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ANTHOLOGY OF INDIAN CLASSICAL MUSIC 
ANTHOLOGIE DE LA MUSIQUE CLASSIQUE DE L'INDE 

A tribute to Alain Danielou I Hom mage a Alain Danielou 

CD 1 (54'18) 

ITJ LE MODE BHAIRAVI 

[II KHYAL, Bhimpalashri mode I mode Bhimpalashri 

@] LE MODE AHIRI-LALITA 

[II LE MODE MALKOSH 

[§] LE MODE TOOl 

[I] GAT _ _ _ . 
Kamavardhani (or Purvi) mode I mode Kamavardham (ou POrvij 

0 TABLASOLO 

([] SITAR, SARODE ET TABLA 
Mauj-Khammaj mode I mode Mauj-Khammaj 

[[] ALAP, Multani mode I mode Multani 

[!QJ LE MODE SINDHI-BHAIRAVI 

CD 2 (55'23) 

ITJ THUMAI, 7ilang mode I mode 1ilang 

(II SVARA MANDALA 
Brindavani-Tilang mode I mode Brlndavani-TIIang 

@] BHAJANA, Malkosh mode I mode MAikosh 

2 

3'17 

6'24 

5'40 

5'56 

3'39 

3'12 

3'26 

13'51 

3'49 

5'01 

3'21 

3'10 

5'57 

[II LE MODE SUHA KAMODE 

(§] JATISVARAM, Mecha-Kaly8ni mode I mode Mecha-KalyAni 

[Ij ALAPANA, Southern Todl mode I mode Todi du Sud 

0 ALAPANA, Kambhojl mode I mode Kambhoji 

[[] KRITI, Yaduku/a Kambhoji mode I mode Yadukula Kambhoji 

[[] TIAMANA, Bhairavl mode I mode Bhairavi 

@: LE MODE VARALI 

[j] GANESHA KUMARA, Chinjuruti mode I mode Chinjurutl 

CD 3 (56'01) 

[I] PALLA VI, South Bhairavl mode I mode Bhairavi du Sud 

(II JAVALI, Khamas mode I mode Khamas 

@] PALLA VI, South Bhairavl mode l mode Bhairavidu Sud 

[I] JAVALI, Paraj mode I mode Paraj 

[§] SADHINCENE, Arabhi mode I mode Arabhi 

[I] VARNAM, Dhanyasi mode 1 mode Dhanyasi 

0 VARNAM, Kambhoji mode I mode Kambhoji 

([] VARNAM, Khamas mode I mode Khamas 

I]] SANDEHAMUNU, RiJmapr;ya mode I mode R8mapriya mode 

[!Ql NINYAKO 

Chenchuritti, Punn8ga-vat8mi, N8cJ&.n8makriya, Sindhu·Bhairavi modes 

modes Chenchurutti, Punnllga-VIrili, NAda-n&nakrfya, Sindhu-Bhairavi 

[ill SOLO DE MAIDANGAM 

@] JNANA VINAYAKANE 
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12'42 

4 '01 

2'30 

3'18 

5'00 

0'59 

9'48 

4'34 

6'06 

4'03 

9'02 

2'52 

4'57 

4'00 

3'09 

7'17 

4'49 

4'25 

3'34 

1'42 



ANTHOLOGY OF CLASSICAL MUSIC OF INDIA 
TRIBUTE TO ALAIN DANIELOU 

UNESCO COLLECTION OF TRADITIONAL MUSIC OF THE WORLD 
For the past ten years, UNESCO and AlMDIS have been cooperating on the publication of compact discs in the UNES. 
CO collection of tradttional music. To celebrate this anniversary, we have decided to pay tribute to the founder of this 
collection, Alain Danielou, who was pernonally responsible for tt between 1961 and 1981 . This is a re-issue of the first 
recordings made In India by Danielou himself under the patronage of UNESCO and the International Music Council. 
Today, "music from far af181d" has become a reference for many specialists and connoisseurs. These treasures have 
inspired many contemporary composet"S. We owe all this to Alain Danietou. Today the existence all over the world, 
and especially in the Orient, of music, which is as classical as that of Bach and Mozart, Is universally acknowledged : 
we owe that fact too to Alain Danitllou's farsightedness and unstinting efforts. 

More and more new tttles have been published in recent years. Shortly before he died in January 1994, Alain Danitl
lou expressed a wish (see attached text). In response to that wish, over 50 new recording projects are In progress at 
present. 

NorikoAikawa 
CHef of the lntangoble Heritage Section UNESCO 

T he anthology of classical music of India is "historical" in the sense that tt was the first anthology (1962) of this 
music to become available in the West in which the recorded pieces were not presented as "folklore" but as "seri
ous• music. 

It includes the first recordings made in Europe of two young musicians who have since become the finest ambas
sadors of North Indian music: Ravi Shankar and Ali Akbar Khan. 
In homage to Alain Danietou (1907-1994), who was the originator of these recordings and a tireless defender of East
ern music, Unesco decided to reissue this anthology in tts original form, without changing the order of the pieces or 
the accompanying texts and commentaries. 
Two short texts round off this edition: one by Jacques Brunet, who was Alain Danietou's assistant in his Berlin Insti
tute, and the other written by Alain Danietou himself a few days before his death. 

Jacques CLOAREC 
~of Alain o.-.. Rome, 1997 

I first met Alain Danitllou in 1967 in his villa in the Roman countryside. I felt his charm from the outset. Seated at his 
piano, he was giving a highly sensitive rendering of a movement from a Mozart sonata which he went on to complete 
before the introductions. His first words, no doubt to test me, included a comment to the effect that he made no dis
tinction between Western and Indian music ... 

I must point out that in those days ethnomusicology was an esoteric occupation, consisting of coteries and small groups 
whose audience seldom extended beyond the ranks of specialists. With few exceptions, each individual concentrated on 
his own research and jealously guarded recordings made in the field. In those days, Alain Danielou had already been 
struggling for many years with great conviction and an extraordinarily open mind to make non-Western music better 
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known by organizing concerts and producing the first serious collection of recordings of non-European music. He was a 
man of passion and spoke of "Music", refusing even to use the term "ethnomusicology", which signified a different 
approach to certain kinds of music that he regarded as universal rather than "ethnic". He was scornfully criticized in sci
entific circles for being no more than a "popularizer", although he saw his own role as both noble and vital. 
He originated a new way of looking at music from other parts of the world. It was he who made Indian music known 
to the general public for the first time by organizing international concerts for the young Ravi Shankar whom he had 
recently discovered. Readers may remember the fashion for Indian music which ensued in France in the 60s. At long 
last, he managed to instil in Western listeners a respect {that is the word which was most often on his lips) for what 
was then generally regarded as folklore and exoticism (terms which he hated). He alerted Unesco, with the support of 
Yehudi Menuhin, to the urgent need to collect traditions and, above all, arrange for their dissemination. He was an 
ardent supporter of the creation in Bertin of an institute responsible for sending researchers out all over the world to 
collect recordings. That was the origin of a collection which is regarded today as invaluable. It was he who first intro
duced us to Bismillah Khan, Ali Akbar Khan and the admirable Dagar brothers ... 
His influence was substantial: through his own example, he imposed on his colleagues the priority of an aesthetic 
(rather than scientific) approach, on the principle that the beauty of music must be perceived before its musicological 
interest. He demanded that as much care should be taken as a matter of course with the presentation of a record of 
traditional music as with a Beethoven symphony (this was a new and indeed revolutionary idea at the time). He 
fought tirelessly against all those who had a distant and dry approach to these forms of music (he often treated them, 
not without good reason, as having a "colonialist attitude"). Overflowing with energy, he created and went on to sup
port festivals of traditional music in many European countries. Each year, he brought impresarios together and 
encouraged them to arrange tours of non-European musicians and artists of the highest standard. He was convinced 
that, in addition to the undeniable cultural enrichment that this could bring us, familiarization with these artists and 
concerts was an important element of the fight against racism. 
Indirectly, his action also influenced a great many Western composers by instilling a new spirit of curiosity into intel
lectuals in the fifties; these composers went on to seek new sources of inspiration in the music of other cunures. 
1 was privileged to work with Alain Danielou for three years in the late 60s. I owe him a debt of gratitude, as his con
cepts left an indelible mark on my own approach to this music which he was the first to accept as an integral part of 
our universal cunural heritage. 
How many others, all over the world, are unwittingly indebted to him for giving them the curiosity needed to 
approach these forms of music and dance, which are a source of permanent pleasure! Jacques BRUNET 

t..octurer Univ.,.;ty of Paris 711993} 

When 1 came back to Europe in the late 50s, I was dumbfounded by Western ignorance of the musical traditions of 
the countries of the East. Everything was lumped together as "folklore". People confused art music and popular 
music without any discernment. That is why, as long ago as 1960, I began to put together a first collection of 
"learned" music of India as I wanted to familarize the public at large with the values of musical art at its highest level. 
Then, with Unesco's support, I made recordings in Cambodia, Laos and Afghanistan. In Iran, I found a remarl<able 
vocalist and talented soloists. Then I created the institutes of Berlin and Venice which enabled decisive steps to be 
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taken towards the recognition of musical values and traditions other than classical Western music, so that they might 
be seen as an integral part of general culture. 
In 1965, I arranged for the Dagar brothers to come to Europe and recorded their rendering of the most noble and aus
tere form of Indian song, the Dhrupad. This event aroused great interest among contemporary composers and the 
record that was made remains an unrivalled example of an art form at the summit of perfection. 
My missions then took me to Japan, Azerbaijan and Georgia from which I brought back much unusual polyphonic music. 
This series rapidly brought together several monuments of learned music from Asia, ranging from the Imperial 
Orchestra of Tokyo (Gagaku) to the Court Theatre of Hue (Vietnam). If it is to give an overview of the music of these 
high cultures, the collection still needs to be rounded off by Chinese music . 
I therefore venture to hope that this series may be enriched by the most authentic forms of that great tradition. 

Alain DANIELOU, Lonay, January 1994 

INDIA AND MORE BESIDES ... 
In prefacing this anthology of classical music of India which remains a unique monument to this day, I think it is only 
fitting to describe the personality of the man to whom we owe this work. 
Alain Danielou was born on 4 October 1907 in Paris in a family whose head was a Breton from the most quintessen
tially Breton place of all - Finistere or, more exactly, Locronan. All his close relatives were devout Catholics with an 
added touch given by the psychological climate prevailing in this province where even the most precise outlines 
become blurred - a kind of halo conveniently known as mysticism. But the word mysticism is itse~ too vague. I would 
suggest, as a more genuinely Celtic concept, "a sense of elsewhere, of travel, of interior adventure", all notions anal
ogous to those which define the mystic state but different in that, after rejecting reality, the mystic condition leads on 
to discover and accept laws which lie deep at the heart of things. This sense of elsewhere stems from the same initial 
rejection - hence the confusion - but dismisses the very idea of a possible law. Later, tired of this lack of determina
cy, it may decide to move into the territory of mysticism. 
Whatever people may think, I find it more appropriate to describe the Bretons as poets by their very nature, who live 
with a premonition of irrational wor1ds. 
This disposition has always conferred a special character on the Christianity of these latitudes, an original approach 
to this sense of elsewhere when it followed specific spiritual currents. The religious particularism of the Cens has 
been familiar to Rome and ourselves since the very first centuries of the Armorican church glorified by saints who do 
not belong to the Golden Legend and later, to the times of Lamennais and Renan, to the Pardons without any true 
Reconciliation and to the lonely moors of the South, OVOlf" which the Rector watches to keep magic rituals at bay. 
Alain Danielou's mother founded an institution for young persons drawn to the religious life. His brother entered the 
Church and became a Jesuit father famed for his ideas on the glorious body of Man; his father taught classical litera
ture with a keen sympathy for dramatic art. This lively environment obviously influenced the child. But how? Was it 
accepted or rejected? A Mediterranean would only have recognized these two possibilities, but things are different 
for the Celt: as night draws to a close and the first light of dawn is about to break, there wells up from somewhere -
which is not the horizon - a transparent state which creates, between the "yes" and the "no", an inner space, a 
mood, of indecision. This is no mere "perhaps", but a combination of the potential doubts behind the "yf!S' with a 
prescient knowledge of .the affirmations inherent in the categorical "no". ' 
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Desp~e Christian interpretations of reality, Danielou soon came to realize that the mere existence of a general belief, 
a mu~~ude in movement, does not make things simple. Knowledge of categories w~hout number would be conceiv
able if such movement did not exist. Acting as a catalyst to create unity out of the complex relationships underiying 
this simplicity, by reducing individual movement to an absolute minimum, is the means proposed by the East to influ
ence the shape of universal movement by turning it into personal - and therefore controllable - experience. So ~ is 
with the interior position of certain poets who possess a sense of elsewhere and of certain ~s. for whom rejecting 
the flesh or the soul would be tantamount to a division of man, a form of castration and consequently suicide - an act 
which is equivalent to cutting off one of the branches on which life has blossomed, for all eternity. 
When he was 18, Alain Danielou emerged into this worid of thought probably without even realizing it; the practice of 
the arts and frequenting of artistic circles led him there as did his scientific spirit, reacting finally to the sentimental 
overtones of the family religiosity and of Ste-Croix de Neuilly. When I write that "Alain Danielou emerged into this 
world", this is no mere figure of speech. In fact his brother, Jean Danielou, had recently translated into Latin the text 
of a dramatic cantata intended for the stage, whose authors have since been successful: Oedipus Rex by Jean 
Cocteau, which Igor Stravinsky was about to set to music. Cocteau - yet again! Seldom was Le Coq et I'Artequin 
read again and again by so vibrant an adolescent. Never had Milhaud, Honegger, Poulenc, Taillefer, Eluard and the 
friends of Breton had such an eager listener. How could ~ have been otherwise? 
Just imagine the environment in which Mr Danielou, the father, then a cabinet minister, an artist and man of letters, lived. 
Writers, musicians, painters, politicians, patrons, emigres: marvellous encounters for a young man, still unspoiled because 
he was a child when the old continent collapsed around him in 1918. The adolescent was exposed to a thousand ferments 
renewed by the brilliant spirits of his day, a thousand currents of thought and ethics growing up out of the rubble of a world 
which would not have permitted them, a thousand forms of experimental licence, both necessary and permissible, 
because the disaster of 1914 and the irreparable destruction of war bore~ against the old ideas. 

~was at some point in the years 1925-1927 that things became clear in the mind of our Mure master of the Hindu sci
ences: at one extreme, the affirmations of his early youth and, at the other, the peremptory "no" stated by the elemen
tary vitality rising up again everywhere; between the two extremes, this indefin~e area, this route leading "elsewhere", 
this way of escape for anyone who rejected the conflict between pseudo-oppos~es. well aware that they are somehow 
consubstantial, i.e. in the state of equilibrium produced by the reduction of movement to which I referred earlier. 
Of course this new awareness did not arrive in such precise terms as my text might lead the reader to believe. But ~ 
weighed heavily in the balance and this in tum explains the ardour with which Alain Danielou studied music, compo
sition and painting (he even exhib~ed his own work), dance and the passion for travel which gripped him, exiled him 
from his family circle and impelled him towards all the capitals of a turbulent, colourful, wretched and picturesque 
Europe which, for four or five years, resembled Paul Morand's painting Ouvert Ia Nu~ - a West alive w~h literature. 
But for a new start to be possible, surely the West needed to lose sight of all ~s exact perspectives? 
Our traveller became a specialist. Everywhere he studied the variants of musical language and the societies which 
produced them; he might be said to have studied them as a philologist and an ethnographist. Anyone who has a 
sense of Adventure and feels the attraction of divine gravity soon completes his tour of Europe. Danielou crossed 
over to Africa on his first serious exped~ion of musical ethnography. He explored Southern Algeria. Then our trav
eller, who had recently met the famous photographer, Raymond Bumier, started dreaming of difficu~ collection 
tasks: in 1932, the two of them set out for Afghanistan on a study vis~ to Kiifiristan, a region that had been barely 
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explored. On their return to Europe, ~ landmark exhibition was held at the Museum of Ethnography, displaying the 
photographic documents depicting Kafiristan, which remain to this very day, I believe, the only ones in existence. 
And now Alain Danielou turned his thoughts to India. What hopes did he place in this Orient that was at the time as 
rigidly structured as ancient China, guarded until1911 by its last Empress, the hapless Tseu-Hi? 
Kim? Sacred dancing girts? Horizons of rivers and mountains haunted by an eternal Buddha? Compassion? the dis
ciples of Madame Blavatski? Some Guru or other? Echoes from the Roof of the World, Tibet, in close contact with 
the unknown? The powers inherent in the practice of the philosophic disciplines? Stable notions of love? 1 do not 
know the answer. When I am face to face w~h this slim man, slightly above average height, w~h a typical face of Fin
istere, a thin, defensive smile and a quiet, rather high-pitched voice, I ask few questions. I am prevented from doing 
so by something indefinable. I listen. With him, what we would call a conversation is impossible, i.e. the progression 
by trial and error towards conclusions that were not clear at the outset. 
In 1933, he arrived in India and discovered the music of this country. He saw ~ as the key to fundamental research 
on the nature and history of music. He spent a long time at the School of Rabindranath Tagore and was inv~ed to 
visit the poet each year until his death. Finally, he settled in Benares in an old palace on the banks of the Ganges 
with vast rooms which were perfect for setting up libraries and a recording studio. 
He stayed there for fifteen years. The study of the languages of the peninsula, especially Hindi, and Sanskrit which he 
used daily in the society of ancient scholars unknown in Europe, who communicate through regular journals written in 
this language (which is regarded as dead on this side of Suez); the rigorous practice of classical Indian music and of the 
Vina w~h the famous musician Shivendranath Basu; the assembling of a unique collection of manuscripts representing 
over two thousand years of indian musical thought of which, w~ the aid of a group of men of letters, he ed~ed texts 
that were often difficu~ and corrupt, ~ the aim of publishing the most representative of them; the adoption of the 
physical, intellectual and spiritual disciplines that we lump together under the vague term of "yoga"; study viws to the 
four comers of this original continent, to China, Japan and Indonesia - such was his lffe, the logic of his lffe. 
In the Orient, knowledge does not mean understanding as the outcome of as dialectics. It means apprehending 
something present in the heart of silence. The Ce~ was prepared for this. In advance according to Western psycho
logical theories, he crossed the splendid troubled waters of the Hindu Maya. Crossed, is that the word? More aptly 
perhaps, Alain Danielou made his pilgrimage towards the centre of gravity of a hearth which, because ~ is universal 
and must radiate long and far, crackles, bums, explodes and pulverizes, a tumu~uous exa~ed hearth - yet at the 
same time motionless and as though indifferent to ~s own nature: faith and reason rolled into one. The conse
quences of this descent into these~ through the projections of the ego lead, as we well know, to a static and immo
bile state, strictly contained yet truly active- to the broadest and most objective of all possible visions. 
In Danielou's case, we can guess the paths that were opened and followed, the consequences of an exploration 
which became interiorized, organized by laws well-known for their similarity w~h those that govern the harmony of 
the vibrations of sound. 

