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NOTICE

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

Articles on musical subjects are accepted for publi­
cation on the understanding that they are contributed 
solely to the Journal of the Music Academy.

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

All articles and communications intended for publi­
cation should reach the office at least one month before 
the date of publication (ordinarily the 15th of the 1st 
month in each quarter).

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

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

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

ADVERTISEMENT CHARGES
COVER PAGES: Full page. Half page.

Rs. Rs.
Back (outside) 25
Front (inside) 20 11
Back (Do.) 20 11

INSIDE PAGES:
1st page (after cover) . . 18 10
Other pages (each) 16 9

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

Special positions and special rates on application. 
5% ��	������  ��� ��	�� !���� ������
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We are sorry to record the passing away at a ripe old age 
of Vidvan BrahmasrI Sulamahgalam Vaidyanatha Bhagavatar, 
the veteran Harikatha performer. He was learned in Sanskrit 
and Tamil and a gifted exponent. He led the Mela in the 
traditional Natakas of the Bhagavatas at Sulamangalam. Dur­
ing his last days he was contributing valuable reminiscences 
of the personalities in the music field known to him during 
his long career.



THE XVI MADRAS MUSIC CONFERENCE, 1942

OFFICIAL REPORT
THE OPENING DAT 

24th December 1942

The Sixteenth Session of the Annual Music Conference conducted 
by the Madras Music Academy was held on 24th December 1942 at 
the Sundaresvara Hall, Mylapore, Madras. Sir M. V enkatasubba 
R ao, Kt., Ex-Judge of the Madras High Court and Ex-Agent to 
H. EL H. the Nizam in Berar, opened the Conference, and Vidvan 
Mazhavarayanendal Subbarama Bhagavatar presided over the 
deliberations of the Experts’ Committee.

The proceedings commenced with prayer by the students of the 
Academy’s Teachers’ College of Music.

WELCOME ADDRESS
Welcoming Sir M. Venkatasubba Rao, K t., on behalf of the 

Members of the Music Academy, the President Rao Bahadur K. V. 
Krishnaswami Aiyar said:

“  We, the members of the Music Academy, Madras, have much 
pleasure in welcoming you into our midst.

We are profoundly grateful to you for the kindness with which 
you agreed to auspiciate our Conference this year. It is no small 
satisfaction to us that after years of endeavour we have been able 
to obtain the benefit of your wide and ripe experience gathered in 
varied fields of beneficent activity, of your intense love of culture 
and of your uncommon zeal in the encouragement of Arts and 
Letters.

Happily the days are past when Art Institutions in this country 
had to be apologetic regarding their work. We feel proud that 
after fifteen years of sustained effort, we find it necessary neither 
to vindicate our aim which is no less than the advancement of 
Music as the greatest of moral and aesthetic forces in refinement 
of human nature, nor to detail our familiar activities whieh include 
Conferences, Concerts, Competitions, the celebrations of Com­
posers’ days, the Journal, the publications and the Teachers’ 
College of Music.
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for a wider and more lasting concord extending to other spheres 
as well, proving thereby the essential solidarity of art. Is it an 
accident, I  wonder, that this Conference is held in the premises 
of the Rasika Ranjani Sabha, yet another body devoted to music 
and fine arts, or does it portend—as I venture to believe it does— 
a bringing about of greater harmony among the bodies working 
for the revival of culture?

There has been an astonishing renaissance of music in South 
India in the last decade or two. This by itself is gratifying but 
it is much more so, as symbolic of the new spirit which is 
transforming national life. This awakening connotes to some, or 
shall I say to most, simply a new vision of our political destiny. 
To my mind, however, this is but a partial comprehension o f the 
forces at work. Widespread and unquenchable political yearning 
there exists undoubtedly but this is just one aspect of the general 
revival—a renaissance of the Indian spirit—which has made us 
take a pride in our past and conjure up a future worthy of that 
past. Not very long ago under the influence of western ideas, 
we became insensible of our heritage, forgot our traditions and 
gloried in imitating whatever happened to be the fashion in the 
West.

But there has come over us, as I have said, a radical change. 
It may be worth our while to understand what the elements are 
which compose this new radiance. First, an intense pride in our 
past and our consciousness of a high mission and to these are 
allied an urge to assert our primacy in the things of the mind. 
A  feeling is thus bom of robust self-respect leading to the proper 
assessing of our ancient arts.

It is some irony to find that, in our degeneracy, not till 
Western savants expressed admiration, was our own interest 
kindled in our culture. It needed a Schopenhauer and a Goethe— 
our spirit was so enslaved—to make us realise what immortal 
works India had produced in the realm of philosophy and drama. 
Nothing will better serve to illustrate this decadent phase than 
the enthralling story of the caves at Ajanta, where it is stated 
fresco painting “  reached perfection never excelled even by 
Giotto or Leonardo.”  For centuries they lay buried under the 
jungle and were lost to human memory, until in 1819 some 
Europeans stumbled into the ruins and discovered frescoes 
‘ ‘ now ranked among the masterpieces of the world’s art.”

Speaking o f the renaissance of art, nowhere has it been more 
pronounced than in the sphere of music. Compare the status
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accorded to the musician to-day with the hard lot which had 
been his a few years ago. It passes belief that in India where 
music is stated to have a history of at least three thousand years, 
the exponents of this most glorious of the Fine Arts were 
relegated to an inferior position and were ranked with dependents 
and hangers-on. One blushes to think that even the most noted 
performers had to remain content with the crumbs which their 
so-called patrons chose to throw to them. Held in scant respect, 
can you wonder that musicians in their turn ceased to respect 
themselves? And when self-respect “  the corner-stone of all 
virtue ”  is gone, a moral climate results, most uncongenial to 
the thriving of art. Happily that day is passed. Music societies 
have sprung up everywhere. Concealed talent is discovered and 
encouraged, great talent appreciated and revered. Paradoxically, 
in India the home of music, the art was known to, or mastered 
by, a handful held in no special esteem, and was treated with 
indifference by the generality of people. Unlike in ancient 
Greece where music was considered essential to knowledge, in 
our schools it was neglected and was not included among the 
subjects of study, with the result, that the young people grew 
up in utter ignorance of “  the art of the prophets, the only art 
that can calm the agitations of the soul.”  We could pretend to 
culture and pass for accomplished persons without a rudimentary 
knowledge o f music. We failed to realise that music, o f all the 
liberal arts, as Napoleon said, has the greatest influence over the 
passions, and is that to which the legislator ought to give the 
greatest encouragement. Our worship of Saraswati, the Goddess 
playing the Veena, the queen of musical instruments, did not 
deter our forefathers from treating women performers, as outside 
the pale of decent society. We were unaware that in degrading 
the musician we debased the art. Luckily, as I have said, our 
ideas have changed and are rapidly changing and we have 
entered upon a new phase, full of promise.

That the two societies under whose auspices we meet can claim 
some credit for this, goes without saying. The influence o f the 
time spirit has been on their side. The radio and the gramophone 
too have contributed not a little to the flowering of musical culture. 
Classical dancing overtaken by obloquy and threatened with 
extinction has been rescued. Reputable young women do not 
look upon dancing in public as a thing to which stigma attaches, 
and rpdio performances by women o f good families are fast 
coming into vogue. In the inclusion of music in courses o f study
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music of Tyagaraja, Syama Sastry and Dikshitar, to mention 
but three names. Why has this sudden change come about? One 
cannot too strongly deprecate the inroad of political and party 
feeling into the domain of art. Have you read how sinister 

• movements and strange obsessions have disturbed the rich and 
varied musical life of Germany? To feel that self-respect is 
involved in the matter is thoroughly wrong. There are spheres 
where the genius of the Tamils shines out. Who is not bewitched 
by their Tevarams and Prabandhams or who can resist the 
sublimity of their classical works on philosophy? Is one to taboo 
divine singers because they found Telugu—the most mellifluous 
of the Dravidian tongues—to be the suitable vehicle of music? 
The true touchstone of art is its power o f appeal. I  think it 
a tragic irony that wizards of song should be put under a ban by 
the very Tamils whose land it was that produced these musical 
giants. It is against reason and contrary to nature to prefer the 
second-best to the best, and to deprive the public of the music 
which master hands have produced, music which delights the ear 
and stirs the soul, would be an unforgivable offence. The new 
creed which has a few sturdy apostles, I am assured by some of 
the most gifted of music lovers among the Tamils, has so far 
found no echo in the hearts of the Tamil public or Tamil per­
formers. But we are apt to be taken unawares by notions, how­
ever wrong, which creep stealthily into our minds, because 
statements which at the start make no appeal acquire great power 
through iteration. It behoves us therefore to see that this menace 
is removed and that the art does not suffer. Would that Tamil 
compositions could come into being that might rank with, if not 
surpass, those say, of the celebrities known as the Musical Trinity. 
No one would more devoutly wish for it than myself. It is 
through interchange and not through boycott of cultures that we 
can grow in stature and rise once more to our ancient glory. To 
create unity out of diversity has been stated to be India’s special 
gift to mankind. To belie that statement would be to prove 
false to our national genius.

Let me once again thank the two Societies for this opportunity 
afforded me of participating in this function.

Sir M. Venkatasubba Rao then declared the Conference open.

ELECTION OF THE PRESIDENT
Vidvan Valadi Krishna Ayyar proposed Vidvan Mazhavaraya- 

nendal Subbarama Bhagavatar to the Presidentship of the Con­
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ference. Vidvan K. Ponniah Pillai seconded, and Vidvan Musiri 
Subramanya Ayyar supported.

Taking the chair amidst cheers, Vidvan Mazhavarayanendal 
Subbarama Bhagavatar delivered his presidential address:

PRESIDENTIAL ADDRESS BY 
VIDVAN SUBBARAMA BHAGAVATHAR.

The President, in the course of his address, said, that music in 
its power to charm the ear and heart of man was divine in its 
function and he who had this quality greatly developed was a true 
devotee of Nadabrahman. As such, music sabhas and periodical 
conferences o f musicians were doing a great service to humanity 
at large. Dealing with the various aspects of the rendering of 
music and explaining the bases underlying Sruti, Swara, Raga 
and Tala, the President pointed out that the theory and practice 
o f music was best learnt by the study of the compositions of 
well-known classical composers and exponents of carnatic music 
such as the musical Trinity.

“  Bhava,”  the President observed, “ based on the nine rasas, 
is indispensable for raga and it can he expressed by 
words and gestures. Hence the importance of Sahitya, 
as an aid in the proper study and appreciation of raga. 
And if Sahitya is to be studied properly, a good grounding in 
Sanskrit which contains the classical authorities on music is 
desirable. Not less necessary, it nee<f hardly be said, is true 
������  The musical trinity of South India were true ��������  
besides being endowed with the other qualifications above- 
mentioned, and that explains the supreme position they occupied 
in the world of our music. There have been in the past besides 
other great composers also like Pattanam Subramania Aiyar and 
Ramnad Srinivasa Iyengar and it is the compositions of these 
great masters that should serve as a beacon light to all who aspire 
to proficiency in music.

Tamil too was rich in good composers. The works of Sri 
Muthuthandava, Arunachala Kavi, Subrahmanya Bharati, Gopala- 
krishna Bharati, Kavikunjara Bharati and Chidambara Bharati 
were brimful of Raga, Bhava and Tala. It was therefore 
his view that modern practitioners of music must also include 
among their repertoire, these worthy compositions in Tamil.

Greatness of Carnatic Compositions.
The greatness of Carnatic compositions, the President wrtit on, 

lay not a little in Sahitya which truly brought out the essence
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iSlLj&m IT&QIT) •&(&)& 6T63T III GOT LD IT IT IB £5 6M/5 p65Tp60)pa
Q& g}ipgl@ GpGBr.

2^6oap$deo Gpireisr/S aS&ria^tb ueo aSsOaeifl epim 
eroiiSpa aSsOiuirearpi iB&eyih Quq^eann ejJiriuispQpearupi 
m jpiaajb uireopebrjpi. GrQGBreorQrfSD, u jp p  aSsoaQ&reo 
eoirii) uuSearpsuira^ tDLLCBGirnueoeoirpi, sr&arGuJirira(&) 
Grafted®) jrefQaairgi. fj§)iBp erVi&Spa aSsoGiuir uesart^p 
uiriDir perSawiriLfih, u^ppi^eShsoeoirp ggisgiaa^LC) 
piieann iD(/D /B^0«0ii)LJi^_uj/riL/tb Q & iuiljia &&£} e u rlu ip  
Qpear u  p i a irs h ip  ervibLDpQptb jp u s u  er�  ppQ piLir^ih.

^jiueo, /BTi—atii Greorgjpiih oppprSq^ar {j^eaia
UJirearpi ^jiuSs^iLjib miruapsaipujib S p u i - p p i  ^Lpcp  
u(Bpgni> Qp&s)puSleo m® miriuaiLtnu ^su iiD ii^ q ^ s Q p p i.

fflebrgpnh isinpi ervriiSpmirearpi Q  piueS a ppssreann 
QutrqrjihfSiu Q p a s ru p p c ^ u  ueo &-pirir&sansijnsrr ^jqrjiepr 
gpitii 6^0 uira-srpemp ldlLQlo (&,j$ui- ®@Gpear.

' ‘ (VipSpp QpSeo u/spiftil-Qd (Sjjuie&setfi psrppSu. ^iuir 
pflSpp Ldjnii j ) ]p p �siriLjLL pesiipppeoirikpi u(Lpppi pens 
ffi©LcL/«S«6rr ^jturrmga QpnanuOlLb ftuLz QuajireQeiriaas 
Q  a it® ii> uesfis&r uurSsiiuprtue (Gpoirpm sQerrsQxpp 
« 0 ««pQtfesr QeuskrQearQiufsrs ■ssnjr mQptrt— e� aajrii(opiriy. 
euQTjiEispqrjGsr S)s-)Lbu®wrffltu LbtpsSi— iumi aiuirikgp Mpu 
LSxeQeiriEi(p geafiiu/r VT(tpp QeneaSajpQ^uikSiLjL—air 
araeSetrtB'J'XireStuir LnLpcko Q ptreti p  p(^p®> Sghsm&pQp/nu^aor.''

gtgotpuirp, yrj> Qqijeip&sarujruiirpujireBeor Genetsireur 
iBirpp$d@s)GeD Q ll a  iki a  err euq^e^pppiru^it, m ‘ i 
wjrim&Qtytb perfhrpgiu uqppppirtLjih} esrmiiiaeo epim 
QenessiQ&smtLiGuireo e-Q^QuipiriLjih, Qsiripiu� � �� 06? iLj ii> 
uiribLjih ^eaiaeupjpi iSearjpi ^eariB^IpppiriLjih Qaireoeou
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iLjean— ujQpearupiib efUefriKi^Searppi. ervx&b g^eueara^ih  
pear eaiuuu®ihGuirpi ^ i h p  gjfsu Gairt^sek iSenpmp 
® u t* jruQ j& G w  eioiaSpppi&r ^ u ia Q iu p ira  ^ f i p g j .  
i-  irui^&Ltoireorgi ereugjpstDLiu ® a iia p u  eSIapuppireo. 
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tfilqjjuu pireo prrtuu urreneq, er ̂ a u n S ^ m  p ir $ >iib o il . �
QubirjfiuSi'Qtiib Qpir&StiSlqfiuugi iseoib.

eiOiaSp eioir^Spiu &treh)$dff uiret^irs^irearib ufi^jremr�
wiruj iSeapm^Q^iBpir^iib ĵ jeneuiuSkar penpiijib efiKB&eq,�
LBiriuu i9jrsir§}&45€: Q&tusu&i FF&etiff uxfdQuj ^^(^tb.�
*p3>Qpir&srQp ereoeorreup rfi!p(&)ib G>i&6vrruj& Q pi& i�
\�;��::��;�5;3P� 6toirp��� ib.
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(�>��	���+��� ��"�����+		�#��	�?���� (��+	�@��������#(#'#  
��� ��� # �AB�� ��*CD���(�8+�		D���(���� (+	�?�"/�	��� �8#��"	�#"��  
^euirsQerr uirB6uprrB&r.
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ĝyibrSt&souQeo mib Bml.isf.eo QpibQpirp^l srOsu^ummLi�
^Pjeupifippi, $ j6or jgiib srecsrjpiib ^ l̂ iuitu
u 6ou—ppeuirsetr yr̂  0jttuirB irirfig sroeuiriBseir ^etiTB&r,�

Qpppreheuirifi ^e s^ lp ir  ^ fsu iaeir , y $  bitlot &rrero$difl 
s& r ^/euirBar. ^ u Q u S G iu m rB aftil.i— i9esixaap>pir&sr 
Bib s ir iB ir is  B i i r S p p ^ p ( ^ u  L/ppruSIjr&flppiu i3 irBrr&p

$j6&rgpitb u 60 erorkSp eStpoj&sr u>ss& serf! ���  omirprft s  
tuisiB r̂rjib GfDiaSp 2>_6CQ®> i9 parr § p g i& Q  � ��  em
Uf-qij&Q&sr/near. jpjpp&j)BGujinr ueoiftqfjuifiS gpib iS jrS p p  
torresr etoirfufilpuj BtrpprrBB&r u ih —emih � � sritiesSiu 
ggiuir ^euirB&r, emtLf&fir y>f &prr&eu jnriuir .jysu/fdJar, 
j§>/r/rifi@ )^L/jr£i) y$ ^erfiteuirBiuiutkiBirir ^y6u/r«srr, <s>miBQ&& 
iB60gfurir urf) Qppeaipturr uirBajpir ^enirBeir. ®)6uirB6rr 
iBLDgi etoikSpp^lp(^ iLBpprresr S -u B irirpsa pB  Q&ujp 
6i]ira6frrr6i]rrira6rr.

§$j6Br@pni> Bib piS^BmLisf.asr piriiiu uireaien^tuirQiu 
'jqifljpfdgiaiBarfluj ptfitp QiDir f̂iu9&> Bib QpefirG^iTBemrsjr 

&wuJir&mfUuirB&r, y£  Qp p  P> P  P  r  ®®r t -  �� � y f  
Q ^^fB 60B Befit, $8<vjefil$srrujm-<so u$ � �  irinesrfitiu uirjrfd 

� � � � Befit ®@>&jr utr fffiHs&r, yr$ S p ib u jr uirjrfd&eir,
y g  G&iruir6oQ<vj<sifr6ssr urrjr^Bar, ^ Q G iu ir ir  u&fd 
ujreu&pGpir® � �� � � �  B6&5TBBIT&SVT u s b rB ^ ib , $ irppearisi 
� � �	 � upfiiBgnjib QpQys)QgBU uiri^.iLf&reirinrB&r. mmssr 
tnipeujnrujGeorBpeo ptfiy>u ujrtbuetajri^eo i9pihpeuyspBiB 
turret), pifiipu QurfluJiriftefir @irpp@i)$dB§srr eriaBar Quifhu 
QiirB&flt-ib Sltfilgi uirt—ib G&ilip.(n)&Q(2jQ6dr. ^aijbjfileo 
Q p Q p p e o r r e a r  urreaie^Berfi^aarerr Quifhueuir&erilegr 
@irpp6ortnB$srru GuireoGeu ^  i  p i p  efOiprruumiB^BfB) 
B-BBpeutrjpl jnr&tb, wreuib, pirernb ^ Q t u  Q p iip  ^g/jib&tB 
� � �  efilGBepiLtnuu QurrQ^B^tuSq^uusapB Brresareomb.
J paBturreo ptfitpu Quiftiurriflasr SirppeoriEiB§srriLjibeiOBiSp 

peuir6arB&r eoiBtuirerrGeuesarQib eratrupt er&sr ^§>ji9u 
i9 srrriuib.

c^dsCosu, erorr enfit piuiBBetfleor Qu(jrj6a>u>a3@i)GeoGtu 
is �	  p i sroiaSpib t9 ����� � � �  pQpefiruG pets irirBiaBeifieor
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/#ggefD6U0U;S63>;S ITOT SUpp^th Q U iflG IU IT IT
« o ff&sr ervirfilfil ptuii&eiflgjiieiretr trirs ervigj&ir jrieisGerr 
^pirjruairsetjih ffipr ŝOnssrpear. ^ jip  etc ir turns off ear 
Wtj06O)ir«nuj# « 0 /ej«(F Q&ireoeSIsbr, yr§iLp irirunriueoarp 
eaypGtu Q~prrjr6oani>rr&& Q&reoeoeoirib. sriraurtussarpeaip 
erppSsar Qpesip ubp-pprguth Gsth-irgmih, eruuu^s seQu 
i3eo6orLLeo ^esrisppeaip tuemi—QGqrfGibtr, ^uubfJGiu 
Quifhueuiraerr Strppeanh&dstrtLfth erppSsar Qpearp urif
gpith GsiLi—irgnth GiL^nih GiLgyth ^earihppeeipGtu 
p^enear&iiruSrr^iQesrpear. ihjbp meffeor erviiSpia&errreorpi 
seS ear mi(js aeneous ̂ ttj& QsiruuirearQpearGp Q&ireo6oeoirth.
6^0 )�0',�  6^0 �������� � �� � ?�5�A������)�1�1��.�!7�� $�F+�C� ;5� �
"	��&��4�� � 	� 	� � � � � 	�M!	�� � �� � 	6 	�� � 	� � 	�� �*� ����!�!�	�  
����� 6����D	��	!!� 06)	��� ��4	������$� "'�	����	�� � � 	 � � ��
� � � �� 	 � � � '0'	�	��	� �������	� � 	 ����!!� l/.

ptretrih erstrp u^gjujih eivr£i&pp$dp(&) ^fpturreuQtu 
,,	��,'�������'	�� �!	���'	$� ��4����� i3 � � a it� ����� p  p  
Qsiruumpth eSlsrô irstariLiriLforefr p . erven pupsjT6aarQpiht
pirerru iSirsjresarQpihpimar aiaSpp^lpt^ (tfiiQiu 
errir^th. � � 	�� 	�&	�� � � asoe£l&(&j “  erstar smith srQgppnh 
aeaarQesareerpp(&iih'\ erearpuiy. etvii&pp$slp(3j sq^^tLjth 
ptrerrQpih unrpir t9 piraaSstruGuireQq^uupireo, “  * 0 ^ / r  
unrpir eoiu : i3pa  ” erebrjpi st-r^iLforermrsar.

