


OURSELVES

The Journal is now being published as an Annual.

All correspondence relatiﬂEg to the Journal should be addressed
and all books, advertisement money and cheques intended for it
should be sent to Sri T. S. Parthasarathy, Editor, Journal of the
Music Academy, 306, Mowbray’siRoad, Madras-600 014, .

. . ! ’ .' R ¥ ’

L ' - 3

Articles on music and dance are accepted for. .publication on

the understanding that they are contributed solely to the Journal of
the Music Academy.

-~

Manauscripts should be legibly written or, preferably, type-
written (double-spaced and on one side of the paper only) and
should be signed by the writer (giving his address in full).

The Editor of the Journal is not responsible foir the views
expressed by contributors in their articles.

JOURNAL COMMITTEE OF THB MUSIC ACADEMY

1. SriT.S. Parthasarathy — Editor (and Secretary,
Music Academy)

2. ,, T.V.Rajagopalan — Trustec
3 S. Ramaswamy — Exccutive Trustee
4. ,. Sandhyavandanam — Member
Srinivasa Rao
5. Prof. S. Ramanathan — Member
6. Sri S. Natarajan
7. , R.Ranganathan Secretaries of Music
8. ,, T.S. Rangarajan Academy, Ex-officio



CONTENTS

‘The 51st Annual Conference of the Music Acadmy,
Madras: Official Report;

A Syama Sastry Bibliography
The Rudra Vina of Somanatha:
Ranganayaki Ayyangar

Some Related Ragas:
S. R, Janakiraman
Gavi Rangappa’s Kritis:
N. Chennakeshaviah

Ornamentation in Okinawan Classical Singing:
R. K. Gayatri, Hawaii

A Poem on the Vina:
T. S. Parthasarathy

The Evolution of Harikatha in Telugu Nadu:
Vinjamuri Varaha Narasimhacharya, Kakinada

A Comparative Study of Muthuswami Dikshitar and
other Composers—Purandara Dasa and
Kshetrajna: (Dr. V. Raghavan Shashtyabda-
purti Endowment Lecture)

Sandhyavandanam Srinivasa Rao

Ragas in Shyama Sastri’s Compositions: (Tamil)
Vidya Shankar

Vina Krishnamacharya, my Guru: (Tamil)
G. Chennamma

Book Reviews:
T. S. Parthasarathy

PAGE

72

1

91

98

102

109

115

126

145

156

163






Tﬁe 51st Madras Music Conference
Official Report

THE OPENING DAY

21st December, 1977

The 51st Annual Cooference of the Music Acadenry, Madras
was held atthe T. T. Krishnamachari Auditorium in the premises
of the Academy, 306, Mowbray’s Road, Madras-600-014, from 2lgt
December 1977 to 1st Jaouary 1978. The Conference was inaugu-
rated by Smt. Rukmini Devi.

On her arrival at the premises of the Academy, Smt. Rukmini
Devi was received by Sri. K. R. Sundaram Tyer, President of the
Academy and the Secretaries, and was introduced to the Members
of the Executive and Experts’ Committees of the Academy.

The inaugural function began with the singing of prayer by
Smt. Mani Krishnaswamy.

Messages

Sri T. V. Rajagopalan, Secretary, then read the following
messages received for the success of the 51st Conference of the
Academy.

Message from the President of India sending his best wishes
for the success of the 51st Annual Conference of the Academy.

"7 Message from the Vice-President of India, Sri. B. D. Jatti, in
which he said ‘I congratulate this premier institution on completing
half a century-of praiseworthy service in the cause of music and
dance”.
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Message from Shri. Morarji Desai, Prime Minister of India,
reading as under :

““The Music Academy of Madras has long been recognised as a
premier institution in the field of preservation and popularisation of
classical Karnataka musjc. Ithas also done commendable work
in enabling the South to know and appreciate the Hindustani
musical heritage. I send my good wishes for the success of the fifty-
first annual conference of the Academy”.

Message from His Excellency the Governor of Tamil Nadu
reading as under :

“I congratulate the Academy on the signal service it has rende-
red to the cause of music for half a century now. I wish it continued
success in the years to come.”

Message from the Governor of Rajasthan, H.E. Shri. Raghuku
‘Tilak, reading as under :

“Indian Music has been influencing the lives and character of
the people for many centuries. I commend the efforts of the Music
Academy, Madras, its stupendous task of preserving and promoting
<classical music and it can feel justifiably proud of its achievements.”

Message from His BExceilency Shri, Tapase, Governor of U.P.,
offering his hearty felicitations to the members of the Academy and
to the artistes attending the function. In his message Shri. Tapase
said ““As evident, for political and historical doldrums in the North,
our traditional music, dance and arts - the musical theme of which
was spirituality-shifted to the South where they were preserved
and promoted to manifest the fundamental purpose and content of
Indian culture. To promote the cause of our traditional music and
daunce is, therefore, an invaluable service to the nation and a step
to .fight the materialism, penetrating deep in the field today .

Message from H. E. the Governor of Bihar, Shri Jagan Nath
Kaushal, reading as under:
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= .+ ** The Music Acedemy, Madras, has been doing very good
work in preserving and promoting classical music and dance both
Karnatic and Hindustani. - I send my best wishes for the success
of the Conference ™.

Message from H. E. the Governor of Karnataka éending
his good wishes for the success of the Conference.

Message from the Licutenant Governor of Pondichery reading
as under :

** The Music Academy has been doing commendable work in
preserving and promoting classical Karnataka Music and
popularising Indian Music abroad. I am sure the the Conference
would be very interesting and useful to the participants. *

Messages from the Honourable Ministers of the Goveromeot of
Tamil Nadu Sarvashree R. M. Veerappan. Minister for Informa-
tion and Broadcasting, Edmund, Minister for Food and Co-ope-
ration, K. Kalimuthu, Minister for Local Administration, and
Selvi P. T. Saraswathi, Minister for Social Welfare.

Message from Dr, P. V. Rajamannar, Retd. Chief Justice
-of Madras, sending his best wishes to the Conference.

Message from Sri T. S. Rajam, Patron and Ex-President of
the Music Academy, associating himself closely with the Conference
and sending his best wishes for its success,

Messages of good wishes from Mrs. Johanna Spector,
President, Society for Asian Music and from Mr. Rubin of the
Pan Orient Arts Foundation, Boston.

Messages were also received from Sri B. M. Sundaram of
Thanjavur and Sri Tiruchy Sankaran from Ontario, wishing the
Conference all success.

The President of the Academy, Sri K. R, Sundaram Iyer, then
welcomed the distinguished guests and members of the Academy
and the public. In his address Sri Sundaram Iyer said :
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Srimathi Rukmini Devi, Srimathi Vasanthakumari, the Presi-
dent-Elect of this Conference, Sri T. S. Rajam, Vidvans and Vidu~
his, distingaished guests, Ladies & Genlemen. :

I have great pleasure in welcoming you all, the members of
the Music' Academy, the musicians, the Members of the Experts
Committee and other guests. As one associated with the Music
Academy for nearly 40 years, as its Treasurer for 21 years and
President now, 1 take pardonable pride in the growth and distinc-
tion achieved by the Music Academy over the last 51 years.

We consider it a privilege to have this conference inaugurated
by Srimati- Rukmini Devi. She has done valuable service to
-enrich our country’s artistic and cultural life. She has accompli-
shed this not only by talent, devotion and courage, but also by
the sheer power of perseverence in the face of many obstacles,
particularly in the earlier years. She has also spread the message
-of India around the world both as an embodiment of our national
heritage and as an expositor of Indian ideals.

Srimati Rukmini Devi has revived and sustained in a big way
-one of our great art forms. the Bharata Natya and made it popular
throughout our country and outside. Several years back, in the
:social atmosphere then prevailing, fewer people alone enjoyed a
dance recital. Shrimati Rukmini Devi made it widely known to
the public that this beautiful art of dance should be given its
rightful place in life. As you all know, she is the head of the
Kalakshetra, an active, growing cultural centre in Thiruvanmiyur
-under her care, which is playing an important role in the educatio-
nal and cultural life of our country. Over the years, she has not
only presented numerous individual dances by students of
Kalakshetra but has also composed, choreographed and produced
-several dance dramas adding every time new themes from the
-store house of our epics and classics. 1t may not be inappropriate
if 1 mention how much we all admired her for deciding to
<continue to carry on her own devoted work as the President of
Kalakshetra, when her name was considered for the place of the

President of India,
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. She is also the Chairman of the Animal Welfare Board and
the State Vegetarian Congress; she is also comnected with a
number of other organisations, She was a nominated member of
the Rajya Sabha for two terms. She is a member of our Experts
‘Committee. 1 am very happy that she agreed to our request to
inaugurate this Conference.

| am very happy that Srimathi M. L. Vasanthakumari, one
of the front-rank musicians who has enthralled thousands of
music lovers through her musical concerts for thirty seven years,
will be presiding over this year’s Conference, She belongs to a
distinguished Carnatic music Parempara. Her mother* Srimathi
Lalithangi was a reputed musician.

I wish to recall some of the achievements of the Music
Academy during the last 51 years. The Experts Committee
consisting of eminent musicians and musicologists has brought
together leading artists and persons well versed in tbe Sasiras and
Sampradayas in their efforts to effect a reconciliation between theory

and practice of the art and to place before the experts their
researches and new findings.

The construction of this imposing Auditorium is a land-mark
in the history of the Academy and for this we are deeply
indebted to the late Shri T. T. Krishnamachari, more than to
anyone else. The construction of the Academic Block will be
taken up during the next year.

An important feature introduced by the Academy during the
fast few years is the mid-year series which my predecessor
referred to in his address last year. In this series, held usually
thrice in the year in April, August and October, Vocal and Instru-
mental Music, Harikatha and Bharatha Natyam recitals are
conducted. This series affords encouragemeunt to Junior Artists.
It has given a fillip to the revival of Harikatha Kalakshepam
and brought to the fore-front some promising performers of the
younger generation. All the mid-year concerts and Harikathas are
open to the public.
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Seven indigent musicians are receiving an assistance of Rs. 100
- monthly.

Many of you are already aware of the large number of prizes
for competitions, concerts and scholarships for the students of the
Teachers College of Music.

I

Members of the Public interested in the healthy development
of Music and Art have made permanent endowments towards these.
We have received further contributions during the current year.
'We are thankful to Sri C. V. Narasimhan for his handsome contri-
bution for a prize in the name of his Guru Sangita Kalanidhi
Musiri Subsahmanya lyer, who was also one of our Vice-Presidents,
to be given to an outstanding exponent of Bhava Sangita in the
concerts, to Srimathi Pankajam Rajam for her erdowment for a
prize to a junmior mvusician, vocalist or instrumentalist, apd Sri
Uttaram Thamba Sachitananda’s endowment for Syama Sastri
compositions.

The success achieved over the years through all these efforts
could be attributed to some of the great contributors, eminent men
with enormous capacity for organisation ard well - known for their
sincerity of purpose and earnestness of conviction, great integrity
and foresight - late Dr. U, Rama Rao, Sri K. V. Krishnaswamy

‘Iyer, Sri Kasturi Srinivasan, SriT. T. Krishnamachari, Sri
T. V. Subba Rao and Sri T. L. Venkatarama Aiyar - the sustained
and dedicated contribution by a galaxy of Office - bearers, members.
of the Executive Committee, the Board of Trustees and its Conveonor
who are persons with rich experience. Sri K. Chandrasekharan,
a founder member of the Academy, a member of our Committee and
now one of our,Vice-Presidents has been giving us his guidance
and advice.

During the tenure of Sri T.S. Rajam as President for two
terms from 1971 the Academy introduced several progressive feat-
ures like the mid-year series about which I have already mentioned
and monthly allowsnce to indigent musicians.
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Dr. V. Raghavan, the seniormost among the four secretaries
from 1944, has made a valuable contribution fo the academic
activities, as Editor of the Academy’s Journal, from 1934, Corres-
pondent of the Teachers College of Music and in overall charge of
the meetings of experts, demonstrations, lectures and discussions
during the Annual Conferences. Sri T. V. Rajagopalan, with the
active co-operation of Sri R. Ranganathan and Sri S. Natarajan,
the other two Secretaries, continues to render valuable service being
in charge of the Music concerts in which more than 200 musicians
and artistes take part, and all other arrangements connected with
the Annual Conferenceé and the routipe administration.s 1 must
make a special reference to the unfortunate and premature demise
of Sri G. Narasimhan who, as Treasurer and Convenor of the Trust
Board, did quietly a remarkable amount of work in diverse depart-
ments of the Academy’s activities. His passing away has been an
irreparable loss to the Academy.

Sri S. Ramaswamy who was recently co-opted to the Trust
Board and elected as its Convenor is already taking a keen interest
and rendering 2 commendable service. With his cxpertise on the
Bngineering side he has been effecting several improvements to the
A. C. plant and other installations in the Auditorium.

Let me again welcome all of you and earpestly request you all
to continue to give the valuable support which you have been exten-
ding all these years to the Music Academy. Dr. V. Raghavan will
now present the welcome address to the distinguished Opener of
the Conference.

- Dr.Raghavan, Secretary, then presented Smt. Rukmini Devi
the Welcome Address in the course of which he said :

Dear Madam,

On behalf of the Music Academy, we welcome you. It is not
as if you are coming here for the first time. Form, as you kaow,
is the essence of culture as it is of our arts. Familiarity should not
blunt the edge of courtesy and regard. Following therefore Sampra-
daya, which you also uphold, we preseot to you this Address of
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Welcome expressing our regard, and appreciation of the work you
have achieved in the same field. The Sanskrit saying is ‘ Vidvan eva
vijanatt vidvaj-jana-parisramam’. Only those who have built up an
organi-ation, developed ideals, and maintained standards can under-.
stand and appreciate truly these achievements of a sister organisa-
tion.

:

We had just celebrated the completion of half a century of our
work. Our Golden Jubilee Conference last year was a marathon
session. This year’s Conference has been given a further importance
by dedicating itto the memory of the great composer Sri Syama
Sastri : and in commemoration of his 150th anniversary, several.
additional features have been introduced to enrich the Conference
and the Concerts. All this does not lead to any resting on the oars,
Kalidasa said : Klesah phalena hi punar navatam vidhatte ; *All the
strain, when attended by success, produces a rejuvenation of our
energies.” And so we are now poised for a further era of expansion,
particularly on the side of our academic activities which mark off
our annual functions as real Conferences from what are merely
festivals. 'The Academic Block which we have undertaken to build
will help in our developing our College, the Vina and Bharata Natya
classes, the course of training in Harikatha, and our growing library
of books, manuscripts, albums and archival materials : it will inclu-
de a small auditorium for our Conference and Experts’ Committee
discussions and lectures and mid-year concerts.

Some data on the infra-structure of the Academy may be men-
tioned on such an occasion to help the public to appreciate the
position, popularity and prestige that the Academy has gained.
Endowments from several individuals for various annual prizes and
awards—nearly forty of them—amount to over Rs. 2,20,000,
Rs. 18,000 are spent on the mid-year concerts and Harikathas to
which the public are admitted free. Rs. 12,000 are provided for
allowances to indigaent musicians. We spend Rs. 18,000 from our
owa resources for our College. Our Experts Committee sessions,
publications and Journal, the Junior concerts and Hindustani pro-
grammes are supported by the Central Sangeet Natak Akademi. A
-good number of our donations and endowmeats come {rom our
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foreign participaats and admirers, the most significant among which
are from the Dutch scholar of Indian music Mrs. Nijenhuis for our
EBxperts’ Committec work and the Library, and the contributions
from U.S. for Balasarasvati’s Bharata Natya School.

Raising the question ‘what is Freedom for’, Ananda Coomara-
swamy answers that it is not for imitating the West, trying to
become a major political power and so on : but it lies in the lives of
those who are truly Indian at beart and those who believe that India
still is the light of the world and concludes, “if an empirical test be
asked for, T believe that the love of Indian music and the gomprehe-
nsion of Indian art are fests unfailing.”” We hear often the
slogan of Tradition versus Modernity. In the Indian conception,
Tradition and Creativity are not contradictory : Sampradaya and
manodharma are integral parts of our art. Conserving the essential
is Kshema ; fresh access is Yoga ; as in life,so in art, Yoga-Kshema
is our guiding principle of progress. The aroma of the divine lotus,
the Saugandhika, of our art, has spread far and wide and drawn
responsive spirits from all over the world ; but let us maintain our
Manasasarovar pure and not allow it to be swamped with the water-
hyacinth.

Without treading more into the matters of your address, may
1 now, on behalf of the Music Academy, request you, Madam, to

inaugurate our 51st Conference and Festival.

We remain,
Madam,
Your friends of the
21-12-"77. MUSIC ACADEMY, MADRAS

Inaugural Address
Smt. Rukmini Devi then delivered the following Inavgural

Address :
2
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President and members of the Music Academy |

1 must first of all offer my thanks to the Academy for having
asked me to inaugurate this year’s Confetence and Festival. A
minister, an industrialist or some eminent and influential person
might have been more useful. It is an honour and pleasure for me
to accept this invitation so kindly given to me by the new President
Mr. Sundaram Iyer for whom I have the greatest regard.t

The Academy is growing from strength to strength with many
aspects for promoting Indian Culture. Its publications and research
‘work as well as the encouragement it has been giving to young artists
have been uwoteworthy. Our outstanding musicians have been
honoured and made Presidents of Annual Conferences when the title
of ‘Sangita Kalanidhi’ has been conferred on them. These Annual
Festivals have been outstanding and are very well known and deeply
-appreciated by many connoisseurs and devotees of Indian Culture,
particularly by myself. I must of coursepay my tributes to the
-outstanding Presidents that this Academy has had from its earliest
days beginning with Dr. U. Rama Rao, Sri K. V. Krishnaswami
Aiyar, Sangita Kalanidhi T. L. Venkatarama lyer, Sri T.S. Rajam
.and the present President. I would be failing in my duty if T do not
‘make a special mention of the great scholar Dr. V. Raghavan to
-whose ability, knowledge and powers of organisation, the Academy
-owes much of this success. His colleagues have also done yeoman
service.

I was one of the earliest members of the Music Academy and I
am thankful to see it flourishing and doiog such uselul work in the
field of our Culture.

I am really happy that this year when I am mauguratmg the
Festival, the ‘Sangita Kalanidhi® title is being conferred on Sit.
M. L. Vasanthakumari who is an eminent musician and has won a
name io our country for her pure and traditional music,

Music, according to me, is the essence of clwhzatlon As music
is, so is civilization. The influence of'music is lmposslble to descri-
‘be as its divine effect upon civilization is so subtle that our physical
consciousness cannot comprehend it except in terms of the pledsure
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it gives to the listeners as well asto: the musicians whose creative
genius is stimulated by such listeners as are - understanding and ap-
preciative. Our sastras have spoken so much about music. But
music cannot be understood by the study of {t. Like ‘meditation,
only the one who experiences it can know what it is. For me music
is beyond sound and words. As a voice or an instrument is the
vehicle of music, 5o is a musician such a vehicle through whom' this
divipe influence pours. The musician and the audience are equally
jmportant: Yet for complete fulfilment, the quality and attitude of
both have to be on such a level that the Highest can express Itself.
A. true musician never thinks about himiself except as being sensitive
to the response of the audience. I have been fortunate from my
childhood to have heard the giants of Carnatic music. Like a vision
of the Himalayan mountains, even a few moments of their music are
unforgettable. Though I have heard such artists as Thirukodikaval
Krishna Iyer, Poochi Iyengar, Veena Vaidyanatha Iver and many
others, their music is only a magoificent memory. Later when I
heard and had the privilege of listening to Veena Dhanam, Mysore
Vasudevacbar, Tiger Varadachariar, Veena Krishnamachariar,
Mazhavarayanendal Subbarama Bhagavathar, Ariyakudi Ramanuja
Aiyengar, the Karaikudi Brothers, Maharajapuram Viswapatha Iyer,
Papanasam Sivan, Rajaratnam, Veeruswami and others, I listened
with greater intellectual understanding as well. Yet I can say that it
is not the intellectual understanding that held me spellbound. As
one grows older and listens more and more, one listens with one’s
heart as well, for I believe that the physical, emotional and intellec-
tual have their own subtle ears. Uliimately it is the heart that
merges into the melody that brings a ‘marriage’ between the higher
and lower self.

All rasikas expect musicians to inspire them but [ think that the
audience also must inspire the musicians. For this, sensitivity,
reverence and receptivity are most important. Of course technical
understanding, both of Sahitya and Sangeeta is essential. I find
often modern audiences are more and more interested in intellectua?
acrobatics in classical music and this is one of the reasons many feel
that our classical music becomes stereotyped and stale. It is only
when we go beyond the intellect that we can reach the perennial'welt
of music. Unfortunately, musicians depend so much on numbers
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in the audience. It is only rarely that they would rather have fewer
audiences than popularity.

So many things in modera civilization are dragging our art into
Tow depths. One is moncey, the others are publicity and populerity.
J remember in my childhaod great musicians used to sing or play at
a wedding or in temples or on other auspicious occadions, Every
one gave gifts like shawls, grain, jewels and momey voluntarily.
“There was no question of rates or charges. Nowadays, the musiclans
demand and the people do not give voluntarily either. Many would
prefer to pay for other entertainments or pleasures rather than to an
artist. One important factor is that we have not yet realised thata
great artist must be respected and honourcd at least as much as &
scientist or a minister. Very few realise that an artist’s contribution
to the nation is more long-lasting and forms an essential gift. As
food is to the body, s0 is art to the soul. In Western countries,
-especially in countries like Russia, an artist is wclcomed like a king
-or a queen and they take great pride in their gifted citizens. In
India today, we also appreciate them but generally only when they
‘have gone abroad and have become famous in the West. We still
.suffer from an inferiority complex and an essential ignorance.
Also I have noticed that when foreign artists perform in India, the
-audicnces are great, they are silent, disciplined and appleud cont-
inuously. A first rate Indian artist is hardly applauded continuo-
usly. A first rate Indian artist is bardly applauded while even a
‘third rate artist from abroad is called for encores. It hurts me to
:see this disregard. Notonly this. I alsofeel that any one who
signs or plays or dances deserves the quiet attention of the people,
‘Otherwise it is not easy for a musician or dancer to perform. Day
after day continuous practice is necessary to keep to a high Jevel.
Yet there is disregard by an audience from whom the minimum
requirement demanded is attention and respect at Jeast for the effort
Concerts at our marriages are the worst cxamples of this kind of
disrespect. Musicians have to earn and they must also have recep-
tive audience to communicate to. It is a pathetic sight to see the
music eoncert ag an occassion for loud conversations.

One important aspect of music is the purity of sound. Just as
‘weo love to hear the voices of birds in their purity, if the musicians®:
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~voices are well modulated and trained, it is a joy to hear them, in-
stead, webear strange voices through the medium of the loud
‘speaker which is generally - unnecessarily and unnaturally-loud,
‘We all have the ability to talk—and India excels in this - is it nota
aign of civillzation to speak softly and not too much? To meitis
-a form of egotism to hear oneself speak 3o much, We have be-
-come 0 used to this that we are no more sensitive to the uglipess of
the over-amplification provided by the loud-speaker.