The first harvest was reaped in 1942, with a work which made a sensational impact on the experts and at once pro
pelled Alain Danielou to their head: the Introduction to the Study of Musical Scales, written in English and published 
by the Royal India Society of London. 

In 1948, again in English, the first volume of his Northern India Music was published by the Halcyon Press of London. 
The second volume was to be published by the same house in 1956. 
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A few years later in 1949, India, the prudent spiritual mother of the Orient, honoured its guest with ~s highest recog
n~ion by appointing him Director of Research at the College of Music at Benares University. 

Alain Danielou fe~ the need to renew his contacts w~h the Europe he had left to ~s own devices twenty-five years 
previously. The fonner dilettante who had been treated w~h such scorn was now held in high regard. Universities and 
broadcasting corporations welcomed him with open anns, listened to his words and broadcast anything he chose to 
say. He had become a stable value on a continent suffering greater spiritual ravages than in the days when he set 
out, a continent whose way of life had also become more brutal. He had a contribution to make to this confused 
thinking, while the Christian world itself, the cornerstone of Western civilization, was preparing to refonn institutions 
that had proved incapable of imposing even the "divine truce" of feudal times. But he preferred not to teach. He 
knew that, w~h a few rare exceptions, not for groups but only for individuals, cultures remain impervious to each 
other. He was content to infonn. He proposed a series of documents, a methodical logic, basic definitions w~hout 
romanticism but steeped in their primeval climate. In brief, he was a conservative in the strong acceptance of the 
term. He conserved a virtue that is the most useful of all to mankind but has been lost by history on its long and tor
tuous paths: indifference to facts and hence objective independence. 

Placed by events between the Orient and the Occident, Alain Danielou established a synthesis. Within him the Ce~ 
joined the original Aryan. From this probably unique experience, the message began to appear in his book about 
yoga regarded as a method of reintegration (published in English by Christopher Johnson in London and recently in 
French by Ed~ions de I'Arche). 
An ethic without descriptive symbols of the world remains fragile. Symbols and their analytical equivalences bring the 
mind into contact with the reasons for ~s existence: pennanent reality, the foundation of every ethic and of all philos
ophy, religious or otheiWise. Alain Danielou knew that well and spent a long time gathering material explaining the 
Hindu ethic. So ~ was that he prepared the book which he has just completed in Rome this summer on Hindu 
mythology, preceded by a revolutionary critique of Western monotheism. 
For three years our friend sought to enlighten the heads of Benares University concerning the risks of a headlong 
drive towards Europeanization, but in vain: 
Consequently - is he not a man to draw consequences? - he left the College of Music at Benares Univers~ and his 
responsibil~ for one of the fine art sections (painting and sculpture) and agreed, in 1953, to take over the Ubrary and 
lnsmute of lndology Adyar in Madras (he became Director of the Adyar Ubrary and Research Centre). This insmute 
was founded and subsidized by the Theosophical Society to study Hindu philosophy. Fonnerly very well organized 
by a German orientalist and scholar, Prof. Olio Schrader, ~ had vegetated since. Danielou had to restore all the tech
nical services to protect more than 20,000 manuscripts and 60,000 volumes - many of them very rare - on Sanskrit 
and lndology in general, together with the Research Departments which employed men of letters and provided 
scholars with information, copyists, ed~ions of Sanskrit worl<s, the printing press operated by the library, and, last 
but not least, a review of Indian studies entitled Brahmavidya or Bulletin of the Adyar Ubrary. The Alain Danielou 
study section on Hindu musical theory-transported to Adyar is now preparing to publish and translate the most 
important of the 250 Sanskrit worl<s still extant on the subject. 

What about the others? All the others, over 200,000 manuscripts on history, astronomy, geography, mathematics and 
philosophy and so many other subjects? Fragile reminders of pious millennia: treasures set down on paper that is so 
hard to preserve Os ~ not frightening to think that our knowledge or ignorance depend on so little?). Originals, or copies 
made centuries ago of lost originals, awM the enormous sums necessary to save their oontents by photography. 
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Saving milli~ns of hu~an beings by buying rice in times of famine or flood or saving thousands of years of thought to 
nounsh m1llions of m1nds? Th1s trag1c d1lemma opposes, in their eternal antagonism, the individual - who needs 
br~d- and mankind, which survives only through the mind. A choice must be made: the individual wins the day, but 
rt_1s not Without <I l1n~e of reg~et that we 1magine what mankind is losing in terms of a precise knowledge of the ori
gins of these CIV11izat1ons and 1n messages of wisdom. 

Whil~ the musical documents set down for the first time by Alain Danielou express the essential foundations of Indian 
mus1c, the photographs taken by his friend, Raymond Bumier, frame them w~h these poetic virtual~ies that the great 
photographer - h1mself a philosopher- managed to capture as he worked under near-impossible conditions. 
Of Swiss _national~, born in Lausanne in 1912, he came from a well-known family but spent part of his childhood in 
North Africa. A~hough he never acquired a fonnal education, he had a vast cu~ure and interest in semantics archi
tecture and sculpture. In technical and artistic tenns, he is an exceptional photographer. His exhibition ~f pho
tographs of H1ndu sculptures 1s the only one of 1ts k1nd ever to have been put on in the Metropolitan Museum of New 
York, subsequently travelling around all the great museums of the world. His work, Visages de 1'/nde mlldievale 
(Faces of Med1evallnd1a), IS the only one he ever published. In 1952, he married one of the finest classical dancers of 
India who is also a graduate of the International Theosophical Society. 
So many references, so much action summarized in the previous pages and these two lives pushing back a frontier 
that already l~es so far beyond our own, are they not a sufficient guarantee for the sum of knowledge presented 
today? Techmques_ and art are allied here to science which, irreMably proven, enables Alain Danielou and Raymond 
Bum1er to be classified once and for all among the most justly famous ethnographers - in other words those whose 
service to the cause of music is immense. 

I would not dare to write any introductory lines to the analytical studies which follow ~ the works of their author Alain 
Danielo~, on Indian music were published in French. Can they be summarized? You cannot sum up in three ~r four 
pages h1s 1200 pages expounding not only the essential features of an ancient civilization which is still alive but also 
the problem_s that are still pressi~g for W7stern _musicians. I shall merely sketch their underlying thesis and ~s con
text. The po1nt of departure IS log1cally Ala1n Dan1elou's first work about musical systems: 
"I simply try to establish the basic principles which enable sounds to become the vehicle for ideas, images and senti
ments, the laws of music and the way in which they are applied to the different musical systems primarily Chinese 
Greek, Hindu and Western music." ' ' 
He ~as recently made a detailed revision of that book, adding many elements necessary for studying comparative 
mus1c and, 1n reality, all mus1c. A French translation is in preparation for Editions de I'Arche. 

The key elements of the problem lie at the origin of all music ... including our own. On a number of occasions in history and 
again recently, musicians from beyond Suez have asserted the need to bear these elements oonstantly in mind. 
For the Oriental muSICian, sophisticated or simple, theoretician or practitioner, music is not a gratu~ous phenomenon - by 
which we mean freely subjective, i.e. subject to the vagaries of intu~ion. clear or confused. ~ is, in a sense, the tangible pro
Jection of the creative thought of the world, at one and the same time ~symbol and ~embodiment. ~ flows from a theolo
gy. The prodigiously erud~e and delightful Prof. Kurt Sachs, once told me this story: "In the Solomon islands, the flute is 
played by a great many popular bards. At certain times, boats canying priests set out from the central island and go to col
lect all the flutes that are in use, leaving none behind: to retain just one flute would be a crime that nobody would even 
dream of committing. All the flutes are taken back to the main sanctuary where they are tried out and compared~ a refer
ence flute that has been preserved and carefully looked after since ancient days. Flutes which are out of tune are destroyed, 
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because the priests ~ that W a false note were to be played on just one flute, things would go badly wrong with the uni
verse·. People may smile, except for those who undelstand the constructive purpose of the search for 1.11iversal halmony 

through particular component harmonies. This assumes a prior vision of the wor1d and a willingness to act accading to the 
consequences of that vision. In rrusical tenns, ~ postulates a general orthodoxy of perlormance withVl which the Orient has 

been able to organize functional adaptations: modes, intervals and rtlytlvns (grouped together in families like so many metric 
modes); these elements are not interchangeable; they cannot be mxed by chance; their relationships and links are preor
dained no less S1rictly than those dictated by the theoreticians of our own Middle Ages and some others who succeeded 
them - the individual freedom of the creator being of the same nature as that of a Pllrotin, Machaut or Dulay. 

Every lntetVal and every mode (melodic or metric) has a specifiC function. They create psychological states, more 
numerous and complex of course than the simple or confused states which flow from our major or minor tonic 
scales, our rflythms and their mixed combinations, since the number of lntetVals treated rflythmically by the Hindus Is 
greater than that proposed by our own system of twelve half-tones. 

The Eastern artist sets to work under the Interior guidance of an Ideal representation of the worid and ~s component 
currents. He cannot disturb them. If he did so, sanctions would still be applied to him today. Less brutal than the 
decap~tlon stipulated in the No Theatre of Japan for the actor who departs from the trad~ional text, they would 
nonetheless be painful. 

Ustening to the three hours of music Included in the Anthology of Classical Music of India put together by Alain 
Dankllou, the unprejudiced listener will become aware in his senses of an underlying harmony, however strange n 
may seem innially to his sensnimy accustomed to the violence of the most valid manffestations of Western genius. In 
the long run, the interior order of these exceptionally varied pieces will impose ~H. like an atmosphere which domi
nates, adapts and makes you happy. The state of relaxation, acceptance, satisfaction and blossoming of the deepest 
seH which the listener feels, will prove to him that he Is In the presence of pieces of pure and total classicism, I.e. at 
one and the same time ethical and aesthetic. 

Then he will become sharply aware of the difference between what is commonly presented as folklore - the anony
mous and free subjectivization of classical elements which thus become corrupted - and that classicism whose 
underlying mechanism I have tried to outline. 

This unique monument, of Mherto unknown proportions, w~h a variety as splendid and disturbing as the high reliefs 
of a temple of Shiva, is bulk of authentic purity, at one and the same time alive and ancient, wnh a beauty beyond the 
reach of crnical reactions. 

Inestimable value is added to this monument by the qual~ of the "sound photographs". They show a careful, dis
crete and enchanting perfection. Thanks to his basic scientifiC training, Alain Danklk>u makes masterly use of his 
microphones and modem tape recorders. As a musician, he has made them capture the atmosphere in which every 
performance is bathed, even n n is mad§ up of electronic mathematics. A philosopher by his rank In Hindu society 
and his exemplary IWe, I.e. through his influeriCe over traditional musicians who travel through a vast territory, ~ 
managed to persuade the best to waive huge fees (sometimes running into several million for a single night of m~ 
played to an enormous audience) and come to the recording venues designated by him where - as they complied 
w~ his technical instructions - he was able to fix once and for all In exceptional acoustic material, the most ar~eient 
musical message we can receive today. The plastic beauty of this recorded sound Is far superior to any precioUS 
document, which may sometimes be unique but is presented behind a fog of imperfection. 

12 

For me, as a ElXOpearl in a state of total aesthetic confusion, the major virtue of the document proposed here is ns possi
ble impact on the conceptual position of Western composers. Some messages from thousand-year-old tradnlons, even 
when still living and however marvellous they may be, may go no further than the plane of feelings. Thus, they fade away 
too quickly wnhout penetrating the profound layers of greater usefulness, this permanence which, transferred from one civ
~ization to another, fertilizes the moving and contradictory mannestations of the collective li1COOSCious. Quite the contrary, 
one of the - rarest - elements which help to make this anthology unique resides in ns 1.11iversal content, ns humanism and 

transcendental tecMicity - a content which resembles those invigorating yet Invisible rays known only to scholars and wiH 
reveal somewhere within us the archetypes, the original seeds, of ways of feeling, thinking and crealing. 

So ~ Is that the 34 pieces of the Anthology of classical Indian music propose subtle and invigorating solutions to 
many problems posed by the evolution of Western music, problems which have toriured the Jansenist musical souls 
of Arnold Schoenberg, Alban Berg and Anton Webem - foremost among them being the problem of the total purity of 
sound structures based on the rejection of figurative representations of haMual emotion. 

In conclusion, rigorous musical ethnographers, composers and musicians with open minds and, more modestly, 
thousands of amateurs who are prepared to listen to and retain whatever partakes of sovereign beauty, will at long 

last discover the horizons announced by the commentaries of theoreticians and prefigured by the more or less suc
cessful paraphrases of folklore. 

All of them, like St6phane Mallarrn6's Vasco de Gama, will no doubt abandon themselves to the "sole desire to voy
age beyond a splendid and disturbing India .. ." on that primeval ocean of things which is music. 

M<nic:lem de Bhwara Naryam, groupe de - Sotasva6 (au cenrre} 
Musicians ~"'I !he bhanlra -niryam; group led by-sarasva6 (cenrre} 

0 Photo : A DANI~LOU - Madtas 1955 
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CD1 

[j] THE BHAIRAVI MODE on the Shahnai 
by Ragulalh Pnosama 2nd- Ouga Pnosama;- (<tt.m): l<atYaru 1..11; 
a thOd Shlnot -the keynote 

The Shahnai is an oboe ending in a long and delicate double 
reed. ~ is one of the oldest known musical Instruments as ij 
is still Identical to instruments found In the excavations of 
Sumer (2nd millennium BC). 
The Shahnai permijs a remal1<able degree of refinement in 
expression and ornamentation. Its sound is regarded as a 
good omen, which is why Shahnai players are lnyijed to all 
religious and family ceremonies. 
The Khurdak consists of two little rounded kettle drums. It is 
played only as an accompaniment to the Shahnai. 
Bhairav1 is the Dorian mode of the Greeks. The Indian mode 
edds a second major In some passages. 

Bhairav1 is generally played in the morning. It reflects feel
ings of plenitude, calm, satisfaction and tenderness. 
Raghunath Prasanna, born around 1920 in Benares, comes 
from a family of musicians. He specializes In light classical 
music and plays the flute and Shahnal. 

III KHYAL 
Text wrinen by......,. n ""~~ n Hl1d n the~ modo 
by - ud din nj Amn ud din Dagw. ...,..,._ ...... t-nj ~. 

The Khyal is a fonn of song with broad and highly ornate 
vocalization which became fashionable at the Court of the 
Emperors of Delhi between the 13th and the 17th centuries. 
Sadharana was one of the most famous 17th century com
posers of Khyals. 
~ Is a tender end graceiU mode which Is generally 
played in the late afternoon. ~ Is a form of Kafi (Ptvygian). 
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The rhythm Is that of the Tritiila (three beats, four-four time, 
sixteen double bars). 

The Tab/ills the most widely played drum in modern India. ~ 
comprises two little kettle drums. One played wijh the right 
hand gives a high note, while the other, played wijh the palm 
of the left hand, produces a more gentle and deeper note. 
The centre of the skins is reinforced at both ends by rice 
paste. This gives a clearer timbre and a more musical sonori
ty. The Tabla is used mainly to accompany the voice and 
stringed Instruments. 