; � ! � % � 	�%��� � �U �� 0 � � ; �9 � $�$���� ��; ) ; ��; �� � �������  
��&'	$� � ' � � � � � � � & 	� ' � 	 � 8	��&�	4�	!�����	�	,������� ���  
�	������	D	����'�$� ��:'������	6 ��8!���	��� � � � � 		� � � " � � ����!!	  
.9'	$� J��!P'���4	��>�	$��	���� �!!	��!�	�!�'�����������

Uiren) rrirs, pirerriasemreo ^eaiuaiiperrerr iijrp 
sirerv^jrth ^gjeoeopi ist—esr airervjSmh iSsiBsu ufpemjnurr 
tLj error pi. ^ p a jth  mu>pi erVimSps sSsVu9«rr 6^0 Qp&Qtu 
^ihaunra ^i^^sireoisQpiriKB ĵ&mLiBpierrerrpi. ,_gy<$ 
aSsO'jSlsrr G)l/06O)u>.s 0  ^eoribpp pir&san—euQpirpfilGiu 
ervir^p. ^  pi mptu &treop$)eo eraatr tr&sar p sn p s  
QairssaiGi—ir Qrflpi perrireifpjSqrjtvppi' ppGuirpt
ueo <=gy/Seniremraerffstr sear Qptup(diuireo t-i&srQtjppr jreaanh 
� �������� �	  qp&arGearppusan-ihpi or 0  eu p  ��  ear pt
Gurrpjpipp^tfiiupruSlq^LJuGpir® airmirt-s erviaSpp^ear
6^0  ;#���) ����M����($� �?�	� �����������  Jjg,"D��)����



� 

£lpx, ppGuirss>piu eueoSeo ibil&i eroASpih�
eTppesixiu i£l'&stiu§le8(TT>&QpQ pesruesipi seueaRuGumb.

utpesHLiuiriLjaretr xireop^lp^tD, SjxsiT6op£ii)p(9)ii> ueo
. idit&tpAmAr ^etsmQussru^ iusshq̂ ld ^ ffB ip  efiletpiLub.

Qppxir56p$Seo S)x£ir6opea>puG!uirei>� )�SjnriDGuiresr� (�
)�Qs’isf.Qiuir� (� QppeShuss)Qi&<sir Qam-iuir&i. $ju(3uir(ip(2pir�
^/ppesi&uj tsrwrp&snsi&Grr� \:+ 	 ;?� rQes>pm^lQ^a®Arpssr.�
^G pirQ  Quifltu uiLuf-essreixeSA ueo gtoiejS p  &@B>uG(snju>�
erpuiKB *g>ipeor Q-peSliL/ib Qesii—xQ p p i. ^anaiLiireo�
^essrureoirir, Quernuireoirir iurreu(Wjil> Qeii^euirtu erviiSpih�
uiri—p  Qpiflm&Qaremi^qijaSfflir&eir. ^ x G eu , p p �
Guiresipiu� 2 [ �<�\;P� 2:�# 	 	9� eroikSpib riles* pib^dqfjxQp�
Qpesrjpi pirjrrremLrruj& Qxireoeoeorrib. SjuGuir&i
prresr xirmiri—x  erDrmSpth eresrugi erpi, eriiQ ^ iS p p i,�
er&rues*p ggrrx£ljr5S)pQujrr(B xsie^HsrGeiiessrbf.uJ lilSsouS�
e3(tfj&@pgi. erQesresrQrj-A, QmtnusQeafliu s^5ssres*Ai�
Q'XirerrGtrrr&J, 5uiruJG@5sfhu s^essres*enxQxrr5ssr(B eSnurr̂ Ses*iu�
e*j paies* tpp^& Q  strength pesres*iD(Burreoy 7= it ero $  jr�
eoaspesoTih ^estiDiuU Quqrjp umKB&sQaieoeomb etoiiiSpib�
pirQesr&srjpi us(Bib urri—airx^rr)ti>y ^es*p ^ p ifU ^ u * ê qtj�
&go &qf>priumi3SQifii> epqtjs»5s>jrQujir(njeuir ĝ*jt3u*TesR p p i�
euQ^euGp ibid pi xirisiris erviEiSpp^Heor &-edreorp eods^iuih�
*PJ8> p 5tnreu5B>L-Q]pjb(&)£ xsjressru*irx� IBP	 $� �;p pi.

S lip  S u p p ed � W� 	Z	 � 	 � eresresfh-ib ^ fi9u t9 pstu�
Qupm � V[ 6&srt— ir@s)giiti>� 2[\D:�[�:U+75�:;;$� eresri^  luireatjriLfih�
(s^esipsn-p QeiJ6Ssr(BQiDesrp eressiessiuSAhsO. ibid&  xitibiti—ss�
erviiSpp^esr GiDebresiiDiLjib ^p^opo QpssrQ^rrxerreaiuiBp�
QxemrsapempiLjiD er^srGtusQ^ib ^/6S)i-UjGeuessK3QiDesrp�
uiflĵ iressriDiresr eressressrpGpir<B eresri^ p  Qprfhspotestp�
aSA Qe/resresrefieittuib.

� � � � � ������ �6P� � � � � ����	 � �	 � � � � �  ivoL. XIV

Qppsaeopfieo, iiles*piBp Giusiiues*piLjerrerr eilpeurresr�
x^njih� 21@7.�:U�O&P4U!45� ^ ypjreueifla(&>iD irr r^ s iiix iiix ^ ib y�
Slqrjippireo eSIpeniresrx&r eQQset^iDmu ^rrrnu&Q Q&iueu�
PPQf) SBLxxQpib &-p<srt)ir3>QpiD Q-es>t-UJG)Jir35emru9(Tfjmpirir�

^G pir® ,� � otuirGlues*p 6peorjpi SKnjiBptreo ^pir<s*j�
��;PU[UV 0 �P� eresrp isibi9xemxtLjib SiqijiBgi ®Jrhp&i. p p �
xireopfdGeoir, ggeor &Qpprrujpg}eisr ^preB^ispireoArrS �
\YY�.�:�;B:� 5a 5 « 0 � Qeujpi eues*xu9A8oO. ^ xG eu  Quit pi�
112<:� Gmrrxxpes*p tugpi&ifippi effpeusesrxeir Q psffiA
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���#�)���/� 	��� 	���$��#��9� �3������1�����#�$+�.��0+O���  
����������XL0����� � ��0$���� +�����! �������;��+;;� �+�-3

��	�	�� ��9� ���!�������;�.#��� ; � ���9��� � 	����#��)L����	�;�>;�  
)>�#����@��� ;������	 ! �������;��� 	��� ���%��)�9� ;)������#$�  
���� �� ��3  Gy0 S£»(i£ii ��<����#����� 	���1��#��9� 	�9	��)�������/  
6��� < 4 60,��!+������Y�� � ! � "�� � �� ����� �+����

ereoeoir eusm&turrgpith mi&gi ��� �� � 	� �� � � �� eroiaSpih 
jqi96Qq$jS$d[uira(oei}8xiTLj-iugi ^jeuSmti. pairs
eSIpsup srossu ueo *°>y5Gor(B&err ires efilQ&ep S  ir pong, Qujir(£th 
� 	 � � � ! � � ! ���  £_6��1����� ��>;�%��������� �� ��M��� ���##����  
t—ppaapir^th.

j§)/Bp eSIpeup ervenuu9eo 6pdiQeuir(î  euQ ê̂ Qpih menu 
Q u p p  urairmrrilt̂ eo pSsVsntL enQpp i^irerQpp eSIpeuirear 
dsicrjii tfi(8j!B}s ĝy&srGuir(B mt&pi airmirts eroimSppenpu 
u p  fit Qeuesansf-UJ ^j^pir iriRiai^uesr eSIsivprr irwiriua
G/arreoediLjetrerririraeir.

ĵear̂ uth $juuisf.QiU U60 jwp(njsxrr(B<%err {j§/thiLir$8tfl 
tnair mir(B̂ err ueo eSIpeurearaerfleor pSsOemiuiSleo menu 
Qupjpi erebrjpith ^tfiiuiru LjSQguear BLOgi airmirts 
eroiiSpth gjlQeor $3(Sear eBq^p^tuirQ errantb Sirmptr 
unrtinj i9 srairQatQ&ULj- ervirGsu&nrear Ljifliu
Geugspn&iriu, mirth ereoQsoirqjjth l9iririrp $3 u(2 umpires !

The proceedings came to a close with the music performance of 
Srimati K. S. Saraswati.

SECOND DAY— 25-12-1942.
The proceedings commenced with Vidvan Mazhavarayanendal 

Subbarama Bhagavathar in the chair.

� ��,���������� �

Prof. P. Sambamurthy moved the following resolution:
(i) This meeting of the Experts of the Music Academy 

congratulates Gayaka Sikhamani L. Muthiah Bhagavathar on the 
Doctorate degree conferred on him by the Travancore University. 
Sri C. S. Iyer seconded the resolution.

The resolution was carried unanimously.

� ��������� �

Prof. P. Sambamurthy moved the following resolution:
“ /The members of the Expert Committee of the Madras Music 

Academy places on record its sense of deep sorrow at the demise
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The President sang kalpana svaras to the following kirtanas:

Enthavedu Sarasvati Manohari Adi Tala
Seydargal madar 

alankritame
+)#��;	����� H����  

jy6ua>©(5 �)�L-,

Poorvikalyani Desadi

Ne Pogadakanti Dcsiya Todi Khanda chapu.
Solluvirayya
Z)����9<��0%�����,

Sankarabharanam Rupaka.

Chitsabhesan 
+�[�H)�[����,

Bhairavi Trisra Eka.

Raga Todi and ‘ 1 Ganalola ’ ’ a pallavi in chaturasra Triputa were 
sung next.

Amba Kripai ”  in Kapi and a Kummi were the last pieces 
to be sung. Some of the Tamil songs sung were compositions of 
the President’s ancestors.

SIXTH DAY—29-12-1942.

Two ���� � . ������������� �

The President requested Vidvan Tiger K. Varadachariar and 
Sangita Sastra Ratna Yasudevachariar of 'Mysore to give 
demonstrations of the modes of singing Raga and Tana.

Both of them stressed the need for Bhava in Ragas and Tanas 
and they sang the various kinds of Tanas, Koota Tana, Svara 
Tana, Kala Tana, Tana vama, etc.

SEVENTH DAY—30-12-1942.

1 ������� �

Sri C. S. Iyer opened the topic of notation and moved that 
a resolution for adopting Subbarama Dikshitar’s notation for 
gamakas in addition to the simple Sa ri ga ma notation should be 
passed in that Conference.

Mr. T. L. Venkatarama Iyer said that there was no harm in 
adopting Subbarama Dikshitar’s system of notation but was of 
the view that a simple notation would do for beginners and an 
elaborate system could be taken up by those of the advanced 
standard.

The following were Mr. C. S. Ayyar’s observations on the 
subject of,Notation:
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press his views, but stopped with three sentences “  Notation is 
necessary: great Vidvans may not require it, young learners do.”  
What I desire to impress upon this audience is: True, at the 
early stages of learning music, we have to learn it from teachers 
and this is essential.

Now, a few words as to the prevalent educational methods. 
Everyone is aware that to-day the swaras and the sahitya (the 
words) are taught both in the stages of gitas and tanavamas, but 
once the lessons come up to the kritis, the teachers would not 
allow any learning of the swaras. This method may be good 
enough for the vocalist, but not for the instrumentalist. It has 
been my sad experience of teachers of vocal music for over 
3£ years, who would not, in spite of protest, allow one to take 
down the sahitya of the kriti, though, one had learnt over a 
hundred kritis. One can imagine the time wasted in memorising 
the words. There is another teacher who will teach one free for 
the love of music, and will allow the writing of the sahitya of 
kritis but will insist on learning by the voice, as he believes that 
the ragabhava would be otherwise impaired. He would not give 
the instrumentalist even time to write the kriti, in the Sarigama- 
padani notation so as to allow the student to retain the impression 
firmly.

For example, a child of five or six, with a gifted voice, can 
learn straightway the first line of the kriti “  Ramanannubrovara ”  
(Composer: Tyagaraja, Ragam: Harikambhoji) and repeat it in 
the proper form, whereas the beginner on the violin or the veena 
has got to get through various musical exercises for about 2 years 
at least, before he can produce the first line of this simple song, 
with the proper intonation.

I  learnt on the violin, the Varna “  Taruni ”  in Kambhoji, 
Adi tala, with the help of a teacher and from Singarachari’s book, 
where swaras are given. Recently I found that Sri Subbarama 
Dikshitar as a veena-player, has given the same piece in his 
Beginner’s book, with the symbols for gamakas, and I am now 
able to understand what those signs stand for in actual play. 
That the instrumentalist understands the symbols for gamakas 
later, though not at the very commencement o f his musical 
educational career, would enable him to understand the larger 
pieces, if written down with such symbols, when he has no oppor­
tunity to learn through a teacher, but would put forth some 
effort at self-education. In fact, I  would go further:.If the 
vocalist is satisfied with his Sarigamapadani, let him be so. But
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and was attended by distinguished persons, Vice-Chancellors of 
Universities, Judges of the High Court, the Ex-Preihier of Madras, 
the Mayor of Madras and Sangita Vidvans.

Vidvan Sattur Subrahmanyam and Tanjore Lakshminarayanan 
sang the prayer.

After prayer, Rao Bahadur K. V. Krishnaswami Aiyar, 
President o f the Academy, welcoming those present, said that it 
was a red letter day in the annals of the Academy and the 
morning’s function was unique. The Music Academy was started 
15 years ago and one of its objects was to confer suitable titles 
on distinguished Vidvans who had attained high merit and wide 
experience. The time had now come when the Academy should 
discharge what they considered to be a duty they owed to the 
Vidvans. The value of the titles so conferred depended upon two 
factors, viz., the status of the bestower and the competency of the 
recipients. With pardonable pride, the Academy might claim that 
there was no other body more competent and possessed of merit 
than itself to confer these titles. The Music Academy was in the 
position of a research laboratory with a show-room annexed. The 
Academy had many-sided activities. Education, research and 
publication were some of its distinctive features. As regards the 
recipients, Mr. Krishnaswami Aiyar said, it had to be agreed that 
the title should be conferred on those who had reached a high 
level in the music world. The Academy, therefore, decided to 
confer the title of “  Sangita Kalanidhi ”  on all those Vidvans who 
had presided over the Music Conferences held under the auspices 
of the Academy year after year.

Proceeding, Mr. Krishnaswami Aiyar said that they were 
fortunate in having Mr. T. R. Venkatarama Sastri to preside over 
the 0�@���  as he embodied in his person all the cultural traditions 
and critical ideals for which the Academy stood. The Academy 
sought in all humility to perpetuate and pass on the rich heritage 
of our traditional artistic forms, attempting in the process to 
purify and perfect these forms by scientific analysis and rational 
criticisms.

Mr. K. Balasubrahmanya Aiyar then read a 0��	����	  
graciously sent by H. H. Sri Sankaracharya of KSmakoti Pltham 
for the function.

Mr. L. Krishnaswami Aiyar read messages received among 
others from H. E. the Governor of Madras, H. H. the Maharaja of 
Mysore, Kasivasi Swaminatha Thampuran of Tiruppanandal, the
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SRI VIDVAN K. PONNIAH PILLAI.

Bom in 1889; a descendent of Sri Ponniah Pillai of Tanjore, 
the pupil of the composer Sri 
Muthuswami Dikshitar; learnt 
music under his father and his 
father-in-law, the well-known 
Dance-teacher, Sri Minakshisun- 
daram Pillai of Pandanainallur; 
learnt also under Tiruvottiyur 
Tyaga Ayyar; a Teacher in the 
Music Departments of the Anna- 
nralai and the Madras Univer­
sities; Member of the Boards of 
Studies in both the above Univer­
sities; has composed in Telugu 
and Tamil, many Varnas, Gitas,
Svarajatis, Kirtanas and Padas; 
has published in the form of book 
compositions of his ancestors and those handed down in his own 
family; presided over the Academy’s Conference in 1933.

SRI T. S. SABHESA AYYAR.

Vidvan Tiruvarur Sambasivam Sabhesa Ayyar; born in 1872;
pupil of the great Maha Vaidya- 
natha Ayyar; his father Sambasiva 
Ayyar played Violin for Maha 
Vaidyanatha Ayyar; his grand­
father, Sabhapati Sivam, was a 
pupil of Sri Tyagarajasvamigal; 
his great-grand-father Pallavi 
Doraisvami Ayyar, a Vainika, 
musician and composer, adorned 
the Tanjore Court in Tulajaji’s 
time; was the first Head of the 
Music Department of the Anna- 
malai University (from 1929- 
1937); was a Member of the 
Boards of Studies in Music at the 
Annamalai and Madras Universi­

ties; presided over the Academy’s Conference in 1934; guru of 
Sri Vidvan Musiri Subrahmanya Ayyar.
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SRI PROF. DVARAM VENKATASWAMI NAIDU.
Bom in 1893 in the Vizagapatam Dt. in the well-known Tilakam 

family; learnt Violin under his 
• elder brother; by dint of prac­

tice, has eome to occupy the 
front rank among South Indian 
Violinists; was appointed Violin 
teacher in 1919 in the new Music 
College in Vizianagaram, started 
by the late Maharajah of Vizia­
nagaram ; now the Principal of 
that College; has been honoured 
by the District Boards of Guntur 
and Vizagapatam; Member of the 
Boards of Studies in Music in the 
Madras and Andhra Universities;
presided over the Academy’s 
Conference in 1941.

SRI MAZHAVARAYANENDAL 
SUBBARAMA BHAGAVATAR.

Born in 1888 of a father who 
was a well-known Tamil scholar; 
on his mother’s side, came of a 
line of musicians and composers, 
chief of whom was his maternal 
grand-father, Mazavarayanendal 
Chidambara Bharati composer of 
Arupattumuvar Charitra Kirtanas 
and Perinba Kirtanas; has been 
honoured at the Mysore and 
Travancore Courts; an adept in 
Svara-singing; presided over the 
Academy’s Conference in 1942.



t

The title was conferred in absentia on the following Vidvans: 
Vidvans Umayalpuram Swaminatha Aiyar, Gayaka Sikhamani Dr 
Muthiah Bagavathar, Dvaram Venkataswami Naidu and T. S. 
Sabhesa Aiyar.

Rt. Hon. V. S. Srinivasa Sastri was the first to congratulate the 
musicians. He said that by honouring such eminent musicians, 
the Music Academy had honoured itself. It was the prayer of all 
lovers of music that the musicians so honoured would live long 
and continue to serve the cause of music. He expressed the hope 
that the musicians would not cling to old ideals, but adapt them­
selves to the new tastes that were springing up. Music was a 
moving art and musicians had to captivate the music-loving 
public, at the same time contributing to the progress of the art.

Dr. A. Lakshmanaswami Mudaliar said that the function 
betokened all that was graceful in the Orient. He wished the 
convocations of Universities were so simple and colourful as the 
morning’s ceremony. He expressed the hope that the recipients of 
the titles would remember the function as an expression of the 
esteem and goodwill and confidence reposed in them by the public. 
He also paid a tribute to the zeal and enthusiasm of Rao Bahadur 
K. V. Krishnaswami Aiyar for the cause of Music and hoped that 
he would continue to be one of the leading and guiding hands 
behind the Music Academy in the years to come.

All the Vidvans who had received the title in person thanked 
the Academy for the honour done to them in a suitable manner.

The Chairman next distributed medals to the successful 
candidates in the music competitions held by the Academy. The 
Veena Dhanam Memorial Gold Medal was awarded to Sri Jaya- 
lakshmi. Sri Annapumi won the Sethu Parvathi Bai Medal for 
the best singer o f Swati Tirunal songs. The Rajah Sir Annamalai 
Chettiar Gold Medal was awarded to Sri N. Rajalakshmi who stood 
first in the music examinations of the Academy’s Teachers’ College 
of Music.
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The Language Controversy.

Bringing the proceedings to a close, Mr. T. R. Venkatarama 
Sastri, in the course of a speech in Tamil said, that the recipients 
of the title fully deserved the honour, and their presiding over 
the music conferences of the Academy was a unique recognition of 
their merit.
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TH E ACADEMY DAY— 2-1-1943.

A new feature of this year’s Conference was the inauguration 
of the Academy Day which was celebrated on 2-1-1943. A recep­
tion was held in the morning and then Rao Bahadur K. V. 
Krishnaswami Ayyar, the President, unveiled the portrait of 
Dr. U. Rama Rao the first President of the Academy.
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" �� � # �� �� . � �� U. RAMA RAO 
President of the Academy (1928—1934)



T. V. Subba Rao

Kanakadas was a contemporary of Purandaradas. Like the 
latter he too was rich before he became dasa. Though his padas 
have not the high element of music o f Purandaradas, their 
popularity among the masses in karnataka country is immea­
surable. In style, diction and ideas they can hardly be dis­
tinguished from those o f Purandaradas. In the condemnation of 
the difference that arise from caste, creed or community, he has 
no equal.

Kanakadas was by birth a kuruba. His father Birappa 
was in affluent circumstances being a farmer of Revenue under 
the King o f Vizianagar and exercised authority over a large 
number of villages. He was a polegar and a military chief with 
well-trained and disciplined followers. The kurubas o f those 
parts in the district of Dharwar had been originally saivaites. 
When Sri Ramanuja preached his faith in those areas o f Hoysala 
kingdom many o f the Kurubas became sisyas of the mutts 
established by him. Birappa too in his time changed to Vaishna- 
vism and devoutly worshipped Lord Venkatesa of Tirupati. A 
son, later known to the world as Kanakadas, was born to him and 
the child was called Timmappa which name is but a corruption 
of Tirumalappa. Young Timmappa showed marked predilection 
for games and sporst and very early took to military exercises. His 
one desire was to emulate the heroic deeds of the great warriors 
of old. The premature death of his father put him into power 
and there was no curb on his warlike activities. By sheer valour 
he increased his domain and influence.

Once when he was digging his field he found a large heap of 
gold hurried in it. This circumstance led the people to call him 
Kanakanayaka. He gathered all the treasure and used most part 
of it in the construction of temples particularly that of Kesava 
in his native village Bada. It should not, however, be imagined 
that Kanaka was highly spiritual at this time. He simply 
regarded the building of temples as a meritorious deed. His mind 
was still after war and victory.

