufzai which depicts Renunciation scene from the life o f 
Buddha reveals both ankya and alingya mrdangas.22

At Ajanta its portraiture is profuse. A palace scene whereiri 
dancing girls are painted reveals a woman playing exquisitely on 
a mrdanga.23 Another painting depicting Mahajanaka Jataka 
reveals again a drummer in the group of flute-player and conch 
blower.21 Again plate XXII depicting the birth of Buddha in 
Lumbini grove reveals a drum.25 The plate XXXVIII represents a 
band o f musicians which includes a flute-player and a drummer.26 
Likewise the plate XL1V depicts a mardala which is shown being 
suspended from the neck by means o f a leather strap.27 In cave 
no. XVII on the left wall of the verandah above the ceiling door 
is painted the Wheel of Samsara which depicts a group of 
musicians. There a man with a dholak (double drum) slinging by 
a black leather strap from his shoulders is portrayed.28 In the 
same fresco can be seen also a dholak and pair of tabalas.29 
Likewise the painting revealing Visvantara Jataka depicts again a 
dholak.20 A painting on the base of a pillar of the ante-chamber 
portrays the musical instruments like triangular stringed instru
ment and double drums.81 In the same cave immediately above 
the battle scene is painted the Abhisheka of Simhala which 
reveals two drummers at the right end o f the fresco o f whom one 
is holding a drum while the other a round instrument.32

21. C. Sivaramamurti: Amaravati Sculptures pi. XIII.
22. The relief is in Lahore Museum. See J. Burgess, Buddhist art in

India p. 129.
23. Yazdani: Ajanta I, p. 17, pi. XII-XIII.
24. Ibid p. 22, pis. XVI-XVIII.
25. Ibid p. 20, footnote 1.
26. Yazdani: Ajanta II, p. 41.
27. Ibid p. 49.
28. Ibid, IV, p. 24.
29. Ibid p .  26.
30. Ibid, p. IV, p. 48
31. Ibid, p. 106 pi. LXXI, b.
32. Ibid. p. 93.
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The lithic delineation o f drums at Nagarjunakonda is o f  
special interest. The drums like urdhvaka mrdhanga, alingya 
mardanga, mardala and pataha get their depiction significantly. 
A sculpture representing the scene o f the transportation o f the 
jewelled turban of Gautama by the devatas reveals a drummer in 
action. He is playing urdhvaka mrdanga with fingers and the drum 
Is suspended by means o f a leather strap from the left shoulder 
(fig . 6.) The drummer is having his right hand upraised in the 
act o f beating the drum while the left one is kept tangencial to 
the drum. Another drummer (fig. 7) from the same sculpture is 
discernible wherein he is represented as playing on urdhvaka 
mrdanga. But in this case the mrdanga is tied to the waist by 
means of a leather strap unlike the aforesaid mrdanga where it is 
suspended from the shoulder (fig. 6). Besides in this case the 
drummer is playing with konas. He is depicted in action showing 
both of his hands raised in the pose o f beating the urdhvaka 
mrdanga. The sculpture representing the night before renun
ciation reveals again alingya mrdanga (fige. 8). Here a woman is 
shown with alingya mrdanga.

Another variety of drum" Mardala also gets portraiture in the 
sculptures of Nagarjunakonda. The sculpture depicting the 
transportation o f Gautama’s jewelled turban depicts a band of 
musicians which includes a drummer playing on mardala (fig. 9). 
He is having the mardala dangling from his shoulder by means of 
a leather strap and playing it with a plectrum (kona). His right 
hand is holding a kona while the left one is shown kept akimbo. 
Again the same sculpture represents a drummer playing on pataha 
(fig. 10). He is in the act o f beating the pataha with konas. 
Thus the delineation o f drums in Nagarjunakonda sculptures is 
picturesque and realistic.

Cymbals:—
They fall under Ghana. They are plain and generally made 

o f brass, copper or bronze. The sculptural representations o f them 
are numerous. Both the Apsarasa scenes in Bharhut sculptures 
reveal cymbals.33 Interestingly the relief from Jamalgarhi in 
Yusufzai, depicting Renunciation scene reveals a group o f girls

33. Cunningham : Stupa of Bharhut, p. 126.
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playing on the musical instruments. There a harp, a flute, drums 
and cymbals are shown.31

In Ajanta paintings also many cymbals can be seen. In one 
of the paintings that reveals a palace scene is shown a musician 
holding the cymbals.35 Another painting revealing Mahajanka 
Jataka depicts the orchestra comprising five artists. Of them two 
are shown playing cymbals.38 In plates VII a-b are represented 
two Kinnaras playing on flute and cymbals.37 Likewise plate 
XLIV also reveals a cymbal.38 In cave XVII the painting 
portraying the wheel of Samsara depicts a party o f musicians 
playing on cymbals.39 Similarly the painting depicting Simhala 
Avadana reveals again the cymbals.10

The Nagarjunakonda sculptures are also not wanting in their 
representation o f the cymbals. They are simple and they are 
presumably made of metal. The sculpture depicting the trans
portation of Gautama’s turban to heaven reveals a fine example 
o f cymbals {fig. 11.)
K onas:—

They are used for beating the drums or for playing on vinas. 
At times in music parties the people will play with konas by 
striking them one against the other, individually or in groups.11 
The depiction of a man playing with kona individually at Nagar
junakonda, in the band of musicians, in one of the sculptures 
revealing transportation of Gautama’s turband to heaven is quite 
befitting {fig. 12).

Suchwise the delineation of the musical contrivances in stone 
at Nagarjunakonda is aesthetic and alluring, throwing a lucent 
light on the social history o f the locality.

34. J. Burgess : Buddhist Art in India p. 129.
35. Yazdani: Ajanta I, p. 12.
36. Ibid, I, p. 17, pis. XII-XIII.
37. Ibid II, p. 4, pi. VII a-b.
38. Yazdani : Ajanta II, p. 49, pi, XLIVA,
39. Ibid IV, p. 24, 26.
40. Ibid IV, p. 93.
41. Similar plays can be seen even to this day before temple car festi

vals or in bhajan mandirs in Andhra Pradesh. The play is known 
as ‘Kolatam’ locally. So also in Mysore region this play is 
known as Kolata. Kolu means stick and ata means play in 
South Indian languages.
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GARBHAPURI KIRTANAS

T. Visvanathan

Garbhapuri in Kongu-desam of Tamiland is known as Karu 
Vur because Kamadhenu got here a boon for powers o f creation 
and capacity for liberal dispensation o f gifts. Pasupati is the 
presiding deity at the shrine here and the Ambikai is Krupana- 
yaki. The temple here, located on the banks of the Amravati, is 
known as A-Nilai or resting place o f the cow. Eripatta-nayanar 
sanctified Karu Vur, the capital of Pugazh-chozha-nayanar. Here, 
Sivakamianthar collected flowers for Lord S'iva, and Karuvurdevar, 
the bard, sang the Tiruvis'aipa hymns and attained mukti. 
Sambandhamurti Swamigal sang the glory o f the local deity, in 
his Devaram.