Us1ad Nasir Mohln ud din Dagar and Ustad Nasir Arnin ud 
din Dagar generally sing together. They are sons of the 
famous singer Nasir ud din Khan Dagar of Jaipur and come 
from a family of musicians whose roots lie In the tradijion of 
Bahram Khan in the 18th century. Aged 35 and 31 respec
tively, they are the finest living exponents of the Dhrupad 
style, the most austere and difficu~ form of classical song. 
Their musical affiliation known as "Dagar Vani" dates back to 
Harldas-svarni, a famous 16th century singer. The text of the 
Khyals consists of a few words often written in archaic lan
guage and wijhout much meaning. The Hindi text Is: 
•Pr!tarna kl p3t[ viinchate ete vfra biimana vii, 
Aise shubhakara lage vf ra tore pf aye more angana vii". 
Which translates roughly as follows: 
"She reads the message from he< loVe<. Oh brave Brahman! 
It Is good news! Your valiant friend has come to my court" 

@] THE AHIRI-LALITA MODE on the sitar 
by RIYt Shankar 
wl1h r_.o n rlll>i ......... -d by Cha1uo1al 

The sitar was given ijs present form in the 18th century. ~Is 
a long-necked instrument wijh keys and Is relatively easy to 
learn. Thet explains ijs great popularity. 
The Mirl-l81ita mode consists of half-tones and minor thirds. 

This mode Is played at sunrise. The expression Is joyous and 
fresh. The rhythm is Jharnpa-tiila (3 beats, four double barS, 
ten times). 

I! J .0. J. I ,, ,, ,, ,, , 
Ravi Shankar, born in 1917, Is of Bengali origin and brother 
of the dance< Uday Shankar. Uke Ali Akbar Khan, he was a 
pupil of the famous Alia ud-din Khan and regarded as one of 
the best Sitar play9fS of all. He is an artistic director of Indian 
National Radio in Delhi. 

ITJ THE MALKOSH MODE 
on the flute by Mishra Shyarn LaJ 
Tllblii (<tt.m~ O.K. Cllan~~J 
a ~ni ftM the koynote 

The flute used here Is a long straight flute wijhout a mouth
piece which comes from Bengal and Is played by breathing 
onto the edge of the bamboo. This instrument Is dilfocult 
because of ijs very simplicijy. Millkosh Is a pentatonic mode, 
which is generally played at night and reflects feelings of 
peace, devotion, tranquil joy and starry nights. 

bwi • " I 
The rhythm Is that of the Tritiila (three beats, four-four times, 
sixteen double bars). 

Mlshra ShyMll.al was born in Benares in IWOUild 1925, the son 
of a famous musician attached to the Court of the MMaraja of 
Benares. He plays the Shalv\ai and the flute. For some time he 
taqlt at the Musical College of Benares University. 

[iJ THE TODi MODE on the sarangi 
by Naloyon Das Ml!ln 
Toboi (<tt.m~ Shyam Lol 

The Silrangf Is the main Indian Instrument played with a 
bow. It consists of a rectangular short-necked sounding box 

with many resonant strings. It Is the most commonly used 
instrument to accompany classical song. 
The Todf Is a subtle chromatic mode which Is played in the 
morning and represents sensuaiijy, pleasure and love. 

~ ' , " I ~ h~ · d • 

Narayan Das Mlshra, born in Benares in around 1920, is a 
leading exponent of the SinngT. He comes from a family of 
musicians. 

/ 
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[!] GAT, in the Kamavardhanf (or Purvf) mode 
played on a 1'1ni by Svami D.R Paova-

The vfnills the oldest of all Indian stringed instruments. Con
sisting of a bamboo to which two spherical resonators are 
attached, this Instrument has a relatively small sound vol
ume, but pennijs perlect perlormance of long adagios (j!lilp
s) as bravura pieces. 

The Gat Is a l~ht fantasia. 
Kilmavardhani , also known as Purvl, is a delicate chromatic 
mode which is generally played at sunset and represents the 
mystery of the evening. 

~ b • .. "I 
Svami Parvatikar Is a wandering monk- Born in Hydefabad In 
around 1915, he devoted his IHe to music and religion after 
brilliant univefSijy studies. He also plays the Svararnandala 
(or cymbaium) and sings religious hymns. He observes a vow 
of silence and never speaks. 

[1] TABLA SOLO, Tri!Bia rhythm 
by Cha1uo1al ~by • r_.o 

The Tab/8 is an instrument of relatively recent origin (17th 
century) obtained by splitting the Mridangam into two. 
Today, it is the most popular of all Indian drums (see 
description track 2). 



The improvised variations by Chatur1al are on the Tritaa rhythm 
(three beats, four double bars and sixteen times) (see track 4). 

Born around 1928, Chaturtal comes from a family of North 
Indian musicians. For a number of years, he has been the 
official accompanist of two famous instrumentalists: Ravi 
Shankar and Ali Akbar. 

11] SITAR, SARODE AND TABLA 
by RaviShanl<ar, Ali Akbar and Chatuttal 
Mauj-Khatmlaj mode. Tritila rhyttvn 
Tanpuri accompaniment 

In this recording, Ali Akbar Khan and Ravi Shankar perform 
for us, in condensed form, the different phases of the classi
cal development of a mode, beginning wfth the statement of 
the mode in adagio (or AJap), followed by variations. 
The mode is Mauj-Khammaj, a variation of the Ionian mode. 

•· lH 'I 
Mauj-Khammaj is played in the evening. It is a limpid and 
smiling mode, sometimes Ironic but wfth a distinct touch of 
nostalgia. 
For the T rita! a rhythm, see track 4. 

I1J ALAP in the Multani mode 
soog by Mahin ud din Dagar and Amin ud din Dagar 
T abli and T anpuri accompaniment 

Here, the Dagar brothers sing the AJ8p (Adagio) of a Dhrupad 
by Svami Haridasa (16th century). The mode is Multani, a 
subtle and tender mode played in the afternoon. The scale is 
like that of Todl but the harmony of the notes differs slightly. 

kb • "" • I . , 
The rhythm here Is Chautala (four beats, six double bars, 
twelve times). 
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For details of the Dagar brothers, see track 2. 
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I!QJ THE SINDHI-BHAIRAVI MODE on the Sarode 
by All Akbar Khan 
Tanpuri accompaniment 

The Sarode is the most sonorous of all the stringed instru
ments. The very wide neck is covered by a smooth metal 
board and the strings are also made of metal. The bridge rests 
on a stretched hide. The sarode is played wfth a plectrum. 

The Sindhi-Bhairavl mode is a variant of the Bhairavl or Dori
an mode to which a major third and seventh are added in 
some more florid pieces. 

..,_b • (~ •) '• ( •I '' 

This is a more changeable, agftated and passionate, but also 
lighter mode than the Bhairavi (see track 1). Ali Akbar Khan, 
born in 1920, is the son of the famous musician, Alia ud-din 
Khan of Maihar. Ali Akbar studied music wfth his father from 
an early age. Today he is the undisputed master of the sarode 
and generally regarded as the greatest living instrumentalist. 

C02 

ITJ THUMRI in the Tilang mode played on the flute 
by Raghunath Prasanna 
Accompaniment: Khurdak (dtum) by Motital 
Vini and flute to set the keynote 

The Thumri is a gracious and light musical form, specially 
used for love songs. 
The Tilang mode is a variation of the Khamm8j ~onian). 
It is a pentatonic mode wfthout seconds or sixths but wfth 

major and minor seventh. A major second is sometimes used 
for ornamentation. 

~ O II It f o j 
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(For Raghunath Prasanna, see CD 1, track 1) 

III SVARA MANDALA, Brindavani-Tilang mode 
by Svaml D.R. Parvatikar 

The svara mandala, which became the •cymbalum" when the 
Indian gypsies brought ft to Europe consists of a sounding 
box wfth many very taut metal strings which are played wfth 
the fingers. This ancestor of the harpsichord is a rather rare 
instrument in India today. 

The Brindavani-Tilang mode is a form of Tilang wfth a minor 
seventh in the ascending scale. 

For information about Svami PaNaUkar, see CD 1, track 6. 

[I] BHAJANA by Mira Bai, sung by Nandan Prasad 
accompanied oo the Tabli by Shyam t..al. in the Malkosh mode 

The Bhajana-s are mystic love songs which give expression 
to the most passionate forms of human love. 

Mira Bai, who was born in 1501, was a Rajput princess who 
preferred the life of the errant monks and the mendicant's 
bowl to her ancestral palace. She was one of the greatest 
composers of Bhajana-s in North India. A concert of vocal 
music is rarely heard today wfthout including a worl< by Mira. 

The mode is Millkosh. A pentatonic mode for the night 
expressing calm, peace and plenftude . 
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Nandan Prasad is a young singer from Bihar province. A 
pupil of the famous vocalist Omkamath, he is strongly influ
enced by the highly personal style of his master. 

The words of the song are as follows: 
Mere mana Riima hi Riima ratai re 
Riima nama japa l[je pr.in[, kotika piipa katai re. 
Mere mana Riima hi Riima ratai re. 
Janama janama ko Khata ju puriwle, niima h[ leta katai re. 
Mere mana Riima hi Riima ratai re 
Kanaka katore imata bhariyo, p[bata kauna natal re. 
Mere mana Riima hi Riima ratai re. 
Mira kah9n prabhu Hari avinasf, lana mana tiihi patai re. 
Mere mana Riima hi Riima ratai re. 

This may be translated as follows: 
"Only Riima full of charm occupies my thoughts. 
When we murmur his name 
Our fau~s are pardoned. 
Only Riima ft.JII of charm occupies my thoughts. 
To the gentle sound of his name 
All the crimes committed in our past lives pale. 
Only Riima ft.JII of charm occupies my thoughts. 
Who then could prevent me from drinking 
From this golden cup filled wnh his glory? 
Only Riima ft.JII of charm occupies my thoughts. 
Mira said: The Lord who ends our pain is eternal 
He is the weft of our souls and bodies. 
Only Riima ft.JII of charm occupies my thoughts. 

[!] THE SUHA KAMODE MODE on the Vina 
by Svami D.R. Parvatikar 
Tabli and Tanpuri accompaniment 

In this recording, Svami Parvatikar gives a brilliant perfor
mance of the different phases in the development of a mode 
on the vlnB. 
This is the Suhil-Kiimode mode, a variety of Kamor!e which 
is generally played at night and conveys a light and sensu
ous mood, the fantasies of a civilized court. 

~ ....,... 8 M ·"·II Iii ; I I • ••• + 

Tritiila rhythm (see CD 1, track 2) 



[[) JATISVARAM in the Macha-Kalyani mode 
by BaJa Satasvati and his on:hestta 
Song: Bola Snsvati, Jaywmlal and -..n (also on the cymbals) 
Mridang8m (dnrn): T. Ranganalhan 
Rute: T. Visvanathan 

A small accordion sets the keynote. The little bells on the 
dancer's ankles can also be heard. 
The Bharata Niltyam is the tradijional dance pt'eserved from 
time immemorial in the temples of South India The Jatisvaram 
is a variation on the scale, a kind of pure dance (without mime). 
The Mecha-KaJyani is a joyful mode, preferably played in the 
evening. 

The rhythm is Tisra-Eka (three beats, three double bars, 
twelve times) 
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Bala Sarasvati is the most famous dancer of Southern India. 
Born in 1918, she comes from a family of artists in which the 
women were dancers (devadasls) in the temple of Tanjore 
and the men musicians. Bala's grandmother, Veena 
Dhanammal was the most famous musician of the earty part 
of the century. Her mother, Jayammal, is also a pt'estigious 
musician. BaJa began to study dance at the age of four. She 
achieved her first successes on stage when she was seven. 
She has recently won the "Golden Collar" which is awarded 
by the Indian government to the finest artists. 
She is accompanied here by two of her brothers. T. VISVanathan 
(28) playing the flute and T. Ranganalhan (29) on the mridangam. 
K. Ganeshan sings the rhythmic variations, while playing the 
little cymbals and conducting the orchestra. 

[]] ALAPANA, Southern Tod[ mode, 
sang by P.R. Balasubrallmany 
accompanled by a Tllf¥'CIIi 

The A/apana is the presentation of a mode in an adagio wijh
out separate words or a complex rhythm. 
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The voice is used exactly like an instrument. 
This is in the South T odi mode. 

~ I ~ . " 

[I] ALAPANA in the Kambhoji mode, 
played on the Nilgasvatam by K.S. Pichiappa of T anjo<a. 
Aa:ompanimont: 2nd NigasVanll!l; K.M. ~ 
Wolin: T. Sub<ahmanya Pillal - Thaval (<kum): Muthu K"""""" 
Jl>alam (little cymbals) and Uttv ~ gM1g the keynote) 

The Nagasvaram resembles the Shahnai in a much larger ver
sion. ~ is an oboe, the classical instrument of temple music. 
~ very powerful sound can be heard at a great distance. 
The Kambhoji mode is equivalent to the Ionian mode. 

~ ""• I w .... • • I a W M. -<J-

This is a mode which is played in the evening and at night 
and is widely used in religious music. 

K.S. Pichiappa comes from a family of musicians attached to 
Tanager temple. He is regarded as one of the finest expo
nents of the Nilgasvararn. 

[]] KRITI in the Telugu language, 
p<eeeded by an AfiJ>ana In the Yadulruta Kambhoji mode, 
soog by Kamala Krishnanuti to a Tllf¥'CIIi accompaniment 

The Kritis are classical religious songs with a fixed form, 
which are encountered primarily in Southern music. The 
composijion sung by Kamala Krishnamurti is an ancient wor1< 
by an unknown author. The poem is in the Telugu language. 
The poet complains that the works of the spirit do not warm 
the heart. "I have studied all the sacred books and all the 
sciences, but nowhere have I found in them the secret of 
divine love, nor that of the love of men". 

Yadukula Kambhoji is a variation of the Hari-Kambhoji Oon
ian)mode. 

g; M If I 
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All the forms of Kambhoji are played in the evening as song 
of praise. The Yaduku/a exPfesses human love as a mystic 
form of love. 
Kamala Krishnamurti is a highly talented amateur who comes 
from the Madras middle classes. She specializes in classical 
Telugu song. 

[]] TIRMANA, 
Presentation of a dance rl!ythm in the llhairavl mode, Tosra-eka 
rl!ythm intoned by K. Ganeshan w;u,the aid of syllables used to 
represent the different ways of beating the drum. 
Accompaniment: little cymbals and accordion senlng the keynote. 
FO<detaits of the Southam flhsltavlseeco 1, !niCk to. 
TheT....a.arhyttmhastlnebeats, ttne-b<rsand,_tlnles. 

K. Ganeshan is a well-known master of the dance who 
comes from a family of musicians and dancers attached to 
the temple of Tanjore. 

[1QJ THE VARALI MODE, sung by O.K. Pattamal. 
~tlliolinbyTkuvalkr~; 
two Mridangan>-s played by Palghat Koojumani 
and Shiva Pattamal, and one Tllf¥'Uii. 

Here O.K. Pattamal interprets the mode in an AJiJp (adagio), 
taken up by the violin. She goes on to sing "The emerald
coloured God" (marakata-manivarna), composed by Tya
garaja (1767 -1846), the most famous author of mystic songs 
in South India (words in the T elugu language) and ends up 
wijh a variation on the notes of the mode. This group sum
marizes one of the classical forms of musical composijion. 
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VarB/i is a mode wijh pentatonic trends belonging to the fam
ily of the Northern T odi. 

@ -m! · " 
"'!" &I ~ · 

The rhythm is Adi !ala: three beats, three double bars, eight lines. 
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O.K. Pattamal, the most famous of all classical singers of 
Southern India, is regarded as unrivalled as a performer of 
the wor1<s by the great composers of the 17th and 18th cen
tury. She was born in 1919 and took up her musical career at 
the age of 14. 

The poem is as follows: 
Prelude (PallaVJ): 
Marakata-mani-vama! Ramal Nannu maravaka, nilyanna. 
Couplet (AnupallaVJ): 
Parama-purusha! binna brovumu, devara! Sharanukonna. 
Finale (Charana): 
Vara-bhakta-supilma-viihana. Karuna rasa-ptjma 
Dharani-tanayakunna prema-rasarnu Tyilgar3ju kf yanna. 

Which means; 
Oh Rama, charming emerald-<:oloured God, 
My beloved brother! Do not forget me! 
You are the supt'erne being, protect me! 
Be my refuge! 
Astride the divine bird, a model of piety, 
You are the embodiment of compassion. 
May you feel for Tyiigarilja the tenderness 
Which the earth's daughter bore for you! 

IITJ GANESHA KUMARA 
aCOfT"j)OOition by Mutl"<.osYiwnl Diksl"itar (1n f>.1835). in the CI*'Puti 
mode, played on the~ by Budall.r Krishnaml.rti Shastri. 
Accompaniment: Wolin by Varalu Muthusvaml IV(ar 
Mridang8m (drum) by Ttnniyam Venkatarama IV(ar and Tllf¥)Uri. 