It then happened he had a dream wherein he was exhorted by 
the Lord to become a dasa. He thought he would rather wage 
righteous wars and rule over men than lead a wandering minstrel’s *

K A N AK AD AS*

* Readership Lecture delivered at the Madras University.
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feAltTS I—IV] KANAKADAS

unmistakable. Such vamamettus are to be found in compositions 
in Pantuvarali, Dhanyasi, Mohana, Saveri, Kalyani, Athana, 
Begada, Sahana, Sankarabharana, Purvakalyani, Kuranji, Navaroj, 
Bilahari and other ragas. It was the merit of Tyagaraja and other 
composers that they further refined and embellished these varna- 
mettus in their kirtanas. This circumstance accounts for parallel 
dhatus in Manasu swadhina and Akshaya Linga. It should not 
however be supposed that the work of Purandaradas was only that 
of standardization. The Dhatus he improvised in the various ragas 
are numerous. In some ragas they are to be found in thousands 
each differently conceived. The standardized varnamettus, how­
ever, came in handy for many later composers who easily put 
their songs in the ready-made mould. Even here they showed 
marvellous skill in fusing ihe syllable and the svara.

Vyasaraya esteemed Kanakadas so highly that no consideration 
of caste or racial prejudice ever impeded the flow of his kindness. 
When upon a very sacred occasion Kanakadas was called directly 
into the presence of Vyasaraya and given the thirtha or holy 
water, his ecstasy and gratitude took the shape of the following 
song in Kambhoji and jhampa tala.

wfiji'Sjji «£5js!T3i& £e>ji£>Tr-$>;6 ■gn&£T’tx>~ia •kS'7r,ctfba&,
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“  Badukidenu badukidenu bhava venage hingitu Paduma 
nabhana pada dolume enagayitu Haritirtha prasada 
jihvage dorakitu, Hariya namamrtavu kivi goda gitu, 
Hari dasaru enna bandhu galadaru, Hariya sri mudre 
abharana vaytu. ”

Echo of these sentiments is not hard to find in the compositions 
of many a classic Vaggeyakara.

Like all great reformers Kanakadas was not content merely to 
preach to the world in general. He recognised his own community 
was so backward and ignorant that it needed immediate enlight- 
ment if it was to be saved from spiritual ruin. With a courage 
born only of prophets he entered into the strongholds of Kurubas, 
denounced their bloody sacrifices and cruel rites, turned them 
by the gentle means of persuasive music to worship Hari, the 
supreme Lord of the universe. Numerous are the songs he com­
posed for their benefit. He got them to learn the pieces. The 
constant effect of singing them made the singera imbibe their 
spirit and the change in their outlook was amazing. The Kurubas
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committed theft. The bhakta realized that the punishment was 
the penalty for the raillery of the previous nig*ht in calling 
Venkatesa, Govinda setti, now humbled himself and praised 
Govinda in a song beginning

K*S>oIS •Szr'tfoiS

“  Govinda salahe nannu sada nanda ”  
in which in the first charana all the ten avatars of Vishnu are 
described after the manner of Jayadeva’s first ashtapadi. Some of 
the sentiments expressed in the other charanas are pathetic and 
prayerful in the extreme:

S'-i&yS £><2sjo fr so ts  T Z & e a S o $ * 6  ir* K*QoS

H  F^SotS s)2Sl? Srfl? F^SioS

“  Kachuva ketti thanava bidisu Govinda sadguna venba 
dhanava thoriso Govinda, ninnadigala nenavante kodu 
Govinda idake bada thanave ninnage Govinda.”

the meaning is “  Let me not hurt by my tongue, give me 
virtues all, let me contemplate your feet. Are you too poor 
to grant me this? ”  The result of this appeal was the marks of 

•the blow were seen on the idol. The Mahant understood that 
the tortured person was the bhakta he was looking for and 
ordered that the cloth be given over to the bhakta. Eanakadas 
was then treated with great respect and led into the sactuary 
that he might worship all alone. He offered his devoted prayers 
and sang in Kalyani, in Ata tala the kirtana 

~$rsio'ssr8 'gog&nj’ dS)

“  Ninnana nenendeno Venkataraya, yenna nl salahu beku.”  
A  kirtana in Mohana and jhampa the pallavi of which is 

Si£SS's£>ej S'O&raBotSC S’ tflSb (,683ti‘3

“  Hari ninna pada kamala karuna dindali enage 
dorakiti guru seve Hariye.”

It is mostly autobiographical and refers to his having been n 
warrior chief who led his followers to battle and suffered defeat and 
almost death, to his having been turned, of course, by the Lord 
from the path of worldly ambition and unkind deeds, to godly ways 
and humane service, and to his initiation as dasa by the great 
mathadhipati of his times, and finally concludes with a prayer 
that he might join the feet of God like the drop o f water that 
turns into pearl by joining the oyster. He lived for many months 
in Tirupati daily worshipping and meditating on Sri Veqkatesa. 
To the bhaktas and to the dasas and other singers and composers,
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there is no temple that has greater power to inspire than the one 
on the seven hills. Judged from the compositions in use, Venka- 
tesa of all Deities claims the greatest common measure of devotion.'

After visiting many other kshetras Kanakadas came to Udupi. 
It was the time when Vadiraja was away on his travels. Kanaka­
das could not get admission into the temple’s inner enclosures, 
nor could he on account of his low birth get anywhere near the 
window to obtain a view of Sri Krishna. Vexed at his condition, 
he bemoaned his birth in a song in Mohana raga and Jhampa tala 

s£r»5cS'Ĉ  &ot£><£ «^<T*5'3Sr*

c  Purva janmadi nanu madida karmadin durvi yola 
ge janma talideno Krishna,”

which contains many a touching and pathetic wail. The line 
&>&)&&> jsTSSsoiSj «>43u<2cSSo �� ��MdO�:�  5\:5.gj cn ej _0 vpa

“  Mutta diru nade yendu jana rella.ru yenna, 
Attibadi yutta liharo Krishna

must move even a heart of flint. Most of the great bhaktas 
appear to have suffered persecution at the hands of their 
fellows. In the case of Kanakadas it was his birth that was- 
the cause; in the case of Purandaradas and Tyagaraja it was 
the courage of conviction. The kirtana “  Nadupai bali kedaru 
narulu ”  of the latter is a well-known instance. Kanakadas, 
indeed, had to put up with insufferable humiliation for being a 
Kuruba by birth. Questions about his caste were daggers to him 
and always evoked a spirited kirtana by way of reply. When he 
endeavoured to get closer to the crowds that hid the view of Sri 
Krishna in the temple of Udupi, he was insulted by again being 
asked what community he belonged to that he dared to press on 
them. He answers by the following song

95y Sot; SGwTSiSiĵ  <i{Sg TOatfC

T66r,«b Jg&oo eSdoSfc ^6^<iO«jTS sS'tfa&fc&'Oli
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c  Kula kula kula vennuti vare, kula yavadu nodi satya 
sajjanare || P||

Kesarolu tavare puttalu ada tandu, bisijanabha nigarpisa 
lillave, hasuvina mamsa dolu disida d§rava, vasudhe 
yolage bhusuraruna lillave ||. C|| 

and concludes by asking to what caste does God belong ? What is the 
kula of the soul or the senses? Yet he got no chance of seeing Sri 
Krishna. Undaunted he stood unmoved and prayed passionately,
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kisora nyaya and markata Kisora nay as are discussed and the 
ideas* illustrated ,by striking similes. Tyagaraja asks whether 
the Protector will come to the protected or whether the latter 
should seek the former. The implication therein is that either 
thing may happen. Thus the great composers have the happy 
facility of expressing the highest 'spiritual truth in a language 
of extreme simplicity. Wherever they went they preached the 
message of the love of God as the surest means of salvation. It 
was natural for the Haridasas to go round the country and visit 
the famous temples. Tyagaraja and Muthuswami Dikshitar were 
followers o f this tradition and sang kirtanas on the deites of the 
shrines they visited. There is no doubt that they benefitted 
more the people o f the kshetras by spiritual enlightenment 
than themselves by the merit earned. The sight of the Haridasas 
walking on foot from place to place with their tambura or ektar 
singing kirtanas, despising comfort and rest, suffering hardship 
and privation exhorting people to live a life of truth, virtue and 
devotion to God and conveying their teaching through the attrac­
tive means of stirring music, was perhaps the most inspiring sight 
that human eye could light upon. The gentle message of their 
song had a direct appeal which no heart susceptible to noble 
impulse could ever resist. In the moral elevation of the masses of 
India, the p$at played by the Haridasas remains unequalled. 
Their services to the cause of music are inestimable. The kirtana 
is their forte and precious gift.

A t the conclusion of the tirtha yatra Kanakadas came to 
Vijayanagar td pay his homage to Vyasaraya. In the mutt there 
were people yet who resented the special honour shown by their 
chief to the low-born disciple. Vyasaraya to bring them to their 
sense again, called them all one, Ekadasi afternoon, gave them 
plantain fruits and said they might eat if they could do so unseen 
by any. They all hid themselves in some comer or other and 
devoured the plantains. Kanakadas however returned the 
fruits as there was no spot which was not in the eye of God. 
Vyasaraya then told his sishyas what difference in practice there 
was between them and Kanakadas. What was a matter of book 
learning for them was an actual experience for him. God to 
them was a subject of discussion, to him a reality closest to life.

Kanakadas was a true reformer. On the one hand his task 
was to elevate the lower classes who were submerged in ignorance 
and barbarity, and on the other to fight the prejudices o f the 
higher pastes. He was eminently fitted for this dual role. Being 
a sudra himself he could command greater influence with men
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of his own community. His piety and self-sacrifice enabled him 
to put up a heroic fight against the arrogance of the superior 
classes. He would enter the crowds of his fellow-men, behave 
like them outwardly, speak a language they well could know and 
with drum and rhythm familiar to them in folk tunes sing songs 
like

“  Devi nama dyavaru bandaru bannere noda bannire,”  
and by unobtrusive means work his way into their hearts and 
fill them with love for Hari, the God of gods. To those who were 
proud of their birth he would administer rebukes like those in 
the song in kambhoji, jhampa

SCo SGw SGy S)5Jij$G«K"3>'3 aSr*&& utTr°G m
dvdoJS �� � F�G� � � tvioSifiriUXQti fkix

T ’ tS'iOuoSj &-"8t§So §81§3b j|S«§)8r*
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i p  CO

“  Kula kula kula vendu hodadada diri, nimma kulade nele 
yavadu ballira 11 P 11

Huttada yonigalilla mettada bhumigalilla, vunada vastiga- 
lilla pranigalira, guttu kanisabandu hiridenu kiridenu, 
gattyagi sarvagnana bhajisero 11 C 11

jalave sakalakulake tayallave, jalada kula vyavadu ballira, 
jalada bobbuliyante sthiravalla dchada neleya naritu 
nivu baliro 11 C 11

concluding that Lord Hari is all pervading and that He alone 
should be worshipped.

Kanakadas lived upto a good old age. His last days were spent 
in Tirupati. It was now his privilege to enter the sanctuary any 
time. On a certain day he went to the temple, fixed his Ektar 
and danda on the lintel at the entrance, praised his guru 
Vyasaraya and Purandaradas the greatest of them all, joined 
hands in worship of the Lord and went in and was not known 
to have come out of the shrine. He had found his Resting Place.

Kanakadas wrote several books of which the chief are Hari- 
bhaktisara, Nalacharitra, Mohanatarangini, Nrsimhastava and 
Ramadhyaya. But it is mostly by his kirtanas that he is known 
to the world. They may not possess the high reputation for 
musical quality of the compositions of Purandaradas, but the 
very simplicity and classic dignity of their melody have even 
greater appeal to the masses. Many of his compositions are so 
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(Continued, from the previous Volume).
The importance of Arohas has been observed in the last chapter. 

Now we shall consider the importance of Avarohas:
I f  we just invert the first fourteen Arohas we get fourteen 

similar Avarohas which also happen to be the most frequently 
used in practice: (1) sa Dha Pa Ma Ri Sa. (2) sa Ni Pa Ma Ri Sa.
(3) sa Ni Dha Pa Ma Ri Sa. (4) sa Dha Pa Ma Ga Sa. (5) sa 
Ni Pa Ma Ga Sa. (6) sa Ni Dha Pa Ma Ga Sa. (7) sa Dha Pa 
Ga Ri Sa. (8) sa Ni Pa Ga Ri Sa. (9) sa Ni Dha Pa Ga Ri Sa. 
(10) sa Ni Dha Ma Ga Sa. (11) sa Dha Ma Ga Ri Sa. (12) sa 
Ni Dha Ma Ga Ri Sa. (13) sa Dha Pa Ma Ga Ri Sa. (14) sa 
Ni Pa Ma Ga Ri Sa.

Thus very obviously we have 196 combinations o f Aroha-avarohas 
with the Shuddha svaras and hence the total number of good 
Aroha-avarohas in the thirty-two scales should be 32 multiplied 
by 196, that is 6272.

It is not threatened that these should be worked out and 
practised on the voice but they indicate the aesthetic possibilities 
o f the Audava and Shadava scales or Melas and also the reason 
why the average good musician uses Sampurna Melas in the 
Avarohi as a general rule in a very large number of Ragas. It 
would be interesting to identify those Aroha-avarohas which have 
been used, which are very few, regarding the total number of good 
possibilities, and to show that musicians are in no dearth of 
materials and Indian music has not really stagnated as it is 
believed by those reformists who would insist on giving us tunes 
and rhythms which have been rejected by us as too elementary.

The human mind and especially the musical mind has a 
mechanically inclined sub-consciousness and principles of symmetry 
and convenience rule the apparently free and unrestrained move­
ments of the voice. The ordinary conscious mind with its 
habitual inertia is unable to perceive the mechanical laws of the 
mind which control it from the sub-conscious. To know the basic 
mechanical principles which "govern us in composition is to

NORTH INDIAN RAG AS AND MELAS.



establish contact (Yoga) between the conscious and the sub­
conscious layers of the mind. That is indeed what the science 
of music is about.

The established Ragas which retain their greatest hold on the 
musical emotions are enduring while the artificial ones though 
composed by great effort fail to live. This is exactly the 
difference between the mechanical feats and spontaneous expression, 
the difference between drilling and dancing. This is the reason 
why we do not rush every new variety before there is a spontaneous 
expression to justify it. The principle of interpolation is thus an 
organic principle where the shape of a tune or melody is retained 
but notes slightly altered. There is again the opposite process of 
keeping the notes the same while the shape is altered. These are 
the two important principles of our musical evolution. It is 
probable that the same principles are also important in the 
composition of South Indian music at least in so far as the 
Ragalapa is concerned.

The Aroha and Avaroha however do not give us the tunes but 
the possible Tana or phrases which it is the musician’s chief 
achievement in a programme to add extemporaneously, not from 
memory but by habit. For developing the habit ‘the Aroha and 
Avaroha are extremely important and hence they represent the 
plan of the Raga though they cannot be identified with scales 
strictly speaking as we shall presently see. We may notice the 
principles of the so-called Genus-species system before discussing 
the above Arohas and Avarohas. The so-called Raga-Ragini 
system is not given by the Parijata which gives us a considerably 
large number of Aroha-Avarohas we use at present. The Anupa 
Sangeetankusha of Pundit Rhava Bhatta who accepts the authenti­
city of Parijata mentions the Shat Purusha Raga, that is the six 
male Ragas and their wives (Barangana). The importance o f this 
authority lies in the fact that he generally agreed with the opinions 
of Parijata and Parijata is about the only important authority 
which gives us the basic scale (Buddha Mela) in divisions of the 
main string of the Veena.

The six male Ragas of Anupasangeetankusha are: Bhairav, 
Malavkaushik, Hindol, Deepak, Shree and Megh. It is interesting 
that with the exception of Malavkaushik the Ragas are Audava 
Ragas.

If we refer to the Bhairava of Parijata which is presumably the 
same'as that of Bhava Bhatta (as also evident from his other works
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it may be worthwhile studying the Ragas we already hâ pe in the 
North.1

Starting with Sa Ga Ma Dha f�  sa which is generally used 
‘ in the most common of our Ragas namely Khamaj (the Aroha is 
however more strictly used in Rageshri which has been gradually 
displaced by Khamaj).

Thus we have:
Sa GaMa Dha Ni sa: sa Ni Dha Ma Ga Sa—Rageshri.

: sa Ni Dha Pa Ma Ga Re Sa—Khamaj.
: sa Ni Dha Pa Ma Ga Re Sa—Aheer

Bhairava.
Now we may anticipate the following simple developments from 
the first Aroha-Avaroha in Rageshri: Sa Ma Ga Sa f 5  DHA1 2 Sa, 
DHA NI Sa Ma Ga, Ga Ma f�  Dha, sa Dha f�  Dha Ma Ga, 
Ga Ma Ga Sa. The principle of Moorchhana still persists in 
execution by extending the Aroha beyond the Madhya-saptaka: 
DHA f5  Sa Ga Ma Dha which is often used as the first Tana 
of Rageshri and a very significant Tana and we can call it 
Dhaivatadika Moorchhana.

The second Aroha and Avaroha of Khamaj indicate the 
following simple developments: Sa Ga Ma Pa Ga Ma f�  Dha Pa, 
Ma Pa Ma Ga Ga Ma f�  Dha sa, sa f�  Dha Pa Dha Ma Ga, Pa 
Ma Ga Ri Sa. Ultimately the developments are made as if the 
Raga takes all the notes in Aroha and Avaroha: Ga Ma Pa Dha 
sa re ga re sa Ni Dha Pa Ma Ga Ri Sa though the fundamental 
tune conspicuously drops Ri and Ra, often Pa in the Aroha.

The third Aroha and Avaroha cleverly blends by interpolation 
of Komal Ri the emotional appeal o f Bhairava with Khamaj 
giving us Tanas like: Sa Ma Ga Ri Sa f5  DHA f5  Sa. Further 
developments use J�  in the Avaroha and in effect the South 
Indian Suryakanta Mela is used through the central tune seldom 
uses Ri in the Aroha. Thus such phrases like Sa Ga J�  Ma Ga 
Pa Ma Ga J�  Sa, Dha f�  Dha Pa Ma Ga J�  Ma Ga J�  Sa are 
used. Thus in North Indian music the Aroha and Avaroha 
indicate the central theme but do not rigidly control the move* 
ments o f the voice and a broad range o f emotional variations is 
allowed.

1 It would be most Instructive If some South Indian writer names 
the corresponding Ragas of the South In so far as they exist in practice.

�  All capital notes indicate Mandra-Saptalca sv&ras.
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From the Khamaj Aroha the change o i Qa to Komal Qa 
gives us the phrases of Rageshri and hence the' Aroha *is now 
Sa Ga Ma Dha Ni sa : sa Ni Dha Ma Ga Be Sa. This is slightly 
altered by occasional additions o f Pa and Ri in such Tanas like 
Be Ga Ma Ga Re Sa, and Pa Dha Ni Dha, but the fundamental' 
structure is based on the first Audava-Audava combinations. 
In Rageshri the altered Ga gradually gave us the oscillating Ga 
which now characterises many of our present Ragas using the 
Rageshri Aroha. Also mixed scales like Sa Ga Ma Dha Ni sa: 
sa Ni Pa Ma Re Sa have been used giving us Ragas like Rageshri, 
Kanada, and Bahar which we shall consider under the Sa Ri Ma 
Pa Ni Ba group.

From Rageshri the alteration o f Dha gives us Malkauns; and 
our present Bhairavi by interpolation.

Sa Ga Ma Dha Ni sa: sa Ni Dha Ma Ga sa—Malkauns.
: sa Ni Dha Pa Ma Ga Ri Sa—Bhairavi.

Proceeding with another Sa Ga Ma Dha Ni sa form we have:
Sa Ga Ma Dha Ni sa: sa Ni Dha Ma Ga Ri Sa—Bhairava.

: sa Ni Dha Mam Ma Ga Ri Sa—Lalit or
Lalit-Pancham.

As already indicated in the last chapter the various inter­
polations give us various other scales and Ragas.

The question of finding out six Purusha or Main Ragas is still 
scientifically possible to answer.

Shadava Arohas usually are in greater favour with musicians 
than either Audava or Sampuma Arohas and even Avarohas. In 
any Sampurna scale again there are six possible Arohas and six 
possible Avarohas using only six notes: omitting respectively 
Ri, Ga, Ma, Pa, Dha and Ni, giving us the following with Shuddha 
Bvaras:

Sa Ga Ma Pa Dha Ni sa, Sa Re Ma Pa Dha Ni sa, sa Ri Ga 
Pa Dha Ni sa, Sa Ri Ga Ma Dha Ni sa, Sa Ri Ga Ma Pa Ni sa, 
Sa Ri Ga Ma Pa Dha sa.

These Arohas give us the alternative Arohas of Bihag, Mallar, 
Bilawal, Sarparda, Chhayanat, Khamaj (the last using Komal 
Ni in the Avaroha). It is interesting to note that though Dha is 
strictly dropped in the Aroha or Bihag it is used by mspiy good 
musicians, hence one has to be very considerate in laying down
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Of these the first, and last are used in developing Khamaj, the 
second in Goud Malhar. There are two good Arohas in>Sa Re 
Ga Pa Dha f�  sa, and Sa Ri Ga Ma Dha f�  sa which might have 
been used but no Ragas have been composed on these bases and 
are used alternatively in Khamaj and Rageshri. The last but one ' 
has not been used but can form a very good Aroha of an obsolete 
Raga called Khamchi Kanada.

Similar forms in the Kafi Mela are:

Sa !�  Ma Pa Dha f�  sa usually not used but may be 
advantageously used in our Sughrai Kanada. The Audava form 
Sa !�  Ma Pa f�  sa is used in the Raga Bhimpalasi the same as 
Pari j at a ’s Sampuma Dhanshri.

Sa Re Ma Pa Dha f�  sa: used in the Mallaras, with Vakra 
Avaroha. Sindura uses this in the Kafi mela Avaroha.