As civilization is, sois art and as art is, 80 is civilization,
Music being the highest refining influence it is important that every
-school and college should give importance to the art. It is not
-enough to train musicians or artists. There has to be proper
musicial education by educating the young to appreciate. Unfort-~
unately, there is an idea that Girls® Schools need music teachers and
‘not Boys® Schools In fact, I am surprised to find that all kinds of
‘subjects like biology, science and even what is called drawing
-are more important for passing ecxaminations than music.
Everyone cannot perform, as this capacity depends on the
natural gift of the student, but everyone can be taught to
understand and study and know simple songs. Why is music
oot part of the curriculum in all schools? Every boy and girl
needs music and young people are essentially musicial. The first
aspect of music that is instinctive to start with seems to be rhytbm.
I find that even the so called savage enjoys this. In countries where
there is no classical music, rhythmic instruments and dances play a
great part in their lives as this brings them joy. From this alone has
been born the jazz, rock and rolletc. This type of music has cap-
tured the films and I regret this has captured our younger genera-
tions as well. The mixture in India of orcherstral music and devo-
tional songs is to me a strange combination. We elders and educa-
tionists particularly, bave done nothing to help our young in their
demand for this spiritual need. Music does not mean only the classi-
cal mode, as we bave in India a rich tradition of religious, folk and
other types of music. Every activity in India, even drawing water
from a well or ploughing the field was accompanied by songs. The
-coolie, the fisherman, the potter and even the beggar sang. They
‘were beautiful but now we never hear them bat we hear in plenty
something which is neither Western nor Indien. Surely we should
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be proud of our great traditions that wifl capture the hearts of the
entire world if only we know and feel what is beautiful and realise
that in art there are only two categories, good and bad.

There are two other points needing our attention. One is the
training of thevoice. Thisis much neglected today. Secondly
having developed the voice it is necessary to sing like true Indians
and not like Western opera stars. We capnot bring out the beauties
of our ragas by imitating the west. Each country has its own genius.
Qur country’s unique gift is that a musician has to be creative.
Ragas, swara singing, pallavi, thanam etc., are creative and the
songs that are sung are interpretative. While we sing a song by a
composer like Tyagaraja, not only must we be true to the original
mood but we can also be interpreting this mood in our own way,
giving a new meaning according to the musician’s -imagination and
feeling.

The last and most important thing to emphasize is religious
education through music and art. In India all art including drama,
poetry, music, dance etc., was practised in the temple as they were
as important an offeriog as incense and flowers. Devotion has
many forms of expression and it is a good thing that temple festivals
still include concerts as they used to do. The temples are our true
art centres and should play a great part in encovuraging true art
and training young students, women and men in traditional temple
arts. Our Maharajas were also great patrons of art and we have to
be grateful to them for the legacy of great artists who are even now
helping India. But what about the next generation and who are the
patrons of art and artists of the new age? We cannot expect the
Government to take their places as Governments are run by
those who mostly have not bad traditional education or
artistic training. It is now the responsibility of the temples, artists
and educationists to give the leadership along right lines. While
Governments can help and support, ultimately it is not man that
can inspire but the Divine powers that shower Their Grace uron
man. If we, who are artists, go half way towards the Divine Being,
our offering will be doubled and trebled into a veritable cascade of
<reative art. - With these words, expressing my views for the consi-

~w
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deration’ of all who believe in the Beauty that guides, moulds and
biuilds great civilizations, | pray for a glorious future for India, the
holy land of the rishis, sages and’ teachers of humanity.

1 have pleasure in inaugurating the 51st Annual Conference of
the Music Academy.

Vote of thanks

}£%7 Sri V. K. Ramaswamy Mudaliar, Trustee, proposed a vote
of thanks. '

[Electio;i of the President.

Vidwan Sri Sandhyavandanam Srinivasa Rao then proposed
Smt. M. L. Vasanthakumari to be the President of the Slst Con-
ference, The proposal was seconded and supported by two others.

Smt. M. L. Vasanthakumari then delivered her Presidential
Address in Tamil, an English gist' of which is fumished below:
The original speech in Tamil is printed eleswhere in thisissue.

] conpsider it my good fortune that Smt. Rukmini Devi per-
formed the inauguration ceremony of "this 5Ist Conference of the
Music Academy.

I am deeply grateful to the Music Academy for conferring on
me the unique honour of presiding over this Conference. This is a
golden opportunity in my life and I request all Vidwans to assist me
in conducting this Conference.

I'place all this honour at the feet of my mother Vidushi Smt.
“Lalitangi and my father Vidwan Sri Ayyasami Iyer who were not
ounly my pareats but my gurus as well.

My parents had rendered yeoman service to Karnatic music.
‘They were mamly instrumental in populanzmg the composmons of
Sri Purandara Dasa in South India. They were not keen that I
:sbould epter the music field and gave me general educatlon But
in the musical atmospere of my house, I had ample’ opportunity of
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practicsing vocal music. Once Sri G. N. Balesubrahmeanyam heard
me sing and he prevailed upon my parepts to place me under his
tutelage. It was he who was responsible for the status I occupy in
the music world today. [ remember him with gratitude on this
occassion.

The services rendered by the Madras Music Academy in the
cause of music are renowned all over the world. Every musicien
considers it a privelege to practicipate in this Conference every year.

An opinion is prevalent pow that Karnstic music is attracting
less and less rasikas. This need not worry us. The Hirdu society
is bound bty certain traditions Jike visiting temples ard celebrating
festivals. Similarly the tradition of classical music will also con-
tinue to flourish. In fact I persopally visualize a bright future for
it.

The Musical Trinity has left behind a treasure of compositions
and musicians like me are making a living out of them. How can
Kaurnatie music disappear if sucn songs, composed two centuries age
continue to be sung even today? The songs were not intended for
concerts alone but as they were soaked in bbakti, they will bave an
eternal place in our lives.

Sri Tyagaraja, for instance, has given us a wide rapge of
compositions in each raga in different tempi and with a variety of
eduppus. If we learn five or six kritis in say, Kalyani ibey will
epable us to sing a raga alapapa and also kalpama svaras. His
songs are full of didactic passages like ‘ Manssu nilpa sakti leka
pote ’ (of what avail is puja if you cannot control your mind)
and * Meppulekaj kanna tavu pappu padake ’ (why get into debts
just to earn praise) which help us to shape our lives. In this res-
pect there is a Jot of similarity between him apd Sri Purandara
Dasa.

Sri Dikshitar was an upasaka, 8 great Sanskrit scholar and a
vainika end his kritis are replete with vilamba kala prayogas and
ragabhava. Sri Syama Sastri’s kritis are full of laya intricacies, The
Academy is celebratiog this yesr the 150th anniversary of Sri Sastri.
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The compositions of the Tripity arc an amalgam of laya, raga,
sshitya and bhakti end will instill bhakti even in atheists if they
sing them with a full understanding of their meaning.

A host of other composers like Gopalakrishna Bharati, Aruna-
chala Kavi, Arunagirinatha and Tayumanavar have given us rare
songs and Subrahmanya Bharati has left many patriotic songs.

If a person wants to take to music as a profession, he or she
must have some aptitude for it. Music should not be treated as a
pastime. Music is a gréat ocean and one should dedicate himself to
its sadhapa. A minimum period of ten years should be spent with
a competent guru and voice culture should be practised. North
Indian musicians start their initial practice witha tambura in their
hand and also train their voice to sing in the mandra sthayi. Karna-
tic musicians also followed this practice in the past.

Gamakas are the unique feature of Karnatic music and a svara,
like the gandhara in Todi, lends itself for being sung with delicate
variations. Gurukulavasa is essential to grasp such intricate points
and the disciple should sing along with the guru. The guru’s bles-
sing is essential for a desciple to become a successful performer.
Students learning music in schools or colleges can also do gurukula-
vasa under the teachers there.

For various reasons. the duration of the present day music
concerts bas been reduced but I feel thata musician shoud be
able to satisfy the audience within the time allotted. There is
amiple scope in our musie for innovations but the basic structure of
a kriti should be kept intact and not altered. Madhyama kala
sancharas have their own beauty. Brugas in fast tempo should
adhere to the sruti and above all, true music must touch the
listener’s heart.

A sense of proportion plays an important role in concerts and
one can sing at Jeast a small pallavi even in a 2-hour concert.
Ragam, tapam and pallavi occupy a place in Karnatic music like
the khyal in Hindustani music

3
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A concert is a daily test of the calibre of a musiciaa. A slight
iapse here and there may let him down and a constant vigil is essen-
tial. ' '

~ Tdedicate all this honour to my husband Sri. Krishnamurti who
:has been a pillar of strength to me in my musical life. ;

On the eve of my becoming a ‘Sangita Kalanidhi’ I remember,
‘with gratitude my rasikas who have stood by me for nearly 36 years.
1am fully aware that 1 am a humble individual in the midst of many
amaha vidwans who adorn our Karnatic music.
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The Presidential Address was followed by a vocal comcert by
Vidwan Mtlunjnpnnm_ Sgntlnmm and Party.

Conference Souvenir

The Souvenir of the 5ist Conference, which was brought out on
the openiog day, carried the usual annotated programmes of the
‘whole Conference and the concerts, the usual illustrated supplement
and an account of the Academy and its activities. In addition, it
also carried the following features :

A poein on Syama sastri by Sri M. Anantanarayanan; .an:
article on Sri Syama Sastri by Dr. V. Ragbavan; an article on
Ananda Coomaraswamy on Indian Music by Dr. V. Raghavan; an
article on Bhava Sangita by Sri. K. Chandrasekharan; and articles
on The Concept of Raga in Carnatic Music by Sri. M. S. Rama-
swami; Songs from Tamil Drama by Sri. K. C. Tyagarajan, Pallavi -
Vidwan among Nagaswara players by Sri B. M. Sundaram, Vijaya
Raghunatha Muthu Ramalinga Setupati-1I of Ramnad (1868-73) by
Sri. T. Saokaran, Walajapet Sri Venkataramana Bhagavathar by
Dr. V. Raghavan, Pedda Dasari by Dr. S. Sita, M.L.V. by Hamsa
and Some Stray Thoughts on our Music by Ganarchaka.

Agenda of the Conference

The following was the Agenda of the Experts’ Committee
meetings of the S1st Coalerence :

1. The President’s Special Recital :
Padas of Purandaradasa

11. Sri Syama Sastri’s 150th Anniversary :

|. Syama Sastri, his life and work—Sangita Upanyasam—
Embar Vijayaraghavachariar.

. 2. Special Recital of Syama Sastri’s Kritis—Smt. Mukta &
Party.
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3. Syama Sastri’s Svarajatis—Dr. S. Ramanathan

4. Syama Sastri’s handliog of Ragas—Talk and Demonstration
—Smt. Vidya Shankar

1. Ragas— Talks and Demonstrations :

1. Tarangini & Navaroj: Dr. T.S. Ramakrishnal‘a
2. Gurjari & Behag : Dr. S. Ramanathan
3. Related Ragas: Sri. S. R. Janakiraman, Tirupati

IV. Rare Sahityas and special Recitals :

1. Walajipet Venkataramana Bhagavatar’s Coinpositions :
V. N. Nagarajan, Madurai.

2. Varnas of Palghat Parameswara Bhagavatar—N. P. Rama-
swami, Cochin.

3. Bidaram Krishnappa’s Rare Compositions—Vidwan Titte
Krishna lyengar, Mysore.

4. Sonti Sitaramiah’s Compositions—Aripirala Satyanarayana-
murthi, Vijayawada.

S. Veena Krishnamachari’'s Composit'ons—Smt. Chennamma,
Mysore.

€. Koranad Natesa Pillai's Varnas—Tirupambaram N. Siva-
subramanya Pillai.

7. Padas of Vithaladasa etc,—R. K. Venkatarama Sastri.

8. A few Rare Kritis of Tyagaraji—Turaiyur Rajagopala Sarma
and Maruthuvakudi Rajagopala Iyer.

9. Cempositions of Gavi Rangappa—Vidvan N. Chennake-
saviah, Mysore.
V. Instruments :

1.The Dr. V. Raghavan Shashtyabdapurti PEndowment
Lecture : Nagasvaram--lIts History, different forms and Art with
illystrations - K. C. Tyagarajan.

2. The Pakka-Sarani-Marga of Venkatamakhin—Dr. S. Sita,
Madras University.

3. Dilruba—Recital of Kritis;—Dr., K. J. Jose. A.I. R.
“Tiruchi.
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V1. Tala & Pallav) .

I. Melodic Patterns, Fast Patterns and Muttayis—R. Venkata-
" ratriam.

2, Special Pallavi. Bhairavi—Chaturasra Jati  Jampai,
7 aksharas—Madurai N. Krishna Iyengar.
VII. Lecture-Demonstrations and Papers :

l. Sama Gana and Indian Music—S. Subrahmanya Srouti.
Mysore.

2. Kaku and it'sr Place in Carnatic Music—Smty Gomathi-
Viswanathan, Delhi University.

3. Tyagaraja’s Prahlada Bhakti Vijayam « V. V. Narasimha--
charya, Kakinada.

4, Bharatidasan’s Tamil versions of Tyagaraja Kritis- Dr. N,
Sanjivi, Madras University & S. R. Subramaniam (Sarvodaya)
ViII. Hindustani :

1. Raga Malhar: Dr. (Mrs.) Shanno Khurana, New Delhi«

2. Mrs. Aparna Chakravarti, Calcutta.

IX. Music and Sclence and Technology .

1. Carnatic Music & Computer Method - M. Chandrasekha-
ran - Madras University

2. Media Documentation & Traditional Arts - Dr. Frsderic
Lieberman, U. S.

3. The Acoustics of Gamakas - Prof. P.S. Varadachari,
Annamalai University.

MEETINGS OF THE EXPERTS’ COMMITTEE
22nd December, 1977

The meeting of the Experts’ Committee, convened in connection
with the 51st Conference of the Music Academy, began its work.
this morniog with the President of the Conference Smt. M. L.
Vasanthakumari in the Chair.
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In connection with the 150th Anniversary of the great composer
Sri Syama Sastri which was also being celebrated slong with the
“the Conference, it had been arranged that cach day’s proceedings
should begin with the rendering of a composition or two of Sri
Syama Sastri. Accordingly the opening dsy’s proceedings began
with the famous Bhairavi Svarajati of Syama- Sastri 'which was
presented by the students of the Academy’s Teachers’ College of
Music.

Sama Gana

Dr. Raghavan introduced Sri S. Subrahmanya Srouti, who was

a Sama Veda Professor in the Sanskrit Coliege in Mysore, and also

well-versed i in Carnatic Music. Sri Srouti gave an account of the

different aspects of Sama Gana, its importanceand the sanctity
attached to the same and showed how the three great composers of

Carnatic Music, particvlarly Tyagaraja, had mentioned the Sama
Veda as the source of our music. He mentioned the seven notes

and their names in Sama Veda and in Jater music. All the chants.

of Sama Veda did not take the seven notes. The majority took 3,

4, 5 and some 6 svaras and only two took seven Svaras. The Sama

Vedic chant was of a downward scale, unlike our classical music.

Just as there were ragas with different names today, the melodies of

the Sama Gana had different names like Rathantaram, Vamadevyam,

Brhat etc. Just as there were Ragas like Charukesi or Rishabapriya

which had the mixture of two ragas, (the former for example of

Sankarabharanam and Todi), there were Ganas in Sama Veda in

which two or more Ganas weie present in combination and the

Srouti sang one such in which Brihat, Rathantara and Vamadevya

were combined. On a single stapza of the Rg Veda several Ganas

were done. He then mentioned different srutis, Avara, Deepta,
Karuna etc. and sang and identified the portions of the Sama Gana

bearing those characteristics. Stobhas were an integral part of

Saman-singing and these were syllables or their combinations which

had by themselves no literary meaning, but were used for bringing

out the melody, e.g. Havu, Ouhova etc. Taking the Mantra “Somam
Rajanam’, he sang bit by bit and showed how the text changed on the

“Basis of the different kinds of modifications which came over during
the chant like Vikara. change of the word, and Vislesha, or separa-
gions within a word, Stobha showing the pure melodic syllables
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introduced and the Virama the concluding cadence. To illustrate
the last point he sang Gayatra Sama. On the request of Dr. Ragha-
van the Srouti sang also one of the two Samans in which all the
potes occurred and to two further questions from bim, the speaker
said that according to him the Svaras of Sama Vedic cbants could
be ideatified with those of Kharaharapriya or Mukhari. The Srouti.
explained also the five or seven parts of Saman singing, Prastava to
Nidhana, illustrating each. The Srouti concluded his exposition
with the singing of two Samans, cocsidered to be of great spiritual
merit, one of which was the wellknown Seiu Saman-

The President, Smt. M. L. Vasanthakumari, in her appreci-
ative remarks, stressed the value of the several points made by the
speaker and complimented him for his knowledge of both the Sama
Veda and current music. She emphasised particularly the role of
the vowel in the singing of the hymns and how in their classical
music Akara Sadhana was considered as of basic importance.

Tarangini and Navaroj

Dr. T. S. Ramakrishnan, member of the Experts’ Committee,
then took up the two Ragas, Navoraj and Tarangini, as found in the
text and songs of Venkatamakhin and Diksbitar and said that they
had undergone changes in recent renderings. The Gita of Venkata-
makhin and the piece Hastivadanaya of Dikshitar revealed the cor-
rect characteristics of Navaroj as distinct from its mela Sankarabha-
ranam. He mentioned that in the pre-Trinity period Rama-
swami Dikshitar had Navaroz in bis Ragamalika and
Govindaswamy Ayya of Karvetinagar had in this Raga a Varna
bristling with Svaraksharas. Asa Kriti, Hastivadanaya of Dikshitar
was alone available- At this stage it was pointed out by Sri
S. Parthasarathy, member of the Experts’ Committee, that No Pali
of Tyagaraja in Navaroz was avalible ard the speaker replied that no
old book of Tyagaraja’s songs called its Raga Navaroz, but only ss
Sankarabharanam. Sandhyavandanam Srinivasa Rao, member of
the Experts’ Committee, referred to the Lali pieces of Annama-
charya and Purandaradasa padas and the Kshetrajra pada Ela
vachithive and a Svarajati of Tacchur Singaracharya, all in Navarcz.
Regarding Tarangini, Dr. Ramakrishnan explained its original

character according 1o Venkatamakhin ard Dikshitar. Accomrs
5
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panied by his daughters, he sang the Gita and the Kriti ‘Maye'. Accor-
ding to him there was also a composition in a raga called simply
Tarangini whereas today the Raga of ‘Maye® was called Sudha
Tarangini. The notation had also changed over to the 28th Mela*
A raga namcd like Sudha Tarangini was not found in any of the lists
of the ragas in old books, although names like Chaya Tarangini and
Maya Tarangini wete known in the 28th Mela. The gpeaker con-
cluded by showing that the original set up ‘Maye’ in Tarangini had
been changed through ignorance or disregard of the authentic tradi-
tion. In this connection, Dr. Raghavan also pointed that Tarangini
was the correct name aud that the word Sudha Tarangini with the
addition of the word Sudha, had been used by Dikshitar to give not
only tte Raga - mudra but also a descriptive epithet of Devi figuring -
ni the song ‘as a flowing stream of ambrosial bliss.’

Speaking on the points raised by the lecturer, Sri Sandhya-
vandanam Srinivasa Rao, member ol the Experts’ Committee, obser-
ved that Ragas like Navaroz and Mangala Kaisika were folk melodies
which did not admit of much elaboration, 1f Navaroz was dealt
with in great claboration, one could not avoid Sankarabharanam.
In this connection he said that Ragas were therefore classified into
Uttama, Madhyama and Adhama. As for Tarangini the version of
Maye’ as sung to-day was really Dikshitar’s Mahuri. These Ragas
like Navaroz were to be learnt from living songs rather than from
text books. Vidvan V. Sethuramiah and Sri S. Partbasarathy also
partcicipated in the discussion.

Rare Varnas

Dr. Raghavan introduced Tirupambaram N. Sivasubramanya
Pillsi, member of the Experts’ Committee, ti}l recently Head of the
Music Department of the Annamalai University, as a descendant of
a family of Nagasvara Vidvans belonging to the direct Sishyaparam—
para of Dikshitar. The Varnas rendered by him were all in Tamil
and in Malavi - Adi, Saveri - Tisra Triputa and Todi - Adi. He was
accompanied by Chandrasekharan (Violin) and Syama Sundar (Mri-
daogam.)

In thanking the Vidvan for his exposition, Sri X. C. Tyagarajan,
member of the Experts’ Committee, stressed the importance of
Varpas in the learning of music and narrated an episode according
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to -which the great Tirukodikaval Krishna Iyer bhad told the fa'mousA
Rajaratnam Pillai that what he had taugbt to pupils was nota Begada '
Varna, but the whele Begada Rega, He also said thatin many main

competitions held-in the Academy, a plaring omission was omne'in

Varna. Following the above observations two members of the

Fxperts Committee Sri R. K. Venkatarama Sastri and- Sri V. Sethu-

ramiah apnounced a donation for a prize in-the nzme of their

Guru T. Chowdiah for a competiticn in Varnas which might be
held from next year.

23rd December, 1977

When the Experts’ Committee of the 51st Conference assembled
this morning for the second day’s proceedings, Dr. S. Sita, Professor -
of Music, University of Madras presented with her P.G. Music
Students, Syama Sastri’s Svarajati in Yadukulakambhoji and also two
kritis of Syama Sastri, Dcvi Brova— Chintamani. and Nannu Brova
~ Vasanta. The President, Smt. M.L. Vasanthakumari expressed
her appreciation of their renderings of the Svarajati and the Kritis,

DOCUMENTATION OF TRADITIONAL ARTS

Dr. Frederic Lieberman of the University of Washington,
Seattle, then read a paper on Media Documentation and the
Traditional Arts. To impress the value of recording and documen-
tation of music, he started with the case of a tribe of American
Indians wpno were in large numbers once but had recently dwindled
to a few hundreds and their old traditions inclusive of music, had
been completely lost. Luckily they receptly discovered somebody
baving made a recording of their music in the early 1900s which was.
discovered in the Smithonian Institution and was now being studied
and re-recorded. Numerous examples of this type could be cited.
He emphasised that this kind of documentation was now impera-
tive and urgent in many areas. The recordings should not only by
merely on tape or even in L. P. discs, which were, after all, not
long epough for our performances, but should be audio-visual
recording through films and video-tapes and the artistes should be -
singing in their own natural way and in natural setting without any
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kind of restrictions or pre-arranged plan. The documentation of
olassical music served also to check the growth of the popular types
that were fast growing popular among the common people.
‘Thanking the speaker, the President, Smt. M. L. Vasanthakumari
also emphasised the value of such documentation for some of the
higher aspects of our own musical heritage, which were dwindling in
importance and deserved to be recorded for future gyidance like
Ragam, Tanam and Pallavi.

SYAMA SASTRI

This was followed by a musical discourse by Embar Vijayara-
ghavachariar, assisted by his brothers, on the life and compositions
<of Syama Sastrl which brouvght out the beauty of the music and also
the excellence of the Sahitya. and the special kind of devotion
that thc composer had for Goddess Kamakshi. He illastrated,
by singing rclevant pieces, the rhythmic epecislity of Sastri’s.
<ompositions. Smt. M. L. Vasanthakumari expressed her
appreciation of the discourse on Syama Sastri and thanked Embar
Vijayaraghavachariar. She said that it was difficult to give a dis-
<ourse on Syama Sastri whose life and activities were quite unlike
those of Tyagaraja or Dikshitar. She therefore said that Embar
Vijayaraghavachariar must be congratulated for the way in which
ke had given his account of Syama Sastri and his work.