The Gottuvildyam is a big vlnil wnhout keys; ij is played by 
sliding a piece of polished wood over the strings. 



The Chinjuruti mode is a variant of the Hari-Kambhoji. (see 
track 8). 
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The mythm is Adi Tala (see track 10) 
Budalur Krishnamurti Shastri is the most famous of all the 
Gottuvildyam players. At the age of nearty 70, he conducts 
the Instrumental Music Section of Kalakshetra, the famous 
dance and music school founded by Rukmini Devi. 

CD3 

IIJ PALLAVI 
Sooth Bhairai mode. Triputa rhythm, soog by Mudi Kondan 
C. Venkatatama ly«. 
Vocal accompaniment by Vollore Gopalachari. 
Viofn: M. ~-~(dun~ Klnlo.d Mutha Lyer. 
Tsnputi. 

The Pal/avi is a fonn of mythmic composition in which the 
voice and drum develop a mythmic mode w~h increasingly 
complex fonnulations. 
South Bhairavl mode. 

The mythm is Triputa (tisra jatij: three beats, three double 
bars, seven times. 

f H Jt I ,,,,,,1 
Mudikondan C. Venkatarama lyer is a vocal music teacher and 
Vice-Principal of the special course for music teachers at 
Madras Academy. He is one of the finest Pallavi specialists. 

20 

II] JAVALI, in the Khamas mode 
playod on 1he flute by T. VISVenathan. 
Accompaniment Mridangam (drum) by T. Ranganathan 
and a small aoootdion setmg 1he kaynole. 

The ttansverse flute is a very important instrument in Indian 
music. This is the instrument that the God Krishna played. 
The Javalis are short pieces of light music. 
THe Khamas mode is a variation of Hari Kambhoji (Ionian) 
(see CD 2, track 8). 

T. Visvanalhan (born in 1925) is the brother of Bala Sarasvati 
and the grandson of Veena Dhanammal, who was the most 
famous musician of Southern India. Today, T. Visvanathan is 
regarded as one of the finest Indian flautists. He holds a 
scholarship which the Indian government grants to highly Lal
ented young musicians. 

[I] PALLAVI 
A1ipana and vocalizations in the South Bhairavl' mode with 
Mridangam accompaniment. 

ill JAVAU, In the Paraj mode 
soog by D.K Paltamal 
Acc:orr4>animent vr ni by Kalyan Krishne Bhagavalar. 
Mridangam (drum) by Katail<udi Muttu /Vyar and Tsnputi. 

The Javilli-s are short, light and sentimental pieces. This one 
is in T elugu (Cheline ne tlu). It is a modem compos~ion by 
Dharmapuri Subbaraya lyar (written in around 1900). 
The mode is Paraj. 

~J .._.I. ho• '"' • h ·I· ~-J 
The mythm is Deshadi (three beats, four double bars, sixteen 
times). 

The words of the poem are: 
Refrain (PallaVI) 
Chell nenetlu sahimtun8-ala 
vininenta vamintune 
Couplets (Charana-s) 
1. Manoharakarude gana-vinoda dhlrude 

pagatanimtilo cMrude (refrain). 
2. Javuna radayene, marnchipUvvulu inkelane, 

sogasewaru jii chedare (refrain). 
Which means: 
(refrain) 
Dear friend! I am at my ~ end. How can I describe ~ to you. 
(couplet) 
He is good-looking, a skilful musician, 
Noble and fa~hful. 
(2nd couplet) 

He is slow in coming here. 
For whom are the flowers opening? 
No one is here to appreciate their charm. 

[K] SADHINCENE by Tyagaraja 
p<8C8ded by an Alip in 1he Atabhl mode. peffonned on 1wo vlnis 
by Devakotai 
Narayana Iyengar and Kalyana Krishne Bhagavalar. 
Mrldangam-s: Katalkudl Mutt.J /Vyar. 

Arabhi: 

. . I ' Uf . , , 
• <·J I 

The third and seventh must never be accentuated. 
The rtlythm is Adi tala (see CD 2, track 10). 

I]] VARNAM 
by 1he orchestra of Radha Shri Ram. Dhanyasi mode. 
Adi lila rhythm. The orcheslra consists of a '"'ver. accompanied 
by allufe, ellio/ln, a Mridangam (drum), a Til/am Pittlo cymbals), a 
Muldlavidyam (mouth hatp) and a Tsnputi. 
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The Vamam is one of the main pieces of the repertoire of a 
Bharata Natyam dancer. ~ must combine all the features of 
the dance: plastic movement, mime and virtuos~. 
The Dhanyasi is a variation of the South Todi mode. 

9J .... ~ . • li . ""li . b •• I 
Dhanyasi is a morning mode, portraying an atmosphere of 
grace and gentleness. 
The mythm is Adi tala (see CD 2, track 10). 

Radha Shri Ram has studied tradmonal dance in ~s purest 
form since her childhood. A pupil of the famous Tanjore 
dance master, Chokka Ungam Pillai, she is one of the finest 
perfonners of the pure classical Hindu dance. She is known 
in Europe mainly for the short intennezzo which she dances 
in Jean Renoi~s film "The River". 

[I] VARNAM in the Kambhojl mode 
Vfni solo by S. Vodya 
For 1he Ksmbhoii (or Ionian) mode, see CD 2, track 7. 
The rfly1hm Is Adi tiia (see CD 2. 1raek 10). 

S. Vidya, a musician's daughter, is a famous Vina player. 
She has published several collections of tradijional melodies 
in Sanskrit, Tamil and Telugu in a modem system of notation 
inspired by a European model. 

I]] VARNAM, composed by Ponniah Plllai of Tanjore 
(eal1y 191h ~in 1he Khamas mode. peffonned by BaJa 
Sarasvati and his orcheslra 
Songs: BaJa Satasvati and JayaiM1al and K Ganeshan 
(also plays 1he cymbals) - Mridangam (drum): T. Ranganathan, 
Flure: T. VISVal'\llthan 

A little accordion sets the keynote. The little bells on the 
dancer's ankles can also be heard (Bala Sarasvatij. 

Ponniah Pillai of T anjore is a famous earty t 9th century com
poser, who reorganized the performances of Bharata Nii 
thyarn and gave them their modem fonn. 



The Khamas mode is a variety of Hali Kambhoji ~onian). The 
sentiments are love and the anguish of separation. 

The rhythm is Chaturasra T riputa (three beats, four double 
bars, eight times). 

The T elugu text is as follows: 
Pallavi: 
Sirnini rammanave Sakhiyaro 
Sirnanya Dora giidu, Bhiimilo sri Tanjapuri Brhadis' varudu 
KamitBrthamulu icci Kalayuda sarnayamu. 
( ... sol-fa syllables ... ) 
Vani sogasu jiici ne kanikararnuto marulaftigadii 
Ullasamu salliipamu mudduga sompulaina siila ghanude 
Rati vidhiita sarasiilanu atanftoravanika ceniyanu 
ldi tagu samayarnu. 
Charana: 
Rive n3 mata vinu. 
1. Miirudu niipai devala 
2. Vrvibirlamu Yadapai pika turusuga veyagamu oeliyaro ne taa 
3. Tummedalu atimroyaka Kokilananu kuyyaga sadii 

cilukalanu kalakalamani palukaka manucu pedara. 

This can be translated as follows: 
"Dear friend! Take me to the master of my heart. 
He is not just anyone, but the all-powerful God famous 
throughout the Universe 
Who resides in Tanjore temple. 
The moment has come at last when the wishes of my heart 
Will be fulfilled. His majestic form, 
His joy and the gentleness of his voice have delighted me. 
He is the sole object of my love, 
The time has come at last for a first meeting. 
Come close. Usten to my complaint. 
The God of love torments me with his flowered arrows. 
And my suffering knows no bounds. 
The bees murmur and the cuckoo calls. 
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All make my soul shudder. 
Dear friendl Usten to my prayer". 

[!) SANDEHAMUNU 
by T yagaraja In tho Ai-napriyi mode, played on a flute by 
T. VISVanathan. 
Accompaniment Mridangam (drum) by T. Ranganathan 
and a smallliCCOfriion to set the keynote. 

Here, T. Visvanathan pertorms a famous wor1< by the great 
mystic poet and composer, Tyagaraja (1767-184n. 
The Ramapriyii is one of the 72 principal modes of the South. 

9, --.. I· II 

The rhythm is Adi tiila (see CD 2, track 10) 
For information about T. Visvanathan, see track 2. 

ij]J NINYAKO 
A Riga-mWiki of tho 16th century sung by OK Pattamal. 
~ _,byToruvaiU~ twoMifdwlg&71S 
by Palghat Kun)umani and Shiva Panamal, and one Tanpuri. 

The poem and music are by the composer Kannada Puran
dara Dasa (1480-1564). 
The ri!ga-millikil is a composition in which the mode changes 
from time to time to weave a "garland of modes" before 
reverting to the original mode. 
The sequence of modes used here is as follows: 

1 Chenchuritti 

W··. "· · ·~ .... : 
2 Punnilga-vammi 

(<r 

l 

3 Niida-niJmakriya 

4 Sindhu-Bhajravi 

The rhythm is Triputa (see track 1). 
The text is as follows: 
When the elephant was seized in the jaws of the cruel croco
dile, what was it that saved him? 
Was it not the name of he who is the origin of all things? 
What then saved the pious Prahlada from the tortures inflict
ed by the demon, his father? 
Was it not the name of he who is at once man and lion? 
When the queen Draupadi was publicly shome of her veils, 
who protected her modesty? 

Was it not the name of he who is the colour of the night? 
What saved Ajamila from the emissaries of death who 
dragged him away by force? 
Was it not the name of he who is the refuge of men? 
What was it which led the wise Valmiki up to heaven? 
Was it not the name of Rarna, the charming God? 

]] SOLO ON THE MRIDANGAM 
(drun) in thoAdi Tila rhytt'on by t.+.Jttu Kunlnm with ~-rt 
of small cymbals (tilam) and tho Nigasvatam pedal 

The Mridangam is one of the oldest Indian druns. n is used mainly 
to accompany the classical music of the South. Cylinder-shaped 
wfth a hide stretched 01/e( each end, the Mridangam allows per
fect perlormance of the most complex rhythmic variations. 

The rhythm on which Muttu Kumaram improvises variations 
is Adi Tiila (three beats, three double bars, eight times). 

I'J );>)>' 
"tJUUU 
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The Mridangarn is tuned in D. 
Mr Muttu Kumaram comes from a family of musicians who 
have been attached to T anjore temple for generations. 

[gJ JNANAVINAYAKANE 
by tho on:hestra of Radha Stvi Ram 
see track 5. 

Alain DANI~LOU 

Shivendranath Basu, prof8SS8Ur de \1/nl d 'Aialn DANtltLOU 
Shivendranath Basu, Alain Danilllou's Wn8 teacher 

0 Photo : Raymond BURNIER - El4lt1lris 1942 
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1 - BudaJur Krishnamurti Shastri jouant du 
GolttMidyam 
BudaJur Krishnamurti Shastri playing 
the Gottuviidyam 
0 Pholo : IJJ8in DANIB.OU 
Madra$1955 

2 - O.K. Pslttlm8J chanlet sen IHISemble 
O.K. PaNama/ {Voice) and hisiHISemble 
0 Pholo : IJJ8in DANI,;LOU 
Madra$1954 

3 - Mohinuddin et Atn;nuddin {)agar, 
chanteurs de Dhrupad durant leur 
toumlio on Europe (1965} 
Dhrupadiyd singers Mohlnuddin and 
Aminuddin Dagar during their Europeat~ 
tour(l965} 
0 Photo: D. R. 

4 - Revi Shankar au d6but de sa carrienJ 
RaviShanl<ar at the l>eginning of his cwoer 
0 Photo : IJJ8in DANIB.OU 
Colcutta 1940 

ANTHOLOGIE DE LA MUSIQUE CLASSIQUE DE L'INDE 
HOMMAGE A ALAIN DANIELOU 

COLLECTION UNESCO DE MUSIQUE TRADITIONNELLE DU MONDE 
Depuis dix ans, I'UNESCO et AUVIDIS collaborent a Ia publication de disques compacts dans Ia Collection UNESCO 
de musique traditionnelle. Pour celebrer cet anniversaire, nous avons decide de rendre hommage au fondateur de 
cette collection, Alain Danielou, qui Ia dirigea de 1961 a 1981. C'est une reedition des premiers enregistrements 
effectues en lnde par Danielou lui-meme, sous le patronage de I'UNESCO et du Conseillntemational de Ia Musique. 

Si "les musiques venues d'ailleurs" constituent aujourd'hui une reference pour de nombreux specialistes et connais
seurs et si ces tresors ont pu inspirer de nombreux compositeurs contemporains, c'est a Alain Danielou que nous le 
devons. Si le monde entier reconnait aujourd'hui qu'il existe partout sur Terre, surtout en Orient, des musiques aussi 
savantes que celles de Bach et Mozart, c'est aussi grace a Ia clairvoyance et aux efforts inlassables d'Aiain Danielou. 

Ces demieres annees, un nombre croissant de nouveautes est paru. Pour repondre aux vceux exprimes par Alain 
Danielou juste avant sa disparition en janvier 1994 (voir texte ci-apres), plus de 50 nouveaux projets discographiques 
sont actuellement en chantier. 

Noriko Aikawa 
Chet de ta Section du Patrimoine invnat6riet UNESCO 

' anthologie de Ia Musique Classique de l'lnde peut etre qualifiee "d'historique" parce qu'elle fut Ia premiere 
anthologie (1962) de cette musique disponible en Occident, musique presentee non plus comme du "folklore" 
mais com me une musique d'art. 

Elle contient entre autres les premiers enregistrements en Europe de deux jeunes musicians devenus depuis les plus 
grands ambassadeurs de Ia musique de l'lnde du Nord : Ravi Shankar et Ali Akbar Khan. 
En hommage a Alain Danielou (1907-1994) concepteur de cette realisation et inlassable defenseur des musiques de 
I'Orient I'Unesco a decide de republier cette anthologie dans sa forme primordiale sans en changer ni l'ordre des 
morceaux ni les textes et commentaires qui les accompagnent. 
Deux courts textes completent cet ensemble : l'un de Jacques Brunet qui fut !'assistant d'Aiain Danielou dans son 
lnstitut de Bertin et I' autre ecnt par Alain Danielou lui-meme quelques jours avant sa mort. 

Jacques CLOAREC 
Collaborateur d'Atain IJani6tou - Rome. t 997 

La premiere lois que j'ai rencontre Alain Danielou, c'etait en 1967, dans sa villa de Ia campagne romaine. Le charme 
fut immediat. Assis a son piano il jouait avec beaucoup d'intelligence un mouvement d'une sonate de Mozart qu'il 
tint a achever avant les presentations. Et des ses premieres paroles, sans doute pour me tester, il me glissa vile qu'il 
ne faisait pas de difference entre Ia musique occidentale et Ia musique indienne ... 
II taut dire qu'a l'epoque l'ethnomusicologie etait alors tres fermee sur elle-meme, faite de chapelles et de petits 
cercles dont !'audience ne depassait guere celle des specialistes. Chacun, a quelques rares exceptions pres, se fer
mail sur ses propres recherches et conservait jalousement pour soi les enregistrernents faits sur le terrain ; alors 
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Alain Danielou se balta~ avec conviction et avec un immense desir d'ouverture, depuis de nombreuses annees deja, 
pour faire connaitre les musiques non occidentales par I' organisation de concerts et Ia production de Ia premiere col
lection sl!rieuse de disques de musiques non-europeennes. Homme de passion il par1ait de "La Musique", refusant 
m6me d'employer le mot 'ethnomusicologie' qui marquait une difference dans !'approche de celles-ci qu'il ne voulait 
pas "ethniques" mais universelles. On lui reprochait dedaigneusement dans les milieux scientifiques de n'etre qu'un 
"vulgarisateur" alors qu'il considerait que sa mission etait noble, primordiale. 