Sa Re !�  Ma Dha f�  sa : Rageshri sometimes uses this. More 
correctly the Aroha of Rageshri Kanada. With the Sampuma 
Avaroha our Rageshri of this kind is the same as the Riti Gaud 
of Pari j at a,

Sa Re !�  Pa Dha f�  sa: not used much but may be most 
advantageously used in our Dhanashri and with the Vakra 
Avaroha of the Kanadas may be advantageously used in our 
Nayaki Kanada.

Sa Re !�  Ma Pa f�  sa: not used much but may be most 
suitably used in our Kafi Kanada with a Vakra Avaroha.

Sa Re !�  Ma Pa Dha sa : not used much but should be the 
base of our Sindhu or Saindhavi as distinguished from Sindura.

The Sampuma Aroha and Avaroha are used in Raga Kafi with 
variations.

Next we come to Jaunpuri Mela:
Sa !�  Ma Pa ���� f�  sa: may be advantageously used in 

Khat. With a Vakra Avaroha it may be used in some of the 
Kanadas. Sa Re Ma Pa ���� f�  sa: used in Jaunpuri. Sa Re !�  
Pa ���� f�  sa: may be used in some of the Kanadas with Vakra 
Avaroha; sometimes used in Khat.

Sa Re !�  Ma ���� f�  sa: not yet used and does not appear 
to be of much promise.

Sa Re !�  Ma Pa f�  sa: should be the Aroha of Gandhari 
which now has no distinction with Jaunpuri,
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Sa Re Ga Ma Pa Dha sa: should be the Aroha of Anand 
Bhairavi not mtich used at present.

The Sampurna Aroha is used in Durban Kanada.

Next the Bhairavi Mela:
Sa Ga Ma Pa Dha Ni sa: used in the Bhairavi-Dhanashri and 

also in Bhairavi in the usual hackneyed form.
Sa Ri Ma Pa Dha Ni sa: Asavari has this form.
Sa Ri Ga Pa Dha Ni sa: Bilaskhani Todi.
Sa Ri Ga Ma Dha Ni sa : Not used; may be used in Kaunsi 

Kanada.
Sa Ri Ga Ma Pa Ni sa: Sometimes called Bhairavi Todi with 

the straight Sampurna Avaroha.
Sa Ri Ga Ma Pa Dha sa: with the Sampurna Aroha including 

Ni is used frequently in Bhairavi with Sampurna Avaroha.

Bhairava is the next Mela:
Sa Ga Ma Pa Dha Ni sa : Kalingda.
Sa Ri Ma Pa Dha Ni sa: Jogiya may use it though it drops 

Ni in the Aroha which is unnecessary making an artificial 
restriction.

Sa Ri Ga Pa Dha Ni s a : ’Bibhas (Shadava-Shadava), the 
same notes being used in the Avaroha.

Sa Ri Ga Ma Dha Ni sa: Should form the base of Gouri.
Sa Ri Ga Ma Pa Ni sa: Should be the base of Bhankhar 

which has not definite Aroha-Avaroha.
Sa Ri Ga Ma Pa Dha sa: used in developing Gouri and has a 

similar emotional effect.

The above five Melas arc the five basic Shuddha Madhyam Melas. 
As we shall see in due course the above Shadava Arohas have 
given us by interpolation those Melas which fall outside these ten 
parent Melas. Thus from the artistic as well as the scientific 
point o f view the ten Melas should be enough for a basic classifica­
tion of all Ragas yielding good tunes. It would be interesting to 
study the compositions of South Indian music on this basis.

Beginning the Tcevra Madhyam Melas in the reverse order: 
Kalyan Mela has the following Shadava Arohas:

Sa Ga Mam Pa Dha Ni sa: Maru Bihag using the movements 
pf Bihag on the Kalyan Mela.
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The next Todi Mela (Shubhapantuvarali) :
Sa !�  Mam Pa ���  Ni sa: used in its Audava variation in 

Multani with Dha dropped.
Sa J�  Mam Pa ���  Ni sa: Not yet used but has promise. 
Sa J�� !�  Pa ���  Ni sa : Used alternatively in present Todi. 
Sa J�� !�  Mam ���  Ni sa: used mainly as the base of Todi. 
Sa J�� !�  Mam Pa Ni sa: Not used but may form the base of 

one of the disputed Todis.
Sa J�� !�  Mam Pa ���  sa: May be used as the Aroha of 

Todis using Komal Nishad in the Avarohi.

As already indicated in the last chapter each of these Shadava 
Arohas may use the Sampurna Avaroha from one of the ten 
basic Melas or get a fresh scale by changing the omitted note: 
for instance

Sa !�  Mam Pa ���  Ni sa : sa Ni ���  Pa Mam !��J �  sa
sa Ni ���  Pa Mam !�  Ri Sa 

the latter being the Simhendramadhyama of the South.

Thus we get sixty different Arohas combined with ten basic 
Avarohas and almost all have been successfully used and those 
which have not been used are promising. Thus one Avarohi Mela 
has to its credit six Arohas and it is possible to classify the basic 
Ragas with these ten groups. Hence there are two distinct ways 
of regarding the character of the Raga: first as a basic form of six 
notes with interpolations for the Avarohi or with progressive 
changes of notes one at a time with regard to pitch (sruti) or 
both. It is probable that musicians have been influenced by all 
these methods in composing Ragas.

Now the above classification is however not complete in 
principle. Though Sampurna Avarohas have been used in many 
Ragas there are some very powerful Ragas which do not use 
Sampurna Avarohas as for instance the Kanadas and the Mallars 
and the Sarangs.

Of the fourteen Avarohas given above the following are used 
as powerful bases:

Sa Ni Pa Ma Ri Sa, and sa Dha Pa Ma Ri Sa. They are not 
modem bases but as already indicated the first was the base of 
the Natas while the second was the base of Megha Mallar in 
Parijata. The modem Sarangs have their bases in Ni Pa Ma Ri Sa 
though the svaras are variations within the allowed limit. Even 
in Parijata’s time this principle existed and also perhaps in the 
time of Ratnakara and the custom of naming notes with the same
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denominations within a certain range must be very old and shows 
that we got our scales from tunes and not tunes by< first 
mechanically dividing the Veena string with twenty-two frets. 
The Baga Mallari of the Parijata for instance uses Komal Ri and 
Komal Dha but retained the form Sa Ri Ma Pa dha sa like Megha 
Mallar thus justifying the name Mallari. This however was a 
variation too far stretched and hence the Raga did not survive 
while other variations with emotional consistency were invented.

Now the Sarangs have the following variations: 
sa Ni Pa Ma Ri Sa: in Brindabani Sarang (originally), 
sa Ni Pa Ma Ri Sa: Madhamad Sarang. 
sa Ni Pa Mam Ri Sa: Sudh Sarang where the Shuddha Ma is 

added for mere convenience of singing.
Variations with Komal Ri are not used and would be stretching 

them too far.
Now the Kanadas have the same base but with Vakra svaras 

added in between Ni Pa and Ma Ri. Thus the form sa Ni Dha 
Ni Pa Ma Ga Ma Ri Sa must always be used and Tanas like 
sa Ni Dha Pa or Ma Ga Ri Sa cannot be allowed and never used 
in the Kanadas. As the base of the Kanadas the Madhamad is 
used:

Sa Ni Pa Ma Ri Sa: sa Ni Dha Ni Pa Ma Pa Ga Ma Ri Sa:
Durban.

: sa Ni Pa Gh Ma Ri sa: Adana.
: sa Dha Ni Pa Ga Ma Ri Sa: Sughrai.
: sa Dha Ni Pa Ga Ma Ri Sa: Khamachi. 

Obviously these are the four basic variations and others have been 
invented by combining these Avarohis with different Arohis:

Sa Ga Ma Dha Ni sa: sa Ni Pa Ga Ma Ri sa: Bahar.
Sa Ri Ga Ma Dha Ni sa: sa Dha Ni Pa Ga Ma Ri Sa: 

i Rageshri-Kanada.
Sa Ga 'Ma Dha Ni sa: sa Dha Ni Pa Ga Ma Ri Sa: Kausi-

Kanada.
Thus it is possible to see that, if we consider the various possible 
variations in Ga Ma Dha Ni sa as before, many good Kanadas are 
obtainable. They have not yet been composed and the number 
in actual use is said to be eighteen; yet no musician can 
demonstrate more than six and even then find painfully un­
important combinations as distinctions without being able to show 
different Arohas and Avarohas which if they had proper 
knowledge o f the Svaras they would easily find. •
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®  ®L(^-i8 to e l c

1 1  b -5 J £|J 4. | |>%d?
| f - *  * -3 :1

»b ®  . .g ©  i

□  ®S59



PARTS I—IV] 67

e^ssrsmp Gr(Bp&iLj uiriruQuirib. $E<9aflprr Qtr ppssrthasr 
sr(BuLj “ a-uur-u/r- ”  uggQiir. ptremh &iri_y. ggu_//r ^eutraerr 
S ® ®  GrfSuLj “ i£l$§ atreo. atruitr arreĥ hfiuSlsir “  psoeQ
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^ j i ip ir  atrispnrG ui ^eoeotruteo ^lupflvQqrj&Qqffir.
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« & rr Q&&r&aiE&)eoiriL<50 lurip-@s)eD Q&irSsotuirQii).

errinir ^irero^iftujirir Q q̂ ^ s Ssttu u j t u u  sti}.eanciir^ 
srsir ? ^eutfU— ib Qeq=iwr<35etr ^fessri— Qpipju 

eSIeoSso. «iys}j® 6ro£_iij ^.(^u u u f.s& r p i r s r r Q j r i r i b u  
stsf-sirwira ^(j^tipptreo jg/emeuaSsrra aiflujirai 's p jD iu  
dfptr Qm &auutnq. jrtgjgfluiQaaaa*-tf.uj 9i— irasr Qem uaa



eBdoSsO. ptr<3tr pgi&tQ sruQuirQgpiih uiuth.� 10��� ereorjpi�
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Qeiiebrjpi airuutr prfi&Q&ir&sin® seSI sim rmpiup fdprV)
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�� �� �� ear- ff/BGoriLtreorgi enSatsar i3tsf.aau i3 i^ .is  eruuip. 
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India has been rightly called the ‘ Punyabhumi ’— the land of 
virtue, -beauty and prosperity. When during the ages before the 
Christian Era, the world for the most part was plunged in 
barbarism, our country held the torch of learning high and bright. 
This country of ours has given birth to various religions, several 
great systems of philosophy and a galaxy of leaders of thought 
and action, culture and learning, who had sacrificed all their 
earthly belongings to realise the mysterious ways of the Lord. 
The Rishis of old, Buddha, Jina, Sankara, Madhava, Ramanuja, 
Basava and the authors of the Tevaram, the Alwars, the Siva 
Saranas, the Haridasas are some of the high souls that have 
bequeathed to us a rich legacy of which we can be very proud.

I  propose to say here a few things about the Haridasas of 
Karnataka in general and Sri Purandara Dasa in particular.

Who are these Haridasas? What do they stand for? What is 
their system known as Bhakti movement? The Bhakti movement 
is very ancient, Narada being the first of the Haridasas known to 
the Puranas; in his wake followed a host of Haridasas. “  Bhakti- 
bhava ”  (the emotion of devotion) has been there, since the 
beginnings of humanity, since the creation of the rational being 
called ‘ man ’. The Lord’s wonderful creation consisting of the 
earth, the stars, the moon, the sky, the waters, the birds of the 
air and the beasts of the field must have filled the first man with 
awe and wonder. He must have seen the terrible destructions 
and the beautiful constructions brought about by that Almighty 
God and this experience must have motivated him to kneel down 
before that mysterious Power, God, and pour out his heart in 
praise of the Lord, so that He might not harm him but might 
protect him and make him prosper. The Vedas, Upanishads, 
Vacanas, Tevaram, Kirtanams, Divya Prabhandhams and a host 
o f such other literatures are nothing but the ‘ out-pourings of 
devoted souls.’ In his quest after God, man has performed 
an infinite number of experiments and Karma, Jnana, Dhyana,
Bhaktimarga are but the many traces that he left behind.

�  ______ __________________________________________________________________________ _____  — -----------

* An address delivered on the Purandaradasa Day at the Music 
Academy In 1943. ; ;
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In the Bhaktimarga, the emphasis is on the Emotion. However, 
it is impossible to have Bhakti without Jnana, Kriya etc. Of all 
the cults the Bhakti cult is the most popular. With regard to 
that there are no rigid restrictions. Any person of any sex or 
caste, at any time, and in any manner, may sing the praise of the 
Lord. ‘ Pure Love ’ for the Lord is all that is needed of the 
individual Bhakta. Though the prescription seems simple, and 
many have taken to the Bhakti marga, only few have succeeded 
in reaching the goal. For it is very hard to have detach­
ment from the world or to bestow great and unalloyed Love on 
the Lord. We find that even the great Saint Purandara Dasa 
was denied the privilege of the sight of the Lord, so long as he 
was not completely free from avarice and anger. He could have 
the divine vision only when he was able to live in the world and 
yet be out of it.

We find almost all the great Haridasas having certain common 
features about them. There is some uniformity in their teachings 
and interpretations as could be seen from the Kirtanas; they live 
as they teach and teach as they live. They are mystics in the 
real sense of the word and have experienced divine grace. They 
all attach the greatest importance to Guru Mahima, as only a true 
Guru who has realised God, will be able to guide them in the 
right direction. Hence there is likely to be a family resemblance 
in the manner of their exposition, although each Haridasa has 
left an indelible impression of his own individuality in his 
works.

The following are some of the general characteristics that can 
be observed in the musings of the Haridasas: (i) Guru Bhakti;
(ii) Bhakti Mahima; (iii) NSma Mahima; (iv) Arta Bhava; 
(v) Vairagya; (vi) Santa Bhava; (vii) Dasya Bhava; (viii) 
Sakhya Bhava; (ix) Vatsalya Bhava; (x) Madhura Bhava; 
(xi) Samarpana Bhava; (xii) Sakshatkara; (xiii) Siddha Bhava. 
They all believed that Mukti (Salvation) was the maid of Bhakti.

The period between the 13th and 18th centuries o f the 
Christian era could be considered as the Golden Age of the Hari­
dasas of Karnataka. Sri Narahari Tirtha (1281) is considered to 
be the first Haridasa of Kannada. After him we have an illustrious 
following. During this period there was a vast output of Bhakti 
literature in Kannada, the like of which never was, and Hinduism 
received a great impetus. Among these noble Messiahs of God, 
Purandara Dasa occupies an unique position. Though he occupies 
chronologically the fourth place in the Dasa Kflta his influence
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has been the greatest. It is he who earned the foremost place for 
Bhakfi literature in Kannada. He is a great pupil whose glory 
is sung by the master; Vyasa Raya, his guru, declared Purandara 
Dasa as the Dasa. This is no ordinary certificate. Purandara 
Dasa was born in the year 1480 in a village near Poona. In his 
early life he was a banker, (Krishnappa Nayaka, by name) who 
was the incarnation of greed. Though he was the Avatar of 
Narada he had forgotten the mission for which he was sent and 
Lord Krishna was required to bring him to his senses. The story 
of his w ife’s nose-ring, its strange appearance in the bowl of 
poison, the presence of the Lord felt by his wife, Saraswati Devi, 
were enough to light the spark of godliness in him. There was a 
metamorphosis in him. He broke into divine music and from 
that moment till the end, his life of 84 years, there flowed from 
him immortal songs on the Lord, songs in which we find Religion, 
Philosophy, Truth, Beauty, Poetry and Music, songs which give 
ample food for the intellect and the heart alike. It is said that 
he composed about four lakhs and seventy-five thousand verses 
and what is published and known so far is only a small fraction 
of that large number. There may be many unexplored 
manuscripts of his Kirtanas lying in some corner, unseen and 
uncared for, serving as food for the moths and worms.

Purandara Dasa has not played philosophical fireworks. The 
majority of his productions have transcended the barriers of 
narrow sectarianism. They possess a universal value. Those 
wonderful Kirtanas radiate waves of the divine love which cause 
similar waves in the hearts of everybody irrespective of caste 
or creed. He was a mystic and his path, of emotion rather than 
that o f intellect. By his sweet music and great teachings, clothed 
in simple Kannada, he revolutionised the Hindu Religion. What 
had hitherto remained a sealed book to the ordinary man now 
became accessible and palatable to him due to the genius of 
Purandara Dasa. His service to language and religion was like 
that of Basavesvara. In fact it was a new era in the uplift of 
the masses.

Incidentally it may be stated here that the Haridasas of 
Karnataka succeeded in no small measure in propagating religion 
and culture among the entire Karnataka country through their 
melodious and popular Kirtanas as their predecessors, the Veera- 
saiva mystics did by their soul-stirring and popular vacanas. 
One school o f mystics supplements the other and Kannada
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Literature would have been the poorer without the contribution 
of both.

The music world looks upon Purandara Dasa as the “  Father 
of Karnataka Music.”  The Great Tyagaraja and many later 
composers have sung his praise—a testimony to prove that 
Purandara Dasa’s glory as a master-musician had transcended 
all the geographical and linguistic barriers. He has given us a 
variety of musical compositions ranging from the simplest to the 
most complex. It is a great pity that some of his compositions 
such as Suladi and Ugabhoga are not so popular with the musi­
cians of the present day, most of whom are not conversant with 
the correct way of rendering them. It will be a great service 
to Karnataka music and a tribute to the memory of the great 
musician-saint Purandara Dasa, if knowing musicians come for­
ward in larger numbers and familiarise themselves with his 
numberless Kirtanas and restore them to their deserved place of 
honour.

The student of Kannada language can benefit much from a 
study of these Kirtanas inasmuch as they represent the develop­
ment of the Kannada language, in the 15th century. Purandara 
Dasa moulded the Kannada language to suit his genius, by, 
importing into the language a host of simple colloquial words 
and phrases without lowering the dignity of the composition in 
the least. We find a host of New Kannada words where ‘ ha ’ 
has taken the place of ‘ pa ’, consonant-endings of words changed 
into vowel-endings, conjunct consonants separated by the intro­
duction of vowels between them. Several loan words such as 
khodi (evil disposition) and Tettisa (33) from Marathi have crept 
into his vocabulary.

Before closing this short account, it may not be out of place to 
quote a few brilliant lines from Purandara Dasa:—

(i) Purandara Dasa was not a fanatic. Though a Vaiahnavite, 
he did not decry other sects:—

(a) He says that “  he who commits offence against Hara 
and Guru shall descend into the Raurava Hell.”

Hara-guru droha madida paravadiyu 
Raurava narakadi muluguvade siddha.

(b) He has sung the glory of Lord Siva in a beautiful 
composition (Nadanamakriya Raga, Adi tala)—

Kande Kanina nidhiya Gangeya 
Mandeyoptta doreya
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(e) Can the dust-storm raised by a horse envelope the sunf 
Dhalili kudure vayyaradi kuniyalu

Dhulu raviya mele musukuvade?
(f)  A ll toil for a morsel of food and a span of clothing. 

Ellara maduvadu hottegagi-genu-battegagi.
(g) What is the good of keeping Neem with Jaggery ? 

What is the good of giving milk to a snake?
Bevu bella dolida lenu phala nitya

havige haleradenu phala?
(h) Can a donkey enjoy the fragrance of the load of musk

it carries? =
Katte ballude hotta katturiya parimalava?

(i) Can a louse enjoy the fragrance of the flower on
the head?

Henu ballude mudida huvina parimalava?

( j)  Can a dog distinguish the different kinds of tunes. 
Swana ballude Baga Bhedangala?

(k) Can a dumb fellow narrate what he dreamt?
He}a ballane muka kanasa kandudanu?

(iv) His poems are interspersed with the great teachings of 
Hindu Scriptures.

(a) e.g. You can become an atom.
You can become the biggest.
You can become both.
You can take form.
You can take no form.
Anuvaga balla mahattaga balla 
Anumahatteradondagaballa 
Bupavagaballa arupavagaballa 
Bupa arupa eradond&gaballa 
Vyaktanagaballa avyaktanagaballa 
Vyakta avyakta eradondagaballa

(b) “  Be in the world and yet be out of it ” —is the key­
note of his teachings. This is only a true reflection of the central 
theme of the Bhagavadgita.

Ira beku Iradirabeku, Samsaradi Janakadi Baja 
Rshigalante.

(c) Dust thou art and to dust thou returnest.
Mappinimja kaya manninda.
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(v) A  study of the Kirtanas takes us through the various 
stages of the Dasa’s mind:

Attachment to all worldly things brings in all kinds of 
afflictions (Tapatrayas) and the true Bhakta turns to the Lord 
and fervently appeals to him thus: ‘ 0  Lord, seeing me thus 
suffer, why do you forsake me? ”

Kandu kandu yenna kai biduvare Pundarikaksa.

Still God is far away. He feels the separation very much 
(Vyakula Bhava) and then with an inborn admiration to the Lord 
he sings his praise, his soul is ennobled and he feels the 
manifestations of the Lord. He enjoys with the Lord personal 
relationships such as the Dasya (servant), Sakhya (friend), 
Vatsalya (tender love) and Madhura (sweet love).

Purandara Dasa bursts out thus:
(i) ‘ 0 !  Lord, make me a servant of yours.’

Dasana madiko yenna, Swami___
(ii) Take oath that I shall not think of any other and that

you shall not abandon me.
Ninna bittu anyara bhajisidarenage ane, Ranga 
Yenna ni kai bittu podare ninage ane.

(iii) Why call you the.Merciful Lord? I have no confidence
in you.

Karunakara ninembuvadyatako Bharavasavillanage.. .
(iv) 0 !  Ranga don’t go beyond the doorway. Haribhaktas

may kidnap you.
Pogadirelo Rango bagilindacege 
Bhagavataru kandaretti kondoyvaroj|

Then comes the stage when he resigns himself to the Lord 
and feels so confident.

(a) To those who know the Lord Purandara Vithala where
is Papa and Punya?

Celva Sri Purandara Vithala Rayanna 
Ballavarigellihudo Papa-Punyada lepa?

(b) What do we care about the pleasure or displeasure of
others when we have joined Him that reposes in the
Kslrasagar.