Karuvur is noteworthy by reason of its association with some 
distinguished musicians and composers. An account o f these 
musicians o f Karur, expecially of the Karur Brothers will be of 
value to students and lovers of music. The Karur (Karu-Vur) 
brothers comprise Venkatasubbiyer, Krishniyar and Sangita- 
kalanidhi Chinnaswamiyar, (President o f the Conference of the 
Music Academy, Madras, 1950 and decorated with the National 
Academy Award for instrumental music, and still happily with us 
at Karu Vur). Particularly the contribution o f Krishniyer 
deserves to be dealt with in detail. The late Kirtanacharya 
C. R. Srioivasiyengar, in his Notes on Hindu Music,x observed, 
“ Next to Tirukkodikkaval Krishniyer, but a length behind comes 
Mr. Devudu Iyer (Krishniyar) of Karuvoor, the most famous of
the ‘Karuvoor Brothers’ I find it very difficult to say which
was his forte: he was equally brilliant in Raga, Keertana and 
Pallavi. But, all—professional and non—were unanimous in holding 
that his repertoire o f classical pieces was the largest and his 
rendering o f them most accurate and lovely.”

In the first place we should keep clear o f a confusion. In the 
compositions, the Garbhapuri2 mudra is variously ascribed to

1. The Hindu September 20, 1920. (Hereafter, all direct quotations 
unless noted otherwise are taken from this article.)

2. Garbha-puri in Sanskrit means Karu-ur.
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three names—Karur Brothers, Karur Dakshinamurti Sastri and 
Karur Devudu. Actually, these kritis are the product of a joint 
venture by Karur Dakshinamurti Sastri and Karur Chinna Devudu 
(otherwise known as Krishniyer). But we should note that they 
are not brothers but only cousins. Dakshinamurti only provided 
the lyrics (text) and Devudu (Krishniyer) set the music for them. 
Therefore, except for Devudu, the second of the Karur Brothers, 
nobody, else was gifted as a composer in his family. His elder 
brother Pedda Devudu (Venkatasubbiyer) and his younger brother 
Chinnaswamiyer became performing musicians on the violin. It 
will not be out of place to mention here that sometimes there is 
another confusion between Garbhapuri and Dharmapuri. The 
two places denoted by these names are entirely different. The 
former refers to Kritis and the latter to Javalis. The Karur 
Brothers had three sisters as well. “ Their father, Narasiyer, was 
a Vainika and left his sons the noblest o f all legacies—a musical 
ancestry.” He married Akhilandammal who belonged to another 
great musical family. She was the daughter of Kavi Matrubhu
tiah.® They were originally Andhras by birth, Telugu Brahmins 
of the MuriganSdu sect.

Narasiyer’s father was a great ‘Ramayana Sastri’ who had been 
honoured by the Mysore Samsthanam with gifts o f land near 
Pugalur, between Erode and Tiruchirapalli. Narasiyer received 
his training from his own father-in-law, Kavi Matrubhutiah. 
Pedda Devudu:—

The eldest of the Karur Brothers, gPedda Devudu (Venkata
subbiyer 1860-1887?), learnt to play the violin, then a recent 
importation. He was taught by his own father Narasiyer and 
became a virtuoso. Pedda Devudu was patronised by Vembu 
Iyer of Manattattai. Sangita vidwans like the Vaiyaccheri

3. Kavi Matrubhutiah, a Telugu Brahmin, was well versed in both 
language and music. He lived in Tiruchirappalli and composed 
many Padas and Kritis in praise of his Ishta Devata, Sugandhi 
Kuntalamba in the temple in Tiruchi. He had also “ Parijata 
Apaharana” to his credit. Since he was struggling for his livelihood 
he decided to go to Benares. But by the grace of his Ishta Devata, 
Pratapasimha of Tanjore bestowed honours and wealth upon him. 
His song “ Nimaticallaga” in Anandabhairavi raga and Adi tala is 
the most popular composition of his today.

22



Brothers (Ramaswami Sivan and Maha Vaidyanatha Sivan), and 
Manattattai Kuppuswamiyer, were indebted largely for their fame 
and professional success to Vembu Iyer who was himself con
sidered a good vainika and vocalist.
Chinna Devudu

Pedda Devudu trained his next brother Chinna Devudu to 
play duets with him on the fiddle. Perhaps this was the beginning 
of violin duets in Karnatic m usic; if  so, they were pioneers and 
should be given the credit for introducing violin duets. As the 
duet was a novel idea at that time, ,e they were in great 
demand.” For nearly six years around the 1880’s they toured the 
whole o f Tamilnad. Pedda Devudu was even compared to 
TirukkodikkSval Krishniyer.1 Pedda Devudu’s premature death 
in his early twenties forced Chinna Devudu (Devudu/Krishniyer) 
to come into contact with Vakil Subbanarasiah5 o f Namakkal, 
who in turn put Devudu under the tutelage of Nemam Subramanya 
Iyer.6 This is how Devudu came to follow Tyagaraja’s school.

After the death of Pedda Devudu around 1887, Chinna 
Devudu took up the responsibility o f training his younger brother 
Chinnaswamiyer to play the violin. This enabled him to continue 
playing violin duets with his younger brother.

In a short time Devudu became more famous than his 
teachers or his brother. An exception was, of course, his name
sake, Tirukkodikkaval Krishniyer (1854-1912), a senior contem
porary o f Devudu. Commenting on the general estimate o f his 
playing C. R. Srinivasiyengar wrote:

His notes were not bare, naked, angular and bony but 
suffused with ragabhava and gamaka. He was as much 
at home in the minor janya ragas as in the melakartas 
and more popular melody types as Kambhoji, Mohana 
and Begada. He was remarkable for his wonderful and 
unequalled skill in producing rare and grand tones and 
styles, and peculiar modes sprung from his bow were

4. This information was given by Sri Papa Venkatramiah who had his 
early training under Sangita Kalanidhi Karur Chinnaswamiyar.

5. Lover of music and grand-uncle of Violin Vidwan Sri Madurai 
Subramanya Iyer.

6. A direct disciple of Tyagaraja Swami.
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something marvellous, as if two or three fiddles were 
played together. If at all one could make bold to offer 
any remark about his execution he favoured quavers 
more than vareeks and was eclipsed only by Krishniyer 
and no other, in that undefinable something that I could 
phrase as depth and accentuation. On the whole he is a 
rare product of his age...

He was equally famous as an accompanist and soloist. 
His early training stood him in good stead and his 
wonderful mastery of musical compositions of his age 
enabled him to keep his own with such “ big guns ” as 
Maha Vaidyanathiyer, Patnam Subramanya Iyer, 
Narayanaswami Iyer of Tiruvisanallur and Sarabha 
Sastri. When he had his turn, his originality and brilliant 
execution won for him a fame and respect equal to that 
of his primaries.

Devudu was also a good singer and used to sing while playing 
violin solo. Though a Telugu by birth, he was well versed in 
both Telugu and Tamil literature. Though we do not know how, 
he acquired a fair working knowledge o f English and was able to 
have contacts with the upper strata of society.