II fut a l'origine d'un nouveau regatd porte sur les musiques venues d'ailleurs, faisant oonnaitre pour Ia premiere lois au grand 
public Ia musique indienne par I' organisation de ooncerts internationaux pour le jeune Ravi Shankar qu'il venait de dtlcouvrir 
(on sait l'engouement pour Ia musique indienne qui s'en suivit chez nous dans les anntles soixante), crtlant enfin chez l'audi
teur occidental un respect (c'est le mot qu'il avail le plus souvent a Ia bouche) pour ce qui etait aiOIS gtlneralement considere 
comma du folldote et de l'exotisme ~ermes qu'il abhooait), alertant I'Unesco, avec l'appui de Yehudi Menuhin, sur l'urgence 
de Ia collecte des traditions et surtout de leur diffusion, enfin se battant pour crtler a Berlin un institut charge entre autres 
d'envoyer des chercheurs dans 1e monde entier collecter des enregistrements dont !'ensemble est aujourd'hui considl!re 
comma inestimable. Grace a lui on put dtlcouvrir et entendre Bismillah Khan, Ali Akbar Khan, les admirables freres Dagar ... 
Son influence fut considl!rable : par son exernple, il im~ a ses collaiborateurs d'avoir prioritairement une approche 
d'esthete (plutO! que scientifique), oonsidl!rant que Ia beaute d'une musique doo 6tre ~ bien avant son intl!r6t musico
logique ; ainsi il exigeait qu'on apportat naturellement autant de soins a Ia presentation d'un disque de musique traditionnel
le qu'on l'aurait fM pour une symphonie de Beethoven (c'etait nouveau a l'tlpoque, voire revolutionnaire), se battant inlassa
blement oontre tous ceux qui avaient de ces musiques une approche distante et silche (qu'il lrMM SOINent non sans raison 
"d'a~e co/onialiste"). Otlbordant d'activites, il crea pour Ia premiere lois puis tlpaula dans plusieurs pays d'Europe des 
festivals de musiques traditionnelles, reunissant annuellement des impresarios pour les inc~er a faire toumer des musicians 
et artistes non-europllens du plus haut niveau. II etait oonvaincu que, outre l'indeniable enrichissement cultural que cela 
pouvM nous apporter, Ia frtlquentation de ces artistes par les concerts etait un ell!rnent important de lutte oontre le racisme. 
II a aussi influence indirectement par son action, en insufflant chez les intellectuals des les annees cinquante une 
curiosite nouvelle, nombre de compositeurs occidentaux qui sont allees chercher ainsi de nouvelles sources d'inspi
ration aupres des musiques d'ailleurs. 

J'ai eu Ia chance de travailler pendant trois annees avec Alain Danielou a Ia fin des annees soixante. J'ai une dette a 
son egard car ses conceptions ont profondement marque mon approche pour ces musiques qu'il fut le premier a 
faire admettre comme faisant partie intl\grante du patrimoine cu~urel universal. 

Mais combien d'autres, sans le savoir, a travers le monde lui sont aujourd'hui redevables d'avoir eu grace a lui Ia curio
~e d'approcher une lois ces musiques et ces danses et de faire dorenavant de ces ecoutes un bonheur penmanent. 

Jacques BRUNET 
Mailre de confilrences Universite Paris 7 (1993) 

Quand je suis rentre en Europe a Ia lin des annees cinquante j'ai ete atternl par !'ignorance de !'Occident des tradi
tions musicales des pays d'Orient. Tout etait regroupe sous le genenque de "Folklore" et on melangeait sans aucun 
discemement des musiques d'art et des musiques populaires. C'est ainsi que, des 1960, je comment;ais Ia realisation 
d'une premiere collection de musique "savante" de l'lnde, desireux de presenter a un large public les valeurs d'art 
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musical a leur plus haut niveau. Avec !'aide de !'Unesco j'enregistrais ensuite au Cambodge, au Laos, en Afghanistan. 
Je trouvais en Iran un chanteur remarquable, des solistes talentueux. Puis je creais les instituts de Berlin et Venise qui 
permirent une action determinante dans Ia reconnaissance des valeurs musicales et des traditions autres que Ia 
musique classique occidentale et leur insertion dans Ia culture generaie. 
Des 1965 je faisais venir en Europe et j'enregistrais les freres Dagar dans Ia forme Ia plus noble et Ia plus austere du 
chant indien, le Dhrupad. Ce fut un evenement qui interessa vivement les compositeurs contemporains et le disque 
qui fut fait reste un exemple inegale d'une forme d'art a son plus haut point de perfection. 
Mes missions me menaient ensuite au Japon, en Azerbaidjan, en Georgie d'oiJ je rapportais des polyphonies tres 
particulieres. 
Cette sene regroupa rapidement quelques monuments de Ia musique savante d'Asie, de l'orchestre imperial de 
Tokyo (Gagaku) au theatre de Ia cour de Hue (Viet-Nam). II y manque, pour avoir un panorama general des musiques 
de haute culture, de pouvoir completer par Ia musique chinoise. 
Je forme done le vcsux que cette sene puisse s'enrichir des formes les pus authentiques de cette grande tradition. 

Alain DANI~LOU, Lonay, janvier 1994 

OUTRE UNE INDE ... 
En preface a cette anthologie de Ia musique classique de l'lnde, monument jusqu'aujourd'hui unique, il est utile et 
juste d'esquisser Ia personnalite de celui a qui nous en sommes redevables. 
Alain Danielou naquit le 4 octobre 1907 a Paris, dans une famine dont le chef etait breton, issu de Ia par1ie Ia plus 
bretonne d'Armorique : le Finistere, et plus precisement de Locronan. Tousles siens etaient des catholiques de stric
te obedience, avec ce je ne sais quoi de plus dontle climat psychologique de cette province estompe les choses les 
mieux prtlcisees, sorte de halo commodement baptise mysticisme. Plutot que ce mot mysticisme trop vague, je sug
gl!rerai comme plus celte •sens de l'ailleurs, du voyage, de l'aventure interieure•, toutes notions en apparence ana
logues a celles qui definissent l'etat mystique mais differentes en ceci : apres un refus du reel, l'etat mystique mane a 
Ia decouverte et a !'acceptation des lois qui sont dans les profondeurs. Le sens de l'ailleurs, s'il procede du ml!rne 
refus initial - d'ou Ia confusion -, rejette jusqu'a l'idee d'une loi possible ; plus tard, lasse de ses indeterminations, 
peut-etre decidera+il de rejoindre les zones devalues a Ia mysticM. 
Ouoiqu'on en pense, tlcrire des Bretons qu'ils sont poetes par nature, qu'ils vivent dans Ia premonition des mondes 
•rrationnels, est a mon avis plus juste. 
Cette disposition a toujours confere une allure particuliere au christianisme de ces regions, une demarche originale a 
ce sens de l'ailleurs lorsqu'il se mouvait le long de courants spirituals determines ; le particularisme religieux des 
Ce~es. Rome et nous-ml!rnes le connaissons bien depuis ces premiers siecles de I'Eglise armoricaine glorifiee de 
samts qui n'appar1iennent pas a Ia Legende doree, jusqu'aux Lamennais et Renan, jusqu'aux Pardons sans reelle 
Paix, jusqu'a ces Iandes solitaires du Sud que le Recteur surveille afin d'en eloigner les pratiques magiques. 
Oue Ia mere d'Alain Danielou eOt fonde une institution destinee a des jeunes personnes attirees par Ia vie religieuse, 
9ue so~ frere entmt dans I'Eglise et devint le reverend pl!re jtlsuite bien connu parses idees sur le corps glorieux de 
I Humam, que son pare professAt les lettres anciennes avec une vive sympathie pour l'art dramatique, que ce milieu 
d'~tres bien vivants eat influe sur I' enfant, qui en pourrait douter ? Mais de quelle maniere ? Par acceptation ou refus 
? Un Mediterranean n'aurait ressenti que ces deux termes ; un Ce~e non : tel qu'a Ia fin de Ia nuit, avant l'aube, 
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sourd de quelque part - et ce quelque part n'est pas !'horizon - un etat transparent, ainsi entre le oui et le non existe 
une position interieure paraissant indecision, ne syncretisant pas •peuHitre• mais combinant les possibles doutes 
du •oui• avec Ia prescience des affinnations contenues dans un •non• categorique. 

Danielou ressentit vile que, malgre les interpretations des cceurs chretiens, rien n'est simple parce qu'il y a mu~itude 
en mouvement ; connaitre les categories si innombrables qu'elles soient serait pensable si ce mouvement n'etait pas 
; agir en unite catalysante dans cette simplicite aux liaisons rendues complexes, ceci en reduisant son propre mou
vement, en l'orientant vers zero, est le moyen propose par I'Orient pour peser sur le mouvement universal puisque 
devenu experience personnelle et partant controlable. Ainsi de Ia position interieure de certains poetes possedant le 
sens de l'ailleurs et de certains Ce~es pour qui refuser so~ Ia chair, so~ l'ame, serait division de I'Homme, castration 
et consequemment suicide, acte non point grave pour eux parce qu'il y a coupure d'une des branches par laquelle Ia 
vie aura~ fleuri, etemelle. 
Vers 18 ans, Alain Danielou debouche dans ces climats de pensee, sans doute sans s'en rendre compte ; Ia pratique 
des arts et Ia frequentation des milieux artistiques l'y ont conduit tout autant que son esprit scientifique reagissant 
enfin aux effluves sentimentaux de Ia religiosite familiale et de Ste-Croix de Neuilly. Lorsque j'ecris •Alain Danielou 
debouche sur ces territoires", ce n'est pas seulement au figure ; en realit{! aussi, Jean Danielou, le frere, vena~ de 
traduire en latin le texte d'une cantate dramatique destines ilia scene et dont les auteurs depuis firent carriere : CEdi
pus Rex de Jean Cocteau, qu'lgor Stravinsky allait mettre en musique. Cocteau ! Encore lui ! Rarement Le Coq et 
I'Mequin fut autant relu par un adolescent aussi vibrant ; jarnais Milhaud, Honegger, Poulenc, Taillefer, Eluard et les 
amis de Breton n'eurent d'auditeur aussi prepare Illes entendre. En pouva~-il etre autrement ? 
Imagine-t-on le milieu de Monsieur Danielou pare alors ministre, de ce lettre artiste. Ecrivains, musicians, peintres, 
politiques mecenes, emigres, rencontres follement merveilleuses pour un jeune homme tout neuf puisqu'il etait enco
re enfant avant l'effondrement en 1918 du vieux continent contemporain ; !'adolescent subissait mille fermentations 
renouvelees par les esprits brillants du temps, mille courants de pensee, d'ethique surgissant d'entre les decombres 
d'un monde qui ne les aurait pas admis, mille licences experimentales, necessaires et licites, car Ia catastrophe de 
1914, les irreparables destructions de Ia guerra temoignaient contre les anciennes formulas. 

Oui, c'est done bien durant cette epoque 1925-1927 que l'on peut placer certaine prise de conscience de notre futur 
maitre as-sciences hindoues : d'un rote les •oui• de sa prime jelmesse, de l'autre le •non• peremptoire d'une v~ame 
elementaire partout en etat de resurgence et, entre les deux, cette zone imprecise, ce canal vers •l'ailleurs•, cette poss~ 
bil~e de fu~e pour qui se refuse ilia guerre des pseudo-contraires, sachant bien que, quelque part, ils sont consubstan
tiels, ce quelque part etant l'etat d'equilibre produ~ par cette reduction du mouvement que j'evoquais plus haul. 
Certes, ces prises de conscience ne s'eclairaient pas aussi precisement que mon texte semble le faire croire ; elles 
pesaient neanmoins et leur pesee expliquait l'ardeur avec laquelle Alain Danielou etudiait Ia musique, Ia composition, 
Ia peinture 01 exposa meme), Ia danse aussi et cette passion des voyages qui s'installe en lui, l'exile de son milieu 
familial, le jette vers toutes les cap~ales d'une Europe turbulente, coloree, miserable, pittoresque, bien telle, pendant 
quatre ou cinq ans, que Paul Morand Ia peign~ dans Ouvert Ia Nuit, un Occident bourre de litterature mais ne falla~-il 
pas, pour repartir, que eel Occident perdit de vue les perspectives exactes ? 
Notre voyageur se specialise ; part~t il etudie toutes les variantes du langage musical, toutes les societas qui les 
produisent ; on pourrait ecrire qu'illes etudie en philologue et en ethnographe. Mais qui possede le sens de I'Aventu
re et subit !'attraction de Ia pesanteur divine boucle vile son tour d'Europe. Danielou passe en Afrique et c'est Ia pre
miere expedition serieuse d'ethnographie musicale ; le terrain prospecte est le Sud Algerien. Ensuite notre voyageur 
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qui vient de rencontrer le celebre photographe Raymond Bumier, reve de difficiles collectes : en 1932, tous les deux 
partent pour I' Afghanistan afin d'accomplir un voyage d'etude en Kafiristan, region II peine explores. Retour en Euro
pe et exposition qui fait date au musee d'ethnographie des documents photographiques reunis sur le Kafiristan, 
encore aujourd'hui, je crois, les seuls existants. 

Et maintenant Alain Danielou pense aux lndes. Qu'espera~-il de eel Orient il l'epoque aussi structure que celui de 
I' antique Chine gardee jusqu'en 1911 par sa demiere impl!ratrice, Ia malheureuse Tseu-Hi ? 

Kim ? les danseuses sacrees ? les horizons fluviaux et montagneux hantes par le Bouddha etemel ? Ia Compassion ? 
les disciples de Madame Blavatski ? quelque Gourou ? les echos du Toil du Monde, ce Thibet en contact avec 
I'Obscur ? les pouvoirs inherents ilia pratique des disciplines philosophiques ? des notions enfin stables sur l'arnour ? 
Je ne le sais pas. Quand je suis devant eel homme mince, de taille un peu au-dessus de Ia moyenne, au visage typi
quement finistenen, au sourire en minceur de defense, II Ia voix sans volume mais timbres un peu haul, j'interroge 
peu, j'en suis empechti par quelque chose d'indefinissable, j'ecoute ; avec lui ne saurait exister ce que nous nom
mons conversation, c'est-11-dire progression par approximation vers des finalites indeterminees au depart. 

En 1933, il arrive aux lndes, y decouvre Ia musique de ce pays ; elle lui apparail comme le centre d'interet pour des 
recherches fondarnentales sur Ia nature et l'histoire de Ia musique. Puis long sejour il l'ecole de Rabindranath Tagore et, 
sur son invitation, vis~es annuelles jusqu'illa mort du poete. Enfin etablissement II Benares, dans un ancien palais s~ue 
au bord du Gange, aux vastes salles propices ill'installation de bibliotheques et d'un studio d'enregistrement. 