Yarn volidarenu namaginyaru munidarenu 
KgiraSagara Sayiyadavana seridantha Haridasarige.
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T. V. � ���� �� ��

Jt is now 96 years since the mortal remains of the immortal 
composer were enshrined at Tiruvayyar which has thereby become 
the Benares of the music pilgrims of the south. The magnificent 
development of Sangita in these years, unparalleled in the achieve­
ments of other arts, is in the largest measure due to the genius 
of him whose glory we are here gathered to celebrate. We love, 
indeed, to hear a variety o f composers, only, however, to find that 
there is something in the songs o f Tyagaraja which distinguish 
them as a class by themselves. They have an irresistible appeal 
to our inmost being and we are unconsciously moved to tears 
of ecstasy.

It is a unique feature o f his personality that he may be esteemed 
in any sphere of life and yet be found to take his place in the 
foremost rank o f its greatest men. You may regard him as a 
poet and he will stand comparison with Homer and Valmiki. 
You may put him in the company of the sages of the Upanishads, 
and his lustre is no less than theirs. You may value him as a 
prophet delivering the message of love, service and sacrifice, and 
he is the compeer o f Christ and Gautama. You may consider 
him as a reformer o f social abuses and his zeal is equal to that 
of the natural leader o f the suffering masses of India. As a 
composer he is one without a second, the day-star in the firmament 
o f  sangita. The barest mention o f his name has an elavating 
influence on us.

Those who feel that true poetry consists not in the metric 
formality of verse but in the beauty o f ideas happily expressed, 
will readily agree that Tyagaraja occupies a place of honour among 
the great poets o f the world. Imagination is the supreme gift 
o f the poet which transforms familiar objects into fancied shapes 
o f beauty and presents them to our delight and enlightenment. 
The mind o f the poet broadened by sympathy becomes co-exten- 
sive with nature and no mystery can be hidden from its view. 
Could any poet lesser than Tyagaraja have given us that fascinat­
ing picture of Rama in “ Nada sudha rasa”  wherein he is described 
as the incarnation o f the ambrosial sweetness o f sound, his bow 
as the raga, the seven bells as svaras, the arrows as sahitva, the 
varied circumstances o f action as sangatis and the worship of

•An addresB delivered at the Academy on the occasion of the 
Thyagaraja Day celebrations.
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Him as the great blessing in life; or the sustained comparison 
in “  Banturiti ”  where the composer likens himself to a retainer 
and elaborates the description iii striking details. He who is not 
thrilled by the similitude of c  romancha ”  as weighty armour 
must be dull to all that is emotional in poetry. Think of the 
simple charm of “  Rama nisamana ”  where Rama is pronounced 
to be matchless, not for being the greatest hero, not for his 
glorious reign of a vast empire, but for possessing the love o f the 
most devoted wife and sweet submissiveness of loyal brothers. 
Nothing short of the most daring poetic genius could have had 
the courage to give us this evaluation of Rama’s worth. The great 
merit of the poetry of Kalidasa is said to be manifest in his 
similes. In the text of Tyagaraja’s songs this figure of speech 
will be found to exist in equal if not greater profusion and charm. 
Many examples of it are Homeric in picturesque grandeur and 
wealth of detail. In effect they are as profound and telling as 
the best found in any literature. In lyrical exuberance few 
poets can outshine Tyagaraja. In every one of his pieces the 
music seems but an echo to the seat where love is throned. The 
songs are brimming over with the highest of all sentiments, the 
sringara rasa, in his limitless love for Rama; and the seven seas 
appear too small to hold the overflow of his mighty heart. In 
the use of suggestive epithets he is as delicious as Kalidasa and 
as profound as Shakespeare. In describing Vibhishana as nissanka 
he lets us fancy the heroic conclusion of a mental conflict between 
earthly ties and supreme duty. Instances like this are a legion. 
He is a poet of the noblest rank. He did not choose the form of 
verse. He did better. He married his words to immortal music.

The Kirtanas of Tyagaraja abound in the basic truths of Hindu 
religion and ethics. It is no extravagant praise that exalts them 
as Tyagopanishad. They reflect every school of liberal Indian 
thought, put the wisdom of the sages in a nut-shell an£ present 
the beauties of the epics and the scriptures in intelligible compass. 
Above all thejr admonish intellectual vanity that grace of God 
is the only means of attaining the enternal bliss of knowledge.
‘ ‘ Kaddanna variki,”  “  Tatva meruga tarama,”  “  Emichesite 
nemi ”  are a few well-known songs of a class which interpret his 
outlook on the problems of life. Some of the terse and significent 
sayings they contain have passed into proverb. Some pieces like 
“  Rama bana ”  and “  Adamodi ”  are little epics in themselves. 
Tyagaraja is the only composer of the south whose kirtanas can 
bear translation into any language and be enjoyed in different 
tongues.

-( ""
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PARTS I—IVJ THE UNIVERSALITY O f TYAGARAJA �*

Songs like “  Najivadhara ”  and “  Sundari nidu ”  partake o f the 
character of tanavarnas. “  Kshirasagara ”  and ‘ f Emineramu ”  
resemble padas of Kshetragna. “  Endukaugalintura ”  and “  Bada 
lika ”  are illustrative of the javali mood. The pancharatnas are 
master-pieces of the highest art and are in the nature of compact 
pallavis. A  large proportion of his compositions, however, are 
kirtanas in form and spirit and incorporate the best elements of 
gita, thaya, prabandha and alapa of olden times, with the result 
that these archaic types have become largely eclipsed. His inven­
tion and fancy are so prolific that he could compose numerous 
songs in the same raga and make each present a fresh phase of 
melody. You could hear all of them and each a thousand times 
and never know love’s sad satiety. The appetite would seem to 
increase by what it feeds upon.

His compositions are ‘ bhavabharita ’. The music harmonizes so 
well with the ideas, that it suggests by itself when rendered on 
an instrument the significance of the sahitya. Movements of the 
body, moods of the mind and even the atmosphere of situations 
described, are reflected in note groupings and the phrase contex­
ture of music. Of the sense of song, the sound and music seem a 
perfect echo.

In the improvisation of new modes his achievement leaves us 
wonder-stunned. The magic of his invention produces countless 
shapes of beauty. It may be that every one of them cannot be 
deemed to possess all the essential attributes o f familiar ragas, 
but the melodic form in the pieces remains unimpeachable. It 
is the separate rendering of the melody detached from the com­
position that is apt to make the novice trip. Few are competent 
to sing it as raga who have not mastered the secret which gives 
it individuality. The subtle microtonal variation of notes, the 
stress of vitalizing svaras, the formation of phrases and the 
linking by appropriate gamakas which impart distinction to a 
new mode are possible of achievement only to a supreme genius. 
You may examine “  Vina nasa ”  and “  Santamu leka ”  side by 
side. There is no difference in the notes used; yet there is a clear 
difference in their melodic complexion. Who but Tyagaraja could 
work this miracle?

His tastes were most catholic. He loved the northern system 
of music intensely. His admiration took practical shape in com­
positions like “  Manamuleda, ”  “  Nagumomu ”  “  Anathudanu 
ganu ’ ’ and many others. His keen appreciation of western music 
produced similar results. “  Raminchuvaru, ”  the compositions in



Kuntalavarali and Navarasakannada are translations into eamatie. 
music,of the ftndamental beauties of western symphonies. With 
him it was not a question of borrowing but assimilation; and the 
result did no violence to that system of which he was the greatest 
exponent.

One important change he introduced into compositions was the 
freedom of movement. Melody was no longer to suffer under 
the iron grip of rigid rhythm. It is perhaps to “  untie the 
hidden soul of harmony ”  that he employed the flexible adi tala 
in a greater measure. In the appropriate parts of his pieces he 
left ample elbow room within the limits of the avartana to allow 
scope for the free play of imagination.

That merit which establishes the undisputed sovereignty of 
Tyagaraja in the commonwealth of music is his institution of 
sangatis with which he endowed his compositions. We who are 
now so familiar with phrase variation can hardly realize the 
magnitude of the change. It effects the most harmonious synthesis 
between the bound and unbound parts of the melody in much the 
same way that. Providence does by the interplay of destiny and 
freedom in human welfare. The rage for sangatis is irrepressible. 
Even the most discriminating part of the public will not at 
present suffer a rendering without this embellishment. No com­
position of any Vaggeyakara can claim exemption. Even the 
padas of Kshetragna have had to submit to the jurisdiction of 
Tyagaraja.

It is said that truth must not only inform but inspire. Judged 
from this standard few works of art can better stand the test 
than the songs of Tyagaraja. The mysterious contexture of the 
pieces contains such subtle potentialities of suggestion that they 
urge you to improvise. No singer is content even with the fullest 
rendering. He must do the ‘ neraval ’ and seek to satisfy his 
longing. Every sangati appears to hold out an invitation to you 
for making further essay on the lines indicated.

Many are the songs of his devoted to the glorification of music 
as the highest knowledge open to man. Some of them are replete 
with references to the technical aspects of sangita. A  study of the 
text of these songs is by itself a stimulating experience.

Tyagaraja was brought up in the highest traditions of sam- 
pradaya in sangita. His songs are the most practical homage 
to purvacharyas. It is remarkable, however, he was not content 
to interpret the past only. His constructive genius anticipated
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BY

Prof. P. Sambamoorthy.

The Saurashtra Sabha, Madura, deserves the thanks of all 
musicians and music-lovers on their having acquired the valuable 
collection of palm-leaf manuscripts, notebooks and old printed 
books in the possession of the descendants of Walajapet 
Venkataramana Bhagavatar. By his skill in music and scholar­
ship in Telugu and Sanskrit, Venkataramana Bhagavatar early 
attained a prominent place amongst the disciples o f Tyagaraja. 
His son, Krishnaswamy Bhagavatar also was a disciple of the 
great composer, and both of them earned the grace and blessings 
of the sage of Tiruvaiyar. The long association o f Venkataramana 
Bhagavatar with Tyagaraja enabled him to learn and record in 
notation a very large number of the Saint’s compositions. A  part 
of Tyagaraja’s private library seems to have come as a 
gift to Venkataramana Bhagavatar. Such statements as “  Sri 
Parvatl Tyagarajabhyam namah ”  and Sri Tyagaraja Guruswamy 
Sahayam ”  occurring at many places in the manuscripts, shows 
the great reverence they had for the composer. Venkataramana 
BMgavatar has paid his homage to the apostle of absolute music 
not only through songs like ' ‘IPr'iV'i ^ ”  in Bilahari, but 
also through Dhydnaslokas, the Adiguru Stotrapanchakam in 
Sanskrit, Telugu and Manipravalam and a Mangaldshtakam.

The leaves of the older notebooks, in the collection are of thick, 
glossy hand-made paper. Though the bulk of the collection 
relates to music, there are valuable manuscripts relating to 
Ganita, Jyotisha, Ayurveda, Prosody, Vyakarana and house 
construction. There are many palm-leaves containing the texts 
of Purajjas. Most of the manuscripts are in Telugu script and 
a few in Grantha script.

In some notebooks we find a few pages containing musical 
compositions and the remaining pages containing matter relating 
to other topics. In one of the bigger notebooks we find after a 
few pages of music, Jaimini Sutra-tika, Ganakananda Grantham 
(mulam and tika) and Sarvartha Chintamani Grantham (a work 
on Jyotisham). Slokas in paisachika bhasa and stray notes on 
other topics are also found in some manuscripts.

TH E W A LA JA PE T MANUSCRIPTS.



Of the manuscripts on musicology (science of music) in the 
collection, the following may be mentioned:—

1. Sangita Ratndkara ( Sanskrit) by Hemanathaswami. 
This work is different from that of Sarngadeva. It treats of 
stri ragas and purusha ragas, gayaka doshas and g&yaka gunas 
amongst other topics.

2. Sangitdmrita Candrikd (Sanskrit). '
3. Talarnava (Sanskrit) with Telugu meaning.

Musical compositions (vocal exercises and concert pieces inclu­
sive) are found in both palm-leaf manuscripts and note-books. 
Lakshana gitas in mela ragas and janya ragas are found in an old 
palm-leaf manuscript. The Kanakangi-Ratnangi nomenclature is 
adopted here. Songs of Purandara Das and Bhadrachala Ramadfts 
and the padams of Kshetragna are found in many manuscripts. 
The raga and tala of each composition are mentioned at the top 
and in the case of Kshetragna’s padams, the following additional 
details, viz. the character (nayaki, nayaka or sakhi) that sings 
the padam and the context in which it is sung and the state of 
the nayaki’s or nayaka’s mind, are mentioned. These details 
enable a person to understand the real purport of the padam and 
sing it with real feeling.

The following are some of the unpublished compositions of the 
early 18th and 19th century composers figuring in the collection.

1. Emamma daya judavu—Ahiri—Matrubhutayya.
2. Sri Narahari veri talakekki—Kalyani.
3. Bantudaitini parama bantudaitini—PantuvarSli.
4. Totavesinanipudu— Paruju (These three are by Merattur

Venkatarama Sastri).
5. Elagu daya vachchuno—Punnagavarali— (Mysore Sada-

siva Rao). (

Mysore Sadasiva Rao was a disciple of Venkataramana Bh&ga- 
vatar, and was present when Tyagaraja visited Walajapet. He 
has immortalised the visit of the great composer to Walajapet in 
a beautiful Kriti in Kambhoji raga, Jhampa Tala beginning with 
the words: “  Sita lakshmana sameta ” .

A  number of unpublished Qitas, Tana Varnas, Pada Vamas, 
Ragamalikas and Tillanas figure in these manuscripts. These 
manuscripts help us to correct the inaccurate sahityas found in 
the published versions of Gitas and other compositions. It is a
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namah It is the study of Potana’s work that enabled Tyaga- 
raja to develop that simple, lucid, charming and sublime style.

The kritis of Tyagaraja are found in a number of notebooks 
and in a few palm-leaf manuscripts. Some of these manuscripts 
are more than a century old and it is certain therefore that they' 
were written during the life-time of the composer. Some note­
books contain the bare texts of the songs while others give the 
notation for these songs. The name of the raga and tala are 
indicated on the top of each piece and in the case of rare ragas, 
their arohana and avarohana and janaka mela are also given. 
There is a separate notebook giving the arohana and avarohana 
of hundreds of janya ragas, arranged in the order of the 72 melas. 
The madhyamakala svaras are not indicated by lines as at present 
but by short vertical lines placed over such notes. After some 
practice, one can become familiar with the manner of the musical 
writing in these manuscripts and learn those numerous kritis 
which have not seen the limelight of publicity. Pieces in. the same 
raga are grouped and presented one after another, and after the 
first piece there is the indication tadragam, which means that the 
raga of the new piece is the same as that of the previous piece.

Curiously enough, the names of ragas have been twisted and 
presented in many cases. An unwary reader is likely to think 
that these names suggest new ragas. But the writers have been 
careful to mention the correct names of the ragas in subsequent 
cases. Thus, for two pieces in Saveri, coming one after the other, 
the raga of the first piece is given as Vesari and that of the second 
as Saveri. Other examples of such twisted names are:—
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Vanamati for Manavatl
Harimala for Malaharl
Ranchittanija for Chittaranjanl
Mavamadhyati for Madhyamavati
Manoharivade for Devamanohari
Samayinohari for Tsamanoharl
Hamsabala for Balahamsa
Nayaralanagau for Narayanagaula
Champudrikama for Pumachandrika
Gavafivadhiri for Vagadhisvari

This is a specimen of the care with which they gaurded these 
Art Treasures!

Mr. A. M. Chinnaswami Mudaliar, in his monumental work: 
“  Oriental Music in European Notation ”  has furnished us with 
a long index of all the compositions of Tyagaraja that came to 
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his notice. He had access to the Umayalpuram disciples of Tyaga­
raja and Walajapet Krishnaswamy Bhagavatar, but not to the 
other disciples of Tyagaraja. It will not therefore be correct to 
contend that his list of songs is either exhaustive or at any rate 
even fairly complete. It is well-known that Tyagaraja paired 
off his disciples according to the capacity of their voices, and 
taught not more than 200 pieces on an average to each pair. The 
more ambitious disciples managed to learn more than a thousand 
pieces from the composer during the long period of their tutelage 
extending over from 20 to 30 years. The fact that Mr. Chinna- 
swamy Mudaliar mentions the following well-known pieces, as 
pices for which music is not traceable, is proof positive of the 
fact that he did not get at those disciples who knew the music of 
those pieces:—

L Munnu Havana badha Todi
2. Parasakti manupa rada Saveri
3. N&dupai balikeru Madhyamavati
4. Vinayakunivalenu »>
5. Saranu fiaranu >>
6. Aparadhamula manpi Darbar
7. Menu jllchi mosa bokave Saras&ngi
8. Entanuchu sairintunu Yadukula-

kambhoji
Of the unpublished kritis of Tyagaraja, figuring in the collec­

tion, the following may be mentioned:—
1. Sari vedalina Parthasarathini Todi 

(This song was sung in praise of 
Sri Parthasarathy Swamy of
Triplicane, ( Madras ) when
Tyagaraja visited the 
sometime before 1838.)

temple

2. Peridi ninnu benchina-
varevare Kharaharapriya

3. Dhana suta taruni’ parijana
saukhyamu Eamalamanohari

4. Emani pogadudura Rama
nama mahima Kedaragaula

5. Vidhi Sakradulaku dorukuna Y  amunakalyani
6. Desikavara Saranagata Saranga
7. Mutyala Chavikyalo Gauri KalySni

( Gauri Kalydni is a new raga which 
we come across for the first time).
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GENEALOGICAL TREE.
Subrahmanya * Nay am Venkata Subbayyan

Suryanarayana—

i-------------------------------------------
Pallavi Duraiswami Iyer (alias Subrahmanya) 

b. 1782 A.D. (?) d. 1816 A.D. (?)

-(m)-
I

—Venkataseshi

Setu Raman
(Given in adoption to his maternal grandfather)

Sabhapati Sivan (a pupil of Tyagaraja)

Samba Sivan
b. Hevilambi 1837 A.D. d. Vijaya. 1893 A.T>.

| (Violinist to Maha Vaidyanatha Sivan.)
Vidwan Sabhesa Iyer. b. 1872 A.D.
(a pupil of Maha Vaidyanatha Sivan.)
(Kalanidhi of the Music Academy).

Govinda Sivan. (a pupil of Tyagaraja) 

Male line extinct

* Refers to his Veena style of play.
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' DHRUVA
A TYPE OP OLD INDIAN STAGE-SONGS 

By 0 . C. Gangooly

There was a class of old Indian stage-songs referred to 
in our old dramatic literature as Dhruvas (lĝ T). I  am afraid 
1 must introduce the subject in the form of a poser, as I am 
myself incompetent to expound and explain the character and 
quality of this type of songs at one time very familiar to old 
Indian play-goers. I  hope those who are learned in the secrets 
o f dramaturgy and music literature will help to explain the term 
and its use and significance in Indian dramas. I  shall only 
confine myself to setting forth the available data, casually gleaned 
from Sanskrit works on the principles of dramas and dramatic 
composition.

Owing to an undue emphasis laid on the literary texts of 
ancient dramas, a good deal of musical technique and embellish­
ments which were used and were an important part of the 
representations of dramas, have been lost sight of and their 
records and significance missed and lost to the present generation. 
In this way a large body of musical props +	���� �%� ���%�,  and 
embroideries which added to the beauty of dramas and formed 
very integral and vital portions o f dramatic representations have 
gradually disappeared from the texts. I f  any “  players’ copies ”  
had survived, they would have most probably given evidence of 
numerous stage directions for musical accompaniments o f various 
kinds of which stray fragments survive in cryptic and un­
intelligible forms. Prom the naked literary texts which have 
come down to us it is difficult to guess what amount of musical 
assistance contributed to the peculiar technique of Indian dramas. 
These musical patterns were essential parts of scenic representa­
tions. This would be obvious if we consider the characteristic 
definition given of drama in f��M�� $9��%�  [Royal Asiatic Society 
Ms. No. III. E. 158] fafiR ‘ What is drama ’ f  *far-*RT-

‘ A  representation of flavours of passions and 
feelings accompanied by, (and interspersed with) vocal and 
instrumental music. In most old indigenous dramas, surviving in 
Northern as well as in South India,—this musical element pre­
dominates. There are reasons to believe that essentially our 
Indian dramas, without being actual ‘  operas ’ were fundamentally
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is to be used for that part of the prologue technically known as 
utthdpanS Accodring to Bhdva-prakdsikd, utthdpana
is one of the 22 elements of the preamble to a drama, which comes 
shortly before the Nandi. Bharata defines the utthdpana, a part 
of the Purva-ranga in the following verse:

3 � � � � � ii \\ ii
The metrical structure of the utthdpani dhruvd* is thus indicated 
by Bharata

t  q  ^ 4  m  I

3%*ffa n n
In the preamble (ntNwi) after the utthdpana comes the 
parivartana the ceremony o f worshipping the deities
presiding over the cardinal points, thus indicated by Bharata:

qwre s t o rn w . q ftiR  1 
«K*nfa srfqfki mm q fafoq: n

This part has also a special verse set to music known as parivartam 
dhruvd, the structure of which is thus indicated:

q g * *  11 ^  11

sqffor fo q 3$ 1
II ^  II

In the 32nd chapter, Dhruvas are defined as follows:

S ift I

iftarcrits: sq fa r  ft ftg r fira fo sr : 11 * 11

qr m- uR i^r qror q 1
qfHN-Rqm ^  513 n ^ 11

This passage seems to suggest a class o f ‘ hymnal songs ’ of seven 
different types. In a later verse, dhruvas are distinguished from 
cognate forms of compositions:

•55-^3 3^1 %**r 1
farcg q g fc g  11 ^  11

•On this the Abhinava comments as follows:—
qgrrstqm fei ewrfq-

srf: 1
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PARTS I—IV] DHRUVA 105

Dhruvas are again divided according to their metres into �@���S 
(1) usnig, (2) anuetubh and (3) brhati. Another1 classification 
is suggested under the headings: (1) sthita, (2) avakrista and
(3) prave^ika. And Bharata proceeds to exemplify each of these 
classes under different names and subdivisions. We will cite here 
only one example. Thus the first Dhruva known as Sri (til) 
is thus defined:

TOT: I

5 (W  S3T II « «  II

*TOT— ^  ^  |

&  ^  II v\° || Kavvamala Edn.