24th December, 1977

At today’s Experts’ Committee Meeting there was first the
presentation of the Todi Svarajati of Syma Sastri by Smt. Padma
Veeraraghavan. She was accompanied by Smt., V, Bhagyalakshmi
(Violin) and K. R, Ganesh (Mridangam).

WALAJAPET VENKATARMANA BHAGAVATAR'S KRITIS

Dr. Raghavan mentioned that among the chief pupils of Srl
Tyagaraja, Walajapet Venkataramana Bhagavatar made a great
<ontribution to the preservation and popularisation of Tyagaraja’s
songs and tradition and the valuable collection known as the Walsja-
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‘pet manuscripts was due to him. Vepkataramana Bhagavatar was
also a composer and the Bhagavatar’s Jayanti Committee at Ayyam-
pet and Madura had been celebrating the Bhagavatar’s Festival and
they bad also brought out an edition of about 54 compositions of
his with notation. Some more songs had been recently discovered.
‘Vidvan V. N, Nagarajan of Madurai, accompanied by C. N, Chan-
-drasekaran (Violin) and Suchindram Sekar (Mridangam), then gave a
recital of six compositions of Walajapet Venkataramana Bhagavatar,
one of them a Svarajati in Kedaragowla. The rest were in Useni,
Lalita, Kalyani, Nadanamakriya and Malavi. Sri Parthasarathy,
‘member of the Experis’ Committee thanked the Vidvan for his
‘presentation and empbhasised the importance of the Walajapet tradi-
tion and the value of the Tyagarsja materlal preserved in their
‘manuscriptse

RARE TYAGARAJA KRITIS

Maruthuvakudi Rsjagopala lyer and Turaiyur Rajagopala
Sarma presented four pieces of Tyagaraja which, althoegh found in
manuscripts and books. had not been heard on the platform; Kori
vachitinayya (Bilabari), Vegame Rama, Nerama Rama (Saurasht-
1am), Sundari pinu varnimpa (Arabhi). They were accompanied
‘by Parur M. S. Anantharaman (Violin) and Dindigul Ramamurthi
(Mridangam). Thanking them Sri S, Parthasarathy said it was good
“that the little known kritis were being brought out and presented
-:at the Conference,

SPECIAL PALLAVI

~ Accompanpied by Sri T. V. Parthasarathy (Vielin), Sri T. K.
‘Krishnamurthy (Mridangam) apd V. S. Lipgam (Kanjira), Vidvan
Madurai Krishna Iyengar presented a Pallavi in Bhairaavi, Chatura-
srajati Jampai, The Vidvan explained the details of the Pallavi as
follows : The Pallavi with 8 Kalai starts from 7 aksharas after
samam, on the 8th akshara, the total aksharas being 56. The
‘presentation was greatly appreciated by musicians and otbers present.
“Thanking the Vidvan, Sri K. C, Tyagarajan, member
-of the Experts’ Committee referred to the rare combination in some
“Vidvans of the double qualification of vocal musicand proficiency
in en instrument. Vidvan Sri Krishna Iyengar was for eleven years
-a vocalist and then became a well-known Mridangist and it was
~therefore no wonder that he presented an intricate Pallavi in a very
<cnjoyable manoer,
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25th Decgmber, 1977

At today’s meeting of the Experts’ Committee of the S5lst
Conference of the Music Academy, the Ganamalika' Group rendéred
two kritis of Syama Sastri ‘Nannubrova, and 'Tarunamidamma"

NAVARAGAMLIKA -

The Navaragamalika composd by Srl Subbarama Dikshitar in.
honour of the Raja of Ramnad was. rendered on the Vma pccom-
panied by singing, Smt Kanpnamma Sarma. Sangita Bhushanam.
S. Ramanathan thanked Smt, Sarma for her rendenng of this noted
composition, - '

TAMIL VERSIONS OF TYAGARAJA'S SONGS

'Dr. Raghavan introduced the next feature viz. placing before
the Experts’ Committee the Tamil versions of Tyagaraja’s songs
published in 1935 by the well-known Tamil Poet Bharatidasan in the
Tamil Journal called ‘Subramanya Bharati Kavitha Mandalam’.

DR, V. RAGHAVAN SHASHTYABDAPURTI ENDOWMENT
LECTURE AND DEMONSTRATION

Sri T. V. Rajagopalan, Secretary, requested Sri K. C. Tyaga-
rajan to give thc above lecture for the year on the subject chosen,
viz, Nagasvaram, its history and its various forms and modcs of
playing. In an elaborate paper, Sri Tyaga:ajan covered all the
above-mentioned aspects of this well-known instrument inseparably
associated with the Court, the Temple and the home as the sine
qna pon of auspiciousness. Sri Tyagarajan referred to Dr. Raghavan’s
contributions in the Hindu, the Academy Journal and its Souvenirs
on this instrument. From the pumerous literary evidences
marshalled by him, it was clear that the correct name of = the
instrtument was Nagasvaram and not Nadasvaram, The speaker
traced the history of this instrument through the centusies
starting from its dimioutive forms like the Mukha Vina,
comparable to to Sehnai of the North. The wocd and metal
material of which the Nagasvaram was made, ‘the various parts of
the instrument, the number of héles and the Jeevall (reed) were‘
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expliined. "He referred to the spécial Silv!qr ‘and gold Nagasvaram
given as presents by kings, and patrons and also to Ivory end
Stone Nagasvaras preservéd as specialities in some temples. The
Ivory Nagasvaram of Tiruvarur Temple and the Stone Nagasvaram
of Kumbheswaraswami Temple at Kimbhakonam huad been brought
from those temples. A demopstiation was given onthe Mukha
Veena and the Ivory Nagasvaram by Tiruvarur Latchappa and on
the Stone Nagasvaram by Sri Kunchitapadam Pillai of Kumba-
konam, He mentioned certain cther places where a store Nagas-
waram was once available. The speaker then dealt with the way
Nagasvaram was practised by beginners cver a period of 10 years.
Some time back the instrument was called a Timiri Vadya with a
high sruti,  Such an instrument was still played at the time of Puja
in the Kanchi Kamakoti Matha, Later on it became ldabari and
Bari Nagasvaram. He then played recordings of the Nagasvaram
by the masters like Semponnarkovil and Tiruvizhimizhalai Brothers,
Madurai Poonuswami Pillai. Kiranur Brothers, T. N. Rajaratnam
Pillai and Vedaranyam Vedamurthi. He made special mention
of the Bari Nagasvaram in Tiruvarur Temple and the method and
songs played in that temple daily and during festivals, which bad
all been arranged by Sri Ramaswami Dikshitar, fatber of Muthu-
swami Dikshitar. Sri Latchappa gave an example by playing
Mallari with which the deity was brought out for the procession.
He then referred to the practice of two artistes, combining and
playing it, which became we:l-established, and there were well-known
sets like Tirupambaram Brothers, Kiranur Brothers and so on. In
the Academy itself two eminent Nagasvaram vidvans had been
elected Presidents of the Conference in the past and during their
sessions scveral special features of Nagasvaram art were demons-
trated, The Nagasvaram was also an adjunct cf weddings and
however poor a family, there was no wedding without a Nagas-
varam. He played recordings of marriage furctions like Oopjal &
Nalangu in all of which the vocal songs of the womenfolk were
reproduced on the Nagasvaram. Unfortunately the number of
youngsters coming up for practising this instrument was dwindling in
the last few years. He emphasised thc necessity of cullivating, alcng
with the practice of this instrument, vocal music as well as the
sastra of music. He also deprecated the practice of lowering the
sruti. Sri Latchappa illustrated some of the techincal aspects
referred to by the speaker, On the sruti accompaniment of Nagas-
varam called ottu, which was now becoming rare, the speaker laid
:stress. An clement to be noted was that in the Nagasvaram
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traditions when Raga-Alspana was going on. there was an under-
lying kalapramana and also the playing the Tavil during the pauses.
The Nagasvaram was called the Periya melam. The Nagasvaram.
artists preserved the great tradition of Carpatic music both through
courts and temples and displayed a great mastery over rhythm apnd
the elaboration of Pallavi and forms of playing like Rakti Melam. A
sample of the last was demonstrated by Sri Latchappa. The
speaker referred to the article on the great Pallavi Vidtans of the:
Nagasvaram tradition and the practice called ‘kaipidi®, *Raktimelam*
etc. by B. M. Sundaram in the Souvenir of the present Conference.
A recording of the Rakti Melam of the Semponnarkoil artist, with:
the famous Meenakshisundaram Pillai on the Tavil, was then played.
Sri Thyagarajan thanked the authorities of the Academy for inviting
him to deliver the Dr, Raghavan Shashtyabcapurti Endowment
Lecture of the 51st Conference. Sri T. V. Rajagopalan thanked
Sri K. C. Thyagarajan and the Nagasvaram artists who participated
in the function and also the authorities of the Hindu Religious and
Charitable Endowments Board for their co-operation in bringing the
special Nagasvaras from the Temples.

26th December, 1977

The meeting of the Experts’ Committee of the Music Academy,
held in connection with the 51st Copference, began todsy with the
recital of the kritis * Mayamma ’° and ‘ Meenalochini® of Syama
Sastri by Smt. Muthumeenakshi and party,

SWIFT AND MELODIC RHYTHMIC PATTERNS AND THE
MUKTAYIS

Sri R. Venkataratnam, B.A. (Hons), pupil of the late Tinniyam:
Venkatarama Jyer, then presented a paper on the swift and melodic-
rbythmic patterns and the Muktayis. He made a musicometric
analysis of the three main types of the percussion patterns, viz., the
druta jati (Pbarans). the madhurya jati (tekhas) and the muktayis
(Tirmapas). The first was intended for fast play, the middle one
abounded in melodic syllables (meetu ard Chapuv)—and the
Mnktayis were finishing crescendos. He gave statistical and
analytical descriptions of all these aspects of percussion, reciting
the aksharas of several of them. He described the naturs of the
rhythmic syllables in the three kinds of tempo. The Jatis, he said
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were also on the whole divided into five clesses, according to five
numbers. 3,4, S, 7 and 9. In the course of his paper, the speaker
cited some passages from Upanishads which lent support to the
numerical structure of the rhythmic patterns. Dr. S. Ramanathan
asked about the context of the passage in which the Upanishad gave
these numbers and how they were related with the aksharas of the
Tala. The speaker mentioned the remarkable coincidence in the
oumbers mentioned in the Upanishads and those figuring in the
rhythmic patterns. Dr. Raghavan said that numbers hid been
mentioned all through Upanishads and evea in other parts of the
Veda, and there was a mysticism of numbers like the mysticism of
Nada. Sri Ramanathan read out from the Chaturdandiprakasika
where Venkatamakhin had spoken of the spiritual association of the
rhythmic and melodic syllables like *Tat’, * Tena® eto. The
President, Smt. M.L. Vasanthakumari, thanked Sri Venkataratnam
for his thought-provoking paper.

PRAHLADA BHAKTI VIJAYAM

.y

Sri V. V. Narasimhacharya of Kakinada, the oldest member of
the Bxperts’ Committes, then read an informative paper on the
Prahlada Bhakti Vijaya Nataka of Sri Tyagaraja, dwelling especially
on the aspects of the doctrine of devotion as brought out in the
composition. In thanking him, Sandhyavandanam Srinivasa Rao
said that the Andhra Pradesh Sangeet Natak Academy should help
persons like Sri Narasimhacharya for bringing out their works and
studies on the various aspects of Carnatic music.

SWATI TIRUNAL'S UTSAVA PRABANDHA

Vidvan K.V. Narayanaswami then presented three of the
compositions in the series called Utsava Prabandha by Sri Swat}
Tirunal. The three pieces chosen were in Kurinji, Ndvarojand
Mangalakousikam. In between he sang also two verses of the
composition in Manirangu. Thanking Sri Narayanaswami, the
President, Smt. M.L. Vasanthakumari, gave expression to her high
appreciation of the musical attainments of the Vidvan. o

. 6 : ;
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RELATED RAGAS

Sri S.R. Janakiraman of Tirupati tlien gave a highly interesting
iliustrated talk on a few rolated Ragas—Suddha Vasanta-——Kannads;
Hiodola Vasanta—Saramati; Gowri—Gundakriya, and Kamala-
manoharj--Sindhuramakriya. In the case of each raga he traced its
history from Ramamatya to Subbarama Dikshita#t citing the
Lakehanas. He also sang the kritis of Muthuswami. ‘Dikshitar and
Tyagaraja in the respective ragas.. There were ragas which like
somo men had more or less the same likeness or like twins whose
respective identities could not bz easily recognised. But in the
subtle Sancharas there were actusl clues to show the distinctness -of
-each. One of the problems was the question as to which raga was
Suddha and which depended on Chaya and the question of the
-survival of what was appropriate and beautiful in the prayogas of a
raga. Among the Dikshitar’s Kritis sung by him were Soma-
sundareswaram, Sri Matrubhutam, Santana Ramaswaminam, Gowri
Qiriraja kumari, Kanjadalayatakshi and Sankaram Abhirami
Manoharam and among Tyagaraja’s kritis, Mokshamu galada,
-Chalamelara, Sudha madhurya bhashana and Intanusu in which Sri
Tyagaraja had set the definite Lakshana of the raga. Sandhyavan-
danam Srinivasa Rao pointed out that according to the late Sri
T.L. Venkatarama Tyer the Suddha Vasanta was the ‘ Mand °’ of the
North. Maruthuvakudi Rajagopala Iyer also participated in the
-discussion particularly with reference to Sancharas in Kannada.

In thanking the speaker, Sri Sandhyavandaaam Srinivasa Rao
said that Sri Janakiramam, one of the best students of Tiger Varada-
.chariar and the Central Karnataka College of Music, besides his
proficiency in vocal music, had done a lot of work in the Sastra and
‘the textual materials. His exposition and illustrations were very
clear and convincing. The Ragas which he had taken up required
-such detailed analytical elucidation as they belonged to a group of
ragas whose identities or distinctness was not immediately clear.

27tk December, 1977

When the Experts’ Committee meeting of the SIst Conference of
ti Music Academy began today there was first the recital of Syama
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Saatri’s ‘Marivere’ and *Trilokamata’ by Smt. Vijeyalakshmi. Raje-
undarpm accompanied by Smt. V. Bhagyalakshmi (Violin) and

S. Rajam (Mridangam).
KAKU AND CARNATIC MUSIC.

Smt. Gomati Viswanathan of the Delhi University then read an
interesting and instructive paper on the history, nature and various
forms of Kaku (Intonation) and its particular apphcatlon and im-
portance in Carnatic music. After dealing with Bharata’s treatment
of Kaku with reference to speech in drama, she took up later works,
chiefly Sangita Ratiakara, which spoke of various kinds of Kakn in
music. The very meaning of the word Kaku implied fiexibility or
change resulting in a different effect. The different impression
could be conveyed through the variations of musical utterances and
and modulations of sound. The Kaku had an effective role to play
in the musical experiences. The Kaku was part of the Sthaya which
referred to a part of a raga. In Hindustani music whatever the That
under which araga was classified,the differences in the succession and
combination in Svaras gave a different colour making each distinct
from another. This principle of the Sthayas and also the role of
Kaku might be useful in the field of Carnatic music also. Like the
the 13 ragalakshanas, the study of Sthayas and Kakus were also of
practical value. In a way Kaku could be equated with what we
konew as Chaya which was responsible for the particular individuality
in a raga. There were Kakus relating to Svara, Raga Anya-raga,
Desa (Part of the country), kshetra (throat) and yantra (instrument).
Some texts add two more. She then explained the significance of
each of the Kakus and illustrated the point at every step by sioging
several ragas. and bringing out the subtle shades of distinction. She
concluded by saying that a proper and correct understanding of such
subtle aspects could go a long way in the correct rendering and
improving the appealing quality of the raga.

Saridhyavandanam Srinvasa Rao, in his observation on the
paper and demonstrations, said that the over-emphasis on the aro--
hana and avarohana of 4 raga il the South led to the comparative
difficulty or dlmppemnce of the Chaya ragas. Prof. Tarlckar of
Poona, wantéd to know the difference between the gamaka and Kakv
and aloo mentioned that the Svara-kaku was more eviden( In

7
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Hindustani music. SangHa Bhushanam S. Ramaoathan shouted that
techiocal terms had changed in the coarse of history. He also
observed that the Kampita Gamaka was not equivalent to Svara-
kaku. Dr. Ragbayan pointed out that the topic of the present
paper was the subject of a paper by Thakur Jayadeva Singh of
Benaras, in the 4Sth Conference of the Music Academy which was
published in Volume XXXV of the Academy’s Journaj. Bharata’s
treatment of intonation (Kaku) referred to the delivery of speech in
Drama. It was only in (he later text, the Batnakara. that it was
mdealt with in connection with music. Old terminology had under-
gond considerable change but facts of music and musicail expression
which remained the same had come to be known from time to time
by newer names. He thought therefore that they were still observing
those principles in the form of 13 Raga-lakshanas, Gamakas, visesha
prayogas etc., without using the old nomenclature. He said that
there were some varieties of Kakus which were merely description of
facts like the difference in Desa, and Kshetra (voice). These are not
injunctive. The Kshetra Kaku could be overdone and extraemotio-
nal elements, pathos etc. could be imported into the music, which
had no relevance to the Raga or the song. He also referred to the
definition of VVoice (Sareera) in the texts which mentioned that the
best sareera should be free from Kaku.  Tiruchi Swaminatha Ilyer
and Srirangam Kannan also participated in the discussion. Sri
S. Parthasarathy complimented the speaker for her equipment as a
musician and as a student of the Sastra. He wished that all teachers
of music were similarly well versed in the Sastra. He also stressed
*hat, apart from the arohana and avarohana, ‘kelvi’ or listening
to quality was always necessary. Rules and classifications in texts
-could only be a rough guide.

NEW VARNAS

Sri N. P. Ramaswami of Cochin, a great-grand-son of Palghat
Parameswara Bhagavatar, then presented three rare Varnas. Para-
meswara Bhagavatar was the court musician of Travancore from
1829-1885. His son Mahadeva Bhagavatar was a well-known
violinist. His son Parameswara, alias Chami Bhagavatar, was an
-exponent of Harikatha and also accomplished in playing for different
instruments. It was believed that Parameswara Bhagavatar had
-composed a large number of Varnas and a few kritls most of which
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swere dot treaceable now. Sri N. P. Ramaswami had preserved nine
Varnas of his |reat-grand-father with notation and had also located
two or three kritis of Parameswara Bhagavatar. Of the nine Varnas
With him, he demonstrated three in Gowla, Arabhr, and Khamas. He
waa accompanied by Alandur Natarajan (Violin)and N. S. Rajam
{Mridangam). Thanking him on behalf of the Experts’ Committee
Sri K. V. Narayanaswami narrated the circumstances under which
these Varnas were found. He said that Sri N.P. Ramaswami, g
mdescendant of the composer* was himself a qualified musician
mgiving concerts in the Radio and Sabhas. He explained the special
features of the structure of these Varnas of Parameswara Bhagavatar

and their Svara-combinations. f
BIDARAM KRISHNAPPA’S COMPOSITIONS

Vidvan Titte Krishna lyengar of Mysore gave a brief account of
the renowned musician of Mysore, Bidaram Krishnappa and the
songs composed, by him. Of those compositions, Titte Krishna
lyengar presented a Kirtana in Rishabhapriya—Misra Chaapu; a
Dasavaratara Raga-malika (Poorvikalyani, Anandabhairavi, Sankg-
rabbaranam, Sahana, Mayamalavagowla, Todi, Mohana, Dhanyasi,
Athana and Suruti) and finally a prarthana in Vasanta and Madhya-
mavati. Sandhyavandanam Srinivasa Rao thanked the Vidvan.

28/A December 1977.

The Seventh Day’s proceedings of the Experts’ Committee
meetings of the 51st Conference of the Music Academy began with
recital of ‘Himachala Tanaya’and 'Ninne Namminanu’ of Syama
Sastri by Mrs. Ramani, Umamaheshwari and Lalita Sankaran,
accompanied by V. Ramiah (Violin) and A. K. Ganesaq
(Mridangam). Smt. M.L. Vasanthakumari was in the Chair.

DILRUBA

The Dilruba was a North Indian Instrument. Mr. K.J. Jose,
-of All India Radio, Tiruchi, was a well-equipped Carnatic musician;
he had also practised on the Dilruba and had for long been playing
Carnatic ragas and kritis on that instrument. Sri K.C. Tyagarajan
explained the history and construction, the strings and the svaras of
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this instrument which was one of the North Iadian striuged and
fretted instruments played with a bow. Mr. -Jose then played the
following ragas and kritis on: the Dilruba—Vatapi Ganapatim—
Hamsadhvani; Tulasijagajjenani—Saveri; Marivere—Anandabhasi-
ravi and Sakhi prana—a Javali. Smt. M.L. Vasaathakumari, in
thanking the artiste, mentioned that it was a difficult instrumsnt and
and she would compliment the artist for his successful recital of
Carnatic music on that Vadya. !

SVARAJATIS OF SYAMA SASTRI

Dr. S..Ramanathan traced the history and evolution of com- -
paged music upto the time of the emcrgence of the Svarajati,
the earliest example of which was the one in Useni—Adi by
Merattur Veerabhadrayya, which was brought to light by Dr.
V. Raghavan, and from which the famous Useni Svarajati of dance
repertoire had evolved. The Svarajati conformed to the pattern
of Chowka or Pada Varna. But the Svarajatis of Syama
Sastri were different. They did not contain any Jatis
although the Tala, its gatis and aksharas were all embedded in the
composittions. He would compare them to the Ashtapadis of
Jayadeva where after the Dhruva there was a number of Charanas.
He then sang the threc Svarajatis in Bhairavi, Todi and Yadukula
kambhoji and analysed them from the point of view of the Svaras
and the Talas and the variations and combination of Aksharas and
Nadais. He also drew parallels from the famous Bhairavi Varna of
Adippayya. In the Bhairavi Svarajati each of the eight charanas
started on the notes Sari ga ma pa da pi sa. Taking up the Todi
Svarajati, the speaker sang and explained the dexterous way in which
the Vadi and Samvadi relation was employed in the passages. He
then analaysed the structure of the Svarajati in Yadukulakambhoyji,
singing several portions of the same. In the discussion that
followed, Sri Sandhyavandanam Srinivasa Rao and Smt. Vidya
Sapkar participated. Smt. M. L. Vasanthakumari thanked Sri
Ramanathun and referred to his double qualification of being a
perforaiog artiste and at the same time learned in our own Sastra
and also conversant with Western Music.
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Parur Venkataraman (Violin) and Ahined (Tabia). The Presideat,
Smt. M.L. Vasanthakumari thanked tho speaker for her exposition
-of the important subject of Raga and Rasa.

29th December, 1977.

. Today’s proceedings of the Experts’ Committeo, jof the Slst
‘Conference of the Music Academy began with Smt. Padma Nera-
yanaswami presenting the Syama Sastri kritis-~Birana Varalichi,
Devi Brova, Mayamma. and Ninnuvina. She was accompanied by
A. Anantakrishnan (Violin) and Narendran (Mridangam).