II y restera quinze ans. L'etude des langues de Ia peninsula, le Hindi surtout, celle du Sanscm qu'il pratique quoti
diennement dans Ia societe des vieux savants inconnus d'Europe, relies les uns aux autres par des joumaux reguliers 
rediges dans cette langue (presentee comme morte de ce cottl-ci de Suez), Ia pratique severe de Ia musique clas
sique des lndes et de Ia Vina avec le celebre musician Shivendranath Basu, Ia reunion d'une collection unique de 
manuscrits representant plus de deux mille ans de pensee musicale indienne dont, avec l'aide d'un groupe de let
Ires, il met au point les textes souvent difficiles et corrompus dans le but de publier les plus representatifs, !'adoption 
des disciplines corporelles, intellectuelles et spirituelles rassemblees par nous sous le terme vague de •yoga•, des 
voyages d'etudes vers tous les points cardinaux de ce continent original, en Chine au Japon, en Indonesia, telle fut 
sa vie, sa vie logique. 
En Orient, savoir ce n'est pas comprendre ilia su~e de jeux dialectiques ; c'est apprehender au fond des courants 
du silence. Le Celte etait prepare ; avant le temps generalement fixe aux psychologies occidentales, il traversa les 
troubles splendides de Ia Maya hindoue. Traversa ? Est-ce bien le mot ? plut6t peut-etre ceci : Alain Danielou pere
grina vers le centre de gravite d'un foyer qui, parce qu'universel et devant rayonner loin et longtemps, fourmille, 
bnlle, explose, pulvense, foyer tumu~ueux, exalte, immobile cependant et comme indifferent il lui-meme, foi et raison 
tout ensemble. Les consequences de cette descente vers le Soi, au travers des projections du Moi, nous savons 
qu'elles amenent ill'une des staticites, ill'une des immobilites les plus limites et les plus reellement actives qui se 
puissant concevoir, ilia vision Ia plus large et objective envisageable. 
Dans le cas qui nous occupe on devine les voles ouvertes et suivies, les consequences d'une exploration devenue inteneu
re, ordonnee par des lois doni 1es simil~ sont connues avec celles qui regissent l'harmonie des vibrations sonores. 
Les premiers truits se revelent en 1942. Un ouvrage qui fait sensation chez les specialistes et qui du premier coup 
place Alain Danielou a leur tete : Introduction a /'etude des echelles musicales, redige en langue anglaise (Introduc
tion to the study of musical scales Royal India Society, London). 
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En 1948 parail aux Editions Halcyon a Londres, toujours en anglais, le premier volume de sa Musique Hindoue du 
Nord {Northern India Music). Le second tome sera publie en 1956 par les rn9mes Ed~ions. 
Quelques annees plus lard, en 1949, l' lnde, Ia prudente mere spimuelle de !'Orient, consacre son hOle ; il est nornme 
Directeur des Recherches au College de musique de l'UniversM de Benares. 
Alain Dani9lou ressent le besoin de renouer avec cette Europe abandonn9e a ell!Hneme il y a 25 ans ; !'ancien dilellanle 
d9daigne y est rllftll avec consid9ration ; l'Universile et 1es Jnsliluls de Radiodiffusion J'accueinent, 1'9coutent, diffusent ce 
qu'il veut bien dire ; au vrai, il repr9sente une valeur stable dans ce continent plus spimuellement ravage qu'au temps de 
son d9part, aux mc:eurs plus brulales aussi. II ~ apporter quelque chose a ce lieu de pensee boulevers9, oiJ le monde 
ctvetien lui-mlime, clef de voOte de Ia civilisation occidenlale, se pr9pare a reformer des ins1itutions impuissanles a impo
ser tout au moins ces treves de d'MlU dont il avM dote Ia ttiodalile ; mais i ne dispensera atJCIXl enseignement. 11 sail bien 
qu'a de tnis rares exceptions, non pas exceptions poo.x les goupes mais seulement poo.x des individus, les cu11txes sont 
irnperrn9ables les unes aux autres ; U se contente d'informer ; i propose une sene de documents, une logique de methode, 
des d9finilions londamentales sans romantisme mais baignant dans leu' climal primordial. En sonvne il est conservateur 
au sens fort du terme ; il conserve cella vertu Ia plus utile a l'humain, ce je ne sais quoi que l'hisloire a perdu sur ses longs 
et impratiques et teoebreux chemins : l'indifference davant 1e IM et consequemmentl'independance objective. 
Ainsi place par les fai1s entre !'Orient eti'Occident, Alain Dani91ou reussit une synlh8se ; en lui 1e Celie rejointi'Aryen 
original. De cette exp9rience probablernent unique le message commence d'apparaitre dans son livre sur le Yoga 
consid9re comme methode de reintegration (en anglais chez Christopher Johnson a Londres, et recemment en fran
~is aux Ed~ions de l'Arche). 
Une ethlque sans symbologie descriptive du monde demeure fragile, les symboles et leurs correspondances analy
tlques ramenantl'esprit au contact du pourquoi il a ate fait : Ia realite permanente, fondement de tout ethlque et de 
toute philosophie, religieuse ou non ; Alain Danielou le sail bien et, pendant longlemps, il amassera Jes matenaux 
eclairant l'ethlque hindoue. Ainsi s'91abora le livre, qu'il vient de terminer a Rome eel eta, tra~l de Ia mythoklgie 
hindoue, precede d'une revolulionnaire critique du monothtlisme occidental. 
Pendant trois ans, notre ami s'efforcera d'eclairer les dirigeants univ~aires de Benares sur Jes dangers d'une euro
peanisation irr9fl9chie en vain : 
Consequemment - n'est-il pas l'homme de toutes les consequences ? - il abandonne le college de musique de l'Uni
versite de Benares, ainsi que Ia direction qu'il y assumai1 d'une section de Beaux-Ar1s (peinture et sculpture) et, en 
1953, il accepte de prendre Ia direction de Ia Bibliotheque et de l 'lnst~ut d'lndologie d'Adyar, a Madras. (Director 
Adyar Ubrary and Research Centre). C'est un lnstitut fonda et subvenlionne par Ia Societe Theosophique pour 
l'etude de Ia philosophie hindoue. Autrefois Ires bien organise par un savant orientaliste allemand, le Professeur Otto 
Schrader, il a depuis vegete. II a fallu rernettre en etat tous les services techniques pour Ia protection de plus de 
20.000 manuscms et 60.000 volumes souventtres rares sur le sanscm etl'lndologie en g9n9ral, ainsi que les depar
tements de recherche qui emploient des Jettres et foumissent aux savants des informations, des copistes, des edi
tions d'ouvrages sanscrits, l'imprimerie qui depend de Ia bibliotheque et enfin une revue d'etudes indiennes int~ul9e 
Brahmavidya ou Bulletin of the Adyar Ubrary. 
La section d'etudes d'Aiain Danielou sur Ia th9orie musicale hindoue transportee a Adyar prepare maintenant l'edi
tion ella traduction des plus importanfs parmi les 250 ouvrages sanscrits sur le sujet qui ont survecu. 
Et les autres ? tous les autres, plus de 200.000 manuscms sur l'hlstoire, l'astronomie, Ia geographie, les malh9fna. 
tiques, Ia philosophie, que sais-je encore ? fragiles rescap9s des pieux millenaires mais malhablles a defendre ces tr&-
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sors fixes sur vegetaux. (N'est-il pas effrayant de penser qu'a si peu tlenne notre connaissance ou notre Ignorance ?) 
lis attendant, originaux ou copies seculaires d'originaux disparus, les sommes enormes qui seraient n9cessaires au 
salu1 de leur contenu par Ia photographie. 
Sauver des millions d'6tres en leur achetant du riz le temps venu de Ia disette ou des inondations, ou sauver des mil

'res de pensee pour en nourrir des millions d'intelligences ? Oilemme tragique opposant dans leur antagonisme 
ernet l'individu - celui qui dolt manger du pain - a l'humanite qui ne se survit que par l'esprit. Le choix s'impose : 

l'lndividu sort vainqueur du dilemma, mais soupirons en imaginant ce que l 'human~e perd en connaissance exacte 
sur les origines de ces civilisations et en messages de sagesse. 

Si les documents musicaux pour Ia premiere lois releves par Alain Danitilou expriment Jes bases essentielles de Ia 
musique de l'lnde, les photographies de son ami Raymond Bumier les encadrent de ces virtuaiHes poetiques que le 
grand photographe - philosophe lui aussi - reussit a capler aux detours impr9cis de quelque eclairage. 
D'origine suisse, il naqu~ en 1912 a Lausanne, au sein d'une farnille fort connue, mais passa une partie de son 
enfance en Afrique du Nord. Quoique ne s'etant jarnais soumis aux formations scolaires, il a une Ires vaste cu~ure et 
s'interesse a Ia semantique, a l 'arch~ecture et a Ia sculpture. Aussi bien au point de vue technique qu'artistique, 
c'est un photographe exceptionnel. Son exposition de photographies de sculptures hindoues est Ia seule exposition 
de ce genre qui ail jarnais eu lieu au Metropol~an Museum de New York ; elle a circul9 ensu~e dans tousles grands 
musees du monde. Son ouvrage Visages de l'fnde m9dievale est !'unique qu'il ai1 publie. II epousa en 1952 l'une des 
meilleures danseuses classiques de l'lnde, qui est aussi une Jlcenckle de Ia Societe Th9osophlque lntemationale. 
Tant de references, d'action, resumees dans les pages pr9c9dentes et ces deux vies passant outre une lim~e d9jA si 
au-deJa de Ia nOtre, ne caulionnent-elles pas irr9futablement Ia Somma soumise aujourd'hui ? Techniques et art s'y sont 
allies avec une science qui, elle, prouvee d9fiMivement, forcent a c1asser Alain Dani9lou et Raymond Bumier parmi 1es 
ethnographes les plus justement celebres, c'est-a-<lire ceux qui ont accompli un service profond9ment musical. 
Je n'aurais pas Ia pr9somption d'ecnre sur Ia musique de l'lnde quelques lignes d'lntroduction aux etudes analy
t.ques qui suivent si les ouvrages de leur au1eur, Alain Dani91ou, etaient publies en ~s. Les resumer ? On ne 
resume pas en trois ou quatre feuillets les 1.200 pages exposant non seulement l'essenliel d'une civilisation antique 
et toujours vivante mais aussi des problemes demeures aigus pour le musicien occidental. Je me contenterai 
d'esquisser leur these et son climat. 
Le point de depart se trouve Joglquement dans le premier livre d'Aiain Danielou sur les systemes musicaux : 
.Je cherche seulement a y 9tablir quels sont les principes qui permellenl a des sons de devenir le v9hicule d'idees, 
d' , de sentiments, quelles soot les lois de Ia musique et corrwnent elles sont appliquees dans 1es diff9rents sys-
t musicaux, principalementla musique chinoise, Ia musique grecque, Ia musique hindoue, Ia musique occidentaleo. 
II vient de recnre ce livre compllltement en y ajoulant beaucoup d'elements n9cessaires pour !'etude de Ia musique 
comparee et, en fM, de toute musique. La traduction~ est en cours aux Editions de l'Arche. 
Les donnees du problema pose sont a l'origine de toute musique ... y compris Ia nOtre. Des musiciens de l'au-dela de 
Suez. plusieurs lois d9jA dans l'histoire et tnis recemment encore, ont affirrne Ia n9cessite de ne pas rompre avec elles. 
Pour I'Oriental, evolue ou non, theoncien ou praticien, Ia musique n'est pas un pMnomene gratuit, et par gratu~ 
comprenons librement subject~. c'est-a-dire soumis aux hasards intu~ifs. clairs ou troubles ; elle est en quelque 
manlere Ia projection sensible de Ia pensee creatrice du monde, a Ia lois son symbole et sa tangibilite ; elle decoule 
d'une th9ologie. Le delicieux et si prodigieusement savant, professeur Kurt Sachs, me raconta un jour : •Aux Ties 
Salomon, Ia flOte est pratiquee par des bardes populaires fort nornbreux. A cer1aines epoques, des barques montees 
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par des pretres quittent l'ile centrale et vont recueillir toutes les flUtes en usage, sans en excepter une seule : en dis
traire serait un crime ... Que personne n'envisage du reste. Toutes les flUtes sont rapportees au sanctuaire principal et 
Ia toutes essayees et comparees a une flOte etalon conservee et entretenue depuis des temps recules ; les flUtes 
dertlglees sont detnuites car, affirment les pretres •si une seule etait fausse, il en irait tres mal pour I'Univers-. Sourira 
qui voudra, excepte qui comprend ce qu'il y a de construct~ dans tout ce qui vise a une harmonie generale par l'har
monie particuliere de ses constituantes ; cela suppose une vision prealable du monde et une volonte d'assumer les 
consequences de cette vision. Musicalement, cela postule une orthodoxie generale d'execution a l'interieur de 
laquelle !'Orient a su amenager des adaptations fonctionnelles : modes, intervalles, rythmes (grouptle en families 
comma autant de modalites metriques) ; ces elements ne sont pas interchangeables ou melangeables au hasard ; 
leurs apparentements et leurs rapports sont prevus, ni plus ni moins stricts rtldactionnellement que ne l'etaient ceux 
dictes par les theonciens de notre Moyen Age et quelques autres qui leur succtlderent, Ia liberte individuelle du crea
teur etant de meme nature que celle d'un Perotin, d'un Machaut ou d'un Dulay. 

Chaque intervalle, chaque mode (mtllodique ou metrique) posstlde une fonction determinee ; des etats psychiques 
en decoulent, plus nombreux et complexes evidemment que les etats simples ou confus qui decoulent de nos tonali
tes majeures ou mineures, de nos rythmes, de leurs melanges, puisque le nombre des intervalles traittls rythmique
ment par les Hindous est plus grand que celui propose par notre systeme de douze derni-tons. 
L'artiste oriental c:euvre done, guide a l'inteneur d'une representation ideale du monde et des courants constitut~s de 
celui-ci. II ne saurait les troubler ; du reste, l'oserait-il, qu'encore aujourd'hui des sanctions lui seraient appliquees 
qui, pour etre moins brutales que Ia decapitation prevue dans le theatre N6 japonais pour l'acteur s'ecartant du texte 
du texte traditionnel, seraient neanmoins penibles. 
Ecoutant les trois heures de musique incluses dans I'Anthologie de Ia nnusique classique de l'lnde recueillies par 
Alain Danielou, un auditeur libre de partis pris ressentira sensoriellement une harmonie, etrange d'abord pour sa sen
sibilite faite a Ia violence des plus valables manifestations du genie occidental ; a Ia longue, l'ordre inh\rieur de ces 
pieces cependant Ires diverses s'imposera comme un phenomena comparable a celui qui fait qu'un climat vous 
domine, vous adapte et vous rend heureux ; l'etat de decontraction, d'acceptation, de satisfaction, de dilatation du 
mol profond que ressentira cet auditeur lui prouvera qu'i l se trouve bien en presence de pieces d'un pur classicisme, 
d'un classicisme total, c'est-a-dire ethique autant qu'esthiltique. 

Alors lui apparaitra avec eclat Ia difference entre ce qui est presente communement sous le vocable folklore - sub
jectivation anonyme et libre d'elernents classiques exposes ainsi aux corruptions - et le classicisme dont j'ai tente 
d'esquisser le mecanisme promoteur. 
De purete authentique, vivante et antique a Ia lois, de beaute situee hors de portae des reactions critiques, est bati 
ce monument uniques, de proportions jusqu'alors inconnues, d'une variate aussi splendide et troublante que celle 
des hauls reliefs d'un temple de Shiva. 
Ce qui lui ajoute une valeur inestimable, c'est Ia qualite des •photographies sonores•. Elles montrent une perlection 
soigneuse, discrete et enchantante. En effet, Alain Danielou, de par sa formation scientifique de base, posstlde a 
fond le maniement de ses microphones et de ses magnetophones modemes ; musician, II a su leur faire capter 
!'atmosphere balgnant toute manifestation, tut-elle de mathematiques electroniques ; philosop~e. par son rang dans 
Ia societe hindoue et sa vie exernplaire, done par !'ascendant qu'il exerce sur les musicians detenteurs de tradition 
voyageant a travers !'immense territoire, il a pu determiner les meilleurs a renoncer a des cachets fantastiques (par
lois plusieurs millions par nuit de musique davant des auditoires immenses) et a monter jusqu'aux lieux d'enregistre-
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ment designes par lui afin - se pliant a ses directives techniques - d'y fixer definitivement et dans une matiere acous
tique exceptionnelle, le plus antique message musical recevable de nos jours. Cette beaute plastique du son enre
gistre, voila qui nous changera du document precieux, unique parlois certes, mais presente derriere de rapeux 
brouillards d'imperlections. 
Enfin pour mol, European plonge au centre d'une confusion esthetique totale, Ia vertu majeure du document propose 
est sa possible efficacite sur Ia position conceptuelle des compositeurs occidentaux ; certains messages de tradi
tions millenaires, meme vivantes encore, si merveilleux qu'ils puissant etre, peuvent ne pas depasser notre plan de 
sensations ; de ce fait, ils s'evaporent trop vile, n'imprtlgnant pas les couches profondes de cet utile superieur, de 
ces permanences qui, passant d'une civilisation a une autre, fertilisent les mouvantes et contradictoires manifesta
tions de l'inconscient collect~. Or, tout au contraire, un des elements - et des plus rares - qui contribuent a rendre 
unique cette anthologie est sa teneur en universal, en •humanisme•, en technicite transcendante, teneur qui, sem
blable a ces rayons vivifiants, invisibles et connus seulement des savants, va quelque part en nous reveiller les 
archetypes, sernences originelles des etats de sentir, de penser et decreer. 
Ainsi les 34 pieces de I'Anthologie de Ia musique classique de l'lnde proposent-elles des solutions, combien subtiles 
et vivifiantes, a maints problemas poses par !'evolution de Ia musique occidentale, problemas qui torturerent les 
Ames jansenistement musicales d'Arnold Schoenberg, d'Aiban Berg et d'Anton Webem surtout, et particulierement 
celui de Ia purete totale des constructions sonores par retus des representations figuratives de l'habituelle emotion. 
En conclusion, ethnographes musicaux rigoristes, compositeurs et musicians aux consciences ouvertes et, plus 
modestement, les milliers d'amateurs prets a tout entendre et a tout retenir de ce qui participe du souverain beau, 
vont enfin decouvrir des horizons annonces par des gloses de theoriciens et prefigures par des paraphrases folklo
riques plus ou moins reussies. 
Tous, vraisemblablement, tels le Vasco de Gama de Stephana Mallarme, ils s'abandonneront •au seul souci de voya
ger outre une lnde splendide et trouble ... • sur cet ocean primordial des choses, Ia musique. 

Jooeurs de Nogasvaram, groupe de K. 5 . Plchrappe de Tangot8 
NilQasvaram ensemble, leader K. S. Pkhrappa of Tangere 

C Photo : AlBin DANtELOU - B4nat8s 1952 
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IIJ LE MODE BHAJRAVI sur le Shahniff 
par ~lh Prasanna 
~ Shahnal : [Ju-ga Prasanna ; Kh.Jrdsk (tambocHj : Katvaru lJIJ 
Un trolsil!me Shahnal dome Ia tonique. 

Le Shahnai est un hautbois se terminant par une anche 
double longue et delicate. C'est un des plus anciens instru
ments connus, car il est aujourd'hui identiqeJe aux instru
ments retrouves dans les fouilles de Sumer (2'"'" millenaire 
av. J.-C.). Le Shahnai pennet un remarquable raffinement 
dans !'expression et l'omementation. Le son en est considi>
re comma de bon augure, aussi inv~e-t-on des joueurs de 
Shahniff pour toutes les ceremonies religieuses ou familiales. 
Le Khurclak est fa~ de deux pet~es timbales arrondies. II sert 
uniquement pour accompagner le Shahniff. 
Bhairavi est le mode Dorion des Grecs. Le mode lndien ajou
te une seconde majeure dans certains passages. 

Bhairavi se joue, generalement, dans Ia matinee. 11 corres
pond a des sentiments de plenitude, de calme, de satisfac
tion, de tendresse. 
Raghunath Prasanna, ne vers 1920 a Benares, appartient a 
une famille de musicians. II est specialise dans Ia musique 
classique Iegere, joue de Ia ROte et du Shahniff. 

III KHYAL, Texte compose par Sadharana, 
chante dans 1e mode BhimpaJasM par Mo/Wl ud din 
et Amin ud din Oagar, en Hindi. 
Accompagnement : labile! tanpurl. 