In a verse in the sixth chapter, Dhruvas are classified under five 
varieties according to their dramatic uses and applications:

	  'UsrfMr Ira II ^^  li
With the help of the gloss of Abhinava Gupta, one can have some 
idea of the significance of the five types of dhruvas named 
(1) pravesa or pravesika, (2) akshepa or aksiptika, (3) niskrama,
(4) prasadilta and (5) antaram. We give here a free translation 
o f the text o f the commentary.

The &�09%<� 9#� �%�����G� The first is the song sung by the actor 
on his entering the stage indicated by his song, his character, his 
feeling and his situation (VlsW S^T).

The ‘ J�D�$���9%�G� 09%<� The second, @������  is the song  ̂used 
to reveal the flavour of a particular situation.

The ‘  QL���G� 09%<�

The third, %�����	��  is the song sung when the actor walks out 
of the stage (nld'W 3

The ‘  .9����%<�G� 09%<�  The fourth, ��@�@@��@� is the song 
designed to convey to the audience, in an attractive form, the 
inward feeling of an actor so as to touch the heart of the hearer.

RTRTftnBra: Slfct SRTl^t 5*1^3 TTRÎ ) 1
The &�0�9��<��� G� 09%<� The fifth, �%����	�  is the song intro­

duced during the interval o f the actor, moving and walking about, 
and inspecting something on the stage.

iM— 14
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In the Natya-loeana* a short work on dramaturgy, the author 
incidentally refers to dhruvas and quotes the 31st verse from the 
6th chapter o f the natya sdstra cited above, .but in the course of 
his meagre comments emphasizes the importance of dhruva songs. 
I quote, here, the author’s somewhat cryptic comments:

Tatra geyam Dhruva-pradhanam] Gitavise§o Dhruva |
Sa ca visesena chandasa usnigadina nibadhyate | Pramana- 
visesanca tatra bhavati| yatha tryagryam vimisram 
Caturasramiti pramanamiti| Tatra Anargha-Raghave pathita 
Dhruva: ' Dina-ara-kirannakkero ityadi | ’

According to Bharata, chapter 31 (verse 15) the tryasra and 
caturasra are the different talas (rhythmic metres of time) 
applicable to dhruva. A  ‘ Vimisra dhruva ’ is probably a song 
sung at a juncture, interval or pause. In the concluding portiou 
of the 32nd chapter (verses 435-436) Bharata prescribes the 
melodies (grama-raga) which particular classes of dhruvas 
should be set to. Thus the dhruva suitable for the mukha 
(opening) should be sung in the madhyamagnlma melody; for the 
pratimukha (Progression), the Sadja (melody); for a dhruva in 
the midst of an act (*I^) the ‘ sadharita ’ melody; and for a 
juncture or interval ( M )  the melody pancatna should be 
chosen.

The treatment of Dhruva (Dhruvaka, Dhruva) in Sarnga- 
deva’s Sangita Ratnakara (1210-1247 A.D.) is somewhat meagre. 
He devotes a couple of dozen slokas to them in a short chapter 
in the fourth section (Poona Edition pp. 344 to 347). Referring 
to the two classifications of suddha (pure) and chayalaga (vulgo 
salaga =  transitional) he assigns dhruvas to the later class, and 
emphasizes their metrical and rhythmical qualities, treating 
them as exemplifications of talas. Ratnakara expounds the rela­
tionship of khanda, dvikhanda, udgraha and dhruvaka. lie  names 
and describes 16 kinds of Dhruvas: sekhara, utsalia, madhura, 
nirmala, kuntala, kamala, chara, nandana, candrafekhara, kamoda, 
vijaya, kandarpa, jayamangala, tilaka, lalita. Many of these 
names resemble those of ragas. Ratnakara assigns the sixteen 
dhruvas the use and applications of appropriate sentiments fts ) 
thus: Adi-talcna Srngare jayanto giyate buddhaih. The com­
mentator Kallinatha remarks that the letter values prescribed in
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* Available In a fragmentary recension in a Bengali Ms. in tbe 
collection of the Asiatic Society of. Bengal No. Ms. Ill, E 158. The date 
of the composition of the work is probably the 10th or the 11th century.



the 16 Dhruvas cited in Eatnakara arc not met with in the 
dhruvas cnrreht at the time of the commentator.

Another work which deals with dhruvas is the J@<@�%�D� which 
is not available.

The data available in Ragarnava is, however, summarised in 
the well-known book of anthology and cyclopaedia known as 

@�%<�@�������@@������ �9	�9��@  in 1363 A.D. It somewhat extols 
the status of dhruvas in musical compositions:

Na vivekam vina jnanam dhyanam natma-rasam vina | 
Sraddhaya na vina danam gltam na Dhuvrakain vina || 24

(Peterson’s Edition, 1865)

He notices three varieties, one of six lines, one of five lines and 
one of four lines (��@� ), each line of different length varying 
from 11 to 26 letters. Then he proceeds to name and describe 
the sixteen @���D��  identical with the list given in the Eatnakara.

Dhruvas are no doubt dealt with in other musical texts but as 
I have not been able to make anything like an exhaustive 
investigation I shall content myself in this essay by citing a work 
of early eighteenth century. I refer to 0�%<���� �@	9@����  by 
6ubhamkara. In this work, the matter is very summarily treated’ 
He seems to follow the Eatnakara and explains that Dhruvaka 
comes after �@<�����  He however furnishes the additional 
information that in the @��9<�  section +�9@�G , of the song the 
name of the author of the drama and the name of the hero should 
be introduced. ?���	  dvi-khanda mudagrahe divikhandam dhru- 
vake matam. The author then proceeds to cite the names of the 
16 dhruvakas with this variation that in place of Chara and 
Nandana he cites two alternative names of 2�M�  and 0���9@� ,

In common parlance, Dhruvaka, and Dhruva—understood as the 
section and subdivision of a song — is known in Northern
India as @��M@ (vpi) a ' refrain ’, a segment, or a couplet to 
which the singer returns from time to time in the manner of 
abhoga +�9@�,�

It has been suggested that these ancient forms of ��@��  known 
under the name of dhruvakas or dhruvas, may have developed 
into the types of classical songs now known under the form of 
@���D����@��  well-known under the diminutive form of @����  
��@���� @�����@���  But in the present state of our knowledge of 
the history of Indian music and the data available, such a sugges­
tion is a matter of pure speculation.
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When after centuries we reach the days of the Kings of 
Vijaydnagara, famous for their patronage of culture, we find the 
fancy transmuted into exuberant fact. In the Mandapas of some 
o f the temples built in their days in South India, or under their 
influence, we find the idea elaborated in ‘ clustered columns 
each being a group of a number of thin columns of stone cluster­
ing round a centrally placed stone pillar of massive dimensions, 
and functioning as a pier and taking the load and the thrust 
inevitable in a Mandapa. These complex piers evoke a two-fold 
admiration. Their merits as architectural pieces are considerable, 
for, not only arc they well worked and finished but they are also 
carved, almost invariably, out o f single blocks o f stone into 
stylobate, central pier, clustering columns and common capital,— 
all to make one complex pillar. They have musical attainments 
as well: each of the thin columns yields a musical note when 
tapped lightly and the note of each column is different. The notes 
might indeed be as many as there are shafts. From pillars 
servilely and silently bearing heavy loads, clustered columns have 
turned into great pianos. As ‘ the notes given by these pillars 
extend over a range of one full octave ’, a party of four or five 
musicians playing upon at least the exterior shafts will raise notes 
audible enough to serve as accompaniments to the tuneful psalms 
which in these mandapas used to be sung by the temple choir and 
expounded by the dancers through dances. In such a temple 
as that to Pampapati-Isvara at Hampi,— the Vijayanagara capital, 
— in which ‘ there are musical pillars all along the courtyard ’, 
there is no doubt but that these pillars were played upon ‘ as the 
dancer or dancers danced up from one end to the other ’. Vanished 
indeed has much of the Stirling emotion and the profound harmony 
and the soulful glamour of the divine services in the temples 
since these pianos ceased to pour forth their rivers of melodies, the 
voices of psalmodists faded away and the graces of the dances 
departed.

The most elaborate examples of these columns are perhaps 
those found in the popular temple to Sri Nellaiyappar at 
Tinnevelly, but they do not seem to be known to many experts 
in music and architecture. Blind to the obvious are they who 
pursue the recondite or seek quick returns.

The Mani-Mandapam in front of the sanctum of Sri Nellaiyappar 
is supported mainly by such columns, but two in the front row1 
are unequalled for size and complexity (See Sketches 1 and 2). 
Each is about 8 feet in height and is about 5 feet square at the
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PARTS I—IV] PIANOS IN STONE i i i

base, and has integral annexes, and seems to be cut and carved 
out of one solid block of stone. From the base spring a jcentral 
pillar and no fewer than 48 shafts, the thickness of the shafts

1.—Plan of south-eastern pier.
being only 3 inches, and their shapes varying greatly,—circular, 
oval, square, rectangular, octagonal, polygonal, and plain, fluted 
and spiral. The workmanship is of flawless perfection, the lines 
being true and the surfaces smooth. Each shaft yields perhaps 
an exclusive note. The size and the shape of each column serve 
obviously to determine the character of its note. The closest 
analogue is the Jalataranga, though only in the principle. So 
numerous, however, have the shafts proved that they have had to 
be crowded in row behind row: no musician could ever have 
hoped to reach many of them in an attempt to use the piers as 
pianos or organs at a service or festival in the temple. Condemned 
to futility stands the contraption by its complexity.

When one sees shaft behind shaft turned out true and exquisite 
and the central pillar too cut true to plumb, correct in every 
angle and smooth in every face, though the stone-cutter’s chisel 
could hardly have managed to reach them,—much less to hew and 
cut and trim them into shape and smooth and polish their faces,— 
one is tempted to question whether each of these clustered 
columns, so massive and so complex, was carved out of one 
huge block or was formed by grouping together different
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the branch is joined to the parent stem by a tiny ligature, no 
more than an inch or two in length and no thicker thaji an 
orange peel (See Sketch 3), it is hard to conceive of a bolder 
incorporation in architecture of a special feature of musical 
instruments,—that of frets,—or a more elegant elucidation of the ’ 
principle of frets in all its ramifications. No pleasanter or more 
instructive pastime can be imagined than that of disentangling

the different strains of the melodies rising from so complex a 
choir. For hours one could stand playing on these columns,— 
parent and offspring and brothers, all sprung of the same stock,— 
and listening to the variety and the range of the whimsicality of 
the separate and the mingled notes. A  gentle tap at the offspring 

M—15



makes it wake up with a tremulous note and, at the same time, 
sets the parent responding with a lullaby: a light tap at the 
parent makes it tuneful and makes the offspring hum. It is a 
revelation how these shafts of hard and unyielding stone,—which 
have won liberty to tremor, though not to vibrate,—are yet 

» instinct with a mutual understanding and sympathy which 
establishes among them a unison that transcends in perfection 
and spontaneity the unanimity we find in the most soulful 
of choirs. The pier is eloquent in affirmation of the architect’s 
craftsmanship in his own art and connoisseurship in music. 
Evidently, this pair came to be neglected when the grand pair 
before Sri Nellaiyappar’s shrine was set up, but time has equalised 
fortunes, for the decay in musical tastes has cast this too into 
oblivion. Evenhanded is public forgetfulness in its injustice.

Much more interesting is another pair of clustered columns 
standing in a Mandapa in a temple some twenty miles off to the 
south-east,—that at Alvar-Tiru-Nagari, famous through its 
association with Saint Nam-Alvar,— though this pair is milch less 
elaborate, each being furnished with no more than about a score 
o f columns round the central pillar. The columns seem to vibrate 
more freely and they do yield richer notes,— even though there is 
nothing in the shapes or the dimensions o f the columns to cause 
the difference. Each clustered column here embodies two 
prime features. Through the stylobate—the common base on 
which the columns stand— is cut a channel about 2 inches in 
diameter: it runs a sinuous course, now rising and now falling, 
and here turning to the left and there to the right. To all 
appearances it wanders about without aim or purpose and is 
liable to be adjudged a freakish whim of the architect. The second 
peculiarity to come to light on scrutiny is that a column at 
one comer declines obstinately to respond with a note to a tap: 
it is the one Calvinist in this crowded choir. Considerable scru­
tiny is required to discover that this column is really a distinct 
piece, being severed from the pier at both bottom and top and 
that a very simple device (See Sketch 4) enables it to be taken 
out o f the pier at will. It is an imposter pretending to be a 
member still attached to the family, whereas it stands cut off 
from the common stock without a shilling out of the musical 
heritage. It is the severance o f the column from the rest of the 
pier that has made it mute. The channel which winds its way 
through the stylobate without an apparent purpose, is in fact an 
ingenious and deliberate trick' for converting the solid pedestal 
into a resonator which would amplify and modify the notes pro­
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years ago In more than one temple, but obsessed by the denseness of 
my ignorance qf music, I would not allow the suggestion to attain in my 
mind the status of even a hypothesis. Mr. Sambamurti’s expert know­
ledge has reassured me and I may be permitted to subscribe to his 
theory.

7 The device by which the loose shaft in the Alvar-Tiru-Nagari 
temple is made detachable consists in two tricks: (a) the socket in the 
capital being cut to a depth and to a width greater than necessary to 
accommodate the upper tip of the shaft, and (6) the lotus capital of 
the shaft being placed lower than in the other shafts, though by so 
trifling a distance that the variation is not apparent. These features 
permit the top of the shaft to be slid up slightly into the socket and 
Inclined just enough to enable the inner edge of the lower end of the 
shaft clearing the edge of the stylobate.

i l 6  THE JOtrRNAL OP THE MUSIC ACADEMY

C. E. M. JOAD ON THE SIGNIFICANCE OF MUSIC
* * Music rightly regarded, does not convey anything other than 

Itself which can be thought about. Music in fact has no meaning, in 
the sense in which a thing may be said to have meaning which symbolizes 
or stands for or refers to or is explicable in terms of something other 
than itself. * * And just because this effect cannot be translated into 
terms of some other effect, just because the emotion produced by Music 
cannot be likened to or described in terms of some other emotion, I say 
that music is meaningless, or, rather, that we cannot say what its 
meaning iB , or, indeed whether it has. one at all. * * * When the 
listener thinks * * only of music, I shall say that he is listening 
‘ properly ’ and that the music is producing its ‘ proper ’ effect. Music 
which produces this effect, I shall call ‘ significant ’ music.

The assertion that the emotion aroused by music is unique, and music 
is, therefore, meaningless when it is listened to in the proper way, should 
not be taken to imply that it cannot be listened to in other ways, nor 
that, when listened to in other ways, it will not produce effects other 
than its proper effect, which are also pleasurable and are not meaningless 
in the sense defined. On the contrary all music may be treated 
representatively; it may be regarded, that is to say, as expressing 
meaning, conveying information, or communicating some intention on 
the part of the composer, as standing, in short, for something other. 
than itself; most music is, indeed, incapable of being regarded in any- 
other way. In so far as music performs these functions and permits 
itself to be so regarded, it ceases to be meaningless, and ceases, therefore, 
to produce its own peculiar and unique effect. There are, in other 
words, a number of incidental, pleasurable effects any of which may be 
produced by music but none of which are produced exclusively by 
music; * * * they are not what I have called its ‘ proper ’ effect. 
What is more, music which lends Itself easily to representative inter- 
pretation is rarely the greatest music. The production by music of effects 
which are of the same kind as those which can be produced in other 
ways seems in fact to be inimical -to the evocation of its proper effect. 
To' regard a piece of music representatively Is to debar oneself from 
regarding it aesthetically. * * (Continued on p. 121);



GAMAfrA SIGNS IN MUSICAL NOTATION

BY

2 �� �� S. � ��/� �� � �� ��� � ��� �

“  Gamakas ”  are the essence of our music. They are not only 
the oscillations of the svaras, as they are generally thought to be, 
but also the way in which most of the plain svaras are reached 
and handled. Gamakas, in fact, bring out the svarupa of the 
raga; and as each raga has a definite ragasvarupa, it is evident 
that the handling of a particular svara in a raga is different 
from that o f the same svara, which occurs in another raga.

In his voluminous work “  Sanglta Sampradaya Pradarsini ” , 
Sri Subbarama Dikshitar has tried to express the various gamakas 
in the notation of Sarigamapadani. It is true that the under­
standing of the Gamaka signs requires a mature mind. One may 
say that if one is thorough with a raga, one could easily learn 
a musical piece in that raga, written down without the gamaka 
signs. But the gamaka given to a particular svara in a certain 
musical phrase might be different from the gamaka given to the 
same svara in another phrase in the same raga. The composer 
might have purposely chosen a certain gamaka, which the learner 
could have hardly thought of. Hence these signs enable us to 
preserve the tradition of the lip-ear method, which we Indians 
are proud of. Primers evolving the use of easy gamakas may 
be written to enrich the beginner’s knowledge, giving him scope 
for self-education. To the artist and the student of music, the 
work on notation evolving all the gamaka signs will be of immense 
value, in preserving his original standard and rescuing his art 
from the stagnant level of self-sufficiency. And it renders 
possible the transmission of our musical heritage as a body of 
literature which can grow from day to day.

The explanation of the gamaka signs need not necessarily be 
given in terms of the technique of a definite musical instrument. 
Subbarama Dikshitar has pitched upon the Vina, because it is 
our standard instrument, and our music is Vina Music.

An instrumentalist can understand the science of the gamakas 
better than the vocalist, because the music of the former is of 
a more concrete type and since he has the instrument before him 
to demonstrate the exact movement and place of the gamaka-svara.
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(1) Kampita: Kampita means a shake. Generally, when 
we speak of a Kampita gamaka, we mean the oscillation from 
a higher to a lower svara. For example, in the phrase ga maa pa 
in Sankarabharana, the gamaka svara is pa ma pg mo in a wavy 
fashion. This gamaka is usually oscillated twice. In cases where' 
we come across more than two oscillations, a wavy line may be 
added for every further oscillation.

There is another type of Kampita, which Dikshitar has not 
differentiated from the ordinary Kampita. The second Kampita 
is the oscillation of a svara from a lower to a higher svara;  for 
example, in the charana o f Jesinadella—Todi, in the first words 
ga, ; ga, ; the gandhara is oscillated from the rishabha. As this
Ra ma Sri
gamaka cannot possibly be negligible, I should like to introduce 
a sign for this Kampita, viz., a two-cnrved wave ( nn) above the 
svara, the other being a three-curved wave.

There is a third type of Kampita where the movement does not 
extend to the pitch of the next svara. It is of a larger range than 
a ‘ tremello \ The small sign ^ of a single curve is suggested 
for this. e.g.—Notice the ri occurring five times as ri ri ri ri ri— 
for Cheluvamira in the Anupallavi of the Kriti Alagalclla of 
Tyagaraja in Madhyamavati.

(2) Sphurita: A  Sphuritam is the stress given to the second
svara of the Janta-svara-prayoga. In sa sa, the second sa is 
supported by the lower svara ni. The phrase is really sa ni sa. 
This sphurita occurs not only in Aroha (ascent) as Dikshitar 
says, but also in Avaroha. Even in avaroha, only the lower svara 
is touched before uttering the second janta-svara. In playing 
sa sa ni ni da da pa pa, the vlna player at first has his fore-finger 
for the first svara; and for producing the second svara the fore­
finger is drawn back to the fret behind, and the middle finger 
comes in its place. This backward movement of the fore-finger 
brings the stress given to the second svara. Similarly, on any 
other instrument to give the stress to the second svara, the lower 
svara is touched, which is really the background between the 
two svaras.

(3) Pratyahata: V  Pratyahata is the wavy gamaka given 
to the second note in the avaroha and aroha janta-svara. In the

A  A
Kalyani vama (Adi tala) sa sa, sa ni da—ri sa ni—ni da da pa 
ma—ga ma the ni ni da da is nii sani daanida. This kind of 
jantasvara, where the higher svara is sought help of, is Pratyg- 
hata.
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(4) Nokku: W : Nokku is a Kampita where the time given
W

for the oscillation is very short. In singing sa ri ga ma, in 
Mayamalavagaula the svara ga arises from ma and is usually 
given a pull on the svara ga itself on the Vina. In view of the 
fact that the pull given to the svara makes us feel the presence 
o f a stress, we can classify Nokku under the janta-sambandha 
gamaka also. In avaroha, the oscillation becomes a slow slide 
from the higher svara (e.g.) ma ma, ga ri sa in Begada. When 
the slide is very slow, it is better we indicate the gamaka by
writing the svara from which the slide takes place with Erakku- 

w pa
\

jaru sign \  as ma maaga ri sa.

(5) Ravai: A  In some combinations of svaras, pa ma is
A

sung as pa ma where before coming to ma, the pa itself is 
repeated softly with a touch of sphurita. The pa ma comes to 
pa ma, pa ma. This gamaka is more common in avaroha

(descent).
(6) Khandippu: V  Khandippu is also more common in 

avaroha (descent). It is practically a nokku with a pause 
between two alternate svaras backwards. The pause is marked 
by the intermediate svara which is the khandippu. In singing the
phrase ma ga pa ma ga rii sa in Surati, or pa, ma ga ri, sa sa in 

\ \
Kalyani, there is a slight break in breath or the presence of a 
fresh breath after ma. The ri has a slide from the intermediate 
svara ga. The khandippu svara is not pronounced but there is 
the existence of the intermediate svara in that phrase. The ravai 
and khandippu are not gamakas to the svaras in a musical phrase, 
hut to the anusvaras. These anusvaras are written in small letters 
above the svara line with their respective signs.