Devudu’s broadmindedness is revealed through an incident7 
that happened when he went to accompany Maha Vaidynathiyer 
at a wedding in Sirkazhi. A violin virtuoso, by name Sirkazhi 
Narayanaswami Pillai,8 was playing also.

He was playing in a soul-stirring manner. The local people 
were in divine bliss. Although Maha Vaidyanatha Iyer and 
party were aware o f Pillai’s reputation, they never went to listen. 
But Devudu was curious and leaving the others, he went to hear 
for himself. Sri Pillai started Nayaki, one of his several favourites. 
After the first strains o f the raga alapana, Devudu shouted in 
ecstasy to the others: “ My God, this man’s Nayaki is going to

7. This incident was told by Papa Venkatramiah, son of Srikantiah, 
who happened to be there with Chinna Devudu.

8. I have heard my grand-aunt (late Rupavitiamma) going into raptures 
over his scintillating rendering of Nee bhajanagana, ‘as though his 
perfumed fingertips released the fragrance of rose water.’



put mud in our stomachs, i.e. deprive us o f our livelihood. But it 
matters not as long as we make good a life’s chance to listen to 
angelic music.”

When Devudu was staying in Madras, Sri Srikantiah, his 
chief disciple, played the second fiddle for the duets. Devudu 
founded a school in Madras and trained a number of disciples. 
He died suddenly in 1901, only forty, childless. “ Like his 
brother he was snatched away in life’s blood with his blushing 
honours thick upon him.”

Chinna Devudu had a tremendous sangita and swarajnana 
for grasping anything connected with music. This is reflected in 
his songs composed in the style of western melodies. He must 
have composed about 30 to 40 songs, but we are able to trace only 
20. Even these are scattered among stray publications.

Noteworthy Features.

He has composed a number of kritis, one varna and a raga- 
malika (consisting of five ragas.) In all his compositions the 
Telugu language is simple apd easy to understand. He chose 
Adi tala for most o f his pieces. His songs reveal his fine technical 
sk ill; as one coming from the sishya parampara of Tyagaraja, he 
adopted the same style—simple, crisp and short. Most o f them 
are in madhyamakala. Out of the 20 songs only very few have 
more than one charana. In his songs we find sangatis, lively 
briga passages, madhyamakala tempo, etc. In his “ Neramena- 
chakura Na Pai ” (Sankarabharana-Adi) we find lively briga 
passage l i ke ;

i i i i i
d n s  r g r s n d p , , , , m g / r g m p d p m g / r g m p m g r s / /  
Do ra Gar bha Pu Ri  Va Sa

The following songs consist of sangatis :
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name o f song raga tala section with sangatis

Emi neramu Garudadhvani Adi Anupallavi
EntaninS Natakuranji Adi Pallavi
Emani pogadudu Todi Adi Pallavi and Charanam
Ngramenchakura Sankarabharanam Adi Pallavi
Kdniyada Vakulabharanam Adi Pallavi ''r ‘ xv



? !

We also find lilting melodic patterns, for example, in 
Neramenchakura (Sankarabharana-Adi):

s , ,  r g , ,  m p , , m g , , r g m  
Ne ramen caku raNa pai

and in Anupallavi o f his Sriraga varna “ Samini” in Adi ta la : 
p m , n p n m p r g , r n s r g / r s , n p n s r / g r , s r m p , / /
Cha la mu se ya Me ra ga du ra

His compositions reveal the master-mind of a composer who 
is also a violinist. The Todi Kirtana in Adi tala, Emani pogadudu, 
is full of such phrases. He seemed to be the first to have used : 
p d n p m  r g r s  phrase in Sriraga in his Varna in that Raga. 
Phrases in sama-yati style are also found in the same Varma:

n , p m r g r s n , p m p n s r / n , s r g r r s / n , s r m r g r / /

n , s  r ( p m r s ) n * , s r p m n p / n ,  s r n s n p / n ,  p m r m p n / /

The text (sahitya) structure o f his musical compositions 
conforms to the laws o f musical prosody. Prasa and Yati rules 
are strictly followed. In Kritis like Rara Rama (Bangala), 
Neramenchakura (Sankarabharana), KarunSnidhe (Kambhoji) we 
find dvitlyakshara-prSsa persisting throughout the composition. 
We discover pleasing examples o f alliteration in one or two 
compositions, e. g. the charana section in Entani Ne Vedura 
(Natakuranji):

aQ*<£(3jrfi(26yIf6Vs5f) (Seu Qfr<*<sL_J (SsoajjVx
LD<*06iiLD(T6iJ0£r/r G)s>rr*rr fB x em u a i3

^ ) 3* 0 S bt a s 8f r u u 4LjrfirD fB 6 iirg )jL is (S !rx 6 u

l b  Q/TX<i(9SCoSiJl^.*lLj635irL_*<36S.

A complete book o f his songs as available now will follow 
soon. A list of his compositions is given below. If there are any 
other compositions in the possession o f lovers and students of 
music, the author will acknowledge them with thanks and will 
include them in the publication under preparation.

9. Whether this prayoga is a misprint or this is another Visesha prayoga 
for Sriraga is uncertain.
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List of available Compositions of

KARUR CHINNA DEVUDU  

AND

KARUR DAKSHINAM URTHY SASTRY
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1. Amba ninunera Ragamalika (5) Rupakam
2. Entaninevedudu Natakuranji Adi
3. Enduku nirdaya Sankarabharanam Adi
4. Emani pogadudu Todi Adi
5.

6.

Emi neramu 

Kamalamba Na
Garudadhvani

Kanada

Adi

Adi
7. Karunanidhe Kambhoji Adi
8. Koniyada tarama Vakulabharanam Adi

V\ 51 9. DurusugS krupa Kedaram Rupakam
KM
't ,r

10. Nanu karuninci Sankarabharanam Rupakam
11. Namanavini Cakravakam Rupakam

l:.y 12. Nera mencakura Sankarabharanam Adi
13. Mari mari ninne Kambhoji Rupakam
14. Maruvaka daya Mohanam Adi

v4'5. Yadukulatilaka Cakravakam Adi
16. PranatSrtihara Kalyani Adi
17. Brochutakevaru Sriranjani Adi
18. Brova samayamide Gaurimanohari Adi
19. Rara Rama Bangala Adi
20. Srimahaganapati Behag Rupakam
21. Sami Nl (Varnam) Sriragam Adi



FOUR RARE PIECES **

Edited by

Vidwan Sri Chennakesavayya of Mysore

These four rare compositions were demonstrated by the 
Vidwan at the 37th Conference. See above p. 42, Proceedings 
of the Session.