Le Khya/ est une tonne de chant fa~ de vocalises tres largos 
et tres omees, qui devint a le mode a Ia cour des Empereurs 
de Delhi, du Xllle et XVIIe sil!cle. Sadharana est l'un des plus 
celebres composneurs de Khyals du XVIIe sil!cle. 

BhimpalasM est un mode tendre et gracieux, jou9 generalement 
vers Ia fin de l'apres-midi. C'est une tonne de Kafi (Ptvygien). 

,, 
~ . I 
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Le rythme est TritAia (trois bat1ements, quatre temps, seize 
divisions). 

Le Tabla est le tambour le plus repandu aux lndes de nos 
jours. II est constnue par deux petnes timbales. L'une, jouee 
par Ia main dro~e donne un son aigu, l'autre, jouee avec Ia 
pauma de Ia main gauche, donne un son plus doux et plus 
grave. Le centre des peaux, aux deux extremites, est renfor
ce par de Ia pate de riz. Cela donne un timbre plus clair et 
une sonorite plus musicale a !'instrument. Le Tabla est utilise 
principalement pour l'accompagnement de Ia voix et des 
instruments a cordes. 
Ustad Nasir Mahin ud din Dagar et Ustad Nasir Amin ud din 
Dagar chantent generatement ensemble. Fils du ce!tibre chan
leur Nasir ud din Khan Dagar de Jaipur, ils appartiennent a 
une lamille de musicians se rat1achant a Ia trad~ion de Bah
ram Khan au XVIIIe sil!cle. Ages respectivement de 35 et 31 
ans, ils sont les meilleurs interpretes vivants du style Ohrupad, 
Ia tonne Ia plus severe et Ia plus difficile du chant classique. 
Leur affiliation musicale connue sous le nom de "Dagar Vani" 
remonte a Haridas-svami, lameux chanteur du XVIe sil!cle. 
Le texte des Khya/s est fa~ de quelques mots souvent dans 
une langue archaique et qui n'ont pas grand sens. Le texte 
Hindi est ici : 
"Pri tama ki pAti vanchate Me vira bAmana vii , 
Aise shubhakara lage \lira tore pi Ayt. more angana va". 
Ce qui peut se traduire : 
"81e In le message ~ du bien-aime. 0 courageux Bralvnane 1 
C'est une heureuse nouvelle. Votre valeureux ami est venu 
dans rna cour". 

1IJ LE MODE AHIRI-LALITA sur le Sitar 
par Ravf Shankar 
accompagnement de Tllf¥l<Jrl, et de Tsbll par Chat..tal. 

Le Sitar a at1eint sa tonne actuelle au XVIIIe sil!cle. C'est un 
instrument a long manche, avec touches, relativement facile 
a apprendre et en consequence Ires populaire. 
Le mode M iri-Lalita est tonne de demi-tons et de tierces 
mineures. 

, , I! 

C'est un mode qui se joue au lever du solei!. L'expression en 
est joyeuse et fraiche. 
Le rythme est Jhampa-tala (3 bat1ements, 4 divisions, 10 
temps). 

I r J .0. J. I ,, ,,, ,, ,,, 
Ravi Shankar, ne en 1917, est d'origine Bengalie, et frere du 
danseur Uday Shankar. Eleva, comme Ali Akbar Khan, du 
celebre Alia ud-din Khan, il est considere l'un des meilleurs 
joueurs de Sitar. II est l'un des directeurs artistiques de Ia 
Radio Nationale lndienne, a Delhi. 

!IJ LE MODE MALKOSH 
sur Ia flute par Mishra Shyam La! 
Tab/1 (tambocHj : D. K. Chatte<ji 
une V'm dome Ia tonique. 

La flOte employee ici est une longue flOte drone sans embou
chure qui provient du Bengale et se joue en soufflant sur le 
bord du bambou. C'est un instrument difficile a cause merna 
de sa simplicne. 
M8Jkosh est un mode pentatonique qui se joue generalement 
Ia nun et correspond a des sentiments de paix, de devotion, 
de joie paisible, de nun etoilee. 

' . it 

Le rythme est Tritala (trois bat1ements, quatre temps, seize 
divisions). 

M1shra Shyam La! est ne vers 1925 a Benares, fils d'un musi
cian connu at1achti a Ia cour du Maharaja de Benares. II joue 
le Sahnlff et Ia flOte. II enseigna pendant quelque temps dans 
le college de musique de I'Universne de Benares. 
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II] LE MODE TODi sur le S8rangi 
par Narayan Das Mishn! 
Tab/1 (tambour) : Shyam lJIJ 

Le S8rangi est le principal instrument lndien a archet. Fonnti 
d'une caisse rectangulaire a court manche, il a de nom
breuses cordes de resonance. C'est !'instrument le plus 
communement employe pour l'accompagnement du chant 
classique. 
Todi est un subtil mode chromatique qui se joue dans Ia 
matinee et represente Ia sensualne, le plaisir, l'amour. 

~ ~ d • ••• II I 
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Narayan Das Mishra, ne a Benares vers 1920, est un 
des specialistes du S8rangi. II appartient a une familia de 
musicians. 

[§] GAT 
dans le mode Kamavardhani (ou POrvi) sur Ia Vin;l 
par Svaml D.R. Parvatikar. 

La Vina est le plus ancien des instruments a cordes lndiens. 
Fait d'un bambou auquel sont at1aches deux resonateurs 
spheriques, cet instrument a un volume de son relativement 
Iaibie mais pennet !'execution parfaite des longs adagios 
(8J8p-s) comma des morceaux de bravoure. 

Le Gal est une fantaisie Iegere. 
KamavSJdhani, aussi appele Purvi, est un mode chromatique 
delicat qui se joue generalement au soleil couchant et repri>
sente le mystere du soir. 

I d h •• "I 

Svami Parvatikar est un moine errant. Ne a Hyderabad vers 
1915, il s'est consacre a Ia musique eta Ia vie religieuse 
apres des etudes universitaires brillantes. II joue aussi le 
Svaramandala (ou cymbalum) et chante des hymnes reli
gieux. II ne parle jamais, observant un vmu de silence. 



[l] TABLA SOLO, rythme Tritala, 
par Chatu1al accompa!jM par un Tanp<Jti . 

Le Tab/~ est un instrument d'origine relativement recente 
(XVIIe siecle), obtenu par Ia division en deux du Mridangam. 
C'est aujourd'hui le plus populaire des tambours Indians. 
(voir description plage 2). 
Les variations improvisees donnees par Chaturlal sont sur le 
rythme Tritala (trois battements, quatre divisions et seize 
temps ) (voir plage 4). 

Chaturlal, ne vers 1928 apparlient a une familia de musicians 
du Nord de l'lnde. II est depuis plusieurs annees l'accompa
gnateur att~re des deux celebres instrumentistes Ravi Shan
kar et Ali Akbar. 

[[] SITAR, SARODE ET TABLA, 
par Ra\11 Shankar, Ali Akbar et Cha!utlal 
Mode Mauj-Khammaj, rythme TriWa. 
acx:ompagnemont de Tanpulf . 

Dans cet enregistrement, Ali Akbar Khan et Ravi Shankar 
nous donnent sous une forme condense. les differentes 
phases du developpement classique d'un mode, commen
yant par l 'expos~ion du mode en adagio (ou A/ap) et diff8-
rentes fonnes de variations. 
Le mode est Mauj-Khammaj, une variate du mode Ionian. 

@ .. ~ . I~ •) •j .... . 
Mauj-Khammaj se joue vers le soir. C'est un mode limplde et 
souriant, parlois ironique mais effleure par Ia nostalgia. 
Pour le rythma TritA!a voir plage 4. 

[i] ALAP dans le mode Mu~an i, 
chant6 par MoiWl ud dn oagar et Amln ud din 0agar 
Accompagnoment TablA et Tanpurt 

Les treres Dagar chantent ici /'AJap (Adagio) d'un Dhtupad de 
Svami Haridasa (XVIe siecle). Le mode est Multani, un mode sub
til et tendre se jouant dans l'apr8s-midi. La gamma ressemble a 
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celle de Todimais !'accord des notes differe 18gerement. 

41J, , P• • • 11 n , I •P·~·~- J 
Le rythme est Chaut~la (quatre battements, six divisions, 
douze temps). 
Pour les freres Dagar voir plage 2. 

> 
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IIQI LE MODE SINDHI-BHAIRAVI sur le Sarode 
par Ali Al<bar Khan. Accompagnoment de Tanpurt . 

Le Sarode est le plus sonora des ins1ruments a cordes. Le 
manche tres large est recouvert d'une table Iissa en metal. 
Les cordes sont en metal, le chevalet repose sur une peau 
tendue. Le Sarode se joue avec un plectra. 
Le mode Sindhi-Bhairavi est une variate de Bhairavi ou mode 
Darien auquel s'ajoutent dans certains ornaments une tierce 
et une 7e majeures. 

l I i o!§ •l ,, 
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C'est un mode plus changeant, plus ag~e. plus passionne, 
mais aussi plus Ieger que Bhairavi (voir plage 1). 
Ali Akbar Khan, ne en 1920, est le fils du celebre musician 
Alia ud-din Khan de Maihar. Ali Akbar etudia Ia musique avec 
son pare depuis son enfance. II est aujourd'hui le maitre 
inconteste du Sarode et est generalement considere le plus 
grand instrumentiste vivant. 

C02 

[jJ THUMRI dans le mode Tilang joue sur Ia fiOte 
par Raghunath PrasaMa. 
Accompagnement : Khuttlak (tambout) par Motilal 
lll8 Vill , et lll81J{Jte domant la tonlque. 

Le 1humri est une tonne musicale gracieuse et Iegere sp8-
cialement employee pour les chants d'arnour. 

Le mode Tilang est une variation de KharnmN (Ionian). 
C'est un mode pentatonique sans seconde ni sixte mais 
avec septiemes majeure et mineure. Une seconde majeure 
est parlois employee comma un omement. 
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Pour Raghunath Prasanna voir CD 1, plage 1. 

0 SVARA MANDALA, mode Brindavani-TIIang, 
par SVaml O.R. Patvatikar. 

Le Svara mandala, qui devint le ' Cymbalum' lorsque des Tzi
ganes Indians l'importerent en Europe est tonne d'une cais
se de resonance avi'C de nombreuses cordes metalliques 
tres tendues se jouant avec les doigts. Get ancetre du clava
cin est aujourd'hui dans l'lnde un instrument assez rare. 

Le mode Brindavani-Tilang est une tonne de Tilang avec une 
septieme mineure dans Ia gamma ascendante. 

Pour Svami Parvatikar voir CD 1, plage 6. 

@] BHAJANA de Mira Bai, 
chant6 par Nandan Prasad 
accompagn6 au TablA par Shyam L.al, mode Malkosh. 

Les Bhajana-s sont des chants d'amour mystique s'expri
mant sous les formes les plus passionnees de !'amour 
humain. 

Mira Bai, qui naquit en 1501 , eta~ une princesse Rajpoute 
qui prefers Ia vie des moines errants et le bol des mendiants 
au palais ancestral. Elle M l'un des plus grands composi
teurs de Bhajana-s de l'lnde du Nord. Encore aujourd'hui on 
entend rarement un concert de musique vocale ou ne figure 
pas une ceuvre de Mira. 
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Le mode est M~lkosh . Un mode pentatonique de Ia nuit 
exprimant le calma, Ia paix, Ia plen~ude. 

" 

Nandan Prasad est un jeune chanteur originaire de Ia provin
ce de Bihar. Eleva du celebre vocaliste Omkamath, il est for
tement influence par le style tres personnel de son mat1re. 

Le texte chante est le suivant : 
Mero mana Rilma hi Rama ratai re. 
Rama nama japa lije prilni, kotika papa katai nl. 
Mero mana Rama hi Rama ratai re. 
Janarna janama ko Khata ju purane, nama hi leta katai re. 
Mero mana Rilma hi Rama ratai re. 
Kanaka katore imata bhariyo, pibata kauna natai re. 
Mero mana Rama hi Rama ratai re. 
Mira kahen prabhu Hari avinasi, tana mana tahi patai re. 
Mero mana Rama hi Rama ratai re. 

Le texte chante peut se tradu~e : 
'Soul Rama le channant occupe mes pensees. 
Lorsque nous murmurons son nom 
Nos faules nous sont pardonnees. 
Soul Rama le channant occupe mes pensees. 
Au doux bru~ de son nom s'effacent 
T ous les crimes commis dans nos vies passees. 
Soul Rama le channant occupe mes pensees. 
Qui done pou~ m'empecher de boire 
A cette coupe d'or qu'empl~ sa gloire . 
Soul Rilma le channant occupe mes pensees. 
Mira d~ : Le seigneur qui detru~ nos peines est eternal 
II est Ia trame de nos ames et de nos corps. 
Soul Rama le channant occupe mes pensees. 

[II LE MODE SUHA KAMODE sur Ia 111M 
par Svami D.R. Patvatikar. 
Accompagnement : TablA et Tanpulf 

Svami Parvatikar donne dans cet enregistrement une 
brillante interpretation des differentes phases du deve
loppement d'un mode sur Ia Vina. 



Le mode SuM-Kamode est une variate de Kamode qui 
se joue generalement Ia nu~ et represente une humeur 
Iegere et sensuelle, les fantaisles d'une cour civilisee. 

Le rythme est T mala (voir CD 1 , pi age 2). 

[I] JATISVARAM dans le mode Mecha-Kalyani 
par BaJa Sarasvati et son orchestre. 
Chant : BaJa Satasvatl, Jayammalet Ganesham (qui joue aussiles 
cymbales). 
Mridangam (tambout) : T. Ranganathan 
ROte : T. VISVCWlathan. 

Un pem accordeon donne Ia tonique. On entend aussi les 
clochettes des chevilles de Ia danseuse. 
Le Bharata Natyam est Ia danse traditionnelle preservee 
depuis un temps immemorial dans les temples du Sud de 
l'lnde. Le Jatisvaram est une variation sur Ia gamme, une 
forme de danse pure (sans mime). 
Le mode Mecha-Kaly§ni est un mode joyeux qui se joue de 
preference le soir. 

Le rythme est nsra-Eka (trois battements, trois divisions 
douze temps). 

,.. 
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BaJa Sarasvati est Ia plus celebre danseuse de l'lnde du Sud. 
Nee en 1918, elle descend d'une famille d'artistes dont les 
femmes etaient danseuses {devadasis) du temple de T anjore 
et les hommes musicians. La grand-mere de BaJa, Veena Dha· 
nammal MIa plus celebre musicienne du debut du slecle. Sa 
mere, Jayammal est aussi une musicienne de grand renom. 
Bala com~ !'etude de Ia danse a !'Age de quatre ans. Elle 
eut ses premiers succes sur Ia scene quand elle avait sept 
ans. Elle vient de recevoir le "Collier d'Or" offert aux plus 
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grands artistes par le Gouvemement de l'lnde. 
Avec elle nous entendons deux de ses frbres, T. Visvanathan 
(28 ans) qui joue de Ia note et T. Ranganathan (29 ans) qui 
joue le Mridangam. 
K. Ganeshan chante les variations rythmiques, joue les 
pet~es cymbales et condu~ !'orchestra. 

[!] ALAPANA, mode Todi du Sud, 
chant6 par P.R. Balasubrahmanyam 
accompagne par un TIII!P<Jii. 

L 'Aiapana est Ia presentation d'un mode dans un adagio 
sans paroles distinctes et sans rythme cornplexe. La voix est 
utilises exactement cornme un instrument. 
Le mode est Todidu Sud. 

9 0 I ~ . 11 
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P.R. Balasubrahmanyam est un jeune amateur, ne en 1931. 
Neveu d'un des plus celebres compos~eurs tamouls dont il 
interprete les ceuvres avec sentiment et elegance. Ces corn
pos~ions sont pour Ia plupart d'inspiration religieuse. 

[I] ALAPANA, dans le mode K?mbhoji, 
jou6 S<XIe Nagasvaram par K.S. Plclliappa de Tanjole. 
Accompagnement : 2e Nagasvat~~~n : K.M. DalcsiWlatntxti 
lliolon : T. Subrahmanya Pilla!· Thaval (tM>bour) : Muthu Kunaram 
.llalam P,titos cymbalosl- et Uttu ~ dcmantla tonique). 

Le N§gasvaram ressemble au Shahnal mais est un beaucoup 
plus gros instrument. C'est un hautbois, instrument clas
sique de Ia musique de temple. Son son tres puissant peut 
s'entendre a une grande distance. 
Le mode Kambhoji correspond au mode lonien. 
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C'est un mode qui se joue le soir et pendant Ia nu~ et qui est 
tres employe dans Ia musique religieuse. 
K.S. Pichiappa appartient a une famille de musicians atta· 
chl!s au temple de Tanjore. II est considtire l'un des meilleurs 
executants du NAgasvaram. 

IIJ KRITI en langue Telugu, 
pr"='d6 d'un Altpana dans le mode Yadukula Kambhoji, 
chant6 par Kamala Krishnamurti. accompagnee d'un TIII!P<Jii. 