VEENA KRISHNAMACHARYA'S COMPOSITIONS

Dr. Raghavan introduced Smt. Chennamma, Retd., Head of
the Music Department of the Maharani’s College, Mysore and a
pupil of the late Veena Krishnamachariar, brother of K. V. Srini-
vasa Iyengar and Tiger Varadachariar. Smt. Chennamma gave a
talk on the life and work of Veena Krishnamachariar. His compo-
gitions. which oumbered a few hundreds, included Jatiswaras,
Varnos. Padavarnas, Kritis, Manipravala compositions, Javalis, Tilla-
nas, Devarnamas etc. A large variety of Ragas of the South as welt
as the North and also variety of Talas bad been employed by him in
his compositions. She referred to some of the special Prayogas in
the Ragas of his Kritis. Several of his songs of different types were
sung by the speaker.

Smt. Vidya Sankar, who had learnt Syama Sastri’s Kriti’s from
-a descendent of the composer and] had brought three volumes of
the Kritis of Syama Sastri and his son and grand-son, spoke with
demonstrations on voice and the veena, of the highlights in the
handling of ragas by Syama Sastri. She pointed out how, though
in some kritis both the Dharu and Matu opened identically with the
same svaras and tho same word, the distinctness of the two regas
was Clearly brought out. She analysed the Svara-prayogu and
variations in the Gati and Talas. all of which contributed to the
unique icharm and appeal of his kritis. She particularly dealt with
at:some length, two of the rare ragas handled by him vnz C‘hinta-
‘mani and:Kalgada.
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TfaShking her on bthalf of the Experts” Committee SriS. Partha*
sarathy complimented her on bet special work on Syama Sastri:
although in reaped of Chintamani and Kalgada some difference from
her opinion could be shown from Tyagaraja's kritis: her exposition
was pleasing and instructive.

CONCERT REVIEWS

Sri K. Chandrasekharan, Vice-President of the Academy,
mentioned the scurrilous attack, under cover of review, on Sangita.
Kalanidhi Semtnangudi R. Srinivasa lyer in the Indian Express on
the 28th December, 1977. It was not only devoid of any value ae
music criticism, but was couched in unbecoming language and con-
stituted a personal attack on the eminent Vidvan. He pointed out
that there was also an insulting reference in the review to listeners
as ‘gullible audience’. Sri S. Partbasarathy, Member of the Experts’
Committee, said that he was a journalist of four decades standing.
There were some norms of journalism and what was called editorial
responsibility and also the language that could be used. In the case
of the particular review they were now condemning, he would like to
recall an example of this reviewer’s utter ignorance about a Raga
exhibited in one of his reviews recently. There were many problems
in the field of music like the maintenance of Sampradaya in the midst
of new-fangled developments, and it is unfortunate that the situation-
was being fouled by such types of reviews in newspapers. There
were norms for reviewing and some outstanding reviewers had
written reviews which had gone into books of permanent value. In
the case of the present reviewer it was not as if he bad not received
his own quota of attack from the public. There had been numerous
letters to him calling him an ignoramus. Dr M. Balamuralikrisbna
then moved the following resolution :

‘This meeting of the Experts’ Committee of the Slst Conference
of the Music Academy, as also of the Rasikas of the Academy assem-
bled at the meeting, expresses its deep concern at and strongly con-
demns the type of the review of music concerts, particularly of one
of the critics which is couched in abusive language and constitutes
not the expression of public opinion, as newspapers are expected to
give, but only the personal dislike of one reviewer of a particular
Vidvan; it js the duty of responsible newspapers to select for their

8
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reviews of music and dance persons of knawledge of these -arts and
-also editorially scrutinise the text of the reviews which are not im-
partial criticism but calumnious in nature.”

Ta doing so he referred to the reviewer’s attack on him also,
but observed that leaders of the profession like Srj Semmangudi
Srinivasa Iyer should ingore these criticisms. 1f there wcre any con-
structive remarks, they could give some attention to it. but otherwise
‘the normal type of reviews should not be taken notice of by artistes.
‘The applause of the audience at a Raga, Kriti or Pallavi was the
real appreciation and not a paper notice. He recalled that he was
fnvited to Rome and had a successful tour abroad but not a word.
appeared about him in any newspaper here. All his concerts abroad
were successful.

Sangita Bhushanam Dr. S. Ramanathan, who seconded the
resolution, recalled an anecdote connected with Bernard Shaw and
the humorous way in which he replied to a solitary critic of his play
which made the critic look small. Sri Ramanathan said that he had
a right to speak on this resolution because he was present in the
concert figuring io this notorious review; and he had felt aesthetic
satisfaction in the major Ragas sung by the Vidvan in that concert.
Smt. Gomathi Viswanathan, of Delhi University recalled to the
Madras audience how similar reviews appeared in Delhi papers like
the Statesman and it was wellknown that even without listening to a
-concert and by telephonic contact with each other, the reviewers
made up their reports to the press. Sri K. Soundararajan, a former
Secretary of the Music Academy, not only condemned the review,
but also said that the Academy was the body that should mend the
bad situation which had developed in the field of music and dance
and the damage being done by this particular reviewer. Other
speakers and members of the Experts’ Committee who spoke were
Trichy Swaminatha Iyer, Bombay, and Vidwan Srirangam
Kannan, Benaras. The President of the Academy, Sri K. R. Sunda-
ram Iyer, observed that he had originally cootemplated a separate
meeting of the rasikas to discuss the serious situation created by
these reviews. But now that the Rasikas who were present in  large
numbers that morning had expressed their desire to associate them-

selves with the resolution and support it a separate meeting was not
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considered necessasy, The resolution was then placed before the-
house and unanimouslly passed with great ovation for Sri Semman--
gudi Srinivasa Iyer.

30th December, 1977

The Experts’ Committee meeting of the pinth day of the 51st-
Conference of the M. usic Academy began with the presentation of -
four Kritis of Syama Sastri—Sankari neeve, Sri Kamakshi, Sri
Kanchi Nayike and Nannubrovu Lalita, by Smt. Sharada Natarajan,
Sulochapa Pattabhiraman and Naliri Ramaprasad, accompanied by-
Kanakavalli (Violin) and Kumbakonam Balu (Mridangam).

HINDUSTANI MALHAR

Dr. Raghavan then introduced Dr. (Mrs.) Shanno Khurapa of
Delhi who bad studied music with the late Ustad Mushtaq Hussain
Khan of Rampur and Reghupath Rao Musalgaonkar of Gwalior
and who had also produced a Doctoral Thesis on the different
Gharanas in Khyal music. She had toured all over the world and
given concerts and lecture-demonstrations. Mrs. Khurana then
dealt with the Hindustani Raga Malbar which suggested the rains
and was also associated with Lord Krishna. Raga Malhar, proba-
bly identical with Malbari, came under Raga Megha, associated with
the rains. The present Megha Malhar was however different from
the one in the texts and Ragamala paintings ; there was a diflerence
in the notes used, the Dha formerly used being absent today. The-
present Malaar was from the Kafli That and bad five notes. There:
were indeed 14 types of Malhars and the speaker gave a discription
of each of these 14 varieties including the last cne, Gandhi Malbar,
a recent innovation of Xumar Gandharva. She then illustrated
each of the Malbar-varieties by describing their characteristics and
also singing them. The variety called Jayanta Malhar, she said,
was a rare one in this group being a combination of Jaijaivanti and
Malhar and referred, in that connection, to Muthuswami Diksbitar’s
use of this raga. Dr. Raghavan thanked the spcaker and compli-
mented her on her proficiency in vocal music and the capacity to-
give a clear and instructive exposition.
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RARE RAGA GURJARI

Saogita Bhusbaaam S. Ramanathan thsa gave a detailed talk
with demonstration on the rare Gurjari. He traced its history from
Jayadeva onwards upto the time of the latest texts and composers
and some of our recent well-known vocalists. He referred to the
decision on this Raga many years ago in the Academy and the deci-
sionwas : “lItisanold Sampoorna Raga corresponding to the
modern Mayamalavagowla Raga of the 15th Mela. Its bhava Is
brought out by vakra sancharas like dha dha pa and sa dha ni ga pa
and dha sa also occur in compositions”. The speaker referred to
the four varieties of Gurjari of Maharashtra, Saurashtra. Dakshiha
and Dravida. Accordingto Ramamatya it was one of the twenty
Uttama Ragas and it avoided Pa generally, but occasionally used it
in Avaroha. The Tamil lexicon ‘Pingala Nighantu’ of thellth
century mentioned Gurjari as the 58th Raga and Arya Gurjari as the
71st. According to Parsvadeva in was a Raganga Sampoorna Raga.
According to Vidyaranya, quoted by Govinda Oikshita, it was the
second of 15 Melas recognised by him. It might be noted that there
was no Mayamalavagowla here. In Annamacharya’s songs Gurjari
and Malavagoula were both found and in Ramamatya, Gurjari
figured as a Janya of Mayamalavagowla and so also in Somanatha.
In Chaturdandi prakasika it is given under Gowla Mela. He then
sang in that Raga Tyagaraja’s Kriti Varalandu and Dikshitar’s
Kriti Gunijavakdinute (with the Raga-mudra Gurjari) and pointed
-out the difference in the Svaraprayoga in the two. In thanking him
Sri. S. Parthasarathy referred to his discussion with the late Sri.
T.L. Venkatarama lyer on this Gurjari, and by singing the Kritis in
it by Tyagaraja and Dikshitar, they had come to the conclusion that
the two Gurjaris were identical. But Sri. S. Ramanathan read out
from the Sangita Sampradayapradarsini the Gita on the Raga by
Venkatamakhin which supported his view.

PAKKA SARANI MARGA

Dr. S. Sita, Professor of Music, Madras University then
-presented a detailed paper on the Pakka-sarani-Marga on the Veena
as dealt with by Venkatamakhin for the first time in his Chaturdandi
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Praknsika. Venkatainakhifi refétied 10 18 Vinas. But 12 Vinas
were imiportant from thé point of view of prac\‘icabihty and Rakii.
In f¥ic Vinas was included the Raghunatha Mela Vina dévised by hi§
own father in the' name of their patron. Raghunatha Nayaka These
Vinas were of two varietles, (hosé on which 6ne Raga only could be
played. Ekaraga "Mela ‘and other on which all (Sarvaragamela)
Raggs could be played. In the Sarvaraga Mela Vina not only weré
there additional frets, but all frets were fixed. Venkatamakhin’s
detailed description of the Vecna and his innovations on the instru-
ment si{dwed that he was a practical exponent of that instrument.
The. speaker then explained the special features of frett,ng on these
types of the Veena. The modern Tanjore Vina was a deveIOpment
-of this form of Sarvaraga Mela fretting of Madhyamela Vina.

During the time of Raghunatha Nayaka, there was the practice
of playing Chaturdandi, (Gita, Prabandba, Thaya, and Alapa) on
the Vina. The Pakka Sarani Marga, which Venkatamakhin
described in his treatment of Suddha Mela and Madhya Mela Vinas,
was handed down from his Gurus like Tanappacharya. The playing
of the Chaturdandi on the Vira was the Sarani and Pakka Sarani
Marga. She then explained the mode of playing called Pakkasarani
on the Suddha Mela and on the Madhya Mela Vina. She concluded
her exposition with the demonstration of the Pakkasarani-playing
with Tanam in Bhairavi Raga. Sri S. Ramanathan also spoke on
the evolution of the Vina through the ages upto the Nayak period in
Tanjore and the difficulty in understanding some of the technical
details in Venkatamakhin’s description. Dr. Raghavan congratu-
lated Dr. Sita for her research in the materials on music available
in the Saraswati Mahal Library and her present elucidation of the

-obscure and obsolete practice called Fakka Sarani Marga.

SONT! SEETHARAMIAH’S COMPOSITIONS

Vidvan Aripirala Satyanarayanamurthy of Vijayawada then gave
a talk and rendered some of the pieces of Sonti Seetharamiab, a
descendant of Tyagaraja’ Guru, Sonti Veckataramaiah. The com-
poser was born in 1901 and had composed 1200 songs in Telugu
and Sanskrit. A few of them were brought to him recently by the
<omposer’s son. They followed the pattern of Tyagaraja’s Kritis.



54 THE JOURNAL OF THB MADRAS MUMC ACADEMY {Valiax

The cxamples sung by the speaker were in Kalyanavasantam,
Vachaspati and Manirangu. Vidwan Nori Nagabhmhanam Panfulu,
member of the Experts’ Committee, said that neither this composer
nor these Kritis were known in any part of Andhra, until then when
they were brought to light by Vtdvan Satyaparayansmurthy, through
the help of the composer’s son. He thanked Sri Satyanarayana-
murthy for bis discovery. i

3!:: December, 1977

At the Experts’ Committee meeting held today as part of the
51st Conference, there was first the rendering of Syama Sastri’s
Kritis ‘Karuna Joodn and ‘Sapkari Sapkuru’ by Jayalakshmi,
S. Nalini and S. Malini, accompanied by Coimbatore Krishnaveni
(Violin) and Kumbhakonam Balu (Mridangam).

CARNATIC MUSIC AND THE COMPUTER METHOD

Dr. Raghavan then introduced three Professors of the Statistics
Department, Madras Christian College, Sri Gift Siromany, Sri
M. Chandrasekbaran and Sri R, Chandrasekharan who had together
been working on the Computer transliteration and recognition of
Mridangam Mnemonics, The paper was read by Sri Gift Siromany.
A variety of tones could be produced on the Mridangam which was
an harmonic drum. In order to remember its many complicated
rhythm-patterns, a well-developed system of mnemonics was used by
artistes. These mnemonics could be written and recognised by the
computer method and then easily transliterated into the correspon-
ding Roman letters. They had recently developed in their depart-
ment recognition for all Tamil charactesrs in the computer method,
The computer analysis was now being used by modern composers
of western music and for musical research in America, especially for
experimental music compositions, It was also helpful for stylistic
analysis. The speaker then gave a description of the construction
of the classical Mridangam znd its tone qualities and mnpemonic
syllables occurring in its play. There were beoks available in Tamil
on the art of Mridangam playing and with all this help they had
worked out the ccmputer apalysis of Mridangam mnemopic sylla-
bles, He then showed charts which they had worked out by the
‘punch operator, He explained the details of how Mridangam sylla-
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blss had been coded and printed and added that- the method could
be extended to recognise printed Cérnatic music in Tamil characters,
Dr. Raghavan thanked the scientists onm behalf of the Music
Academy.

PADAS OF KANAKADASA, VIJAYADASA AND
SRIPADARAYA.

Vidvan R, K. Venkatarama Sastry, the well'’kaown violinist,
then read a paper on Purandaradasa and other Dasakuta composers,
The talk was followed by a recital by the members of his family
R, N, Srilata and'R. S. Ramakant of the Padas of Kanakadasa
Vijayadasa and Sripadaraya, The padas presented were; Tanu ninadu
Kedaragowla; Bagilanu - Athana; Elamanave-Hamsanaandi; Bhakta-
janapalaka - Anandabhairavi; Duritagada-Madhyamavati and Bhu-
shanake Bhushana - Kambhoji, Vidvaa Titte Krishoa Iyengar of
Mysore, in thanking Sri R. K. Venkatarama Sastry for his talk and
the presentation of the Padas by the members of his family, observed
{hat Kannada scholars considered Kanakadasa’s language superior
to that of Purandaradasa. According to researches, originally only
12 ragas were known to have been given in the Padas. The late
Bidaram Krishnappa used to take soms Padas and sing them elabo-
rately with niraval, svara etc. like kritis and one such Pada was
Kadavamucchidu in Madhyamavati.

ACOUSTICS OF GAMAKAS.

Dr. Raghavan then introduced Prof. P, S, Varadachari of the
Aagnnamalai University who was engaged in the acoustics analysis of
ragas, svaras, srutis and gamaka, In continuation of the work
presented by him at the last year’s Conference. he had now analysed
the acoustics of Gamaka, in vocal, Veena and flute music. His
talk was illustrated by graphic charts showiang his results. The Veena
produced as many as 35 harmonics, The Indian flute had five
harmonics in its shorter variety, but more than seven in its longer
variety. The richness of the fundamental in the longer
one contributed to its pleasant timbre, He then described how
he studied the acoustics of the Gamaka called the Kampita on the
Veena, Violin and Flute, recording their harmonics and the frequency
-and intensity of the changes. The net result of these investigations
-showed the high status of Carnatic music as compared to the
systems in different parts of the world, The Gamakas of the
~Carnatic music were more interesting than the Western Vibrato,
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Carnatic music developed a degtee of sophistication and the
Gamakas took care of the harmonic principles'also- Sangite
Bhushanam S. Ramanathan, who had also worked with the speaker
added to the ideas presented by the speaker. Dr. Raghavan, in
thanking the speaker, recalled how the scientific analysis of various
aspects of Indian music in general and Carnatic music in particular
had figured in the previous Conferences of the Academy and in this
scientific work several of our own scientists and those from North
India and some from U.S. had presented the results of their work,
all of which were publithed in the Academy’s Journal. The analysis
of the acoustics of the flute was a special line of work undertaken
by the present speaker,

THE SADAS

The Sadas (Convocation) of the 51st Conference of the Academy
was held in the Auditorium of the Academy at 9 a.m. on Ist
January 1978, with H.E. Shri Prabhudas B. Patwari, Governor of
Tamil Nadu, 'in the Chair.

There was a distinguished gatbering of members of the Academy,
music lovers, musicians, scholars and experts. The proceedings
began with a prayer by Smt. R. Vedavalli.

“The Sadas was convoked by Sri S. Natarajan, Secretary. The
President of the Academy, Sri K. R. Svndaram lyer, then welcomed
the gathering and H.E. the Governor of Tamil Nadu. In his wel-
come speech, Sri Jyer said :

" * Your Excellency,

The Music Academy Madras is doubly thankfulto you, first
on your accepting our invitation to preside over the SADAS of our
51st Conference and once again, for fulfilling the engagement with
us by adjusting the time, which you had to do owing to the sudden
developments in your programme. As we are very well aware of
the short time you will be able to stay with us, I am making my
welcome address as brief as possible. Our Sadas or Convocation
has always been presided over by the Governors who are Chancel-
lors ofthe Universities of their States or others connected with
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-Gloverament or Bducation. Everybody knows how within such a.
short time yon :have established a great rapport with the people
of Tamilnadu, with your simplicity, accessibility, and high Gandbisn
fdeals of service to the poor, khadi, prohibition etc. Particularly we
must mention how you have wholly thrown yourself into the work
of relieving the suffering of the cyclone-ravaged parts of our country.
©On our part we had already sent to the C.M.’s Cyclone Relief Fund.
an amount of Rs. 2,500 and again we are now handing over to
you an amount of Rs. 4,039 being the collections of our top per~
formance in our series.

"

You are not only an ciinent lawyer and public worker, but you-
are also a writer in the fields of literature, religion and art and you
are deeply rooted in the cultural traditions of the country. It is
therefore most fitting that you should preside at this SADAS at
which we are honouring the President of this year’s Conference and
other musicians, who have. served the cause of music and also-
making other special awards to artistes who have been adjudged
best during this year’s concerts and in the competitions and the
succesful students of the College.

Once again as President of the Music Academy, I welcome you.
to preside and conduct the proceedings of the Sadas.”
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In his presidential address, Shri Prabhudas Patwari allayed the
‘fear among some that film music might exeft its influoence on classi-
cal traditional music. As in other fields, modern trends were trying
1o invade music too, but he was sure that it would be temporary.

He pointed out that while politicians might shmc for a brief
period and would be forgotten soon’, artistes and musicians would
live for ever in the hearts of the people. Although the present
generation had not seen Tansen, Mira or Kabir, their music was still
lingering in the atmosphere and was being preserved. South India
was protecting this art well and artistes from here had enhanced
the image of the country by their meritorious coantributions. Music
elevated pebple and took them nearer to God.

Then the President of the conference Smt. M. L. Vasantha
kumari was presented by Smt. D. K. Pattammal.

VIDUSHI SMT. M. L. VASANTHAKUMARI

Boro in Madras on the 3rd July, 1928 as the only daughter of
Vidvan Ayyaswami Iyer and Vidushi Lalitangi, both of them well-
known traditional musicians; learnt her music first from herown par-
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ents and.lgter-became a disciple of Sri G..N.,B; studied upto aepior
Cpmbridge and at the same time was keeping up the musical hezitage:.
of the family by .accompanying her, mother in concerts and also-
giving her own solo recitals ; from her mother and her teacher had
learnt a.large repertoire of the Padas of Purgndaradasa, and brought
out an edition of the Padas ; had also: some special training under
Mudicondan Sri Venkatarama lyer ; bas toured countries of South--
Bast Asia, Europe, U. S, and Canada ; has given a number of
beqefit concerts for cultural and edugational causes; had been
invited by the King and Queen. of Nepal; the President of India.,
gave her the Republic Day distinction of Padma Bhushan ; \he
Sangeet Natak Akademi gave her the award for best voce], Carnatic
musician for 1971 ; last year the Mysore University conferred on
her a Doctorate ; combmmg classic standard and popularity, she
bas had a contlnuoql and crowded programme of concerts
extending to 37 years.
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Thic Piesident of the Sadas, Shri. Prabhudas Patwari, coaferred -
-the title of “Sangita Kalanidhi” on Sm¢. M. L. Vasanthakumari
.and presented her with the Sanad and the Insignia of the title.

As usual, the Academy had selected a few semior experts who-
‘had done long service in the field of music for the award of a Certi-
ficate of Merit. ,
]

Dr. V. Raghavan presented Sri. Aripirala Satyandyanamurthy
-or the award of the Certificate of Merit.

VIDWAN ARIPIRALA SATYANARAYANAMURTHY

Born on 15-7-1904 at Velpuru, Guntur District, as son of
A, Sivarama Sastry and A. Meenakshamma ; studied music with
Ganavisarada Sri Varapasi Brahmayya Sastry ; has been a violin
performer of long standing ; his programmes have been broadcast
from different Stations of AIR ; is also author of several music
publications including a Dictionary of Indian music, some of his
books being prescribed in the Universities ; has been a teacher of
Violin for 40 years ; received awards from the Centre as well as in
‘many cultural organisations in different parts of the country; has
‘been a member of the Experts Committee of the Music Academy for
several years and has contributed to its work.
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Sri T. V. Rajagopalan, Secretary, preseated Vidwan Sri
Ramachandra Iyer for the award of the Certificatc of Merit.

VIDWAN VEENAI RAMACHANDRA IYER

Born on 20-4-1915 at Tirugokarnam in Pudukkottai as son
-of Veenai Narayanaswami Iyer who was also his first Veena teacher;
studied Veena further under Tirugokarnam Subbiah Bhagavatar and
later underwent gurukulavasam with the famous Karaikudi Brothers
‘who were related to him ; the Veena tradition has come down in his
family for elght generations ; his own service as a Vainika extends to
-over 45 years ; one of the few representatives amidst us of the pure
-and high tradition of the Karaikudi Brothers.
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Sri R. Ranganathan, Secretary, presented Vidwan Sri.
V. Sethuramiah for the award of the Certificate of Merit.

VIDWAN V. SETHURAMIAH

Born on 16-11-1917 at Triplicane, Madras ; had his Guru-
kulavasam with Coimbatore Balasubramanya Iyer, Bidpram Krish-
nappa and Sangita Kalanidhi T. Chowdiah ; joined the AIR in 1938
and had been serving since then as the Senior Violin Vidwan and
supervisor of cultural programmes and recordings ; on the concert
platform bas accompanied many top-ranking vidvans including some
Hindustani artists ; has toured Ceylon ; given solo concerts and
reccived the blessings and honours from the Thiruvavaduthurai and
Dharmapuram Maths, Satya Sai Baba, Venkatagiri Samsthanam and
Their Holinesses Kamakoti and Sringeri Acbaryas and the Tamil-
nadu Iyal Isai Nataka Manram ; bas also been an active worker in
the field of music as Secretary of the Tyagaraja Sangeeta Vidwat
Samajam.
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Sangita Kalanidhi Semmangudi R. Srinivasa Iyer, Dr. V. K.
Narayana Menon and Sri K. Chandrasekharan spoke [(offering
felicitations to the recipients of the award at the Sadas.