These were found in the notebooks of the Vidvan’s father 
and teacher, written eighty years ago.
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jĵ  $j

ai9yjspcnn^*(^jcu9 : anmsfucs.LjĜ riste’'
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JHAVALI

Y. Satyanarayana Rao, Vijayawada.
Jhavali, a musical composition often sung at the closing part 

of the concert programmes, is one o f  the most popular forms of 
light classical music. It is a symbol o f the cultural unity o f India 
incorporating within itself one or two elements o f the many 
Indian languages and schools of music. It presents a synthesis of 
Karnataka and Hindustani schools o f music through its capsule
like brevity and its popular mixture o f the light and classical 
traditions. The name is perhaps derived from a Kannada word 
meaning a song of lewd poetry. It is pronounced both as 
* Jhavali * and ‘ Jhavadi ’ in Kannada. The Marathi word ‘Jhavali’ 
means a gesture of the eyes in the language o f ‘love’. Thus it is 
associated with a love song sung in dance. According to the Tamil 
Lexicon the origin is traced to the Urdu word ‘Jhali’ but this is 
not confirmed by the Persian or the Arabic scholars. In the 
Telugu language its etymological source may perhaps be traced 
to the word ‘ Java ’ meaning * speed ’ or * vega ’ or * quickness ’. 
Whatever may be the etymological derivation of this word, one can 
safely conclude that this word came into currency during the days 
o f the Maharashtra Kings who ruled Tanjore during the 18th and 
19th centuries. In those days ‘ Jhavali’ was used as a curtain- 
raiser for some o f the dance dramas presented with music and 
classical dance. The tradition is kept even today and Jhavali is 
used for providing relief after a tense situation in a drama present
ed in the Yakshagana style.

In the Kuchipudi Yakshagana, Ushaparinayam, the heroine 
Usha narrates the happenings in a dream to her Sakhi. In this 
sequence the popular ‘ Jhavali ’ ‘ Emee mayamu chesi poyene ’ 
in Kambhoji is sung by the dancer portraying Usha. A similar 
instance can be given about the use o f the famous Jhavali, Madhura 
Nagarilo, in Ananda Bhairavi by the Bhagavata Mela troupe from 
the North.

One complaint against Jhavali is that it has always treated 
amorous themes with levity and tended to be somewhat obscene. 
However, it would be evident that the Jhavali is no more 
amorous or lewd than a ‘ Padam *. As a matter o f fact some of



the contents of Kshetrayya Padams would appear more obscene 
than those of the Jhavalis. As far as Sahitya is concerned 
Jhavalis are all addressed to some Ishta Devata according to the 
composer’s choice and the theme that is described is the eternal 
love between divine lovers like Radha and Krishna, Siva and 
Parvati etc. in the traditional manner o f the Sringara-kavyas.

“ Her infinite variety ” or variation in the conception o f a 
Sringara Nayika as depicted in the Padams, ably presented by Dr. 
Raghavan1 in a Radio Feature, can also be seen in the different 
Jhavalis. Jhavalis usually deal with the Nayika - Nayaka - Bhava 
according to the convention o f the eight categories o f Sringara 
Nayikas described in the treatises like Rasamanjari. They are as 
delightful, as earnest, and as respectable in their exposition o f  
divine love as the Padams are. The only difference between 
Padam and Jhavali is in its musical form. *

The literary values o f Jhavalis by Dharmapuri Subbarao, 
T. Pattabhiramayya, Dasu Sreeramulu and the like are o f a 
high order and their appeal to the laymen as well as Rasikas is 
great. Their language is simple, direct and flowing. An example 
of a queer composition is provided in a Jhavali by Sivaramayya, 
in which some English words are introduced, to amuse rather 
than to entertain: ‘O my lovely lalane eelane pommanti ituvanti 
step is fit to take, sit a while here. Let me convince you. 
Evari vaddanu, Don’t be angry — Sivaramuni padamulu padu 
Another instance is an English parody o f ‘Cheli nenutlu sahintuni’ 
in Pharaz, * How can I bear this insult ‘ O my dear V Jhavalis are 
normally composed with the same motif of divine love as the 
Padams deal with. More than the Sahitya the music o f Jhavali 
has a great appeal. Jhavali attained great popularity because 
o f its bright, attractive and catchy music which could be easily 
interpreted by dance. Sri Swati Tirunal and others encouraged such 
compositions. *Itu Sahasamule’ in Saindhavi Raga by Swati Tirunal 
is said to be the earliest Jhavali known to the musicians. However 
the history of this composition may be traced as far back as the 
14th or 15th century when Annamacharya composed his Sringara 
Padams. The structure, the contents and the technique o f these

1. Printed in this Journal, Vol. XXXIV. 1963, pp. 124-131.
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Sringara Padams closely resemble those o f a Jhavali o f the 
modern times. It is later in the days of the Tanjore Maratha Kings 
that Jhavali gained its place both in the dance recitals as well as 
musical concerts. It is during the later half o f the 19th century 
that many composers took delight in composing Jhavalis in 
different Ragas. Dharmapuri Subbarao, Patnam Subrahmanya 
Iyer, T. Pattabhiramaiah, Tirupathi Narayanaswamy, B. Rajarao, 
Venkatagiriappa and others made valuable contributions to this 
musical form. In the North the Tacchur Brothers and Dasu 
Sreeramulu, Gali Subbarao and others composed beautiful 
lyrics in this form. The Madras Music Academy has done well 
in bringing out a special collection of 30 Jhavalis with their nota
tions. These Jhavalis presented by Srimati T. Brinda, grand
daughter of Veena Dhanammal have preserved the rich tradition 
of their rendering in that family. Veena Dhanammal, it is said, 
with her exquisite and masterly playing o f the Veena provided 
great inspiration for a composor like Dharmapuri Subbarao and 
the Jhavali ‘Smara Sundaranguniki’ in Pharaz is even mentined as 
a tribute given by her to the composer. As Dr. V. Raghavan has 
rightly pointed out in his preface to this publication, “ The Jhavali, 
like the Kavadi Chindu, shows how, till recent times, the creative 
power of our music was active in putting forth new and delightful 
forms.”

A close study of the structure and form of this musical 
composition will reveal many interesting aspects o f its popular 
appeal. The unique way in which this composition tried to 
blend the Hindustani and Karnatic styles, the classical and the 
light variety, is very interesting. It is no wonder that a hundred 
years ago Jhavali enjoyed the same popularity as some of the more 
popular lyrics in the films now enjoy. What made these Jhavalis 
so popular? As pointed out by Dr. Raghavan, they are all composed 
in Rakti Ragas like Khamas, Behag, Junjhuti, Kafi and Mohana 
and many o f them are sung in Madhyama Kala bringing in a 
lively tempo. Some of them are also rendered in Madhyama 
Sruti raising this scale to a higher pitch o f popular appeal. All 
this makes the Jhavali bright and attractive. The singing o f 
Jhavali at the end o f a concert comes like a flash and brings in an 
enlivening charm to the entire concert. Some musicologists feel
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that a few liberties are taken regarding the Raga o f the Jhavalis. 
There is no doubt that these compositions are cast in popular 
Ragas but they are all sung according to the tradition o f classical 
music. It is indeed wrong to introduce any phrase which does 
not harmonize with the Raga and sounds a discordant note. 
Instances like * Emandune Muddu Balamani ’ in Kafi Raga or 
Apaduruku in Khamas are quoted to Illustrate this manner o f  
taking liberties with Ragas. Some singers might have introduced 
new Sangatis to suit popular tastes. In the choice of Ragas 
composers have made use o f Jhavali as a medium of interpreting 
some of the familiar modes o f Hindustani music like Khamach, 
Kafi, Behag or Yaman Kalyan. Some of these Ragas are 
Bhashanga Ragas o f popular appeal and easy exposition. There 
is always a difference between the same Raga rendered in Kritis 
and in the Jhavalis. We can take the instance of Sujana Jeevana 
in Khamach and compare it with Marubari in the same Raga.