Les Kritis sont des chants religieux classiques a forme fixe 
se rencontrant surtout dans Ia musique du Sud. La cornposi· 
tion chantee par Kamala Krishnamurti est une ceuvre ancien· 
ne d'un auteur inconnu. Le pobrne est en langue Telugu. Le 
poete se plaint queles travaux de !'esprit ne rtichauffent pas 
le cmur. • J'ai etudie to us las livres sacres, toutes les 
sciences mais n'ai pas trouve en eux le secret de l'amour 
divin, ni celui del'amour des hommes". 
Yadukula Kambhoji est une variation du mode Hari·Kambhoji 
~onien). 
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Toutes les formes de Kambhoji sont des modes qui se 
· t vers le soir et expriment Ia louange. Yadukula sert a 
exprimer l'amour humain comma l'amour mystique. 

Kamala Krishnamurti est un amateur de grand talent appar· 
t t a Ia bourgeoisie de Madras. Elle est specialises dans 
le chant classique Telugu. 

9 TIRMANA 
Presentation d'un rythme de danse dans le mode Bhairalli, 
rythme nsra·Eka psalmodie par K. Ganeshan, a !'aide des 
syllabes qui servant a representor les differentes fayons de 
!rapper le tambour. 
Accompagnement : petites cymbales et accordllon donnant 
Ia tonique. 

Pour Bhairalli du Sud voir CD 1, plage 10. 
Le rythme nsra-Eka a trois battements, trois divisions, douze 
temps. 

K. Ganeshan est un maitre de danse connu, descendant d'une 
familia de musiciens et de danseurs attaches au temple de Tanjore. 
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[!QJ LE MODE VARALI, chante par D. K. Pattamal. 
Accompagnement : lliolon par TIIINaRur Subrahmanyam ; 
deux Mridangams par Palghat Kunjumani et Shlva Pattamal 
etun T...,._.,. 

O.K. Pattamal interprets ici d'abord Ia presentation du mode 
dans un AJ§p, (adagio), repris par le vio/on. Ella chante ensui· 
te "Le dieu couleur d'erneraude" (marakata-manivama), une 
compos~ion de Tyagaraja (1767-1846) /e plus celebre corn
pos~eur de chants mystiques du Sud de l'lnde (paroles en 
langue Telugu), et, pour finir, une variation sur les notes du 
mode. Cet ensemble represente en abrtige une des formes 
classiques de cornpos~ion musicale. 

Vara!i est un mode a tendances pentatoniques appartenant a 
Ia familia de Todi du Nord. 

Le rythme est Adi Tala: trois battements, trois divisions, hu~ 
temps: 

D. K. Pattamal, Ia plus celebre chanteuse classique de l' lnde 
du Sud, est consideree sans rivale pour !'execution des 
muvres des grands compos~eurs du XVlle et XVIIIe siecle. 
Nee en 1919, ella cornm~ sa carriere musicale a I'Age de 
quatooe ans. 
Le poeme est le suivant : 
Prelude (Pallavij : 
Marakata-mani-vama I RAma I Nannu maravaka, nayanna. 
Couplet (AnupallaV1) : 
Parama-purusha I binna brovumu, devara I Sharanukonna. 
Finale (Charana) : 
Vara-bhakta-supAma-vAhana. KarunA rasa-pOma 
Dharani-tanayakunna prema-rasamu TyagarAju klyanna. 

Ce qui veut dire : 
0 RAffia, dieu charmant couleur d'ilrneraude, 
Mon frbre aime I ne m'oublie pas I 
Tu es 1'6tre supreme, prottige--moi, 



Sois mon refuge I 
Chevauchant l'oiseau divin, modete de piete, 
Tu es fa~ de compassion. 
Puisses-tu ressentir pour TyAgaraja Ia tendresse 
Que to porta Ia fille de Ia TOfTO I 

ITIJ GANESHA KUMARA, une composition 
do MutiQvami Oi<shltar(1n5-1835), dans lo modo~ 
jouOo ... lo Gott~Mdyam I*-Krisllnanuti Shasttt. 
~-<: I'Joloni*VanhxMuttuvami/Vyer 
Mridangem (lwnbcuj I* T1nn1ywn V-tarama Nyer et T ...... 

Le GottuvAdyam est uno large vina sans touches qui so joue 
en faisant glisser un morceau de bois poli sur los cordes. 
Le mode Chinjuruu est uno variate de Hari-Kambhoji. (voir 
plage 8). 

~ ••" b' (u) "• ( 
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Le rythme est Adi TAla (voir plage 1 0). 
Budalur Krishnamurti Shastri est le plus r8pute des joueurs 
de Gottuvadyam. Aqe de pres de 70 ans, il dirige Ia section 
de musique lnstrumentale de Kalakshetra, Ia c81ebre ecole 
de danse et de musique fondee par Rukmini Devi. 

CD3 

[I) PALLA VI, mode Bhairalll du Sud. 
Rythmo T~ chan16 I* Mudi Kondan C. V-lyet. 
~*'*'t vocal per Velore GopalacNwl 
I'Jolon : M. Chand!-...... -Mridangam (tamboc>j: 
Knilwdi Mu1ha !yet, r_.,. 

Le Pa/Javf est uno forme de c:omposition rytlvnique dans laquel
le Ia voix et le tarnbou' d8veloppent un mode sur le plan ryth
mique avec des formules de plus en plus complexes. 
Le mode est le Bhairavf du Sud. 

0 I> • • I ~ . II 
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Le rythme est Triputa (tisra jatij : trois battements, trois divi
sions, sept temps. 

t H Jz ,,,, ,, ,,, 
Mudikondan C. Venkatarama lyer est le professeur de 
musique vocale et le vice-principal du cours special pour 
professeurs de musique, iii'Academie de Madras. 

II est l'un des meilleurs sp8cialistes du Pa/lavi. 

[I) JAVALI, dans le mode Khamas 
)ou6 ... ta _.,. T. Vosvanalhan. 

~: Mrldangam (tamboc>l .,.r. Rangana1han 
et ... potitaccotcl4on dcmant 1a toniquo. 

La "lite travorsiere est un instrument tres important dans 
Ia musique de l'lnde. C'est !'instrument que joua~ le dieu 
Krishna. 
Los javsli sont des pi8ces courtes de musique 18gere. 
Le mode Khamas est uno variation de Hari Kambhoji Oonien). 
(voir CD 2, plage 8). 

T. Visvanathan (ne en 1925) est 1e frere de Bala Sarasvati et 
le petit-fils de Veena Dhanammal qui fut Ia plus celebre 
muslcienne de l'lnde du Sud. T. Visvanathan est aujourd'hui 
consid8r6 comme l'un des meilleurs flOtistes Indians. II est le 
t~ulaire d'uno bourse que le gouvemement de l'lnde accorde 
aux jeunes muslciens de grand talent. 

[I] PALLAVI 
AJapana et vocalises dans le mode Bhairavi du Sud 
avec accompagnement de Mriclangam. 

JAVALI, dans le mode Paraj 
chan16 I* D. K. Pattamal 
~: \IN .. ~Krislwla~. 
Mridangem {twnbeu) I* Katallwdl MuttlJ Nyer et T._t. 

Los JaW/i-s son! des pieces courtes, Jegeres et sentimentales. 
Celui-d est un Telugu (Chllfme ne tJu). C'est uno c:omposition 
modeme par Dharmapt.ri Subbaraya lyar (';ers 1900). 
Le mode est f'arai. 

..... . I • ., . . . .... 

Le rythme est Deshadi (trois battements, quatre division, 
seize temps). 

Le texte du po8me est le suivant : 
Refrain {PallaVI) 

i neneUu sahimtun8-ala 
vilninenta vamintuno. 

plots (Charana-s) 
1. ManoharAkarude gilna-vinocla dhirude 

pagatilnimtilo ch8rud8. (refrain) 
2. Javuna radAyene, mamchipOvvulu inkl!lane, 

sogasevvaru jO chedare. (refrain) 
Ce qui veut dire : 
(refrain) 
Arnie I Je n'en peux plus. Comment te le decrire. 
(couplet) 
II est de belle apparence, habile muslcien, 
II est noble et fidille. 
(2e couplet) 
II tarde II venir. 
Pour qui done los fleurs s'ouvrent-ellos? 
Nul n'est lei pour epprtlcier leur charme. 

']) SADHINCENE de TyAgarAja ""'*" d'L<l Allp dans lo modo-· lntorprjt6 .... deux
I* Oevakotal N810)'8N Iyengar ot Kolyana KrisMa ~· 
Mridangem : Knikudl MuthJ /Vyer. 
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Arabhi : 
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La tie<ce et Ia septieme no doivent jamais 6tre accentuees. 
Le rythme est Adi tAla (voir CD 2, plage 10). 

[!] VARNAM par l'orchestre de Radha Shri Ram. 
Mode Dllanyasl. Rythmo Adl Tlla. L'on:hostnloe """-" 
d'oo chant..., accompagn6 d'ooe -· d'oo rlolon, d'oo 
pam (tamboc>j, d'oo -., (petites cymbalosJ, d'oo Muk/Javldyam 
(/>ltpe do bouc:hel et d'oo .....,.n. 

Le Vamam est l'un des principaux morceaux du r8pertoire 
d'uno danseuse de Bharata Natyam, il dOO combiner tous los 
aspects de Ia danse, Ia plastique, 1e mime, Ia virtuos~e. 
Le mode Dhanyasi est uno variation du mode Todi du Sud. 

' .... ~ · ~ - ~ . ,... 
Dhanyasi est un mode du malin representant uno atmosplhe
re de grtlce et de douceur. 
Le rythme est Adi !Ala (voir CD 2, plage 10). 

Radha Shrl Ram a etudi8 depuis son enfance Ia danse tradi
tionnetle sous sa forme Ia plus pure. Eleve du c81ebre maJ1re 
de danse de Tanjore Chokka l.ingam Pillai, elle est I' uno des 
mellleures lnterpretes de Ia pure danse classique Hindoue. 
Ella est surtout connue en Europe par le court interml!de 
qu'elle danse dans le film de Jean Renoir, "Le Reuve•. 

III VARNAM dans le mode Kambhoji 
\IN - per s. Vldya. 

Pour 1e mode Kambhoji (ou lonien) voir CD 2, plage 7. 
Le rythme est Adi !Ala (voir CD 2, plage 10). 

S. Vtdya, fille de muslcien, est uno joueuse de VillA connue. 
Elle a publie plusieurs recueils de m81odies trad~ionnetlos en 
Sanskrit, Tamil et Telugu, dans un systeme de notation 
modeme inspir6 de Ia notation europ8enne. 



[[] VARNAM, compose par Ponniah Pillai de Tanjore 
(dObut XIXe *:lei dlros 1o ,_-
ex6c:ul6 per Bola Slnswti e1 aon on:t.oo. 
a.. : Bola-.. JayiwTrnol 
e1K.Ginslm(qlijoueiLIS1ilos~~ 
~ltanbw) : T.~· fllle : T.-

Un petn acccmMon donne Ia tonique. On entend aussl les 
clochettes des chevilies de Ia danseuse (Bala Sarasvatij. 

Ponniah Pilial de Tanjore est un compositeur connu du debut 
du XIXe siecle qui reorganisa les spectacles de Bharata 
NAthyam et leur donna leur forme actuelle. 

Le mode Khamas est une variete de Hari Kambhoji Oonien). 
Les sentiments soot I' amour et l'angoisse de Ia separation. 

Le rythrne est Chaturasra Triputa (trois batternents, quatre 
divisions, hu~ temps). 

I; ~ J J I 
lj'\.jlj'\.j 

Le texte T efugu est ie suivant : 
Paliavi : 
SAmini rammanave SakhiyarO 
SAmftnya Dora gAdu, Bh0mil6 SOTanjapurf Bmadis' varudu 
Kam~Arthamulu icci Kalayuda samayamu. 
( ... sol-fa syliabes ... ) 
VAni sogasu jOel ne kanikaramutO marul~igadA 
Uliasamu sai!Apamu mudduga sompuiaina sAia ghanude 
Rati vidhAta sarasAianu atan~oravanika ceniyanu 
ldi tagu samayamu. 

Charana : 
RAve nA mAla vinu. 
1. MArudu nApa! devala 
2. VIVibAnamu Yadapai pika turusuga veyagamu cefiyaro 

n6tAia 
3. Tummedalu atimrOyaka KOkiiananu kuyya9a sadA cilukala· 

nu kaiakalamani palukaka manucu pedara. 

Ce qui peut se traduire : 
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"Arnie! Conduis·moi au maJlre demon C<I!Ur. 
II n'est point quefqu'un d'ordinaire, 
Mais ie dieu tout-puissant fameux dans I'Univers 
Dont Ia demeure est ie temple de Tanjore. 
L'ins1ant est enfin arrive oil ies VO!UX demon C<I!Ur 
Pourront Atre combles. Sa forme majestueuse, 
Sa gaite, Ia douceur de sa voix m'ont ravie. 
II est l'unique objet demon amour, 
L'heure est enfin venue d'un premier rendez-vous. 
Approche-toi. Ecoute ma piainte. 
Le dieu de I' amour me tounnente avec ses ft8ches de fleurs. 
Et ma soullrance est sans mesure. 
Les abeilies murmurent et ie coucou appefle. 
T ous font frissonner mon Ame. 
Ami ! ecoute ma pnere•. 

[[) SANDEHAMUNU 
de Tyagaraja, dans le mode RAmapriy4, 
joue ulaflllteperT. VOS\W\OthM. 
Accompagnement : Mridwlgam (tambocl) perT. Ranganathan, ot 
.., pelilaccorrJ4on donnant Ia tonique. 

T. Vosvanathan interprets ici une CBUVI'e tres connue du grand 
po9te mystique et compos~eur Tyagaraja (1767-1847). 
FIAmapriyA est l'un des 72 modes principaux du Sud. 

Le rythme est Adi tAla (voir CD 2, pfage 10). 
Pour T. Visvanathan, voir plage 2. 

[Q] NINYAKO 
Unlllgl-mlikldusolzi6mesi0cle, c:hant8par0. K. Pattanal. 
Accompagnement : Wolon parT~ Sotnhmanyam, deux Mtl
dongam-s par P~ ~ e1 Shiva Pattamal, ot.., r_.a. 

Le po9me et Ia musique soot I'CBUVI'e du compositeur Kan· 
nada Purandara Dasa (1480-1564). 
Le rlga-mA!ikA est une compos~ion dans iaquelle le mode 
change de temps A autre, faisant une •guirfancie de modes", 
pour revenir finaiernent au mode original. 
Les modes utilis9s ici soot dans l'ordre suivant : 

1 Chenchurutti 

2 Punn8ga-varflli 

4 Sindhu·Bhairavi 

( ... , 
Le rythme est Triputa (voir plage 1). 
Le texte est ie suivant : 
L ue I' elephant lut saisi par le cruet crocodile, quefle M 
Ia use de son salut? N'et~-ce pas ie nom de cefui qui est 
l'o ine de toute chose? 
Ou'est-ce done qui sauva ie pieux Prahlada des tortures 
1nflig6es par le demon, son pere? N 'eta~-ce pas ie nom de 
cefui qui est A Ia lois homme et lion ? 
L ue Ia reine Draupadi M publiquement depouillee de 
ses voiles, qui done protegea sa pudeur? N 'eta~-ce pas le 
nom de cefui qui est couleur de nu~ ? 
Ou'eta~-ce done qui sauva Ajamiia des emissaires de Ia 

qui l'entrainaient de force ? N'etait-ce pas le nom de 
cefui qui est le refuge des hommes ? 
Ou 'eta~-ce done qui condui~ lesage Valmiki jusqu'au cief ? 
N 'eta~-ce point ie nom de Rama Dieu-charmant ? 

11, SOLO DE MRIDANGAM 
(tambocl) elMs lo ryttme M TAla par Mullu Kunaram 
avec accompagnomont de potlles cymbales (-.,) 
ot p6daJo de Nlgasvatain. 

Le Mridangam est l'un des plus anciens tambours de i'lnde. 
II sert surtout pour accompagner Ia musique classique du 
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Sud. De forme cylindrique avec une peau !endue a chaque 
extremite, le Mridangam permet !'execution parlaite des 
variations rythmiques les plus complexes. 

Le rythme sur lequef Muttu Klrnaram improvise des variations 
est Adi TAla (trois battements, trois divisions, hOO temps). 

Le Mridangam est accorde en Re. 
Monsieur Muttu Kumaram appartient a une familia de musi· 
ciens attaches depuis des generations au temple de Tanjore. 

[g) JNANA VINAYAKANE 
par l'orchestre de Radha Shri Ram. 
voir plage 5. 

Alain DANI£LOU 

--Allandln Khan et son fils, Ali Akbar Khan jouant du Sarode 
AI- Khan and his son, AR Akbar Khan playmg the Satod 

Dessin d 'AI&n OANIELOU I Dtawmg by Alain OANIELOU (1940) 
0 Photo : Jacques CLOAREC 
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