The President of the Conference Smt. M. L. Vasanthakumari
and others who had received the title and awards at the Sadas
acknowledged the honour done to them and thanked the Academy.

Special Awards.

Dr. V. Raghavan, Secretary, introduced the mubicians who
had participated in the different concerts of the season and had been
adjudged as deserving of special awards, The President gave away
the awards. (see the list below)

Competitions.

Sri P. S. Ramachandran, Member of the Executive Committee,
introduced the winners in the various music competitions held
during the Conference. The President gave away the prizes to the
successful condidates (sce list below)

Sri V. K. Ramaswamy Mudaliar, Trustee, proposed a vote of
thanks.

2nd January, 1978

The proceedings of the Experts’ Committee today began with the
recital of Syama Sastri’s Kriti ‘Palinchu Kamakshi® by Smt. Sujatha
Vijayaraghavan accompanied by Trivandrum Harihara Iyer (Violin)
and Kumbhakonam Balu (Mridangam). Sangita Kalanidhi M. L.
Vasanthakumari was in the chair.

GAVI RANGAPPA'S COMPOSITIONS

Dr. Raghavan presented a paper by Vidvan Sri N. Chenna-
kesaviah of Mysore who could not attend the session. Sri Chenna-
kesaviah had given to the Music Academy an edition of over 70
<compositions of Gavi Rangappa with an introduction on the life of
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the Composer. The composer came from a village named Chalu-
vintala in Hindupur Taluk, Anantapur District, where there was a
Cave Temple of God Ranganatha. It was on that deity that these
compositions had been written by Gavi Rangappa. Sti N. Chenpa-
kesaviah himself learnt these compositions from Vidvan Chintalapalli
Venkata Rao who had been at Mysore Court at the V;iiltvitation of
Krishnaraja Wadiyar 1V. There was a copy of the kritis or Gavi
Rangappa with Ramakkammal, grand daughter of the composer and
wife of Chintalapalli Venkata Rao.

CONDOLENCE RESOLUTIONS

A reselution of condolence on the death of the following musi-
cians was passed : Sattur A. G. Subramaniam, Mayuram Flute
Rajarama Iyer, Umayalpuram Kalyanarama lyer, Bai Kesarbai,
Siddheswari Devi, and Udaya Shankar. The members stood for a
minute in silence in honour of these artistes.

On behalf on the Experts’ Committee, Vidvan Nori Nagabhu-
shanam Pantulu from Andhra, Sri Srirangam R. Kaonan, B. H. U.,
and Bmbar Vijayaraghavachariar spoke emphasizing the importance
of the Experts’ Committee meetings.

SANGITA SAMPRADAYA PRADARSINI

Dr. Raghavan announced the 'completion of Volume IV of the
Tamil Script edition of the Sangita Sampradaya Pradarsini, covering
from ‘Natakurinji’ to ‘Mohanam’,

In her speech Smt. M. L. Vasanthakumari thanked the Vidvans
and the members of the Experts’ Committee, who confributed to the
success of the Experts’ Committee Mettings and referred to the many
new materials and knowledge that had been presented by them at
the meetings.
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Vote of thanks

Dr. Raghavan then thanked the President of the Conference,
Smt. Rukmini Devi who opened tbe Conference, the Central San-
geet Natak Akademi for the grants, Universities of Delhi and
Banaras which had sent delegates, Vidvans and Vidushis who had.
taken part in the Experts’ Committee mectings and concerts, those
whohad acted as judges in the competitions, the donor$ of prizes,
authorities of the Central and State Governments, particularly " the
Hindu Religious Endowment Board, the Corporation of Madras
Police Department and the volunteers.



Competitions & Concerts Prizes 1977-78

COMPETITIONS

DONORS

WINNERS

4.

Vocal Music, Gentlemen
Sangita Kalanidhi G.N.B.
Memorial Prize

Vocal Music, Ladjes.T.R.
Venkatarama Sastri Prize

Violin-Kasturi Ranga
Aiyangar Memorial Prize

Veena Dhapam Memorial
Prize

Modern Compositions-
Muthiah Bhagavatar
Memorial Prize

Tamil Songs-The Amarar
Kalki' Tambura Prize

Awarded by Sri R. Ranganathan

Awarded by T. V. Rajagopalan

Awarded by late
Sri K. Srinivasan

Endowed by late
Sri Sudarsanam Iyengar

Awarded by the Executive
Committee of the Music Aca-
demy

Endowed by Sri T. Sadasivam

I

II
I

Prize :

Prize :

Prize :

Prize :

Prize :

Prize :
Prize :

Vijayalakshmi Krishnamurthy

B Latha
B. Anuradha

S. V. Madbavan

Usha Krishnamurthy

Sudha Venkatraman
Lalita Sitaraman



10.

11.

12.

13.

14,

Maharaja  Svati
Compositions
Memorial Prize

Purandaradas Padas

Kshetragna Padas

Pallavi Singing -
Sankanarayana Iyer
Memorial Prize
Sanskrit Compositions
Dr. V. Raghavan Prize

Divya Prabaadham, Tirup-

pavai & Tevaram - Sri
Vijayaraghavalu  Naidu
Memorial Prize

Bhikshandarkoil Raja-
gopala Pillai Prize for
Dikshitar Kritis

Rajalakshmi Jagannaraya-
nan Prize

Tirunal Endowed by the R. K. Murthy
- Murthy Memorial Committee

Endowed byV. 8. S. K. Tobac-
conist, Jaffna

Awarded by the Music Academy
Endowed by Dr. S, S. Krishnan

Awarded by Smt, Priyamvada
Sankar

Awarded by Vijayaraghavalu
Memorial Religious Charitable
Trust, Sirkali, C/o V. Ramachan
dran, Bheemanna Mudali St.,
Madras.

Endowed by Smt, Sarada
Natarajan

II

I
I

II

I
11

Endowed by Sri §. Jagannarayanan I

Prize: Vijayalakshmi Krishnamurthy

Prize : Usha Krishnamurthy

Vijayalakshmi Krishnamurthy
Usha Krishnamurthy

Prize :
Prize :

Prize: Usha Krishnamurthy

Prize :
Prize :

Vijayalakshmi Krishnamurthy
B. Latha

Prize : Lalitha Sitaraman

Prize ;: Usha Krishnamurthy
Prize : Sudha Venkatraman

Prize: Sujatha Vijayaraghavag



15.

16.

17.
18.

3.

Vedagiri Prize for Tyaga-
raja kritis

Sri  Uttaram Thamba
Satchidananda Prize for
Syama Sastri Kritis

Tamil Devotional Songs
Sri U, Ramachandra Rao
Memorial Prize for Mira
Bai Songs

CONCERTS

Smt. Yogam Nagaswamy
Prize for a Senior Vocalist

N. V. Raghavan Prize for
a Senior Violinist

Sri C. V. Narasimhan
Prize for an exponent of
Bbava Sangita

Sci K. R. Sundaram Iyer
Shastyabdapurti Prize for
the best Sub-senior musi-
cian

Endowed by Smt. Lakshmi
Vedagiri

Endowed by Uttaram Thamba

Satchidananda

Endowed by Sri V. Natarajan
Endowed by Sri U. Ramesh Rao

DONORS

Endowed by Smt. Yogam
Nagaswamy

Bondowed by Smt. Indira
Rangaswamy

Endowed by Sri
simhan

Awarded by Sri K. R. Suada-
Shashtyabdapurti

ram
Trust

Iyer

Co Vt Nata'

1 Prize: V. Jayasree

10 Prize: Vijayalakshmi Krishoamurthy
Prize : B. Latha

I Prize: Sudha Venkatraman

I Prize: Sumati Narayanan

I Prize: Ahalya Shenoy

WINNERS
Smt. M. L. Vasantakumari

Sri M. S. Gopalakrishnan

Trivandrum R. S. Mani



6.

7.

‘0.

11.

12,

Veenai Shanmukavadiva
Momorial Prize for Veena
Player

D. K. Pattammal Prize for
a young Lady Vocalist
Chellapally Ranga Rao
Prize for a deserving Veena
Player

Dr. Henry Cowell Prize for
the best junior mridangist
V. R. Sambasiva
Memorial Prize for
Senior Mridangist

Iyer
Sub-

Vidvan Semmangudi Nara-
yanaswami [yer Memorial
Prize (11 Prize)

Sri G. V. Narayanaswami
Iyer Prize (II Prize)
Prize for the best

Talk, etc.
Committee

Paper,
at Experts’

Endowed by M.S.S. Ladies Fel- Sri C. Krishnamurthy

citation Committee

Endowed by D. K. P. Ladies
Felicitation Committee
Endowed by Sri Chitti Babu

Endowed by Dr. Henry Cowell,
u.s.
Awarded by Sri S. Natarajan

Endowed by Sangita Kalanidhi
Semmangudi Srinivasa Iyer

Endowed by Sangita Kala-
nidsi G. N. Bala Subramanpian

Endowed by Sri A. C. Ranga-
rajan

Smt. Seethalakshmi Venkatesan

Smt. Visalam Venkatachalam

V. Praveen

S. R. Ramadas

Ulsoor Sri Chandrasekhar

Tirupunithura K. Lalitha

Sri S. R. Janakiraman



13.

14.

15.

16.

17.

18.

]9.

20.

Sri Raja Sir Annamalai
Chettiar Prize in the Aca-
demy’s College for Practical

Sri R. N. Sharma Memorial

Prize in the Academy’s
College for Theory

Sti K.VK. Iyer Memorial
Studentship in the  Aca-
demy’s Teachers’ College

Smt. Sarada Krishna Iyer
Prize

Smt. Pankajam Rajam
Prize for a Junior Musician
Vocal or Instrumental

Naum Litchenberg Prize
for a Violinist

Prize for a Violinist

Additional Dikshitar Kriti-
Prize

Endowed by Raja Sir
Annamalai Chettiar

Smt. R. Ramani

Eodowed by T. Alamelu Smt. R. Ramani

Ammal

Endowed by Sri G. T. Sastri Kumari V. Kalyani

Endowed by Justice Sikkil sisters (Neela & Kunjumani)

V. R. Krishna Iyer

Eandowed by Smt. Pankajam
Rajam

Sri B. N. Suresh

Endowed by Dr. Johanna Spec- Sri M. S. Apantharaman
tor, New York

Endowed by late Violinist
Abiramasundari

Awarded by Bbarathi
New York

-

Smt. Kanyakumari ‘

Society, SriB. Rajam Iyer



2.

22,

23.

24.

25.

V. T. Krishnamachari Prize
for Harikatha

T. V. Subba Rao Prize for
the best Junior Musician

Nyayapathi Sriranganaya-
kamma Prize for deserving
Junior Artiste

Semmangudi Narayana-
swamy Aivar Memorial
Prize for best Junior
Violinist

V. R. Gopala Iyer Prize
for a Junior Violinist

Badowed by Sri V. K. Ranga-

swamy
Awarded by the Executive
Committee of the Music

Academy

Endowed by Prof.
N.V.V.J. Swamy, U. S. A.

Endowed by Sri Panchapagesan

Bndowed by Sri Lalgudi
G. Jayaraman

Sri Kallur Krishnamurthy Sastri

Mrs. Jaya Krishnan

Smt. Maponmani hRangaswamy

Smt. Suryaprabha

Neyveli Vimaia
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A Syama Sastry Bibliography

L. Journal of the Music Academy, Madras

(A) Articles :
1. Syma Sasiri - a short sketch 1762-1827) : Prof. P. Samba-
murthy, Vol. I. 1930. P, 98

2. Syama Sastri (English) : T. V. Subba Rao. )
Vol. XII, 1941, pp. 31-2

¢ T.T. Krishnemachari,
Vol, XII-1941. pp. 32-5

4. Syama Sastrigal (Tamil) ; Mrs, Kanakammal Sitapati
Vol, X1V. 1943 pp. 62-71

(B) Texts:

1. Syama Sastri’s Kritis edited by Mudicondsn C. Venkata-
rama Iyer, Vol. XXIII, 1952, pp. 101-4

One in Paraz with Sahitya in Tamil and Sanskrit but with the
same Dhatu and another in Telugu in Abheri, With
Notation

2, A Tamil composition af Syama Sastriyar - Tarunami-
damma’ - Gaulipantu. Given by the composer’s great
grandson known as Syama Sastri. Vol. 1X. 1938,
pp. 73--74. Reproduced from the Tamil Journal
Silpasri, Vol. I, No. 1

3+ Text of a new Mangalam of Syama Sastri in Telugu :
T. Sankaran, Vol. XL. 1969. p. 199.

II. Souvenirs of the Confercnces of the Academy

1940/41 : 14th Conference . K. Venkataraman _
Syama Sastrigal (1762+1827)-Tamil

1954/55 . 28'h Confererce . Vidya, S. (Mrs) Music
Masterpieces : Navaratnamalika
of Syama Sastri - English



1973/74 :

1977-78 :

THE S16T MADRAS WOSIC CONMFRENCE L}

47th Conference : Remektishnan, Dr. T, S. Syame

515t Conference :

Sastri and hiss Compositions-

Englich, with @ classified list of
his compositions and a note on

Raga Chintamani,

Syama Sastri - Dr. V. Raghavan:
- English. Carries a Syama Sastri
pictorial supplement and Biblio-
graphy: Prefaced by a poetic
bomage to Sastri by M. Ananta-
narayan; ¢

III. Texts aud Editions of Songs with Notation :

1. Gayakaparijatam by Tachur Singarachari, Madras. 1927.

Contains 8 Kritis of Syama Sastri and 6 of Subbaraya
Sastri

2. Kritis of Sri Syama Sastri

Edition of Texts in Tamil, Telugu and Sanskrif with
notation by Smt. Vidya Shankar.

Vol 1 Madras 1947}

Vol 11

Vol 111

" 1947}

1948

Syama Sastri—Telugu 2, Sanskrit 3,
Tamil 1 Subbaraya Sastri—Telugu II.

Anpaswamy Sastri—Telugu 3, Sans--
krit 5 Syama Sastri—Telugu II.

Syama Sastri—Telugu 23, Sanskrit 4

3. Kritimanimalai— Vol 1V : R Rangaramanuja Jyengar,

Madras, 1948.

Introduction, pp. xix—xxvii—Biography of Syama Sastri in-

10

Tamil by  Suddhananda
Bharati



74 THB JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. xLim

46 XKritis of Syama Sastri and Subbaraya Sastri 42 Kritis-is
Telogu, 3 in Sanskrit, 1 in Tamil). Text and notation in
Tamil and Telugu.

4. Sri Syama Sastri Kriti Tarangani. Telugu pp. 14+41

Edited by T. S. Parthasarathy & Sri Chilakalapudi Venkates-
vara Sarma. J

Published by Durga Malleswara Devasthanam, Durgapuram,
Vijayawada 1950.

44 Kritis with Notations for some and Regalaksanas for 28 '
Ragas used by Syama Sastri.

5. Compositions of Sri Syama Sastri. Telugu pp. 124196,
1970

Edited by Mr & Mrs. N. C. Parthasarathy.
Madras Sangitakala Sala Publications, Gopalapuram,
Madras-6.

With a biography of Syama Sastri and 36 Kritis with Ragala-
kshanas—Text & Notation in Telugu. Reproduces Tala-
prastara Charts.

1V. Accounts of Life etc.

1. Syama Sastry

A detailed account of his life and compositions-Ch. 8 of Prof.
P. Sambamurthy’s Great Composers’, Book 1. pp. 61:117 (2nd edn)

Indian Music Publishing House, Madras, 1962

2. Syama Sastry (English) by Smt. Vidya Shankar
National Book Trust, Delhi 1970, pp. 83
Biography of Syama Sastry, and an account of the musicial
aspects of his Kritis.

Appendix gives five Telugu Kritis and one in Sanskrit with Text
in Roman script and English Translation.
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3. Sri Bangaru Kamakshi Stotra by Svami Sastri
Tamil and Sapskrit 27 pp. -
Kamakoti Kosasthanam, Madras-l. 1963

Has a long introductory essay in Tamil on the Bangare
Kamakshi idol and its migration to Tanjore.

4. Sri Syama Sastrigal Jayantivizha Sirappumalar
(Syama Sastry Jayanti Souvenir)

Sanskrit and Tamil. pp. 92
Birthday Celebrations Committee, Tanjore, 1968.

Contains the following articles :

Syama Sastry Stutipanchakam, N. Venkataraman
(five Sanskrit verses on Syama Sastri).

Sri Syama Sastrigalin Laya Cittarangal
(rare Talas in Syama Sastri’s Kritis)
Prof. P. Sambamurthy - Tamil pp. 8-9

Ten Kritis - Telugu in Tamil Script
(from Syama Sastri Kriti Tarangini) pp. 17-21

Sri Syama Krishna - R. Sundara Sastri - Tamil - pp. 22-32
Syama Sastriar - T. N. Ramachandran
(2 English verses on Syama Sastry) p. 82

On Sri Syama Sastri - P. Visvanathan - English pp. 84-92
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SYAMA SASTRI'S PAMILY

(Annadhvaja) Venkadri Iyer
|

Viswanatha Iyer

Syama Sastri
(1762-1827)
I
I |

Panju Sastri (married two wives) Subbaraya Sastri

[ (1803-62)
| | |
1st wife 2nd wife Anpaswamy Sastri
- (adopted son)
| I | 1827-1900
I | | |
Ramakrishna Sambasiva Annaswamy |
Sastri Sastri Sastri Syama Sastri
(given in adoption to (Member of the
Subbaraya Sastri) Academy’s

Experts’ Committee)



The Rudra Vina of Semanatha
Rangamayaki Ayyansgar

The Rudra vind is a scven stringed and fretted instrument with
two gourds near either ends of the dandi (finger-board). Of the
seven strings, four are above the frets and along the face of the
dandi; these are for playing the melodies. The remaining three
strings are on the slde of the dandi and are called ‘sruti’ striogs.
‘This instrument-ig similar, in many respects, to the North Indian
bin and, in some respects, to the South Indian vina.

Somanitha, who belonged to the Sakalakala fumily, is the most
original and ioformative music theorist of the sixteenth-seventeenth
centuries. We koow very little about the man except that he
belonged to a family of scholars. His grandfather was one Menga-
nitha who, according to Somandtha, was a ‘natha’ of pandits. His
father was one Lakgmana Sqri; the ¢ Sdri’ in his father’s name also
was, according to Somanatha, reflective of the father’s erudition,
‘Somangtha was a brahmin from, perhaps, North Deccan! ; neither
did he belong to any princely court, nor were his works the result
of a patron's command or desire.

Somanatha has written the following four works in Sanskrit:
(1) Ragavibodha,
(2) Jatimala,
(3) Anyoktamuktavali,
and (4) Vairagyasata®.

1. Earlier reports have all claimed that Somanatha was an Andbra brah-
min. There is no evidence, internal or otherwise, to support this
claim ; there are, however, some tenuous indications that he may haii
from North Deccan.

2. Citations of Ragavibodba will be from Ragavibodha of Somanatha,
edited by S. Subrahmanya Sastri and published by Adyar Library in
1945. N."A. Gore has critically edited and published The Jatimala
of Somanatha in 1958. Anyoktamuktavali is not available in print,
but a mapuscript is in the Library of the Royal Asiatic Society of
Bengal (Calcutta), Mss. no, G. 1096. The existence of Vairagyasata

is mentioned by Gore on p. 4 of his edition of The Jatimala of Soma-
natha,
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The work that concerns us is his Ragavibodhg (hel;:aftcr abbre-
viated as RV), which was completed, accordibg té she suthor, in
Saka 1531, i.e., in 1609 A.D.

RV is in five vivekas (chapters), one viveka each for Sruti-svara,
vina, mela, raga and ragaripa respectively. The entire work stands
out as a8 unique and important treatise on many coutits, a few of
which are the following: '

(1) the author has provided a detailed prose commentary to
his verse text; this commentary is both supplementary and comple-
mentary;

(2) no theorist, before or after Somnatha, has provided such
extended music examples and that too in such relatively precise
notation:

(3) the care and the concern shown by the author in descri-
bing the rudra vina a contemporary instrument, reveal some interest-
ing and important musical development.

The Rudra vina

The importance of the Rudra vina lies in the fact (a) it is, histos
rically a link between our present day fretted instruments and the
fretted instruments described by the thirteenth century authority,
Sarngadeva, in his Sangitarasnakara (hereafter abbreviated as SR)':
and (b) the fretting processes of this vipa, or any other vina for
that matter, has been described and discussed for the first time in
Indian music history.

1. Citations of tbis work will te frcm 1the Acyar Library edition in four
volumes that bave appeared over the years :

SR I (1943), S. Subrahmanya Sastri (ed.),

SR 11 (1959), S. Subtahmanya Sastri (¢d.), and Krisbna-
macarya (rev.).

SR 1II (1951), 8. Subrabmanya Sastii (ed.), and
SR 1y (1953), S. Subrahmanya Sastri (ed.),
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. We learn from many indications, that.the Rudra vina was 8 ins-
trument of the post SR petlod This is obvious from the fact that
there is no mention of this i instrument in SR; even the two commen(=
a_tou of that work, namely Kallinstha and Simhabhiipala, meke no
mention of it while commenting on the various vinas 6f Sarngadeva.
Further, a cursory study of the vinas in SR suggests two kinds of
vinas; one had frets and the other did not. To the first kind belong
Sarngadeva’s alaping and the kinnari varieties. To the second kind
belong the open stringed instruments such as the ekatanmtri * the
nakula (two stringed) tritantry (three stringed), citra (seven stringed),
vipahct (nine stringed) and matsakokild (twenty one stringed). In all
these instruments, only the suddha svaras are positioﬁfd, whether
these be on the frets of the fretted vinasor on each of the open
strings of the open stringed vinas. The positioning of the vikfrq
svaras vis-a-vis these vinas is neither described nor discussed.

There are, besides. internal evidences in RV that indicate the
contemporaneity of the Rudra vina. For example, in this vina the
tuning of the four upper strings and the fretting processes result in a
range that extends from the anumandra register to atitara register,
i.e.. a range of over four octaves. Apparently this wide a range
had no precedent. SR cites five positions in the human body as
sources for five kinds of sounds, i.e., mabhi (pavel region) for
atisiksma (very subile) sounds, hfdaya (heart region) for siaksma
(subtle) sounds, kantha (throat region) for pusti (full bodied) sounds
mardha (roof of the palate region) for apusti (not so full bodied)
sounds, and lastly mukha (head region) for kptrima (arttficial
sounds.? However, Sarangadeva accepts only three kinds ofsounds
that of hfdaya, kantha and mirdha as being in use in his time and
labels them as mandra, madhyaand tara respectively for registeral
distinction.+

2. Sarngadeva begins his description of the various vinas with a descrip-~
tion of 1he ekatantri. Neither is this vina fretted nor is it performed

like the other open stringed vinas. Sarngadeva‘s description of it in-
dicates that it was played in a manner similar to that of the gottuvad-

yam.
3. SRI1,p. 64, verses 4-5,
4. SR, p. 66, verse 7.
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Somanatha refers to SR’s five bodlly sources for an admmedly
possible larger ringe and justifies the Titnitation of the rapge, by the
ancients to only tliree octaves, on the ground:qhat this rnnge ‘was
pnmanly vocal and as such vocal extension of this range (8) below
the mandra register would not be possible and (b) above the tara
would not create pleasant sounds?. However, the uniqueness of the
Rudra vina or its special fretting processes not only extend the range
from anumandra to atitara register, but also, at the sanfe time, make
this extended range continue to be pleasing®.