One more attractive feature of Jhavali is its quick movement 
and its fine rhythm. The Madhyama Kala rendering 
makes it more suitable for the dance exposition. Pallavi, Anu- 
pallavi, and one or two charanams constitute the usual structure 
of the Jhavali. In a few cases the music of the Charanam is the 
same as that of Anupallavi, and in some cases there is no Anu- 
pallavi at all. The movement according to the Tala is the most 
attractive part o f a Jhavali. It runs either in Desadi or Madhya, 
di Talas but not in the usual Adi Tala.

Some critics compare the Jhavali to the Ghazal in Hindus
tani music but there is no real similarity between the two. 
Jhavali took a secure place at the end of our concert programmes. 
This fine composition should not be allowed to slip into oblivion.



SRI MUTHUSWAMI DIKSHITA CHARITA  
BY Y. RAGHAVAN  

Sangita Kalanidhi T. L. Venkatarama Iyer
Retd. Judge, Supreme Court o f India

There are those, and they are fortunately not many, who 
think that India is a mere geographical entity comprising within 
itself a variety o f people divided by race and language. A study of 
Samskrit will easily dispel this impression and demonstrate that 
India is essentially and culturally a unity. The ocean of Samskrit 
has been fed all through the ages by streams of literature flowing 
from all parts of India, from Kashmir to Kanyakumari, 
from Bengal and Kamarupa to the Punjab and Gujarat. 
There have been ebb and flow in the waters o f these streams ; but 
at no time did they become completely dry. While it is generally 
recognised that Samskrit has been the language of culture in 
Northern India and in the Deccan, it is not equally well-recognised 
that it has occupied an important place in the culture o f South 
India as well. For at least a millennium and a half, Samskrit has 
been assiduously cultivated there, and while it has dominated 
literary life in Kerala, Karnataka and Andhra, it has had an 
impressive record of coexistence with Tamil in the Dravida 
country. The Pallava rulers of Kanchi were, some of them, authors 
o f Samskrit works o f great excellence, and during their period, 
Kanchi was the home alike o f Samskrit and Tamil learning. 
Dandin, the well-known author o f Dasakumara Charita and of 
the standard work on alankara, Kavyadarsa, belonged to Kanchi. 
The Cholas, the Pandyas, the Nayaks and the Maharashtrian Kings 
who in succession ruled over the country after the Pallavas, vied 
with one another in the encouragement o f Samskrit and there 
has been continuous output o f Samskrit literature all through 
this period.

The stream has flowed on, though somewhat thin, during tbe 
British rule, and the late Mahamahopadhyaya M. Lakshmana 
Suri was the author o f several works in Samskrit prose, poetry 
and drama, which have received international appreciation. 
Dr. V. Raghavan is in this ancient line of poets who have kept up 
the torch of Samskrit letters in the Dravida country through the



ages. A distinguished alumnus o f the Madras University, and 
the present occupant of the Sanskrit chair o f that university, 
Dr. Raghavan commands a profound knowledge o f the vast 
treasures in Samskrit literature. But it is not as well-known, as it 
deserves to be, that he is also a writer of Samskrit poems of  
considerable merit. ‘Muthuswami Dikshita Charita* which is 
the subject-matter o f this talk,* is one such poem of his.

The hero o f this poem is one of those Saints who realised 
Godhead within themselves through music. Of such saints, South 
India has a long and proud record. More than a thousand years 
ago, the Nayanmars sang the glories o f Lord Siva in inspiring 
strains called the Tevaram. Likewise, the Alwars sang the 
praise o f Lord Vishnu in thrilling songs called the Divya Praban- 
dham. Arunagirinathar sang the praise of Lord Kartikeya in 
songs known as Tiruppugal. During the century from 1750 to 
1850, there were born three composers o f Karnatic music, who 
stand pre-eminent both for their bhakti and for the aesthetic 
excellence of their music. They are Tyagaraja, Muthuswami 
Dikshitar and Syama Sastri. All of them were born at Tiruvarur, 
and of them Dikshitar lived the longest at that place and sang 
the praise o f the sacred shrines for which Tiruvarur had been 
famous from the dawn of history. It is in the tradition o f this 
country to revere its great saints and men o f light and culture, 
and it is but appropriate that Dr. Raghavan, who hails from 
Tiruvarur, should dedicate his poetic talents for immortalising 
the life and works o f a great saint, who has left his footprints 
deep and indelible in the sands o f time.

The poem begins with a description o f what may be said to 
form the background of the biography o f the great composer. 
The opening stanzas are in praise of Saint Agastya, who is the 
patron - sage of the South. The stanzas are well worth quoting, 
as they form a good illustration o f the easy style and flow which 
characterise the poem :

silt TOT? ^ fw  TOT? 
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They may be freely translated thus: “ Marvellous are the deeds of 
the great sage Maitravarani. At his sight, the water becomes 
clear, and so does the mind. He is small in stature but high in his 
powers. Born of a pitcher, he drank the ocean dry. He humbled 
the expanding Vindhyas, and consumed the Rakshasa, Vatapi. 
His vision was o f a Bharat with the north and south unified.” It 
may be mentioned that the reputed author o f the most ancient 
basic treatise on Grammar in Tamil is sage Agastya.

The next two stanzas are devoted to river Kaveri, which is 
described as “ the silver anklet at the feet of Mother India ” , and 
as sacred as the Ganges. Called in Tamil the golden river, it 
“ enriches the soil with juicy crops and the natives o f that soil with 
superior qualities o f intellect and speech.”

3°ri I

Then comes Tanjore noted for its magnificent temple wherein 
there is a colossal image o f Lord Siva under the name of Brhadisa. 
That suggests to the poet the wellknown Vedic passage:

** The Lord is smaller than the atom and bigger than the biggest.” 
Adopting this idea, the poet writes:
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TOSTCFT II

Then there is Tiruvarur, the birth place of Muthuswami Dikshitar. 
Tradition has it that to be born at Tiruvarur is to attain libera
tion from future births, or in the words of the poet,

51^51 m  I

There Lord Siva is worshipped in the name of Tyagaraja, 
and that name reminds the poet of the Vedic passage :

^ w r r  *  ETSTOT ^

“ The road to immortality lies not through karma or progeny 
or wealth but Tyaga. ” And he weaves this idea in the following 
verse:

efiikT *  T3I9T

^ .S c q R ^ R S ^ c ^  |

C ^ f w f e iT T q  m

f a g f w f a  11

“The Lord has assumed here the name Tyagaraja to enforce the 
Sastraic truth that it is not karma or progeny or wealth that leads 
to salvation but Tyaga.” Then follows a description o f other 
shrines which abound in this temple, and of the expansive sacred 
tank attached to it called the * Kamalalayam Attention is 
then devoted to the association of Tiruvarur with the art o f music 
from very ancient times.