(7) & (8) Errajaru and Erakkujaru: ( / ,  \ )  are respec­
tively the slides in ascent and descent of svaras. The slides may 
take place between any two svaras. In cases where there are a 
number of intermediate svaras, all possible intermediate svaras 
are not sounded. When we say sa, we reach that svara from 
somewhere else. In some places the starting svara of the slides is 
distinct. In such places, the anusvara is written above the line

pa
with the jaru (e.g.,) sa, ni da pa ni Anandabhairavi. In places 
where the slide starts from the preceding svara in a musical phase, 
only the sign is shown.
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N. Raghunathan

What manner o f man was the Dikshita? His sahityas tell 
you something about him—if you read between the lines: for no 
man was less concerned to express his personality in the typically 
modern spirit of exhibitionism. He had at his command the 
entire body o f our ancient learning. Almost from infancy he had 
a sense of vocation which neither grinding poverty nor hope of 
worldly advancement could obscure. Music and devotion were 
in his blood. And he prepared himself for his life ’s work as 
conscientiously as Milton had done; but unlike the English poet, 
nothing could sour the unvarying sweetness of his disposition. 
Even Sanaischara, for whom the layman has rarely a good word, 
gets from him a tribute which reflects his philosophic temper and 
his faith in Providence as much as his astrological intuition. If 
Sri Dikshita passed through any strong emotional crisis, any 
spiritual storm and stress, it has left no trace in his compositions. 
There it is all serenity and poise; so much so there are those who 
complain that he is too cold, that if he had been a little more 
human he might have moved us more profoundly. This criticism 
rests on a basic misconception of his mind and art, as I hope to 
show presently. It will, however, be generally agreed that his 
music makes its greatest appeal to the contemplative element in us 
and its prime virtue lies in strengthening that tendency.

The subject of his compositions seems at first sight narrow and 
the treatment almost pedestrian. Every song is a hymn of praise; 
the ineffable bliss of the One without a second, the infinite mercy 
of the Saguna Brahman, the homelier graces of its many mani­
festations in Archa form—this is the ever-recurrent theme. The 
singer’s life is one long pilgrimage; at every shrine he makes his 
offering of song describing with loving detail local customs and 
traditions, focussing attention on the special attribute of the 
Lord that finds- expression in the local deity, withal, never losing 
sight of the wood for the trees. He is no sectarian. His catholi­
city is, however, not a cloak for indifference; it is the outcome *
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* An address delivered at the Dikshitar Day in the Academy on 
6- 11- 1943.
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of true spiritual realisation. He who has apprehended the One 
in the Many delights in every one of Its holy manifestations,,

H is' language, as beiiits his theme, is spare and austere. It 
reflects his deep familiarity with the 	�%���  and M9<�� ��������  It # 
is full of echoes: thus the �����%��  of the Gowri �����  “  Gowri 
Giriraja Kumari ”  reproduce almost word for word a famous 
stanza from the 09�%@��M�� 1������  While utilising to the full 
all the musical resources and metrical devices of language, he 
does not aim at reproducing the complex and specific rhythms of 
poetry. Where musical effect demands it he does not hesitate 
to sacrifice literary elegance. What Hudibras said of rhyme— 

Rhyme the rudder is of verses 
With which like stars they steer their courses— 

may without irreverence be applied to his conception of the 
�����M�  in its strictly utilitarian aspect. It is not an end in itself. 
It is merely the indispensable framework of the music.

But that is only half the story. A great composer need not 
necessarily be a great poet. But he must be a true poet, how­
ever subdued his poetry may be to the purposes of his music. I 
am not unmindful of the fact that doggerel or even meaningless 
jingles have been utilised by some of the great virtuosi of the 
past for improvising ��$$�D���  But serious composers do not go 
to work in that slapdash fashion. Their purpose is to make 
visible the lineaments of Truth. They have willy-nilly to use 
words and they see to it that the words do not distract attention 
from the music or set up emotional cross-currents but echo and 
reinforce its burden. Sri Dikshita achieves this in two ways—by 
sticking to what we might call conventional themes but which to 
him and to his audience had all the vividness of felt truth and by 
paring down words to their melodic essence. His ��$�<9�@$��  for 
example, reads like a poetic summary of Sri Krishna’s life, a 
kind of 0�%������� ���<�D���	g  sung, the same words are trans­
figured into haunting n^elody.

Other great composers have followed somewhat different 
methods and achieved striking success. They have been great 
poets as well as great musicians. They have attempted 
to portray the trials and tribulations as well as the triumphs 
of the human spirit and in this task their �@���M���  enshrining 
striking incident or vivid experience and surcharged with 
emotion, have( powerfully aided them by enabling them to 
establish directly and immediately that sympathetic reaction in
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rasas germane to poetry have also been used to describe the 
varieties of musical emotion. But this identification fyis no 
essential validity, as will be obvious from the very limited success 
that has attended attempts to identify a particular raga with a 
particular rasa. It is more profitable to look for the characteristic.’ 
bhava of a raga. It would not be very easy to describe this in 
current musical terminology. The gestures with which a sensitive 
artist like the late Prof. Abdul Karim accompanied his alap 
perhaps expressed the raga bhava more vividly than any merely 
literary description in terms of rasas could hope to do; for the 
gesture-language, like the bhava, is integral. Bhava in this sense 
clearly transcends the classification of emotional categories. I f  we 
may use an imperfect analogy, the raga bhava is the constant 
grounds well, while the rasas are the billows on the surface of 
the sea. And as billow and groundswell go together to form the 
mighty symphony of the sea, so the specific rasas evoked by, the 
words of the sahitya and the bhava of the ruga in its myriad 
manifestations combine to form a perfect whole in the musical 
compositions of the great masters.

How exactly this fusion is effected is still largely a mystery. 
All arts seem to have a common ultimate goal, a kind of 
Brahmaloka beyond their special worlds, where they arc reconciled 
and made one. The modern psychologist would perhaps locate it 
somewhere deep down in the psyche; the aesthete of yesterday 
called it the realm of the imaginative reason; in the philosophy of 
St. Thomas Aquinas it is the intellect, corresponding presumably 
to what the Gita calls the Buddhi; in the language of Indian 
mysticism it is known as the plane of Brahman-Consciousness. 
Our poets, singers and artists of every description knew that this 
ultimate goal could be grasped only in a state of heightened 
awareness, however that might be brought about. Some attained 
it through bhakti, others through dhyana, others through dharma 
(Dharmenavekshata gatim is Valmiki’s description of his own 
poetic process.) Sri Dikshita’s way was the way of dhyana. A  
key to his mode of composition is perhaps to be found in the 
manner in which the maker of sacred images went to work. The 
iconographer, too, must be an expert in dhyanaryoga. Dhyatva 
Kurya-t is the injunction of the Silpa sastra. By the act of 
dhyana the artist contacts the supra-mundane levels of reference 
from which all the forms of art are derived. “  All music,”  said 
Plautinus, “ is an earthly representation pf the music that there 
is in the rhythm, of the Ideal Realm.”  If these ‘ unheard 
melodies ’ are to be . brought down to mortal ears, the artist has

PARTS I—IV] SRi MUTHUSWAMI DIKSBITAA 12*5



to employ the golden stairway of words. And the Dikshita, an 
ardent upasaka of Sri Yidya which describes the Devi as U��  
and as N��	��� U��%�� J99��%��  relied on the incantational power 
of the word rather than on its intellectual or emotional content. 
His �����M��  are thus in effect @�M�%�� �$9���  rather than lyrics. 
To the properly attuned listener they are a support of contempla­
tion. They start a train of vibrations which finds its consumma­
tion in the wordless ecstasy of the melody.

Reverent study and meditation on his �����M��  is thus 
indispensable for all who would partake, in however humble and 
fragmentary a manner, in the vital experience that produced the 
words and the music and their perfect blending in the U�	�  
	�����  That is perhaps too much to ask of the man in the street 
who, if we are to believe the cinema, the radio and the stars of 
the music-hall, has no use for art which has no entertainment 
value. But we have a right to ask that the average audience 
should at least make an effort to understand the plain or surface 
meaning of the �����M���  With a composer like the Dikshita 
that should not at all be difficult; for, as I pointed out at the 
beginning, his language is mostly made up o f words that have 
become familiar to the masses from centuries of devotion to our 
	�%���  and sfofro-literature; the devotional ideas they enshrine 
are, again, part of the mental climate of the land. True, Sri 
Dikshita’s �����M��  are in Sanskrit, a language which, we are told, 
is dead and, what is worse, does not deserve to be revived. Be that 
as it may, it is surely cutting the nose to spite the face to say that 
you will make no attempt to understand the general drift of the 
�����M��  because they are in Sanskrit; it is almost as bad as saying 
that you will not listen to Sri Dikshita’s music because he did 
not compose in your mother-tongue. The true composer has, as 
will be obvious from what has been said above, really no option 
in full panoply, clothed in the appropriate words which fit it 
a sort of spontaneous combustion. The �����  and the N���  are 
not laboriously put together by a process of intellection; nor do 
they form a mechanical mixture. When a new musical form leaps 
to birth in the mind of the composer, it is, like Minerva born 
in full panoply, clothed in the appropriate words which fit it 
as closely as the skin, fits the body. These words are determined 
nQt so much by conscious choice as by the whole bundle of 
D���%��  to which the artist is heir and the 0�	�����  of w'hich he 
is the end-product. Sanskrit as ���� �L��$$�%��  the language of 
meditation, the language of the 	�%���� ������  came unbidden to 
the Dikshita who expressed himself in it as naturally as the lark
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does in its trills. But he had no antipathy to Telugu or Tamil, 
as will be seen from the few compositions in each o f these tpngues 
he has given ns.

The artist must not be coerced. Neither politicians nor self-, 
styled arbiters o f taste have any right to tell a singer that he 
shall compose in this or that language any more than they have 
a right to tell him that he shall confine himself to the composition 
o f what is called light music. I f  a horn singer can find his 
natural medium only in Tamil nothing will prevent him from 
expressing himself in it and his compositions will, without anv 
adventitious aid, command the heart’s allegiance that is accorded 
to all authentic art. You cannot produce a musical genius by 
taking thought. Great composers in Tamil or any other language 
for that matter will not be ushered into existence by any kind of 
ballyhoo. What we can do is to maintain conditions propitious 
to their emergence. And the first of these conditions is that 
musical taste should he widely diffused by the reverent study and 
the constant practice of the highest types of music which arc 
enshrined in the works of the great Vaggeyakaras. Could anv 
amount of grinding at the grammar of music give us that organic 
conception of the raga, as a grand and majestic whole, that the 
Dikshita’s kritis pre-eminently reveal?

So much for the composer. What about the listener? It is 
contended that it is too much to ask of the ordinary man in the 
Tamil country that he shall learn Sanskrit or Telugu in order that 
he may appreciate the works of Sri Dikshita or Sri Tvagayya. 
This is to exaggerate out of all proportion a difficulty which may 
be easily overcome with a little effort; for these great artists 
employ vocabularies which are, comparatively speaking, limited and 
which contain many words familiar to the Tamil by long usage. 
I f  there is a residuum that is unfamiliar and if the general drift 
of a song cannot be understood without some help, why should 
not those who are keen on music take the necessary trouble? 
After all an illiterate does not expect to he enlightened by merely 
looking at the printed words in a book. He knows he must learn 
the alphabet first. And nobody seriously believes that he can 
fully appreciate the beauty of Bharata Natyam without a modicum 
of knowledge of the gesture-language of abhinaya. Why should 
it be assumed in the case of music alone that it must make no 
demands whatever on the intelligence or industry of the listener? 
Those who demand the exclusive use o f the mother-tongue in 
music seem to overlook the fact that many words used by the



great Tamil hymnists and singers down to Arunagiri and 
Thayumanavar. are as much Greek to the average Tamil audience 
as Dikshita’s Sanskrit or Tyagaraja’s Telugu.

Another favourite argument with those who have raised this 
controversy is that the mother-tongue is unrivalled in the 
immiediacy and fervour of its emotional appeal. Nobody will 
deny the force of that contention in its proper sphere; the appeal 
to the heart of poetry in the mother-tongue is unique and 
untranslatable. But in musical compositions the words of. the 
sahitya are, as I have tried to show, merely the scaffolding ; music 
has its own independent language in its combination of notes and 
it is this language that stirs the musical emotion. The rapturous 
delight with which Tamil songs at a concert are received by a 
miscellaneous audience is put forward as incontrovertible proof 
that it is the Tamil that makes all the difference. This is to 
confuse cause and effect. What moves the audience is really the 
catchy tune to which these songs are sung or the personality of 
the particular artist with whom it is .specially associated. The 
foremost vocalist among us to-day used for many years to give 
the Kudambai Siddhar’s song as a regular item in his concerts.

• The audience was invariably thrilled, not because it understood 
the profound symbolism underlying- that seemingly simple song, 
but because it was strangely moved by the lilt of the melody, 
the magic in the singer’s voice and perhaps, too, by the rustic 
charm of such contrasted words as Tavaram and Tevaram. 
For somewhat different reasons Sadasiva Brahmam’s Broohi 
Mukundeti has achieved a meteoric success in recent years in 
spite of the fact that the democratic patrons of the cinema and 
the music sabha are supposed to be averse to hearing any song 
composed in that outlandish tongue Sanskrit. This type of 
audience equally ardently takes to its bosom the current imbecilities 
that the cinema imports so generously from the North. It croons 
to itself lovingly Hindi or Bengali words of the meaning of 
which it has not the slightest idea, simply because the cheap and 
flashy tunes to which they are strung have for it all the exotic 
fascination that syncopated music is said to have for the 
sophisticated crowds of Paris and New York. To do it justice, 
we should remember that it is not the audience that is to blame; 
it is the purveyors o f musical entertainment who debase taste 
by playing down to the lowest common level of musical 
intelligence. Even the uninstructed multitude instinctively 
recognises greatness when it sees it. When Pushpavanam of 
fragrant ‘memory transported us to the seventh heaven of bliss
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MERATTUR KASiNATHA, A  COMPOSER OP 
SABDAS OF THE ;V � � � pENTURY A.D.

BY
. � �� V. RAGHAVAN

During my visits to Merattur and other Tanjore villages to 
witness the musical plays of Venkatarama Bhagavatar and others, 
I had noted the Bhagavatars singing during the preliminaries some 
Sabdas; during the preliminary procession of the local deity, on 
one night I heard them sing the Gajendra moksa Sabda. Subse­
quently, I listened to several Sabdas and on enquiring one 
belonging to this tradition, Bharatam Nallur Narayanaswami Iyer, 
I  learnt that these Sabdas and many more were the compositions 
of a musician of Merattur named Kasinatha, the Mudra which 
I  could then recognise in many of those Sabdas.

It is well known that the third item in the usual programme 
of the Sadir is called the &abda. The Sabda which is sung 
generally in Kambodi, takes off with rhythmic syllables, to which 
the dansuese dances her Nrtta, and passes on to a {Sahitya which 
she then renders in gesture. Passages of the Sahitya are varied 
by passages of rhythmic syllables.

Following the example of Merattur Kasinatha, other composers 
belonging to the Bhagavata-groups of the villages of Uttukkadu 
etc. seem to have composed Sabdas on their local deities like 
Kaliyanartanapperumal, and these Sabdas seem to form, so to say, 
the largest bulk in this class of composition.1 In these Sabdas the 
rhythmic and the textual parts alternate generally in short 
frequency, but there are also portions where the periods of both 
are longer. The Sahitya is always in praise of a deity or a patron, 
who is a Zamindar or King. It goes on elaborating in epithets 
the qualities, acts and glories of the deity or patron and ends by 
exclaiming ‘ ‘ Salute unto thee ’ ’ . ‘ Padmanabha Saldmu re ’ ends 
a Sabda of Tanjore Vadivelu Pillai on Sri Padmanabhaswami at 
Trivandrum, which has been familiarised to us by the Sadir. 
Many others exclaim at the end “  Paraku “  Attention ” , giving

1 Through the help of Sri Ramachandra Sarma of Uttukkadu, I had 
collected many Sabda manuscripts of Uttukkadu, which I, later, gave 
away to (he Adyar Library.
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the picture of the deity or patron eulogised as arriving or sitting in 
court or going in procession, being announced by the bards. 
This feature points to the affinity of the composition Sabda to 
such specimens of court-panegyrics as Rangaghosana and Biruda-. 
vali described in later Sanskrit Rhetorisc. Sabda itself means in 
Sanskrit ‘ Yasoglti,’ ‘ a song praising one’s fame.’

With a view to know more of the Sabda-composer Kasinatha,
1 secured some extracts from his compositions from Sri Bala- 
subrahmanya Sastri of Merattur, who had copies of some of 
them. These extracts showed that Kasinatha invariably signed 
his pieces with his name; from one extract we learn that he sang 
of the deity, Acyuta Varadaraja, at Merattur, otherwise called 
Unnatapurl.

Acyutajaladhicandra Varadaraja ninu nammitini. (a Sabda 
in Caturasra).

In two other extracts occur the names of the composer and the 
King of Tanjore, Sarabhoji. There are others in which the names 
of Tulaja and Pratapasimha occur, but not Kasinatha’s name. 
Sri Balasubrahmanya Sastri further informed me that there were 
Sabdas on Gajendra moksa and Sita kalyana with Kasinatha* 
mudra, and Kasinatha composed also Sabdas on Rama patta- 
bhiseka, the deity at Merattur and Sri Nataraja at Chidambaram.

In the June of this year, myself and Sri T. L. Venkatarama 
Ayyar visited Tiruvarur to search for manuscripts of the compo­
sitions of Sri Muthuswami Diksitar. Sometime later, Sri N. 
Mahadeva Ayyar, ex-Govemment Pleader at Tiruvarur, but for 
whose help we could not have seen any manuscript at Tiruvarur, 
sent me a bundle of palm-leaf manuscripts belonging to the family 
of a Nagasvarakara of Tiruvarur. Among these manuscripts, 
I  found one written in Grantha script containing a large 
number o f Sabdas and marked on the first leaf “  Svaminathan’s 
Sabda Manuscript.”  The manuscript opens with five Sabdas in 
Tamil, two on Subrahmanya, one on Visnu, one on the Ganesa 
at Tiruvarur and another on Ganapati again. The rest are all 
Sabdas in Telugu on different deities and patrons, among whom 
is included the King of Travancorc Ramavarma; these are 
evidently by different composers, and I shall take another 
opportunity to deal with them. That the manuscript was written 
at Tiruv&rQr is borne out by the words ‘ ‘ Tyagarajate Tunai ’ ’ at 
the end of each Sabda.

By far the largest number of the Sabdas in this manuscript 
are those of Kasinatha, so identifiable by the mudrS of his name
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Tala. Subject of eulogy.
4� Misra On Gajendra Moksa.
5� ! � God Prasanna Venkatesa.
F� f> God Kama.
1� ! � If

0,� ! � God Prasanna Venkatesa.
00� W God Hama.
0�� »  • • N�E=� 9:I:���

The last in an important piece as it refers to the manifold music 
compositions of King Sahaji and his musical gifts. Sahaji’& 
devotion to God Tyagaraja (of Tiruvarur) and his mother 
Dipamba are also referred to this Sabda.

“  Tam dhinnandhittam Tharikutaha—
Atita * visamamanagatamu samamandu 
Suramu SALAMU Daruvulu * *
Jati taruvu * * Suladi # •
Sangatika janaranjitamai Kuravamciyu * *
Tyagaraj akrpanu velasini prakatamuga bahu natakalan- 
karamulu radyincidivi—ammamma satatamu Sambasiva- 
bhaktiyanugala
����	��  garbhasudhakara * *
Kasinathanutendra sadgunasandra Bbosala-candra 0���  
bhUpalure ”

In the compositions mentioned in the above Sabda, we find one 
called 0�$�	�g  evidently this Salamu is another name of the 
Sabda which, in many cases, ends with the expression ‘ Salamu ’ 
or ‘ salutation ’ to the king or deity.

That Slahaji was a prolific composer of various types of compo­
sitions can be verified by the manuscripts in the Tanjore Library.

Such a composition of Jati-Sabdas woven with Sahitya-sabdas 
seems however to be common to the whole of this country; for, 
some years back, I  listened to and witnessed the dancing of a 
composition like this on Krsga belonging to the Kathak school by 
one of the members o f Srimati Menaka’s troupe.

Fortunately Kasinatha has given us the clue to know the time 
when he flourished, by the mention of the kings eulogised by him 
in his Sabdas. We do not know who the Narasimhappa occuring
in one of his Sabdas is, but we know the patrons whom he has 
praised in some of the other Sabdas, viz., the Mahratta* kings of
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Taujorc well-known l'or their musical patronage, Sahaji and 
Sarabhoji, sons of Ekoji and Dlpamba. Sahaji is the greatest 
ruler and patron of the Bhosala Mahratta dynasty of Tanjore, 
and he ruled between A.D. 1684-1712. His younger brother 
Sarabhoji I  ruled between 1712KL728 A.U. In some of the 
Sabdas in this manuscript, as well as in the manuscripts with 
Merattur Balasubrahmanya Sastri, there are Sabdas mentioning 
King Tulaja and King Pratapasimha. In a slightly longer Sabda 
in Misra in the Tiruvarur manuscript, on the story of the 
Ramayana, there are greetings to Tulaja (II ), (1763-87) son of 
Pratapasimha (1741-64), and Pratapa Ramacandra which is 
perhaps Amarasimha (1787-98), the son of Pratapasimha by a 
concubine. I f  this is also by Kasinatha, we must take the composer 
to have enjoyed a long life; but these pieces do not have 
Kasinatha’s Mtidra.

In two pieces Kasinatha qualifies his name with the words 
Vasika-vara, which might mean that he was also a flute-player. 
In his Sabda in Misra on Sitakalyana, his Mudra is found thus: 
‘ Veda Kasinatha ’. That he was proficient in dance is known by 
the attribute which he gives himself in another Sabda, in Misra on 
Prasanna Venkatesa, viz. Bharata Kasinatha (Tiruvarur ms).

The most renowned Sabda o f Kasinatha appears to be his 
Gajendra Moksa Sabda which is otherwise called the Maiiduka- or 
Prog- Sabda. In the Tiruvarur manuscript, the marginal note 
calls it the Mandukasabda. The Sabda contains a long sequence 
o f rhythmic syllables in which the poet tries to capture the sound- 
effect of frogs croaking in the lotus-pond where the Gajendra 
gets caught. I  have heard Bharatam Narayanaswami Ayyar 
recite this portion and verified the strikingness o f the effect of 
this passage. This article on Kasinatha may be closed with the 
reproduction here of the relevant portion of this Sabda.