Somanatha’s Rudra vina is of two types depending vpon the

tuning of the four upper strmgs. One type is called the suddhamela
¥ina and its upper four strings, in order °, are tuned to anumandra

sadja, anumandra pafichama, mandra sadja. and mandra madhyama
respectively. The other type is called the madhyamela vipa and its
four respective strings are tuned to anumandra paficama, mandra
sadja, mandra paiicama and madhya sadja. Bach of these two types
are further differenciated into (1) eka raga vina in which the frets
are movable and can be tuned to only one mela at a time and whose
frets have to be relocated anew for ecach mela ; (2) akhilaraga vira
which has enough frets to accommodate all the melas, and which are
fixed.

The tunings described for the suddha mela and madhya mela
vina in RV are encountered even in contemporary practice of Indian
music. It appears that one set of tuning, namely that of the
suddha mela, has become the important tuning procedure in Hindus-~
tani tradition ; the other set of {unning, namely that of the madhya
mela has become the tuming system in the Karnpatic tradition.

i. RV 11, pp. 72/76 verses 42, 43 and 51
2. RV, 1], p. 76 comm. to verse 51.

3. Since the vina is held veriically in a slightly slanting position with the
top end resting on the shoulder, the string that is on the left hand side
of the performer is labellcd first and the string that is closest to the
right hand of the performer as the fourih.
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Bamamgtys’s Svaramelakalanidhi (1550 A.D.), Pugdarika Vittala’s-
Sadragacandrodaya (before 1599), Srikagtha’s Rgsakoumudi (c1579),
Govinda Diksgita’s Sangitasudha (1614-1623) and Venkatamakhi’s
_Caturdand:prakaslka (1633-1676) among the sixteenth—seventeenth
century treatises also describe these four types and subtypes of the
rudra vina. * The authors of all these tieatises, bamng Somapgtha,
require. that the vina be frelled by those well versed in the art-of
fretting, before they start to describe the svaras that sound on these
frets. Somanpdtha alone takes us step by step through the frettlng
‘processes and discusses the svaras that result.

Suddha and Vikrta Svaras

Somanitha’s seven suddha svaras and their vikrtas entail a-
rejection of the related theories inherited from the ancients. He,
like the other theorists of the sixteenth—seventeenth century, does
not disagree with the ancients with respect to the positions of the
seven suddha svaras on the pitch continuum of twenty two Srutis,
thier putative Sruti sizes and relationships, which were :

(1) sadja (S) a four §ruti svara ;

(2) rsabha (R) at the seventh Sruti on the ‘pitch continuum—
and at a distaoce of three $rutis from the sadja;

(8) gandhara (G) at the ninth $ruri on the pitch contmuumv
and at a distance of two §rutis from the rsabha;

(4) madhyama (M) at the thirteenth S$ruti of the pitch cont“i-
auum apd at a distance of four $rutis from the gandhara;

(5) paticama (P) at the seventeenth Sruti on the pitcﬁ
continuum and at a distance of four §ruti from the madhyama;

(6) dhaivata (D) at the twentieth §ruti of the pitch continuum
and at a distance of three $rutis from the paficama; and

1. Svaramelakalapidhi, Sangitasudha and Caturdandiprakasika describe

also a third variety of the rudra vina.
11
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(7) nisada (N) st the twentysecond Sruti of the pitéh
contiouum and at a distance of two srutis from the dhaivara.

By Somanétha’s time, sadja and paiicama which were alterable
io the past, had become constants and hence did not have any
wikptas. Whereas the ancients list twelve vikpta svaras. the theorists
of the sixteenth and seventeenth centuries list only séven, Somani-
tha’s seven vikfras are :

(1) sadharana gandhara (G!) comes into being when suddka
gandhara absorbs one Sruti of madhyama; it is at the tenth Sruti of
the pitch coatinuum;

(2) antara gandhara (G®) comes into being when suddha-
gandhara absorbs two $ruiis of madhyama; it is at the eleventh Sruti
-of the pitch continuum;

(3) similarly, k%ai$iki nisada (N') kakali nisada (N?) come
into being when suddha nisada aborbs one und two 3ruits of sadja
respectively; these are at the first and second S$rutis of the pitch
<continuum respectively;

(4) the sounds heard on the penultimate Srutis of sadja, paricama
and madhyama are three more vikrtas; these are described as mfdu-
sadja nisada (N®), mfdu-padcama madhyama (M') and mFdu-
-madhyama gandhara (G*)! and are heard at the third, sixteenth and
twelvth Srutis of the pitch continuum respectively.

Suddha mela eka raga vina'

The intervals of a fifth (S to P) and the fourths (P to S and
S to M) of the four open strings are the measurements for Somand
tha’s samvaditvam (the state of being consonant). The consonant
-interval between the flrst and second strings (S and P) is said to be
of twelve Srutis: the respective consonant intervals between the

1. The ‘mrdu’ (soft) prefix in Somanatha’s nomenclature corresponds to
the prefix ‘cyuta’ (fallen) in SR’s terminology. Cyuta reflected the
alteration of sadja, pancama and madbyama for the ancients ; however
because sadja and pancama became constants, ‘mrdu’ reflects the altera
tions of nisada, madhyama and gandhara respectively,

2, Vide footnote 2 on page 83
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sccond and the third strings (P and S) and that betvmn the third
and the fourth strings (S and M) are said . fo be "of eight Srutis.
Twelve and cight Srutis - were . .according to the ancients
mtervalllc distances for :anvadityam 1 80 the four open strmgs are
not only acoustically consopant —— in terms of svara numbers, i.c
S to P-is a fifth — but they are also consonants in. terms of sruti
numbers. Indeed, the consonances of the four open stripgs are,
according to Somanatha, the main guiding principle behind the
placement of the frets. [merau ca prstisari svarasthitiriysm praméi-
pam hi] *. Again, elsewhere, Somangtha stresses the importance
of these congonant relationships as the means of placmg all the frets
across the finger board [sapasamamukhyi.h samvidinah sVardekasath
$raydah prayah].® So ofie means of testing the accuracy of the fretting
processes will be to check whether the set of scale degrees produced
be each fret across the four strings do maintain the consonances (1)
acoustically and (2) in terms of sruti numbers established by the
open strings. Further, the resultant scale degrees at the many frets
on any one string should maintain the putative intervallic distances
in §ruti numbers with their respective adjacent neighbours if the
fretting processes were to adhere faithfully to the ancient putative
Sruti number relationships. These three criteria should be satisfied
if the tuning were to be correct in terms of /aksya and laksana.

2. Only the suddha mela cka-raga vina will be discussed in this paper
since that alone will be sufficient to clearly define the conflicts and con-
tradictions that appear to have surfaced with the devclopment of the
rudra vina,

1. The intervallic distances tetween S and P, and S and M were reckoned
in Bharata‘s Natyasastra, as thirfeen and nine srutis respectively ; the
same (wo intervallic distances in SR and post SR works, Lowever,
are described, by a different method of reckoning, as being twelve and
eight srutis respectively.

2. RVII, p. 65, verse 27 ; see also the relevant commentaty.

3. RVII, p. 65, verse 29,
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Somanatha first describés the svdras ‘Bt the first six frets in
telation to the first, anumandra sadja (S) string, and' mientions 'that
they maintain their respective putative Sruti intervallic distances from

-their adjacent neighbours. The six svaras are :

(1) suddha rsabha (R) at the first fret and at a distance of
“three $rutis from the sadja at the meru ; t

(2) suddha gandhara (G) at the second fret and at a distance
-of two §rutis from the svara on the first fret ;

(3) sadharana gandhara (G*) at the third fret at a distance of
-one Sruti from the svara on the second fret ;

(4) mfdu madhyama gandhara (G*) at the fourth fret and at a
-distance of two Srutis from the svara on the third fret ;

(5) suddha madhyama (M) at the fifth fret and at a distance
-of one .§rut_l from the svara on the fourth fret ; and

(6) mFdu-paficama madhyama (M1) at the sixth fret and at a
-distance of three $rutis from the svara on the fifth fret.

These frets produce a similar set of scale degrees but at an
-@ctave higher on the third string, since the third string is tuned to
.4nandra sadja (S), an octave higher than the first string (S). The
-gesultant scale degrees are, hence,.

(1) suddha rsabha (R). (2) suddha gandhara (G), (3) sadha-
rana gandhara (G?), (4) mrdu-madhyama gandhara (G°),
(5) suddha madhyama (M), (6) mpdu-pahcama madh-
yama (M?) of the mandra register.
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The spme six faets producs, ip order, on the second, anymandra:
pabcema (P) string : R

(1) suddha dhaivata (D)

(2) suddha nisada (N)
(3) kaisiki nisade (N1)
(4) mrdu-sadja nisada (N°*)

(5) sadja (S), and

(6) suddh rsabha (R) respectively. All these svara names are
traditionally samvadis of those svaras on the ifirst and third strings
cxcept the suddha Fsabha on the sixth fret. This scale degree is
definitely not a traditional semvadi of suddha madhyama or its vikpta,
cven though there seems to be, in terms of $ruti numbers, a samva-
ditvam M1 to R is twelve $rutis and R to M1 is eight $rutis)
Besides, acoustically considered, there cannot be a fifth between M1
and R (that which is between S and P) and a fourth between R and
M1 (that which is batween P and S). This is an irreconcilable

conflict

Many more conflicts arise with regard to the scale degrees
produced by these six frets on the fourth string. The first fret
produces, according to Somangtha, mrdu-paficama madhyama (M1).
‘The very same arguments made with regard to the sixth fret and the
first three strings are applicable in thissituation also. First, M1 on
the fourth string and the R on the third string are not (1) traditio-
nally Samvadis and (2) acoustically a fourth and hence do not reflect
‘the consonance of a fourth of the open strings S and M- This is
-another irreconcilable conflict. The second fret produces, according
to Somanstha, mandra paiicama (P). First, there is a lack of (1)
-acoustical consonance between this paficama and the paralle] scale
-degree G on the third string, and (2) there is no samvaditvam in
‘terms of sruti numbers between these two scale degrees; there is
only a seven sruti interval between them. Second, this mandra
pancama does not retain the putative sruti relationship with the M1
at the first fret The putative sruti distance between this pancama
-and (1) the M1 on the first fret is only on sruti, and (2) the M on
the meru is only four srutis.  But these very same parallel frets in
relation to the first three parallel strings result in two and five
Srutis tespectively, and thus equating one and two srutis on the
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one band and four and five srutis on’ the: other.So this second
fret is neither vertically nor horizontally *“’correct”; “in both repects
there are irreconcilable conflicts,

Somanatha should have, at this point, noticed the incompati-
bility of the sruti numbers and his fretting processes based on the
consonances of the open strings. TIastead, he describes, all the frets
in relation to the fourth string before he recognises the ‘invalidity of
the putative sruti relationships. This recognition, however, does
not stop him from continuing to describe the scale degrees in terms
of sruti numbers,

The sound of the third fret on the fourth string is dismissed
by Somanpatha as being of no consequence since, according to him
this fret produces nothing [trtiyayam - tu na ko’pityarthah}; ! i.c.,
there is no identifiable scale degree. 1t is quite clear that Somanatha
is, bere, evading the problem. The problem is, the soundat this
fret, if judged vertically from the pancama (P) of the second fiet,
does not retain its putative sruti relationship. The sound which is
at a distance of one sruti from the pancama, on the pitch continuum,
has no specific name according to SR and RV. Since Somanatha
has ignored the sound of this fret, he fails, to discuss it in relation
to the sadharana gandhara (G') at the same fret, but, hotizontally,
on the third string.,  Also, since the sound of this fret on the fourth
string has no name, the acoustical consonance of a fourth cannot be
discussed, Even the samvaditvam in sruti numbers- is lacking; there
is only one interval of seven srutis between this nameless sound and
the G on the third string, i.c., one sruti less than that required for
a samvaditvam. However, none of this is discussed by Somanatha.

The suddha dhaivata (D) which is said to arise at the fourth
fret on the fourth string retains its putative sruti distance fiom the
pancama at the second fret, It also maintains the acoustical con-
sonance of a fourth in terms of svara names, However, it fails to
maitain samvaditvam with the mrdu-madhyama gandhara on the
third string, in terms of srufi numbers; there is only a seven sruti
interval between these two svaras. Somanatha does, however,
ackoowledge the lack of samvaditvam [dbasyapi (samvaditvam)
nasti) 2

1. RV 1I, p. 65, commentary to verse 26.
2, RVI], p. 66, commentary 10 verse 29,
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The fifth fret s said 10 produce suddha nisada (N). This svara
fails to retain its putative sruti relationship with the suddha dhaivata
(D) on the fourth fret. Acoustically, this nisada and the suddha
madhyama (M) on the third string are cosonants ; there is also sam-
vaditvam in terms of sruti numbers [ . . . mandramamandranyosca

samvaditvam],1

The seventh fret 2 produces, according to Somanatha, mrdu-
sadja nisada (N ®), This svara, fortunately, does mot creaie any

conflicts.

o

The consonances of the open strings were not the only measure-
ments for the establishment of the frets ; these frets were also*
according to Somanatha, well known for their ranjakatvam (the state
of being pleasent) [samvadinam samajo rapjanekari bhavediti
nyayat],® Somanatha uses the existance of this ranjakatvam in the
resultant scale degrees at the frets as an argument in favour of the
contemporary fretting processes, even though such processes had
violated the putative sruti numbers and relationships,

One other important quality of the consonant svaras of the
open strings is their svayambhutvam (the state of being self existing).
What precisely Somanaths means by this concept is pot very clear,
but his discussion of it with regard to the open strings do imply
. 1hbat the svaras sadja, pancama, and madhyama are inferently svayam
bhus. Giving examples as svayambhus, he lists the four svaras of
the four open strings, the mandra pancama at the second fret on
‘the fourth string, and also introduces the eight fret in order to point
-out the svayambhutvam of the madhya sadja (S) at the eighth fret
‘on the fourth string. In other words, he reiterates that sadja,
pacama and  madhyama, in any register, are, by nature

svayambhus,

1. RV II, p. 66, commentary to verse 29. M-N is one fourth that was
traditionally not considered as samvadis ‘by the ancients ; however, by
sixteenth century, this fourth appears to have teen accepted as samvadi.

2. Somanatha mentions an exuaf ret between the fiffh and the geventh
frets, and placed below only the fourth string This fret is said to
produce kaisiki nisada ; be 8lso mentions that this practice was not
universal in his time,

3. RVIIL, p, 65, verse 28 sce slso the relevant commentary.
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The: set of four scale degrees produced at the eighth fret, on
the four strings, are auumandra pancame (P), mandra gandhara (G),
mandra pancama (P), and madhya sadja - (S). respectively;; Soma-
patha does not observe (1) the lack of ascoustical - consonasce and
samvaditvam, in terms of sruti numbers, between the P and G on
the first two strings respectively, and again, between the G and the
P on the second and third strings respectively ; (2) that the mandra
8andhara (G) on the second string does not retain its putauve Sruti
relationship with the mandra rsabha’ on the same string' but at the

previous fret,

So, in all, there are, in Somanatha’s suddha mela eka-raga
vina, many sxtuatlcns that either contradict 1) the putatlve sruti
relationship, or (2) samvaditvam in teems of sruti numbers or (3)
acoustical consonant relationship in terms of svara names, “or (4) all
of these. Somanatha is very well aware of these 'COntradictions
and conflicts, for while referring to them collectively, he  acknows
ledges that in contemporary fretting processes, some resultant svaras
did not indeed retain their putative sruti sizes, but that their ranjaka-
fvam was, never the less not destroyed [etesu sthapitasvaresu
kvacanaikasrutyadhikatvanyunatve api ranjanahanikare na bhavata
iti sasampradayam...).! Besides having ranjakatvam he mentions,
further, that all the resultant scale degrees, both suddha and vikrea,

are svayambhus.?

Svayambhutvam, ranjakatvam and samvaditvom appear to be of
greater import than the putative sruszi numbers in Somanatha’s
fretling processes. 1t is surprising and frustrating that the author
does not critically examine the reasons for the incompatibility of the
putative sruti numbers and the oonsonance of the open strings,
Instead, he dismisses all the contradictions aside in cne sweeping
statement to the effect that an increase in the putative sruti relation-
ships by ome sruti were not improper [srutyaikayadhikatvam
nyupatvam va na dosaya.]® Considering all the trouble Somanatha
took to discuss the ancient’s theory of srufi sizes of the suddha and

—
.

RV II, p. 69, commentary to verse 34,

2, This statement of Somanatha clealy indicates that for him the word
svayambhu did not mean “upper partials* as some modern scholars
would like to read into his statements.

3. RVII, p. 68, verse 34,
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wikrta scale defirees, and futther, to' éxplain also the contemporary
understanding of both the suddha and vikrta scale degrees in -terrhs
of the same srutis, his sweeping dismissal of the sruti irregularities
only reflects the conflict beiween honoured tradition and reasomed.
logic. Further, it does underscore an important development.
Apparently, the theorists of the sixteenth and seventeenth centuries,.
‘including Somanatha, were saddled, by tradition. with a sruti theory
that had outlived its usefulness. Out of respect for tradition and
the ancnents, these theonsls continue to try to use this theory to
exp'lam and substantiate the _coptemporary situation vis-z-vis the-

mtervals. Hence the contradictions. Once egain, even in this
context, Somanatha, amongst all the theorists of this peridd, deserves.

credit; he is the only one to' declare that distortions in sruti sizes.
were not critical and implying that the ancients’ sruti theoty was no-
longer operative.

The pame Rudra vina is first encountered in Ramamatya's
Svaramelakalanidhi. In that treatise, the first sets of svaras at the
first six frets of the suddha mela eka-raga vina are described.

The differences in description between RV and Svaramelakalani-
dhi are : !

(1) Ramamatya calls the ‘mrdu’ variety of vikrta in RV as
‘cyuta’ variety; the difference is cnly in name and not in quality or
function,

(2) Mandra suddha dbaivata (D)is said to be heard at
the third fret on the fourth stiipg, in Svaramelakalapidhi, This
dhaivata does not (a) maintain samvaditvam, in terms of sruti
numbers, with the Gandhara (G) at the same fret but op the third
string ; (b) retain its putative srusi distance from the pancama (P) at
the second fret on the fourth string. Hence tbis svara also creates
conflicts, The other svara placements, in svaramelakalanidhi, give
7ise to contradictions and conflicts ideniical 1o those ¢ncountered
in RV,

1. The descriptions of the Rudra vina, its frets and the resultant scale
degrees in Sadragacandrodaya arnd Rasakzumudi, which also predate
RV, are patterned after Svaramelakalaridhi ard herce reproduce all
the conflicts and coptradictions encountered in the latter.

12
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Ramamatya, Pundarika Vittala and Srikanths do not discuss
the sruti irregularities that arise from the Rudra vina fretting, even
though they imply it in their description of the various scale degrees
at the various frets,

Some important facts surface from Somanathas description
and discussion of the fretting processes :

(1) The Rudra vina and its freiting processes were poss
‘SR and the older termitiology was no longer adequate to describe
the new vina :

(2) ° the effective loss of any real significance of the term
srotf in its older sense, even though it was continued to be used ;

{3) tho new meaning acquired by the term srut/ referring
to the three side strings of this new vina ; this meaning is still conti-
nued to be used in the Karnatic tradition.

It is important to reiterate that Somanatha, after having declared
that distortions in sruti sizes were not critical, continues to describe
the svaras in terms of sruti numbers. Apparently, this was the only
tool, even if it had lost its significance, by which the theorists of
the sixteenth and seventeenth centuries could describe the different
inflections of a scale degree produced by the deflections of the string
at the respective frets.



Some Related Ragas

S. R. Janskiraman

SUDDHA VASANTA

The treatment of this raga is given in the Sangita Sampradaya
Pradarsini wherein Subbarama Dikshitar cites Venkatamakhi.
Suddha Vasanta, a sampurna Raga 1o te sung at all times, But in
the actual text of Chaturdandi, Venkatamakhi says that this raga is
to be sung in the last **Yama™. Venkatamakhi further dets forth
the differential treatment given by R@mamaétya in his' Svaramela
Kalanidhi and avers that it is wrong, Raémamitya says that this

raga has shadava character in as much as the Panchama is Varjya in
the Arohana, But Venkatamakhi contradicts that the panchama is,
as & matter of fact, put to more use only in the Arohana.

In the Sangita Sampradaya Pradarsini the Arohana is given as
srgmpdns and the Avarohana as sndpmrs, of course,
under the authority of Venkatamakhi, which in most of the cases
has proved spurious.

Subbarama Dikshitar proceeds with his own treatment of the
raga. Upanga, sampurna. shadjagraha, can be sung at all times.
A few prayogas as given .in Sangita Sempradaya Pradarsini are
given here:—srgmpsmmgmmp—gmdpm —sdns
—pndpdns — smMdns—srgmpmdns —Rm
g m — etc. the rest of the prayogas given in the Sampradaya
Pradarsini look absolutely archaic and orthodax and cease to exist
now. In the current version of ‘Somasundareswaram’ the following
prayogas are disceinible in the said kriti. snds—ndpmgm
D—dnsrGS—sdnrndnor—mgM—dpD—Pd
pPgmRs— (RmGroccurring once ina way). ndrs—
mdnR-—-sndpmgdr—ndgr—

It could be gathered that there is no trace or tinge of kaisiki
nishada at all in Suddha vasanta. Further there are no suitable

halts provided. It is this element that distipguishes * Suddba
vasanta’ from ‘ Kannada ',
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However Madhyma seems to be the one pivot around which
A=t ch s LS
#he raga revolves,

This is at the best a ¢ Chayglaga 12ga * since a few phrases of
¢ Kannada ® are not out of place.

Tulaja speaks of °Suddha Vesanta’ as a R_a"ﬁ_nga born of
* Sankarabharena® Mela while ke places ‘Kannada ® under
$ Kambhoji ° Mela,

KANNADA

Though the tregtment as given in the Sangita Sampradays
‘Predarsini under the authority of Venkatamakhi, that the Rishabha
is rare in the Arohana is perfectly sound, the authority of Venkata-
makhi fs baseless, and a matter of grave doubt, in as much as the
very text of Chaturdandi Prakasika deletes Kannada in its treatment

-of fifty four ragas.

Subbarama Dikshitar in his Sapgita Sampradaya Pradarsini——
Bhashanga, sampurna, shadja graha, in some phrases in the Arohana
the Rishabha is deleted, Rakti raga and can be sung at all times.
‘Gandhara and Dhaivata are the most important jeevaswaras for this
raga. Hence the Dhaivata is reckoned us * Dirgha ” in both the
Arobana and Avarobana, Why? The very opening of ¢ Sri
Maturubhutam ** of Dijkshitar and *‘ Bhajare Bhaja Manasa ® of
Tyagaraja is strongly based on Dirgha Gandhara as GMDP ( Sri
Matru) and s s G, MDP (Bhajare).