With this background, the author takes up the life of Muthu
swami Dikshitar. His ancestry is then related. His father 
Ramaswami Dikshitar was himself a musician o f great repute, and 
enjoyed the patronage o f Kings and of nobles. He was besides a 
composer of several Kritis of no mean merit, Varnas, Kirtanas, 
Darus and a famous Raga Malika set to 108 different ragas and 
talas. He was for a long time childless, and went to the famous



temple at Vaidiswarankoil, and prayed before Goddess Balambika 
for progeny. Within about a year thereafter, Dikshitar was 
born, and he was regarded as the boon of Devi. At that time, the 
annual Vasantotsava in the Tyagaraja temple was going on, and it 
was being celebrated with the idol o f Tyagaraja brought out with 
the special dance associated with him called after the Ajapa or 
Hamsa Mantra. This is how the poet puts i t :

r  iw n a r a f i if te R is q f l

I!

“ When the babe saw the light o f day, the strains o f the Ajapa- 
Hamsa-Natya fell on his ears, imparting to him, as it were, 
mantric initiation in the knowledge o f the Eternal.”

The early life o f Dikshitar is then related, how he became 
proficient in the Vedas and the Sastras and acquired mastery o f  
both Samskrit and of music, how Ramaswami Dikshitar, his 
father, shifted to Manali near Madras with members of his 
family and lived under the patronage of Muthukrishna Muda
liar, how Chidambaranatha Yogi visited them at that place, and 
how the Swamiji took Dikshitar with him in his tour to Banaras. 
In this connection, the holy places of the North are described by 
the author. Kasi is described by him the as heart of India

m  f t

*T?T: |

Of Goddess Annapurna the poet writes that she feeds her 
devotees with knowledge.

m  q t I H W  I

Apart from describing the great influence which the life at 
Kasi under the tutelage of Chidambaranatha Yogi had in shaping 
the mind of Dikshitar, the poem notes that during this period

2 3 2  THE JOURNAL OF THE MADRAS MUSIC ACADBMY [VOL. XXXV



Dikshitar acquired a mastery of Hindusthani music and in parti
cular o f the Dhrupad style. It is to this that we must ascribe the 
richness and fidelity with which Dikshitar depicted Hindusthani 
Ragas Hamir Kalyani, Yaman, Brindavan Saranga and the like, 
and to his predilection for the Vilamba kala style.

On his return from Banaras, Dikshitar visited Tiruttani, and 
there, it is said, he had a vision of Lord Subrahmanya. That was 
the occasion for his bursting into music in praise of the Lord. 
The famous piece in Anandabhairavi, Manasa Guruguha, is one 
o f the songs that he sang on that occasion. It is one of the 
distinguishing features of Raghavan’s poem that it mentions the 
occasions on which particular songs o f Dikshitar were composed, 
and it is to be further noted that the poet speaks as nearly as 
possible in the language o f the composer, adapting or embodying 
the more striking passages o f the songs. For example, the following 
is the stanza relating to the Anandabhairavi p iece:

ii

[Here Sri T.L.V. Iyer rendered the pallavi and anupallavi of the 
Kirtana to show how closely the verse followed the song.]

To continue the narration, Dikshitar then went to Kanchi, 
and learnt Vedanta under Upanishad Brahman. After visiting 
Kalahasti, Tirupati, Tiruvannamalai, Chidambaram and Mayuram, 
he returned to Tiruvarur and lived there. His life may be summed 
up as one continuous pilgrimage from temple to temple, dedicated 
to Siva, Vishnu, Devi, Ganesa, Kumara, all over South India, and 
singing the praise of the deities. In this respect, he followed in the 
footsteps of Nayanmars and Alwars of old, and that is well 
brought out by Dr. Raghavan in the following verses :
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m i  ^  Jftaqtfa |

irqifq *w$c*?ra Wcisi *iwi:sp|fa II 
T̂WH-sniRn̂ & *T1*W>T TOT: I

w w f a s s n jp r o r  m  n

Mention might now be made o f some of the incidents in the 
life of Dikshitar, which are described in the poem. Dikshitar was 
never in affluent circumstances, and had often to struggle hard to 
keep the wolf from his doors. On one o f those occasions, he was 
told that he might solve the problem by singing the praise o f the 
King, who was well known for his love o f music and munificence. 
He stoutly declined to do so, observing that he would sing only 
the praise o f God, who could confer upon him eternal bliss and 
not that o f small man. It was on this occasion that he sang his 
well-known kriti in raga Lalita beginning with the words 
“ Dr. Raghavan has the following verses with
reference to this incident:

f&wwuftafro
rf i

TOlfa iftofl 
sffalcrt fwwrt II

sftgsfFcWraWFI?* I 

f%-cTTHfaT fiT̂ 5lTO
ftsw fa ifta T  II

These verses again illustrate what I have already stated that the 
poet inlays his verses with sparkling gems of expressions culled out 
of the very songs o f the great composer.

There was another occasion when Dikshitar was reduced to  
straits, when his lady pupil Kamalam offered to replenish the 
empty kitchen in her teacher’s house at her own expense. 
Dikshitar told her that he would accept no help from any person,
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much less from a pupil and that tie would await the will o f the Lord 
Tyagaraja, and poured out his heart in a piece in Yerukula 
Kambhoji [Sri T.L.V. Iyer sang the pallavi of this song u 
*T3i ^  foff»» ] .  The story goes that after Dikshitar finished his] 
song, one of the local magnates who had collected provisions 
for a high-ranking Government official, who had planned to visit 
the place on that date, diverted them for the use of Dikshitar, 
as the officer’s visit was abandoned at the last moment.

This may be said to be not a miracle but rather a chance 
coincidence. But the same cannot be said of what is stated to 
have taken place at the Siva temple at Kivalur. Dikshitar had 
gone there to worship the deity, but by the time he went there, 
midday worship was just over, and the archaka closed the doors 
of the sanctum sanctorum in spite of the entreaties "of Dikshitar 
to keep them open for his darsan. Then Dikshitar sat down 
and sang the well-known piece in Sankarabharanam, 
when, it is said, the doors of the sanctum opened of themselves 
giving the darsan o f the Lord. This is how the poet puts i t :

STOrf M  f c s  w fa w S flfa fa W T S : II

The news spread fast in the village and a crowd collected in the 
temple.

s w t f w n  srrer: II

The stiff-necked Archaka became stunned, and fell at the feet of 
Dikshitar, and asked for fogiveness.

1 SF3 W T lfo  I ’

Dikshitar was high-souled and knew neither sorrow when 
slighted nor joy when honoured. His mind was in communion 
with God.