Mandukasabda—Gajendramoksam—Misram * *
“  Takkioa.ihkina-Tfl.lni Taganaka Theku kamalatatakamuna 

Mandukasabdamu - Taga nanakanakapakana - nakanakana- 
kajha - jhegana - nakanakanakana - nakapakapakajha - 
tagapapakanakanakajha • jhegananakananakajha tagana 
nakanaka - jheganannkanaka - tagananaka - jhegananaka - 
kinanaka

(indappadi madhyamakalam; kinanakatircchi orutaram) 
bagugayilSgughfi mapdfikamulu ghogimpaga # *
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R5ga TAla
14. Atari Eka.
15. SankarSbharana tf

16. Mukh&ri Campa.
17. Pati Eka.
18. Kambodari Paneari.
19. Saurastra Eka.
20. Nadia ramagri Pancakari.
21. Samanta malahari Eka.
22. Bhupala Triputa.
23. Ghantaramalava Eka.
24. Malavagauda Paiicakari.
25. SarikarSbharana Campa.
26. Kedarappantu »
27. Indisa »»
28. Nadaramagri Eka.
29. Saurastra Campa.
30. Ghantara Pancakari.
31. Kedaragauda Eka.
32. A  Ragamalika in Bhairavi, 

Bhupala, Indisa, and 
Kanakkurinji.

Pancakari.

33. Kamodari Ata
34. Gambodhi Eka.
35. Dhanasi ft

36. Kedaragauda Campa.
37. Kambodhi Pancakari.
38. Pati Campa.
39. Malahari Eka.
40. Sankarabharana ft

41. Mukhari Campa.
42. Natta If

43. Bhairavi Eka.
44. Malahari Pancakari.
45. Kamodari ft

46. Mukhari Eka.
47. Indisa , ft

48. Kedaragauda if

49. Sahkarabharana i t

50. Bhairavi it

51. Ghantara Campa.
52. Pati Eka.
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Raga
53. Kanakkurinji
54. Kurinji .• •!

55. Malavagauda .4 *1

56. Ahari 1* •

57. Mukhari l* *1

58. Sahkarabharana »:•<
59. Natta ,  ,

60. Gambodhi .

61. Bhairavi i* •

62. Kanakkurinji i* ♦'

63. Samanta malahari i« •

64. Ahari
65. Kedaragauda • •

66. Ghantara [•
67. Gambodhi • ,

68. Indala

Tala
Campa. •

KK�

Eka.
99

PancakSri.
! �

An analysis of the above pieces will 
well-known Ragas,

show that among the 

Nos.
in Pati, i.e. Padi, there are 5 songs, (1, 11, 17, 38, 52).
„  Bhairavi 5 „  (3, 32, 43, 54, 61).
„  Meccid (Meca) bauli 1 song, (4).
„  Ramagiri (Ramakarx 1 * (6).

or RSmkriya)
,, Kedaragauda (or -la) 5 songs, (10, 31, 36, 48, 65).
„  Saiikarabharana 6 „  (12,15,25,40,49,58).
„  Mukhari 4 „  (16, 41, 46, 57).
„  Saurastra 2 „  (19, 29).
„  Nadaramagri (-kri or 2 „  (20, 28).

-kriya)
„  Bhupala 2 „  (22, 32).
„  Malavagauda (-la) 2 „  (24, 55).
„  Ghantara (Ghanta) 3 „  (30, 51, 66).
„  Dhanasi 1 song, (35).
„  Malahari 2 songs, (39, 44).
„  Kurinji _ 1 song, (54).
„  Ahari (Ahiri) 1 ,> (56).

Sometimes a tendency to adopt a pointless literarisation of the 
Raga-names manifests itself; a form which would satisfy grammar 
and give some meaning is adopted; and this tendency has played 
havoe in the field of RSga-nomenclature. It is usual in Kerala 
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is in Mukharippawfu.* Kuraiiji is a well-known Raga; the form 
Kanakkurinji has an unmistakable Tamil complexion, and so, also 
is Indisa of which we know nothing.

I f  we have only; these Raga-names in manuscripts or books, the . 
question may not be of so much importance; fortunately the 
practical value of it is ensured by the fact that the Krenagiti is 
still sung and danced to in the month of Margasirsa by a special 
band of musicians and dancers maintained by the Zamorin of 
Calicut. I  am making arrangements to get one of the singers of 
this troupe to go to Madras and show us the form of Samanta- 
malahari, Ghantara-malava, Kanakkurinji, Indisa, Pantayiri and 
Kedarappantu.

The interest of the Krsna-giti is not confined to the Ragas. If 
we go through the Tala-names, we find in no less than 11 pieces 
(9, 18, 20, 24, 30, 32, 37, 44, 45, 67, 68) the Tala as Pancakari, 
which is once written as Pancari also. It will be worthwhile 
to know what this Tala also is.**

In the Ajamila of Svati Tirunal, the fourth song is captioned 
Dindi and the index includes Dindi as a Raga; it is the name of a 
metrical composition, the Marathi Dandi (Saki, Ovi, Dandl etc.). 
In the same composer’s Sanglta Krtis, the index makes a similar 
mistake regarding 139th piece marked Abhang, which is not a 
Raga, but the name of a Mahratti song-type. That Svati Tirunal 
adopted these song-types from other parts o f the country is shown 
by his great linguistic interest and in his Ajamila, he has a song 
in the Dhrupad-form (No. 6). In his two Upakhyanas, there are 
four songs (4th in Kucela and 2nd, 3rd and 8th in Ajamila) under 
the caption Bilandi, which again may be an exotic song-type. The 
Raga o f the very first piece in Kucela, Khat, is a  North Indian 
Raga.

fcARTS I—iV j THE RAGAS IN KERALA 13d'

• Prof. P. Sambamurti drew my attention to this Mukharippantu. 
Other rare R&gas in the songs of Tallapakam Annamacarya are Kopga- 
malahari, Gitanata, DeSala, Bauli Ramakriya, Abali, Telugu Kamboji, 
a Mencubauli as different from Mecabaull (songs 8<y and 225 in 
Sihgarasafikirtanalu) and Rayagaula. See Vols. II and III of the 
Tirupati Devasjhanam Tallapakam Telugu Works, Annam&carya’s 
Adhyatma and SfAgara Safikirtanalu.

••In a ms. in the Tanjore Library (No. 13943), there is a Telugu song in 
Mukhari of which the T9Ja is given as PailcaghUta which seems to-be 
the correct name of this Tala.



MUSIC IN PALKUEIKI SOMANATHA’S WORKS
BY

. � �� � �� � �,��@��

Some scholars opine that the Telugu author Palkuriki 
Somanatha flourished in the 12th Century A.D., but the more 
generally current view is that he wrote in the last quarter o f the 
13th and the first quarter of the 14th Century A.D., and was a 
contemporary of King Prataparudra of Warangal. It will be 
useful to glean the musical information in the writings of this 
author, the Basavapurana1 and the Panditaradhyacarita.1 2

In the former Purana, Somanatha gives an epitome of music, 
mentioning the elements of music, kinds of instruments, and a 
series of Ragas. The following] varieties of Vina are mentioned 
here:—

Rdvanahasta, Brahnuwina, Lavanyavlna, Kailasavina, Akasa- 
vlna, Pinakivina, Sarangavlnd, Kurmavlna, Svayambuvavlna, 
Gaurlvlna, and Kinnarivind.

Of these, those in italics may be traced to the musical works. 
Besides these Vlnas, Somanatha mentions also an instrument 
named Janaka (p. 89). He then speaks of the 7 Svaras, 22 
Srutis, 7 Gamakas, 3 Sthayins, Buddha, Salaga and Desi Margas, 
3 Layas and Thayas.

The list o f Ragas which follows speaks o f :—
De&k?!
Dhannasi
De6l
Nata
Sakala
RSmakriya
Lalita
Salanganata

Varall
Kambhoj!
Gaulapancaka (5 Gaulas)
Bhangala
Gurija
Bhairavl
Badapancara
A (Sa?) rainga

1 Edn. Veturi Prabhakar*  ̂Sastri. Andhra Patriki Office. 1926.
2 Edn. ,Ch. Narayana Rao. Andhra Patrika Office. 1939. There is 

also an older edn.; and there are some variants in the RAgataames in 
the two edns.

I aip thankful to Dr. N. Venkataramanayya for helping me to collect 
the information in this article.
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Komi)u, Unavuna, Vali, Bhajamana, Pamvu, Sevana, VahanI, 
Savyangula vahinl and Adhara vahinl.

7 kinds of Alapa are then given: Arohi, Avarohi, Cakravala, 
Sampada, Pravyakta, Suvyakta and Lalita.

After mentioning the 22 Srutis, Somanatha mentions 22 
Gamakas: Dlrgha, Lalita, Dlrg|hika, Adlrgha, Dirghollasita,
Dlrghakampita, Ullasita, Samollasita, Ullasita, Uccarita, Sphurita, 
Murdhniksipta, Komala, Aksipta or Ksipta, Bhramita, Ahata, 
Lalitottama, Lalitaprastuta, Gumphita, Suksmanta, Kuncita, and 
Karasthita. After this 7 more special Gamakas are mentioned: 
Kampita, Sphurita, Lina, Tribhinnottara, Andolita, Ahata and ?, 
which are well-known.

A  list of 108 Ragas is then given, after which mention is made 
of the 4 kinds of &arira, Bambala (Bombaka), Narata, Misra and 
Khavula. Then are given two items called Sarivacakas and Anu- 
vacakas, 2 Sarivacakas, Jaya and Ujjaya, and 12 Anuvacakas 
Hayi, Suhayi, Ganayi, Gudhayi, Gadhayi, Vayi, Denayi, Bahulayi, 
Badiyayi, Nibidayi, Coksayi, and Diksayi. Then follow some 
other interesting topics: 6 Svadus, 9 Svadus, 5 Jayas, 12 Tiruvus, 
7 Kanthagatis, 11 Yahanis, 32 Thayas, 15 Salaga Talagatis and 
6 Alattis.

All these give one the impression that the ancients had a wide 
repertoire of critical vocabulary to appreciate the several and 
minute aspects of our music.

Now the list of 108 Ragas mentioned in this section by Soma­
natha, which are said to be classifiable into §adava and Auduva, 
Strl, Purusa and Napumsaka, and Sanga, Raganga, Kriyanga and 
Rupanga. The text in the two editions has sdme slight differences 
in the Raga-names which also I note here. The list has a few 
cases in which we are unable to decide the correct name, as in the 
cases of some compound-names:

Sriraga
Andoli
Citrahgi
Lalita
Saura
Gauli
Sankarabharana
>:E9I:��
Hadhyama gandhari 
Rakta gandhari (jati)

Pancama gandhari (jati) 
Devagupta 
Srlkasika gupta 

or
Srikalika gupta 
Gandhari gupta 
Sadliarana gupta 
Eiannadika 
Deli
Kumbhaka
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Kamodi
Desaksi
Madhukari
Divi or Dimi Megharanj! 
Rahga varall 
Tarangin!
Bahul!
Bangala
MlLhuri
Brahman!
Suddhavahin!
Brhat!
Devakriya or Devapriya 
Rupa
Sohala or Sohari 
Saindhav!
J§uddhavarali 
Saurastra1 
Sohaha Saindhav!4 
Saurastra Saindhav! 
Pauran!
Bhinna pauran! 
UtpalapadS 
Panjara 
Nagavaral!
Nagadhvani 
Kuranji 
Nata 
Trinetri 
Malav! Gaula 
Ramakriya 
Chaya Gaula 
Dravida Gaula 
Karnata Gaula 
Saurastra Gaula 
Desala Gaula 
Bhairav!
Sarangabhairav! 
Nandayant! (jati) 
Nadottar!
Suddhahira

Anya Saindhav! 
Vasanta ■
Meghacchali
Saundar!
Takka
Chanhar!5
Rakhasi
Somaraga
Maruva
Pallala
Kalind!
Dhaivata
Ghantarava
Nyalind!
Desali
Abhrapancama 
Gandhi kamodi 
Srikantha 
Kambhoji 
Sindhuvarali 
Kausika 
Purna nata 
Gujjar!
Saurastra gujjar! 
Malahar!
Kolahala
Malav!
Gaulika
Madhyavibhinna 
Salanga nata 
Bhupala 
Chaya tod!
Sauvira 
Hindola 
Turuka tod!
Divyavat!
Gundakriya
NatanarSyan!
Rsabh! (Arsabhi jati)
Nartaki
Velaval!

4 The later edn. omits these two. 
6 Absent from the first edn.
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SOMA BAGA
BY

. � �� � �� � � , � � @ � �

Soma is a well-known Raga in the books. The Sangrahacmda- 
mani and Sangltasarasangrahamu describe it under the 14th Mela, 
Vakulabharana. Earlier works also deal with it. The Saiigita 
Ratnakara, A.D. 121047, defines it in eh. 2, verse 167, as bom of 
Sadji Jati and as suitable in Yira rasa.

#  aR*TO W «W : ||
One o f the authorities mentioned by Sarngadeva is Somesvara, 

and this writer may be King Somesvara o f Kalyan who compiled 
in 1131 A.D. the encyclopaedia called Manasollasa or Abhila- 
sitatha Cintamani, which contains a substantial section on Music.1 
This encyclopaedia of Somesvara was taken up for publication in 
the Mysore Oriental Library Series, but was not issued beyond 
a portion. It was later taken up for publication in the Gaekwad’s 
Oriental Series, Baroda, and two volumes of it have appeared in 
that series under the editorship of Sri G. K. Shrigondekar, � �� �

On pp. 19-20 of his English Introduction to Vol. II of the 
Manasollasa, Sr! Shrigondekar draws attention to some rare 
musical information in a section of Somesvara's work. In 
book III, ch. 11, Somesvara deals with the subject of progeny 
and describes here the Samskaras for the pregnant queen, child­
birth, Samskaras for the child etc. The editor says: “ At the 
time of the Simanta ceremony the Sastrakaras say that the 
Vinavadins should sing songs in praise of Sdma, but here King 
Somesvara actually advises that they should play the Soma 
Raiga___ ” .

The text as edited by him reads in the place referred to

fq f c p r fa :  S fo fa fa : |

, G �E� (tf) ii
Sloka 53. p. 108, Vol. II.

Sri Shrigondekar quotes in this connection the Sutrakaras 
Aivalayana, Paraskara, Apastamba and HiranyakeSl, all of whom

1 See the Journal of the Music Academy, Vol. 3, p. 27, my article 
on Early Sahgita Literature.
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specify only this much that during the Slmanta ceremony, Vina- 
players must sing in praise of the deity Soma who is well-known 
as Baja.

That according to SomeSvara Somaraga should be sung or played 
seems to be a mere fancy of' the editor, based on a defective 
reading of the text before him. The line in SomeSvara may as 
well be in reality

meaning “  with Vainikas playing music which propitiates the 
deity Soma Baja. ’ ’ Thus Somegvara is saying here nothing more 
than what the Sastrakaras themselves say regarding music on 
the occasion of the Slmanta ceremony; and Soma Raga might not 
have anything to do with Slmanta.

146 THE JOURNAL OF THE MUSIC ACADEMY [VOL. XIV

SIGNIFICANCE OF MUSIC—(Continued from p. 144).
Thtas, while true aesthetic emotion Is the same and Is changeless In 

every age, the improper appreciation of music is subject to fashion 
and changes from one age to another. * * * *

In Vernon Lee’s wordB: * * • * Music thus awakens two different 
kinds of emotion—a dramatic one referred to its expressiveness, and on 
aesthetic one connected with the presence or absence of what is known 
as beauty. * * * * * •

To convey meaning is * * essentially the function of literature 
* * music is vastly inferior to literature as a medium for the expression 
of meaning, and this is true also of music considered as a vehicle for the 
communication of a particular emotion. * * It is only by a misuse 
of its true function that music is ever employed to express meaning at 
all, and that to put it to this use is to constrain it to do badly what 
literature does well. *Music is neither the slave nor the mate of poetry, 
nor, when she is constrained to run in double harness, can she do her 
own work. * * * * * *

As a general rule the more meaningless the words the more successful 
the songs; * * for the same reason Masses and oratorios tend to be 
superior from the musical point of view to operas, the words in a Mass 
being few and conventional * * * * thus the music, undisturbed by 
the meaning of the words to which it is yoked, can develop freely 
according to the laws of its own nature. Even so, however, the human 
voice, in so far as it makes articulate sounds, must be regarded as an 
intrusion a fact which was recognised by the early English musicians 
who used it in articulately like a music instrument. The only pure 
form of music is the instrumental.

—Mattes, Life and Value. Part II. Aesthetics as the 
Awareness of Beauty, ii. Significance of Music pp. 283-299.

(Oxford University Press).
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Sri Sanya Gana Sudhodayam— Compositions .in Tamil by 
Sangita Vidwan Brahmasri. Nerur Srinivasachariar—Copies can 
be had of Thompson & Co., Ltd., 33, Broadway, Madras.

Under the above title, Sangita Vidwan Brahmasri Nerur 
Srinivasachariar has published sixty-eight kritis, along with a good 
number o f gitas, svarajatis and tanavarnas, all in Tamil, in simple 
notation, with the mudra “  Srinivasadasa ” .

It is noteworthy that these compositions of this talented 
musician stand unique in striking contrast to most of the available 
works of other contemporary composers in Tamil, in respect of 
diction, gradation of sangatis, richness of musical conception, 
exposition of all shades of ragabhava and sublimity of thought and 
import. An analytic study of his songs “  Vishvaksena ”  in Todi, 
“  Mayane idu ”  in Kharaharapriya, “  Yadugirithai ”  in Darbar 
and “  Hayagriva ”  in Kalyani ought to confirm the above opinion.

Further, •Brahmasri Srinivasachariar has indeed achieved a 
rather enviable degree of success in the matter of originality of 
raga-portraiture. A  composer who attempts to compose in 
obscure ragas has not much of the musical experience of pioneers 
to draw inspiration from; he has only to ransack his own musical 
resources. If in spite of this handicap he succeeds in shaping 
sweet melody-moulds, his success is rather remarkable. For example, 
the Simhavahini kriti ‘ ‘ Jaganmatave ”  is a type by itself for the 
following reasons: The sahitya is very simple and the words are very 
few and naturally there is a profusion of vowels. (vide p. 86). 
When we look at the sahitya alone, we get the impression that 
it is a very simple kriti; but the truth is that he has cleverly fitted 
this simple sahitya to a very beautiful and majestic dhatu, and 
has shown clearly that in musical compositions music ought to 
play a predominant part and the words should merely act as a 
vehicle helping the composer to express his musical thoughts. 
The majesty of the first sangati itself starting with the phrase 
“ G M P j p m g R s n D N  S ; ”  suggests an elaborate treatment; 
it is simple in setting, leaving ample scope for the later variations. 
The second and third variations treat the laghu and the fourth one 
is a crowning and spectacular elaboration of the whole scheme of 
the pallavi. The anupallavi has three sangatis. They are in the 
best order and succeed one another quite naturally. The charanam 
based on the phrase “ D ; P ; D P ; M  G E  S ; ”  serves more or 
less as a commentary on the musical setting of the pallavi 
beginning with G M P ; etc. Rendered on a fine gamakaiarira, 
the piece ought to leave a deep and pleasurable impression in the
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founded on folk-practices or demonstrations particularly its dance- 
modes. The author confuses Kottarakkara Raja with KottSyattu 
Raja (p. 33, 34). The former wrote the Ramanattam series and the 
latter the four famous Kathakali plays, Bakavadham, Kalyana-» 
sougandhikam, Kalakeyavadham and Kirmeeravadham. The inci­
dent related in the note under page 33 of the book has nothing 
to do with Kottarakkara Raja who lived at least 150 years before 
Kottayattu Raja on whom the distinction of having perfected 
Kathakali Art is usually bestowed. It passes one’s compre­
hension how the Cakkyar Kuttu in which only the narration of 
puranic stories is done by Cakkyars, once professional actors of 
Kerala, could be associated with Kathakali (p. 44). They are 
poles apart. Kutiyattan again performed by Cakkyar is on a 
different footing.

In the chapter on the Technique of Kathakali reference is made 
to certain other secular recitals like Tullal, Mohiniyattam, 
Kaikottikkali and Pathakam, p. 54. The first three are different 
types of dance but the last one has nothing to do with it. It is 
agfliti like Kuttu a narration of puranic stories done by Nambiar 
who can have it even outside temple precincts while Cakkyars’ art 
(Kuttu) must be confined to its four avails. There are similar 
mistaken remarks on the make-up also: Ravana is taken to be both 
a Tadi and Katti (p. 118); evidently the author has mistaken 
the white border painted on the actor’s face as a beard. It is 
only an artistic finish for the <���%  and �����  varieties and nas 
no place in Tadi. It is unnecessary to add to the list. Malayalam 
words like Cenda are mis-spelt*

The language of the book is also badly in need of revision. 
‘ The verses which are acted, are @���<%���@ by a Kalasa.’ What 
the author means here by the word designate is not possible to 
conjecture. I f  ‘ followed ’ is substituted it makes some meaning.

C. A. SI.
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SELECT OPINIONS

The Indian, Express : “ The lesumption of the�
Journal is an event of the first m.^iiitude in the musical
D o: /M � F� $

TM Hindu: “  The revival of thiSsWalhatjle Journal,�
devoted to the study and promotion of Indian Music�
will be welcomed by all lovers and exponents of the art.”

The Madras Mail: “ W e are glad to note the revival�
of the Journal of the Madras Music Academy (a quar-�
terly>,dev6te<t to the advancement of the science and�
art of music) * * * Fulfilling as it does a real
need of music foyers, we are sure all lovers of art and�
culture will supfpprt it.”

H. H. The Maharaja of Dlkinm/mr : “  * ,* His.�
HigW es^^igte^ijl^jlglitpd to read the attic|g| ih jtour�
magazinewSfieh airerui^doul'l edl y very in te^ tiu g  and�
instructive. lie  is alfê  ipleese.i to read the proceedings�
o f the Academy’s Music Conference- *

The Adyar Bulletin: “  The resumption of the publi­
cation of this journal devoted to the promotion of�
research in the field of music; must bfe ’toelcgmed by all�
lovers of Indian culture. The Joarnh)|fulfils a real need�
as it Is the only Journal'of its 'India.”

„ S. N. Bhattacharya, Bemres Mindu University:�
** A  glance at the Index for the last jfiljsi years’ articles in�
your Magazine reyemg to me the keUjA interest in Musie�
taken by the Soum Indians: TihercyS no such Journal�
in $orth India.”
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