A few phrases given in the Sangita Sampradaya Pradarsini
3gGm-pddnssndnpgmdpgmrs-dpgmpgrs~
ndnsrgmgmrs - dnsndp etc, dnsdp is more
<ommon thandnsndp. Pgrsis always PGmres. Inthe
phrase dn s D n p, the second nishada is not a full-fledged note
but only a phase of Kaisiki nishada occurring as anusvara. s gm
P is also not uncommon, the opening of ¢ Intakante Kavalena *

«of Patnam Subrahmanya Iyer.
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ptutlng:— ndansn, the samo phrase

tl; Ipiﬁetocﬁw d'n srandnu—sndnl’ pmigmys
flio 'above phrases ¢ chatacter-of fishada fs ' ddbibus,

lt is neithet full-ﬂedgcd kakall no‘r kalsiki.' In- thost ‘of the phrases

tho approach of nishada is towardi kaisiki nisheds. * D d n d'p'm
means DdnsDpmsnrsns - the ‘nishadi§ are’'mere of the

nature of the Kaisiki. Wherever there is clear ascentas ‘mdns’
or ‘gmd pddn s’ the nishada is doubtlessly kakali, in all-the

other place; it is a cat og the wall.

Subbamna Dikshitar classifies Kannada uader his 28th Mela,
Hari' Kedaragaula, ‘judging the chataétet of nishads it does not look
appropriau but the dirgha gandburd and Dhaivata and.¢he strikiag
<haracter 'of nishada ‘in’sotme: places m its full- kakali‘ form favour

Dhira Sankarabharana more; ™ -

HINDOLA VASANTAM

Janya of 20th Mela Nari Ritigaula. As usual Subbarama
Dikshitar cites the treatment of this Raga too under the authority of
Venkatamakhi which theory has been refuted long back. It has
been said ‘Syadhindola vasantastu Rishabbe na tu Varjitaha,
Arohane Ni varja syaadyavarohe Ni vakrataha.*’ It means the
Rishabha is not altogether deleted. The oishada is varjya in the
Archana, and ‘Ni’ vakra in the Avarohana, both are not necessarily
s0. Thoughnds, pds; pssadd to the individuality of the Raga,
d n s is not altogether absent in the Arohana. Similarly a straight

2 d m g s is more often in use than otherwise.

Instead of sg g m pd s s, as Arohana, an unambiguous sgm
P d n d s will do well to have as Arohana, and sndmgrgs, as
‘Avarohana. mgs and r gm are the most popular ranjaka and

-visesha sancharas.

A few Rishabha prayogas cited by Subbarama Dikshitar. sgrt
gMm—grgm—grg M gs. Therest could be apprehended

-4n practice.

}n the text of Chaturdandi Prakasika this raga has been classi-
:ﬁe)d 48 a sampurna janya of * Aahiri’ illustrative of the 21st Mela
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which makes the Nishada kakali. It is frreconcilable. The Chowka
varna of Ramaswami Dikshitar, and * Santana Ramaswaminam * of
Muthuswami Dikshitar and °‘ Rara Sita Ramani Manobara’® of
Tyagaraja are the striking pieces in this raga. Tulaja speaks of this
as a janya of Bhairavi Mela. '

SARAMATI

Saramati presents no complication. It is a simple sampurna-
audava raga with the ¢mission of rishabha and panchama in the
Avarohana, a janya of Nata Bhairavi. It is one of the many ragas
employed for the first time by Tyagaraja. The clue to this raga is
obtained only from the Sapgeeta Sara Sangraham and Sangraha
Chudamani and not in the earlier works.

Surely one will not get moksha if he or she has not either learnt
¢ Mokshamu galada * of Tyagaraja or at lcast is not familiar with it.

There is the vexing suddha Dhaivata and Chatusruti Dhaivata
problem about these two Regas, Hindola Vasantam and Saramati.

MARGA HINDOLA

There is another Raga closely allied with these two and that is
Marga Hindola. Its Arobana and Avarohana are understood as
follows: srgmpdns—sndpmgs. But dpmgrgs is
also occurring fairly frequently.

GAURI

No writer of note prior to Tulajendra makes any mention of
this Raga. The Cbaturdandi Prakasika of Venkatamakhi greatly
relied upon by Tulajendra does pot mention Gauri. - But Gunda-
kriya and Gurjari and certain other janya ragas of Malavagaula like
Ardra Desi, Padi, Takka, Pharaju. Purvi etc. , have been noticed by
earlier works. Tulajendia gives oxe Raga as Gaurimanohari, a
janya of Malavagaula. He says that it is sampoorna with sadja as
graba, amsa, and nyasal and is (o be sung in the evening. Quite
unusually Tulaja does not give any illustrative prayogas like Geeta,
Alapa, Thaya, and prabancha prayogas. He simply quotes one
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daru beginning with words ‘Sarasijabbava’. He does not even give
it in notation. . Evidently he could not procure it. Gauri, a Raga
as such with a simple audava sampoorna structure deleting Ga and
Da in the ascent, is found in two works namely Sangita Sara Sam-
grahamu and Samgraba Chudamani, both to be assigned either to
the Jater half of the 18th or the former half of the 19th century A.D.
Basing this as a sufficient and satisfactory evidence it is not fmpossi-
ble that Tulajendra should and could have meant only this Raga
lengthening it as Gaurimanohari in his Sangita Saramruta written in
1735 A.D.

%

As usual Subbarama Dikshitar gives in the words of Venkata-
makhi the lakshana of Gauri as follows. Shadja graha, to be sung
in the evening, chyutapanchama is also used by Gayakas- Arohana
and Avarohana are given as follows :—
sa ri ma pa da ni sa — Sa ni da pa ma ma pa ma ga ri Sa. Even in
the authoritative version of ** Gauri Girirajakumari’® as given in
1be Sangita Sampradaya Pradarsini nowhere we find pa da ni sa.
The above Avarohana Sa ni da pa ma ma pa ma ga ri sa is super.
fluous. So a simple Audava Sampurna Arohana, Avarohana will
suffice.

Subbarama Dikshitar adds his own remarks as follows ;—

Bhashanga, Sampurna, Shadja graha, Ga varjya in Arohana, Desiya
Raga, Chyuta panchama in Avarohana, can be sung in the evening.
Here the mention of chyutapanchama should be taken to mean not
exaclly a shaipened variety of pratimadhyama but a sharpened
Suddhamadhyama itself. In Ragas like Gauri and Gaulipantu
-occasions are pot lacking when the Suddhamadhyama is sharpened
considerably. It may be reckoned as tivra suddhamadhyama or
call it what you may. A specific note given by Subbarama Dikshi-
tar in his Sampradaya Pradarsini is particularly note-worthy. He
says tbat the phrase pa da nisa is found in Gita, sa ri ga ma in
prabandba and sa ri ma pa ni sa and pa da pani sain kritis. He
gives the Gita and prabandha too in notation. Dirgha Rishabha
-and Dirgha Nishada, particularly in spburita constitutes
the life of the Raga. gm R., prayoga is rarely noticed in
“Sri Visalakshi Gaurisam’ of the chaturdasa Ragamalika.
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G, sR and P, ddp M are ratber frequint fa’ ushge fn ‘Gauri Girira
jakumarl’ of Dikshitar, It may be mequoned in passm that
Ramamatya mentions in dxﬂ'erent places Gaula. Gl’uh and owdi.
Of course, Gauli and Gowdi may be taken to mean the same Réga
but Gaula is different. Ramasgatya classlﬁqs Gauli under Sri Raga
which Venkatamakhi finds faultwuh Accordm\g to yenkplamakhe
Gauli should bes Jgnya of Malavagaula in ds much as it takes
kakali lebada, That i 1s l:us argumcnt, Thls Gauh referred to as
above by Venkatamakhi skould mesn only Gaula and not either
Gauli or Gowdi or Gowri.

GUNDAKRIYA

Tulaja gives it.as a janya of Malavagaula. It is sempurna
with Shadja for Graha, Amsa, Nyasa. Its swatagatn is described as
sama as well as Vishama. Among the prayogas he cites as illustra-
tion we find ga ma pa, Ga mapa Ga'ri Sa, Gamsa ga Sa ri sa ni,
Pa ma ga sa ri, Da Da Da Pa ma ri Ga ma Pa,Gama Pa ni etc.
All gone into oblivion. He makes Dhalvata vesy -rare.  Venkata-

sakbi has pothing more to say thaa ‘that it is @ Sampurna Janya of
Gaula Mela with Sa graha. Sangita-fudha is also to the same effect.
Somanatha, Ramamatya, and Pundarika Vittbala speak of this Raga
with some differences in the name. This Ragais fairly old.

In the modern vetsion of the Raga also the Dhaivata is very
occasional. Sapgita Sara Sangraba gives the Archa ‘Sa ri Pa ma n}
Sa ‘perhaps it ought to be ‘Sa ri ma pa ni sa’ and Avaroha is ‘Sa ni
pa da pa ma ga ri sa’.

Tn the Sapgita Sampradaya Pradarsini the Arohana murchana
is given as ‘Sa ri ga ma pa da ni Sa ‘and Avaroba is ‘Sa ni pa ma.
Ga ma da pama Gari Sa’, Itcites a Raganga Raga Lakshna Gita
indexing a nomenclature for the 72 Meals the authorship of which
is dubbed on Venkatamakbi. This throws considerable doubt on
the autbenticity of the Gita referred to.. The Sangita Sampradaya
Pradarsini contains a compositign of Muthuswamij Dikshitar in this
Raga. The Kirtana of Tyzgaraja ‘Intanuchu’ in. Raga Gundaknya
sparkling with grace and vivacity appears to be the only composi-
tion by mears of which a knowledge of tbe Raga can be ordirarily

gained.
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. KAMALAMANOHARI AND SINDHURAMAKRIYA

Kanakmuuo,pm 3 « ﬂiﬂ'mnﬂyk Galled ¥ as - Motiohari by
Subbarama Dikshitar in his Saoigita” Sampradays’ Pradafsini. He
has it as a janya of Gan!a T.anm the 33rd Mela, and gives the
Arohana and Avarohana ' as follows: Sa ga ma pa ni sa—Sa ni da
Pa ma ga  Sa, It could be easily had as the Janya of Malavagauls
or even isanﬂ’ 'l‘here is ho dilRrence and Gificulty. Tyagiraja
hag a er t Manoharf as a' Janya of Kherabsrapriys the. 22id

Yela, as’ iﬂusftnted in ‘Paritapushu gani' Of cours :Tyagaraja Dis
doripbied independeritlyin Kerialamanokari ‘Ni Muddumgme’. In
Kahiadalayatékishi oF Dikshijar we get the fall Raga-mame, xmala-.
fhilrobati, whitréus i°his ‘Sepkars mabhisami’ we get.only *Mangs
haram ™. ¥ at eP it could be tiken for Rage mudra slightly different,
The kaga s so plein by its natoroand;. ptemo intricacies i enhe:
s’mm phmmg or-in Bhava.: - e

Sm‘dﬁuraﬁakﬂyam its form - as -employed by 'Pyogarap wnth
scalé structure se'fth ms pa da ni sa—8s ni pa da pa ma:ga S8 /is to
be traced to the 18th ¥nd 19th centuries, 'We don’t find ‘amy:compos
sition prior to Tyagataja's. Both His kritis*Sudha' Madhutya * and
‘Devadi Deva® ate quite popular, Except for the straight pa da:ni
sa in the arobana there seems to be no- virtual difference between
Kamalamanohaii and Sindhuramakriya: Subbarama Diksbitas
gives one Raga SindHuramakriya by name as a janya of Siva
Pantuvarali the 45th Mela, which deserves no notice at all in. this
connection.,

13



Gavi Rangappa’s Kritis
N. Chennakeshaviah

"
-. 1 made the aoquaintance of Shri. Chintalapalli Venkata Rao,
whea as asthana Vidwan in the Court of His Highness Mabaraja
Shri. Krishnaraja Wadiyar, IV, he used to come to Mysore for the
birthday and Dasara celebrations. Sometimes he would stay with
me. As he was singing somo Kirtanams with which I was not.
familiar, I wanted to' acquire them for my repertoire. He suyed‘
with me some days, explained their history and background and
mpg them. I then made notes and wrote down the notation.
Their musical form was arrived at by Shri. Reo on the basis of how
he had heard them sung and his own experience, the raga and tala
of course being the same as was indicated in respect of each Kriti.
Shri Venkata Rao had entrusted me with the task of publishing.
these and I bave now prepared the manuscript of these songs.
Sangita Kalaaidhi Dr. Anantakrishna Sharma has very kindly gone
through and edited the Sahitya of these songs. I expect that this
work, with a suitable introduction to each raga and notation in the
familiar pattern, will be casy to follow for music lovers Intending to-
flearn these songs. It is now my duty to expliin the history and
background of these Kirtanas as { gathered from Shri. Rao.

Chaluvindala is a hamlet in Hindupur Taluk of the Anantapur
District of Andhra Pradesh. Tliere is a hillock by its side in which
there is a cave temple of Shri. Ranganatha, who over the years, has
had a large following of devotees. One such was Gavi Rangappa,
an uluchukamme Vaishnava Brahmin of Viswamitra Gotra,
who passed away over 125 years ago. Helived a full life of 80
years. He was a hereditary Shenbhogue (Karpam) who, disgusted
with the arrogance of and trouble from the officials of the time,
resigned his job. Then his daily life comprised his regular Ahnika,
visit to his temple deity when he worshipped daily with his devotio-
nal music return home and entertaining guests and after food, study
of Ramayana, Bharata and Bhagavata and composing songs on his
favourite deity. g
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Gavi Rangapps had two sons and three daughters. The clder
was R&manna and the younger Rangappa or Gaviappa. Ramanna
was a mridangem player a]so versed ip Yekshagfina. Once when
Ramanna was seriously ill, the father ran to the hill tempic apd
went on praying for his son’s recovery with closed eyes. He felt
that a person with a némam on his forechead told him that his son
was getting better and asked him to go home. When heopened his
eyes there was no one. He thought it was God’s grace, made his
grateful salutation to his deity and returned to find his son impro-
ving. Thrilled, he ran to the temple again and sang the Kriti
*Edird nee Divyarupamu®’ in Madhyamavati and Aditila in token
of his gratitude. When he went to Tirupati Jater, inspirgd by the
darshana of the Lord he spanteneously sang “Anandam Param@nan~
dam” in Shankardbharana, Aditala.

We have no information about this Composer’s Guru. Chalu-
vindala puradbima, Chaluvindala Puranivasa, Girilovelagéramana
Chaluvindala Nilaya. Giridbaramurthe are the Ankitas found in
the Kritis. Some have opnly the name of the deity praised. He
is said to have composed bundreds of Kritis, but this work contains
only 77 which were available to me through Shri. Venkata Rao.
The Sahitya is in simple and fluent Telugu and the subject matter is
devotion, the composor’s dependence on the grace of the Lord, his
tribulations in the mundane world and his belief that the Lord is the
saviour.

On his last day he assembled all his kith and kin after the noon
meal and apnounced that his Lord bad arrived and desired
Naivedya and Mangalarathl to be arranged. After having this
done with the name of Ranganatba on his lips he breathed his last.

Singing the Kritis of such a pgreat devotee would certainly be
pleasing the Lord.

Gavirangappa’s second daughter Smt. Adilakshamma was
married to Adinarayana Rao of Srivatsa Gotra and Asvalayana
Sutra, Shanbhogue of Hunasenahalli, Gowribidanur Taluk of the
Kolar District. In front of the village a big tamarind tree
sheltered a temple of Anjaneya. The village, called Tintrinipura
in Sangkrit by virtue of this tamarind tree, was popuiar fn
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Telugu ‘the regional languige as Chinfalipnlln is" ‘now
known ‘as Hunasenahalli. About five or ‘six  hundred ' yeats
ago a Sauglta Rao Thlmmanna Bhagavathar i siid to have
mlgrated to this region and obtained the village as a #rvidianya
from one Ranaduila Khan who “was ruling the region. His heirs
have the sannad with them. Thimmanna Bbagavathar married and
settled down in these parts and a share of the Sarvaqanya village
went to Adinarayana Rao, his descendant. His heirs enjoyed the
property till it was taken over by the Government in the lend

reforms.

Adinarayana Rao gave his third son to his brother Venkata- .
rayappa, who had no sons, for adoption. This child is Venkata
Rao who later acquired great fame inthe musical world, and is
Gavi Rangappa’s daughter’s son. He lost his adoptive father in his
12th year, his adoptive mother in his 15th and his patural father in
his 22nd year. The property was taken over by others and he was
burdened with debts, He had, perforce, to adopt a profession and
sougbt to improve his music of which he had learnt something from
his natural father. He was born with a great musicial culture and
had ar ch' voice which could negotiate with ease three octaves. In
those days, when loudspeakers were not known, Venkata Rao’s voice
could entertain a thousand or more listeners and he had stamina
enough to sing for five to six hours without feeling tired. Thus
endowed he had no difficulty in finding good teachers. Karur Rama
swamappa, his disciple Pakka Hanumantba Rao, Hangal Chidam-
bharaya, a disciple of Mysore Sadasiva Rao and Neykarapatti
Pallavi Seshaya gave freely of their scholarship and experience and
Venkata Rao blossomed into a great musician. Money also came
to him in plenty and within a short time he was able to get back his
ancestral properties. Born 103 years ago (Sravana Suddha Panchami
of Prabhava) Venkata Rao left us at the ripe old age of 96 on the

6th June 1969.

Venkata Rao travelfed widely and received recogmition and
enconmiums from Rajas, Zamindars and othere at Gadwal, Vanaparti,
Atmakur, Bombey, Hyderabad, Visakhapathan, Kakivada, Tirupati,
Penugbmia, Anantapur, Bellary, Hospet, Cochii, Travaacore, ctc,
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and became an-Agthiaha Vidwan at Mysore. The late Maharaja' S
Jayachamarajd Wadiyar cosferred the title “Sarightarhtna® on him.
The Sangitanatak Akedemi of Karnateka and Andhra Pradesh and
also the Central A}s&tmrinve honoured hitn.  Hé presided over a
Mugic Conference held in Mysore and received the title “Ganakala
Sindhu™.

-Smt. Ramakkamia, wife of Shrl. Venkata Rao dnd grand
daughter of Gavi Rangappa, had in her possession a manuscript of
Rangappa’s Kritis which naturally came into Venkata Rao’s posses-
fﬁ; He was thits - enabled to develop them and give thom 4

. L

The Madrag Music Académy has been renderitig 8 great servics
to the art of music and the musical world and serving the cavse of
musicians. It has by its long and steady work secured internatiomil
recognition. On thls happy occasion of the Academy’s Celebration
of its Golden Jubilee, 1 am offering my tribute to its splendid work
in the shape of the manuscript of these songs, which I compiled and
put in notation. If they receive their due recognition from lovers
of mugic, my offorts will be more than repaid.



Ornamentation in Okinawan
Classical Singing
R.K. Gayatri, Hawaii

I wish to discuss very briefly some basic aspects of* ornamenta.
tion in the classical singing of Okinawa. In so doing I will draw
some parallels with ornamentation in Karpatic music, not because
the two systems of music are similar but because my own training
and personal life are rooted in the South Indian tradition. I will
begin my remarks by giving a few facts about my background, so
that my perspective on Okinawan music is known. Then I will
proceed to talk about ornamentation in the classical singing of
-Okinawa.

I was trained in Karnatic music (singing and playing gbttuva-
dyam) in Madras at the Central College of Karnatic Music. I have
been performing and teaching in the United States some ten years. I
have been back to India several times to continue my music training
and taught gottuvadyam for a year in Tirupati Music' College. I
have completed a Masters degree in Ethnomusicology from the
University of Hawaii in December, 1975. My thesis was on Gamaka
fn Alipana performances. Last summer] had the opportunity to
participate in a summer research project on Okinawan music held
at the University of Hawaii with a pumber of visiting Okinawan
musicians. Along with several other graduate students, I learned
something of Okinawan music through attending lectures, observing
performances, participating in performing classes and interviewing
teachers and performers. I wish to make it clear that I am not a per-
former in that tradition. My performance in this tradition is only
from the point of view of research. At the Music Department at the
University of Hawaii, there is great emphasis on learning another
music culture by actually performing the music, as well as making
-other systematic studies of its forms.

There was an exchange of ideas and even singing back and
forth between a visiting master musician, Mr. Masao Shimabukuro,
of Okinawa (who was in Hawaii for several months in connection
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.with the summer programme) and myself. In interviews and con.
versations: with: this musician I was able to make some pojnfs’ c)ep;
by narmating and singing & few phrases of rigas im order to-illmstraty
Karnatic ornaments. . He would then sing phrases to illustsate the
Okinawan ornaments. '

A summer study of Javanese singing in Java in 1973 with thé
University of Hawaii group, together with the Okinawan mysic stu-
dies last summer has added another dimeasion in appecming
Karnatic music as well as other systems of music. .

o,

The performing arts are valued highly in Okinawa. ‘l‘udiuonal
folk, popular-folk and classical and ritoal music have existed for &
very long time and still flourish there. Discussion is focussed on
ornamentation in Okinawan classical singing.

OKINAWAN CLASSICAL SINGING

Singing and playing with the stringed instrument called uta-
sanshin (three stringed, plucked, lute) are considered an inseparable-
unit in the Okinawsa tradition. The principe]l melody is played by
the sanshin. Vocal pitches either precede or lag behind the sanshin
pitches, creating a hetcrophonic relationship between the two parts.
It becomes 8 kind of contrapuntal music where the sanshin is playing
one pitch while at the same time the voice is singing a different pitch.
Singing and playing the sanshin are done by the same musician.

. Ornamentation in the broad sense means a decoration of a pitch,
pitches, or a melodic line with shakes, slides, articulation and other
manipulation of voice or instrument. The concept and empbasis of
ornamentation of the melody vary in different musical cultures. In
Karnatic music. ornamentation includes controlled shakes (kampita)
slides (lina), articulation (spurita) and many other manipulation ot_"
the voice or instrument within the réga idiom. Gamaka is a part of
the svara, not something added to the basic pitch. In Okinawan
muslc ornamentation is called vocal technique, represented theough
written symbols and described in pedmgleal ferms, ic. how to
produce these techniques.” - ' R
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'~ Further, orementation includes sliding pitches. - Artictiation
Bf voicd indorporates glottal stops,:end various: other voceal -sounds,
These'sounds, such as jabbing voice; ianer gomping, wic.. are ssso-
Sjated:-with cértain symbols, In the traditiosal Kur Kua. Shi aotatioa
book, twenty different Okinawan ornaments are represented fa
symbols with description of body movement to produce them and

their sound charagteristics.

‘ Some omtment! ‘such as hamikaki, uehigui, mmng 'lwb of
ﬁlreé pitches, are easfly recognizable.- A-few others otcur fn'a’ series
only within 8 melodic pharase cortext (f.e,, 'hef. shide-sagh ‘atd
‘yurshi).

P O L PR
The melodic phrase is:an important unit ins compesition, Each
phrase includes a series of ornaments, covering perhaps ejght 1o fen
vocal techniques. Sometigaes,. however, these are :pitch. change
.indications, and not ten different forms of ornaments.

A composition consists of several phrases of voice and sansbin,
It psyally begins with [the sanshin, then the voice enters at an indi-
qa:gd place Although the’ fcngth of ea,ch phrase may. vary several
Q;namenxs s usually occpr.