Whenever Dikshitar visited a shrine and sang in praise of the 
deity, he embodied in the Kirtana the traditions that had grown 
up around that shrine, and therefore to understand his pieces, a



knowledge of those traditions is necessary. Dr. Raghavan has 
taken considerable pains to expound these traditions, and his 
poem is a rich store-house of the religious traditions of South 
Indian temples. To give an illustration, there is in the prakaram 
of the temple at Tiruvarur a shrine dedicated to Achaleswara. 
The tradition is that with a view to bless a king called Chamat- 
kara, Lord Siva assumed a form o f abiding radiance, Tejas, and 
that accordingly even the lamp in the inner shrine would cast no 
shadow on the image. Dikshitar has a song in raga Bhupala in 
praise of Achaleswara beginning with the words “ ”
and in the charanam, Dikshitar refers to the tradition in the 
following passages:

In the present poem, this is how this idea is p u t:

g*T ■ w fir c jw n a f-

The next stanza gives another anecdote well known in Tamil 
Saivite annals with special reference to Achalesvara’s shrine and 
runs thus:

q  t f ta a s m a lt :  i 

q irm T O q f q m f  n

The tradition referred to in this verse is that when a bhakta 
poured into the lamp not oil but the waters from the Kamalalaya, 
the light began to burn. Dr. Raghavan presses into service here 
the Vedic passage that water is the abode o f fire or light.

to ita r a r i  q ?  i q q ft i 3»qT n\ I

With this I must conclude.
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The poem is unique in several respects. Apart from its 
poetic merits, it incorporates many facts in the history of South 
Indian music which the poet has himself unearthed in the course 
of his research, and it is invaluable as a repository o f the traditions 
and culture of South India at their best. Muthuswami Dikshitar 
was a Saint, whose life-history is an exemplification o f the truth 
enunciated by Sage Yajnavalkya in the following verse :

And the poet has narrated his life with great devotion and in a 
spirited style. Is it a matter for surprise then that the renowned 
Peethadhipati of Kanchi Kamakoti, Jagadguru Sri Sankaracharya, 
should have blessed the poet, and conferred on him the title of 
“  Kavi Kokila ” ?
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BOOK -  REVIEWS

Trayisvare Bharatiya Sanglt by Shri Sudhansu 
Kumar Banerjee; published by Shri Manik Mukherjee,
* Sishubharatl ’, Sodepur, 24 Parganas, West Bengal.

Demy 8 vo. pages 15 +  232 ; price Rs. 8 50.

The book is written in Bengali. The author learnt practical 
music from different Ustads like Prof. K. G. Dhekne, Sangita- 
charya Tarapada Chakravurty, and others and also came in 
contact with the outstanding musicians like Ustad Faiyaz Khan, 
Ustad Mastaque Hossian Khan, Shri Krishna Rao Sankar Pandit 
and Shri Upendra Narayana Roy o f Varanasi. He also earned the 
theoretical knowledge in Indian music from various sources. He 
devoted him self to research work from 1941 to 1961, and it is 
understood that he came in contact with Shri Upendranath 
Mitra of Panihati (West Bengal), who practically gave him the 
clue of the Trayisvara for unlocking the hidden mystery o f the 
Indian Ragas. The present book is the result o f his sincere 
research.

The book Trayisvare Bharatiya Sangit has been divided 
into five chapters, dealing with Svara, Alamkara, Scientific 
Analysis o f Music, Musical Discussions and Conclusion. The 
Contents and an Index have also been added to the book. Prof. 
Dhekne, one o f his music teachers has said in his Blessings : ** His 
(author’s) investigation, which to me is new, gives great import
ance to the notes Sa-Ga-Pa, and establishes the harmonic 
musical science on the most mathematically systematic basis ; his 
system seems to be an improvement over it.” Now, the main 
key-note or mulasutra of the author’s investigation is given in the 
pages 71 to 73, where he has discussed music in historical pers
pective. There he has said that in the Mudara-saptak Sa Ga Pa 
N i notes are obtained, according to the ratios 4 : 5 : 6 ;  and when 
these notes are divided into 3/3, the couples like Sa-Ga-Pa and 
Ga-Pa-Ni are obtained. Again, when the couple Sa-Ga-Pa is 
divided, two sets o f notes like Sa-Ga and Ga-Pa are obtained. 
These sets o f notes are known as Joda, and between the two sets 
o f Joda, Ga is the Meru o f Ga-Pa, which is again changed into 
Sa-Ga (flat), and from these two sets or divisions o f notes,



Sa-Ga-Pa and Sa-Ga (flatrPa couples are obtained. The couple
Sa-Ga-Pa is known as Matrika, and it can be said that when two 
M atrikas are combined together, one Joda is obtained. The 
M atrika  is known both as male and female. As for example, the 
couple Sa-Ga-Pa is the male M atrika, whereas Sa-Ga (flat)-Pa is 
the female one. In this way, the author has given the evidences 
o f 24 M atrikas, both male and female (Cf. Bharatiya Sahgit. 
p. 73). In the pages 75-76, the author has defined 12 Merus in
connection with the 12 notes (shuddha and komala). The Meru is
the note which really forms a saptak (or octave). The function of 
the M atrika  is to determine the nature, quality, structure, number 
and essentials like Vadi, Samvadi, etc.

Now, the entire field of the author’s investigation rests upon the 
theory o f Three-Notes-Formula (Trayisvara) of Sa-Ga-Pa, which 
acts according to the principles o f Meru, Khanda-merul), Matrika, 
etc. The author claims this M atrika  type of three combined 
notes, Sa-Ga-Pa gives birth to all the Ragas of Indian music 
(North Indian and South Indian), and with the help of the 
M atrika, Ragas (male) and Raginis (female) are determined. As 
for example, the author has proved that if male-type of Matrika 
is prominent in a melody, it is known as a Raga, and if the female- 
type Matrika is predominant, then the melody is known as a Raginl 
(Cf. p. 181). In the Shikshas and Pratishakhyas it has been shown 
that the laukika notes, Ri and Dha evolved from the (accent-tone) 
Anudatta, Ga and Ni, from the Udatta and Sa, Ma and Pa evolved 
from the Svarita. The author is o f opinion that it will be correct 
to say that the notes Sa, Ga and Pa (Sa-Ga-Pa) evolved from the 
Svarita, and not the notes Sa, Ma, Pa, because the notes Sa-Ga- 
Pa have only capacity for originating the Ragas. Now, let the 
critical students and Vedic scholars examine the finding o f the 
author.

Besides the Three-Notes - Formula, the author o f has 
discussed various other subjects o f Indian music, and some 
of them are very debatable. As for example, while he has 
discussed about Jnti o f Bharata, he has failed to appreciate the 
real significance of it. Because, by Jati Bharata has not meant any 
caste or class or cluster o f notes, but he has defined it as the 
prime cast or mould or causal Raga (karana-raga), which is the
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prime source o f all the Ragas of the later ages (“ jati-sambhutatvat 
gramaragani ”). A Ja ti of Bharata can be taken as a M atrika or 
Womb. In the page 35, the author has said, “ vartamane amara 
10-ti ja t i  prachalita pditecchi, kintu vartamaneo amara Bharata- 
matanusareo 18-ti ja t ip a ite  pdri ” i.e., “ in modern time, we are 
getting 10 ja t is  prevalent, but even now we can get 18 ja t is , as 
expounded by Bharata Again he has said that the Archika is 
the Jatigana  with one note, etc. From this it is understood that 
the author has a vague idea about Jati and Jatigana , as explained 
in the Natyaiastra. In page 101 the author’s discussions about 
mandra, madhya and tara as well as vocal tones of Bharata, 
Tamburu, Huhu and Rambha are imaginative and fictitious. His 
discussions on Thumrl, Tappa, KheySl and Dhrupad (pp. 51-60) 
have not also thrown any new light. On the whole, the third 
chapter, which has been devoted to the discussions o f historical 
aspects o f Indian music is somewhat analytical and impressive.

Now, before concluding this short review, we would like to 
draw the attention o f the author to the book Ragas and Ragints 
by Shri Amiya Nath Sannyal (of Krishnanagar, West Bengal). 
This book has been published by Messrs Orient Longmans, in 
February, 1959. The author o f the Trayisvare Bharatiya Sahgit 
has said that he fortunately got the striking clue o f his research 
from Shri Upendranath Mitra (of Panihati, West Bengal). It is a 
pleasure to mention in this connection that Shri Amiya Nath 
Sannyal’s method of research tunes on the same harp, as he also 
solved different problems of the Indian Ragas by the help of the 
principles like Meru, Khanda-meru and M atrika , together with the 
Three-Notes-Formula (Trayisvara). Shri Sannyal has also 
admitted in the Preface that he fortunately got the clue of his 
research work from Dr. Harichandra Dutta, M.B. of Calcutta. In 
the Preface, Shri Sannyal has sa id : “ About 1927, while approach
ing such problems from the solely a posteriori view, I thought 
I had reached definite conclusions regarding basic designs and 
some of the evolutionary principles underlying the embodiment o f 
Ragas .” Further he has said : “ From 1936 to 1939,1 occupied 
myself in preparing a manuscript * * . My friend Dr. Haricbaran 
Dutt, M. B. * * — and he is the only one person that I know of 
as yet in that line—helped me all through those four years * * ”,

2 4 0  THE JOURNAL OF THE MADRAS MUStC ACADEMY [VOL. XXXV



Regarding his findings, he has ,said : “ Objective study by itself
reveals certain peculiar designs, * * . Each categorical ‘couple’ is 
the basic, primordial matrix of Raga as a class and gives rise to 
Raga individuals (male and female categorically) as so many 
distinct and different evolutes .” Now, almost (like the author of 
the Bharatiya Sahgit, Shri Sannyal has said: * * * we obtain 
the ideas regarding the Meru, Khanda-meru and Matrika. The 
range of the notes involving a categorical series from the first to 
its twelfth is called Meru. * * Such Meru may be sectionally 
presented, in which case the sections are called Khanda-meru.
* * A Matrika is a peculiar, selective, sectional modulation 
made up of three distinct mediant relations and involving two 
direct consonances in all. For instance (a) S-g-P-n is a modula
tion which shows three mediants, S-g, g-P and P-n, and two 
consonants S-P, and g*n; (b) S-G-P-N is a modulation which 
shows three mediants, S-G, G-P and P.-N (Cf. Ragas and Rag inis. 
p. 25). * * Each of such Matrikas may be supposed to be 
made up of two component parts, such as S-g-P and g-P-n (p. 26), 
Both the authors have also given a detailed list of the M atrikas 
and couples, Cf. Bharatiya Sangit, p. 73, and Ragas and Raginis, 
pp. 26-27).

Now it is a fact that the terms Meru and Matrika have 
specially been used in the Tantra literature in connection with the 
Varna {Bija) and Varnamala. In the Tantrjtattva of S'ivchandra 
Vidyarnava (Vol. 11.45) the M atrika  has been explained thus: 
“ The string o f fifty letters from A to Ksha which are the Matrika 
is eternal, unbeginning and unending Brahman itself. ” So each 
Varna or Mdntric Dhvani is known as Matrika, and, according to 
the Mantrashatra and Shabdashastra, Varnas or Dhvanis (Sphota) 
give birth to all the objects of the phenomenal world. Sadhak 
Ramaprasad (of Bengal) has also said in a song : “ Kali-pahchaiat- 
varnamayee, ( tumi) varne-varne nama dhara ” (i.e.) “ Devi Kalika is 
the embodiment o f 50 letters, and She is named after each letter.” 
Here Varna, Mantrik Dhvani and Matrika are one and the same 
thing. The term Matrika has also been used by Kallinath and 
Simhabhupala in their commentaries of the Sahgita-Ratnakara, 
in explaining the evolution o f Alamkaras and other ingredients o f 
music. However, while explaining the M atrika, Shri A.N. Sannyal 
31
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correct. As for example, he has said : “ The word ‘M atrika* 
may be substituded by the word *jQtV for mere liking. * * Jati
is the specific cast or mould which turns out or delivers the 
Vyakti i.e. individuals. ”

So it is a pleasure to admit that though sometimes in different 
ways, yet the two thinkers o f Bengal worked almost on the same 
line, being helped and inspired by two separate talented persons 
like Shri Upendranath Mitra (of Panihati, West Bengal) and 
Dr. Haricharan Dutta, M.B. (of Calcutta, West Bengal). Though 
the author o f the Trayisvare Bharatiya Sangit has not mentioned 
the name of Shri Sannyal anywhere in his book, yet we can 
believe that he has heard Shri Sannyal’s name. It can also be 
mentioned that the author has not acknowledged the names o f 
the recent books on music, from which he has drwan many materi
als for his book. Hovever, it is most probable that the two 
thinkers worked independently in the same line for years together 
and have come almost to the same conclusion. Let us congratu
late them, and we hope that their cherished methods will help us 
to solve some o f the problems o f Indian music.

Sataragaratnamalika-Jati-bheda-saptatalasahita. By 
T. N. C. Venkatanarayanacharyulu, Srinivasanilayam, 
Brodiepet, Guntur-2. A .P .R s. 107-

In Jati-bheda-sapta-tala-sahita-sataragaratnamalika, a book 
of new Compositions, as the title indicates, the author-composer 
has, very enterprisingly, utilised all the suladi sapta talas compris
ing the five jatis. To attempt to compose in talas other than 
those in common use requires good craftsmanship and the present 
work is certainly a bold venture. Besides composing one song in 
each of the thirtyfive bheda talas, he has composed more songs in 
caturasra-triputa and caturasra-rupaka.

The author has used both mela and janya ragas that are in 
popular use. Besides composing in these ragas, he has also 
composed in minor ragas such as Srimani, Suddha-todi, Purna- 
hadja, Pushpalatika, Jayanarayani and Pratapa-varali.
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The sahityas of the songs are simple in language and style. 
They are mostly in vocatives. The standard symbols for notation 
are used throughout the book, except in the case of laghus which 
are written out completely indicating each akshara separately. 
The author is well known for his deep devotion and earnest 
application to the art and science o f music. He has been 
associated with the Experts Committee of the music Academy, 
Madras for many years.

I wish the author will popularise his songs through students 
of music, so that the aim of the book may be achieved. It is a 
welcome addition to music libraries.

I Q-

M U D I C O N D A N  V B N K  ATARAMfA IY B R .
