. Inteaching and learning, it is ev:dent that the phrase is a baslc
melodic unit. An entire phrase is completed before the singer takes
a new breath. The voice then rests at the end of a phrase. When a
muslcxan is asked to illustrate ornaments he will choose an entlre
phrase as a unit. Thus, the phrase is a meaningful melodic contour
and the textual meaning is completed within a phrase.

"“TRANSCRIPTION

This transcription is prepared with an intention to present the
melodic line and pitch movement together with ornaments occurring
fn one composition of Okinawan classical -singing. Further, it
attempts to show the differences between the prescriptive (as it
appears in the notation book) end the descriptive (as it is performed)
aspect of singing style. Further ornamests are represented ip pitches
which makes it possible to comnpare the: relationdnip of pitches with
the traditionally prescribed ornament symbels.
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The betsrophenic and.conyrapuntsl relationship between sanshin
and.voice) ornamwent symbols. and their pifch. assaciation, vacak
phrases and their lepgth which are discussed.ip previous pages may:
be examined in the transcription.

KEY TO TRANSCRIPTION.

1. The pitches notated on the staff are not absolute but
approximate. The sanshin is-tuned to approximately;C F C (Pa-sa.
Pa). The tone B (Ma) in playing sanshin has a variglipn ranging
from B¢, B (Ma,, Ma,).Because of this, key signatures are avoided..
It is presumed as microtonal inflection of the mode. -

2. The orpament symbols are placed on the first line of the
top of the page. These symbols traditionally are represent¢d in' red
and black colours. Because of the difficulty of colour repmodudtion
those symbols which appear in the KunKunShi as red are placed in
parentheses.

3. Transnotation appears on the second line. Transnotation
is a direct transfer of pitches from the KunKunShi book to the staff.
Ornament symbols are placed next to the pitches exastly gs tbey
appear in the KunKunShi. In this notation system the pitches are
represented by fifteen Chinese characters, and 1he music is read verti,.
cally, top to bottom. For this paper, the information is transformed
horizontally as the staff is read, and symbols are placed above the
pitches.

4. Transeription of voice with ernaments as heard is pregentes
on the pext line. Ornaments are produced with grace notes, arti-
culation of yoiee which inclndes glotpl stops, ard several other-
apatomical and vocal techniques of producing sound. The pitches.
which were heard clearly as grace notes are so indicated. 1t has been
difficult to make a distinction between vocal articulation and its
aveocintion with diffesent pitches. Aa X mark has been used whep
it is difficult to determine definite pitgh. What was conceived by me-
as articulation of voice is indicated with a stem only.

14
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5. Indian $oifege (svara-Sa. Ri. Ga, Ma, etc.) is placed below
the voice transcriptions to provide a basic melody. The solfege used-
in the places of the X with stem and articulation of voice are that of
pitch approximation but not absolute.

Following are the list of names and pitches and their symbols

of 14 ornaments;

1. [A] Numi

2, . Sagi -jin

3, | Sagi sugu-jin

. [] Shide-agi

5. [A] Kaki
6. [.] Agiin
7. [|] Agisugu-jin
Shide-sagi

. 8l
9, ([.] Migui

10. ( Hui-agi

11; [ M) Tsi chisjin

12. | Ushisjiri
13, ( Uchigui

14, - [ o] U-ati

,

Two pitches

Change of pitch from previous pitch or
grace note

Held tone, one pitch o1 lower or upper -
articulation

Sliding up to a pitch or a change of

pitch, Several or two pitches

Three pitches, voice articulation with
pitch

Similar to sagi-jin but perhaps different
in dynamics

Similar to number 3

Several pitches curving down and
touching several pitches.

Two pitches

Similar to aumber 9

Vocal technique, stop of the voice
Vocal technique, drop of the voice
Three pitches, vocal sarticulation, with

pitch

Voice articulation
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-The next line represents the sanshin line which is transnot-
-ﬂed Howevcr. this melodic line is very similar to. that of the Kun
"Kun Shi book in this composition.

7. Solfege (svaras) provided on the next line to indicate the
sanshin melody.

In addition to the 10 ornaments occurring in Agistiguten Bushi,
which transcription is provided, four ornaments are chosen to
demonstrate the different vocal techniques.

'

Following are some parallels of Okinawan classical ornamenta-
tion with Kamnatic music. 1n the Karnatic tradition the beginning
student starts his training by learning several sets of exercises and
then proceeds to learn from simple to complex compositions, & pro-
cess in which the student learns to make several kinds of ornaments
in the context of riga. In the Okinawan tradition, however, com-
plete musical pieces are taught to the beginning student. The
galented or gifted student with years of practice and training is able
to interpret the musical composition with refined ornaments as
expected by the tradition.

Kampita gamaka of Karnatic music is not found in Okinawan
music. But a form of Lina, sliding up the voice and sliding down the
voice (Shide-agi and Shide-sagi) in its musical context is found and
in my impression this ornament together with a few other ornaments
are the major characteristics of Okinawan singing.

Individual performance styles are revealed by making ornaments
smoothly and definitely. When the same composition is performed by
the same singer in a diflcrent context, it has been found that there is
a slight variation in produclng the ornements from one performance
to another. This iscommon to both Karnatic ard Okinawan tradi-
tions. Both perfoming arts share the aspect of newness or changes
witbin the presesibed idicm of music.  In conclusion J wish to say
tn both systems of music, ornaments take an important place.
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I wish to s¢knowledge she mastes magicvian Mr.:Masso $hima-
-bukuré for ‘M8 cdoperation in teaching, .parformging -and : providiag
information for this study; to Btsuke . Higa for -her sesistence .and
reference to her thesis Okinawan Classical Music Analysis of Vocal
Performance, August, 1576; to the Japan Studies Institute, perfor-
siiag-arts of Okinawa. Teehnical assistance and:professional advice
was provided by Ma. Judy Van Zile, Dr. Ricardo’ Rimtllos, Der.
Rowell and Professor Barbara Smith, of ths Music Department,
University of Hawaii.



A Poem on the Vina
T. S. Parthasarathy

Music lavers ,a;goqdnpg the various mugsic conferences all omr
Indja have been, missing, for the past 25 years, a popular a,nd
face, 3 partly; ﬁg;.;;e dressed jn the cha:actensuc attire of 9‘“’
Karpataka Desa, who, wag taking a leadipg and active part in, the
.delibecatiops of sych confersnces from 1927. Vld,ya Bha;»kara, v:dy,a
.Physhana, Sangita Sastrg, Visarada, Kinpari. Yigdvan Hulugyr Keih-
.apchat.was 3 stahwartin, the, sealm of ledign Music who was a_rare
sombination of a.. practical mugicipn and an_erpdile, gmstcr of
.musical, thepcy

.. Krishnacher waa botn in, 1891 at, Hubli .(Bhspvallipura). , His
father Venkansachar was g professional Coruatic pusician, a scholar
.in-Sapskrit and ap adept ip playing a number of instyuments.. Many
jof the,noted $hahnai players of the area were his disciples. . While
.yet a hoy, Krishnachar learnt the zudupcnts of Sanskrit grammar
-from his father.2nd shqwed r;uch a predllecuon for musiq, t.l;ag he
agquired svarajngpa at the age of F;gbt After his. falher s, dgath,
Krishonachar gtudicq ,upto, Mamculm;pn passed a draqghtsman 8
,gglgmipg;io;;,anqlquxgt_eg seryice in the Southern, Mahratta, Rajlway
uy a, drayghtspan io the . Mechanigal Department.

It mightbe.news to many. of his friends and admirers that acho-
Jarky lqokins Krishpachar, with the gypical sppearance of 38 pspfes-
sional musician, was a Railway employee. His late attendapce at
and long absences from the office were proverblal and his devotion
to, musi¢ Gpst him many a promotion in his official career.
Nothing daupted, Krishnachar continued his musical study and
practice.and hecame the afectionate companion, of leading H‘ncfus-
thasi mysicians Jike. Abdgl Karip Khan and Sawai Qandhawa (Ram
Bhau Joshi). He. wss such an gxpert in funing the_ tambura. that
$he late Abdul Karim Khan, who waqpld net ,allow aqyone to. hqndlc
his droge ingtrpment, vsed to,ask. Knshn,achar to tune it before
5ommengipg bis concert. . Ho.apprepticed under Sti Palapde, in inge
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trumeatal music and mastered a. number ’of _,,str_inged_ instruments.
He contacted the famous Bhatkhande and' was warmly praised by
him for his proficiency in practical music and musical theory.

His sound knowledge of Sanskrit gave him access to original
works on music and he made a thorough study of the “Natya Sastra
of Bbarata, the ¢‘Sangita Ratnakara’ of Samgﬁdevﬁ‘. its commen.
tary Kalanidhi by Kallinatha and other works by’ later authors.
Krishnachar was one of the handful of musicologists in this country
who based their knowledge solely on original sources. I had the pri-
‘vilege of his acquaintanice during his lifetime, and had an opport-
unity of delving into his collection of books, at Bagalkot, after his
death. I found several editions of the “Sangita Ratnakara”, its
commentaries, “Dattilam”, *‘Sangita Makaranda’, *‘Chaturdandi-
prakasika,” “‘Svaramelakalanidbi”, *Sangita Sudha’’, *Saramrita”,
“‘Samaya Sara" and other rare works in Sanskrit along with recent
books on music in English, Marathi, Kannada and other languages.
The Journal of the Music Academy, commencing from its first
number published in 1930, were found arranged in a neat pile. - A
remarkable feature about these books was that on practically every
page of each work, the late Vidvan had underscored words and
statements aund critically commented on them in the margin, the
remarks being sometimes humorous, sometimes sarcastic and not
infrequently, uncomplimcntary to the authors. He had also
with immense care, preserved cuttings of bhis own articies
published in various journals and correspondenee relating to
musical controversies that took place in his time. Apother part of
his library consisted of editions of the best works in Sanskrit litera~
ture with learned notes in the margin.

Krishnachar’s forte was his knowledge of the evolution of the
Indian Musical Scale and the system of 22 srutis. Fully equipped
with material gathered from original sources, he wrote as early as in
1924, when he was only 33, his research article on the system of
srutis as expounded by Sarngadeva in his *‘Sangita Ratpakara”.
His lucid explanation of the somewhat obscure theory was warmly
praised by experts in the Jine like Sri Telang of Karwar. In 1927,
he attended the All India Music Conference held et Madras and
presented his paper entitled **An introduction to the study of Bhara-
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tlya Sapgita Sastra,"’: . He follawed this up with. his thought-provo-
king psper on "The lndnan Musical Scale-its. development and con--
tinuity” and the conclusions arrived at by him were accepted by the

Bxperts’ Committee after much discussion,

His firm conviction was "that fhere existed throughout India
only one musical mata (tradition) and it was the Bbarata Mata,
handed down to us through the '*Natya Sastra™ and developed by
Sarngadeva in his monumental work ‘Sapgita Ratnakara” which
was later brilliantly commented upon by Kallinatha. He was also
equally convinced that 'later day South Indian authors like Somana-
tha, Venkatamakhi and Tulaje, with the solitary exception of King
Raghunatha, totally misunderstood and misinterpreted the Bharata
Mata. Some of his views naturally evoked much controversy but
the Pandit would not easily be routed in argument and often succee-
ded in convincing his dissidents.

Another favourite theory of his was that the system of 22 srutis
was @& perfectly practical proposition and could be maintained and
demonstrated through a properly designed Vina. To prove this, he
himself devised an instrument called the Visva Vina and gave a dem-
onstration of it before the Music Academy in 1941. 1In a Sanskrit
poem dedicating the instrument to the late Maharajah of Mysore
and calling it the “Krishnendra Bhupa Mela,” the Pandit says that
the fretting principles of the Dhruva Vina and eight other Vinas
were incorporated in the new Vadya. In accordance with his last
wish, this Vina and his other instruments have since been sent to
the Palace Museum at Mysore.

Most of the works left behind by him are in the shape of
lengthy research articles on music in English and Kannada, publi-
shed in the Journal of the Music Academy, Madras, and in other
periodicals. He has published a small work in Kannada called the
+Karnataka Sangita Sastra Vimarse”’. His magnum opus, however,
is his work called the ¢‘Sruti Siddhanta” written in Sanskrit verse
and submitted by him to the Mabarajah of Mysore during the birth-
day celebrations in 1925. The work is the most aunthoritative work
on srutis written in Sanskrit in recent years.
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He condvéled ' fikic sehiool ¥t Hubli calfed the Bhwraty’
Suiigitd Slh for over (weniy years. H¢' wWas dppointed Asihlita’
Vilivéa to iié Myzoi€ Durtitt and dofing'twe'of His visits to the
Durbar he dedicated the Vikvd Vitiaand His Sintkiit work on Stutis
to the Jate Mabarajeb. He was conferred the titles of *“Sangita
Séstra Viserada™ snd “Kjopari Vidven'® by ﬂwMysgm Durbar and
presesited with a golden Kankanem (bracelet). The °Jatler title was
given to him in recognition of bis proficiency in playing the Kinaari,
#holker instrument designed and constrected by bimself. In appreci-
#tion of his contribution to tbe study of Samskrit' works om music
the All }odia Samskrita Keryaldya of Ayodhya conferred on him, on
e different occasions, the titles of * Vidye Bhaskera” and *‘Vidya
Bhushana.”

He was most vnassuming and did his work with a missionary
zeal expecting no reward inreturn. At the end of his article on
‘Ragas before Tyagaraja,” one of the Jast to be writtenby him, he
states in his characteristic fasbion, I have been praised by a few
while I have been ridiculed and even insulted many times by some
others. But I.am not in the least encouraged or discouraged by
such superficial impressions and am carrying on my duties as per
the poly order of the Bhagaved Gita ‘Karmanyeva adhikaraste ma
phaleshu kadachana.”

Krishpachar’s Sanskrit poerd is reproduced below :—
#ing
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The Evolution of “Harikatha,
in Telugu Nadu

Vinjalmri Varaha Narasimhacharya
Kakinada

“ “Musi¢ is an art that appeals to both the head and the heart and
it is believed that it cven moves animals. Indians have always had
recourse to’music to spread philosophy or religion and, combined
with language or sahitya, music has great power to sway theé listeners_
While kirtanas or hymns are enjoyed by the cultured, €ven ‘hillmen
and aborigines enjoy folk songs and folk music. Two forms of
music, viz. the Margi and the Dési styles have always existed in our
country side by side. There were also the recitative and the lyrical
forms in vogue. Kinanas, padamas, darus, vrittas, dvipadas and
dandakas are the recitative types with the accent on sahitya or
words. Kritis and javalis are examples of the lyrical type. In
Telugu the Adbyatma Ramiyana Kirtanas of Subrahmanya Kavi,
the Kirtanas of Bhadrachala Ramadasa and the Pancharatna Kritis
of Ty ags1dja are recitative piecess In Sapskrit the Ashtapadis of
Jayadeva and the Tarangams of Narayana Tirtha and the Churnikas
of Tandava Krishnaméchirya are good examples of recitative pieces.
The lyrical type such as the padams of Annamscbarya and Kshe-
trajoa and kritis of Tyagaraja are a later development. The lyrical
type permits of manGdharma or elaboration of the musical ideas in
the pieces.

The recitative type is more suitable for storytelling for mass
appeal and does not have scope for sangatis. The aim of the two
types of music is the same, namely to produce joy, both to the singer
and to the listeners. The music of the Yakshagina dance dramas
and that of the Harikatha is of the recitative type.

The recitative and the lyrical types of songs .can be grouped
under ten categories. (1) Lakshna Prabandhas (2) Religious songs
(3) Kritis or Kirtanas (4) Tatvams (5) songs for the worship of
God (6) Natya padmas (7) Pallavis (8) Patriotic songs (9) Folk
songs of all varieties (10) Songs sung by labourers to lessen the
monotony of their work.
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Folk sqngs.ae of éirlier -origin, . { the claggical onbs. In
Teltgt therd Wére dongs eved before the f-the gréds poets
who wrote the Mabibharata. Tandawa l(rlshnmcharya has
<composed many songs 1n pfaise of God Vardhk and' &' few of these
are found in the Tanjore and Madras libraries. In the fifteenth cen-
tury, Tallapakam‘ poets composed théusands of songs on Lord
Venkateswara and these are being published by the Tigupati Devas-
thapam. During the seventeenth century, matchless padams were
<omposed by Kshetrajna cminently suitable for concerts as well as
abhinaya in dance. Bbadrachala Ramadisa was one of the carly
composers of Kritis which were followed by even great composers

tike Tyagaraja.

Apart from such musical pieces, there were Prabandhas written
‘by poets like Srinatha, Peddana, Timmana and Dhirjati and others
in the court of the great Krishnadevardya of the Vijayanagar
dynasty. The Prabandhas were Niryuktas and Aniryuktas. Com-
positions with chhandas and tala are Niryuktas and those withous
them are Aniryuktas. Simha Bbiipila says : ‘‘chhandastila niya-
mena upanibaddha niryuktamiti’’. These songs are of four parts
‘namely, Vigraha, Melipaka, Dhruva and AbhGga. The varieties of
songs having all or atleast two of these parts are Siida, Ela, Dvipadi,
Ragada, Dandaka, Dhavalam, Mangalam etc. are described by Sarn-
gadeva. Almost all these varicties are followed by the Telugu poets
-and Viggeyakiras. Many of these are found in Yakshaganas. They
‘were extant among the Telugu people from Simha Bhi{ijpala’s time
and duriug Krishnadevariaya’s period. Then they became prevalent
in Tanjore and Madurai during the period of the Nayak kings. At
first, Yakshaganas were intended for the masses but later cultured
men became interested in them and patronised them. The dance
dramas became educative and appealing to both the ear and the
mind. So they became both Drusyas and Sravyas. They were
written by eminent poets like Kankanti Paparaju, Rudrakavi, Laksh-
minarayana, Réghavacbiri and others till the twenticth century,
when they gave place to Harikathas which developed an impressive
story-telling form.

Muscial entertainment of the present falls into five devisions ;
(1) Musical concerts giving pure classical music (2) Light music
(3) Dramas akin to Yakshagana (4) Harikathas (5) Bhara-
tanatyam.



/. HARTKATHA: .IN /SRLUGYNADU - 119

) In the first category the tendéncy has.all dlong been to get the

best classical exposition of ragas and the bhaya,of the songs of the
Vaggoyakaras. The second serves the need for light music by the
younger generation. In Yalmiaginas the themé 6f a story blends
with the poetry on the en¢ bund anad the music ot the other. In
Harikathas, the performer does mono-acting and assumes the part
of ait the charaoters in thestory. Bharatanatyam is a combidation
of all théee Menis viz. music, damce and acting.

Yakshagauas and. the later Harikathas are story forms to in-
struct the common people. They are like n#itakas in itmitation of
the old Sanskrit ones. Telugu dramas are a recent development
fke the Harikatha. Sanskrit dramas were prevalent in our country
from the time of Gupta kiogs and eminent poets like Kalidisa,
Bhasa, Harsha, and Bhoja have written plays of everlasting value.
‘The early writers of Telugu plays imitated the Sanskrit poets, But
the philosophy of the Vedanta and the Upanishuds was indroduced
into the plays like sugar-coated pills for the benefit of the common
man.

Some scholars are of the opinion that the Telugu Harikathas
are an imitation of those from the Mahratta country. ButI feel
that the Harikathas in the Telugu country are an adaptation of the
earlier Yakshaginas. The great Adibhatla Narayana Das did not
follow the Marathi type of Harikatha when he composed his own.
Some recent wiiters of Yakshaganas like Siddhendra Yogi of Kuchi-
piadi even mention that their composition is a Harikatha.

“Janulara ! vinudy harikatha

vinavadu kaligeneni vinula koladin
konudy amruta saramu ghanudagu
Siddhendra Yogi kavita rachanal”

The purpose of a Harikatha is to narrate the eventful happe-
nings of the Nayakas and Ndyakis of the epics and the Puranas to
inculcate religious faith in the people. So it is not mere story-
telling or Kalakshepam without a purpose. A sloka says :
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*“kvavhidatra bhaveddryn: Sty
N kvachid vaktrena vaktrakah
Adau padyer namaskaram .
balotve dauryatva vmanan;’?.

The story-telling may be through prose  or poetry integspersed
with Kirtanas and othersongs often composed by .the performer
himgelf. The more talented the performer, the more enjoyable the
Harikatha. All the talents of the performer like music, eloquence,
capacity to act and even dance and a good memory cen be pressed
into service to make a Harikatha attractive.

1 am convinced that Harikathas in South India were derived
from the earlier Yakshagainas. Three factors have made me to come
to this conclusion. (1) The diction or the style of the story-telling.
(2) The rigas and the tdlas used in Harikatha. (3) The mode.of
presentation of the characters in the story.

Yakshaganas were open air dramas which replaced the earlier
Sanskrit plays which could be understood only by a few. They
were also overloaded with Prabandhas and Purana translations into
Telugu because they were written by eminent poets. Yakshaganas
are believed to have been sung by Yakshas or Jakkulu, a tribe of
singers. They were the modified forms of Kuravanji or the dances
of the Kuravas, a hill tribe. Anja is the stamping of the feet and the
dances were more of the legs like leaps, swings, kicks, strides, jumps,
leg-throwing and one legged dances. The hands were used omly to
maintain the centre of gravity. Kurava girls used to go to Tirumalai
and other places of pilgrimage and exhibit their dances. The dances
were so attractive that they were adopted by the other people and
presented along with the music and story-telling. A great poet or
musician would write a Yakshagana and his descendants maintained
it as a family tradition.

The songs figuring in Yakshag@nas are more of a recitative
type than lyrical. The poétry and the language were also simple,
lucid and catchy when compared to the diction of prabandhas. The
vrittas or verses occurring in them are niryuktas viz, Dvipadas,
Darus, Elas, Manjiras, Toharas, Sobhanas and Mangalams and are
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of tiie Beut or. Rolki fypé: These featares: made- Yakshaganas popular
and'dttrattive. ‘- Tho chasacterisation:in these storisg'and the- situae
tisns! and..plots : were. later. adopted. from:Senskrit plays and this
secuted for!thd Yakshagahas the - appreciatioft ‘and - recognition - of
Scholarly persdms.. ‘From the 16th.century, composing of Yaksha-
ganas was taken up by eminent poets like Kamasili Rudrakavi
(Sugriva Vijayam) and Kamakanti Piparaju (Visbnumaya Vlli.sam)
The later déscribed himself as ‘Yakshagina nirmdna pravina'. ' Kavi
Simbhauma Srfodtha has proudly described Yakshagéns as

* Kirtinfu. revvarani kirti gandharvulu
__Gandhafvamyna Yakshagana sarani”. iy

In the 17th and 19th centuries we find that almost all the scholarly
poets of the time taking recourse to Yakshagana writing. The period
of the Nayak kings of Tanjavur and Madurai is considered to be the
golden age of Yakshaganas and their production. The lakshanas
and histrionics of the prabandhas prevalent in the 16th century were
incorporated in them. In the present century Harikathas have
usurped the place of Yakshaginas.

STYLE, DICTION AND POETRY

The early Yakshaginas have no introductory passage of . any
Iength. The story is carried on by Sandhi Vachanas, the heroes and
heroines are introduced and spoken to by the Sutradhara or
Konangi. As for example, in the Sugriva Vijayam of the 16th

<entury :—

‘ Bhayapaduchunna Sugrivunito
Antata Hanumantudu ernanu chunnadu
Lakshmanudu emanu chunnadu

" Ramachandrudu emanu chunnadu’.

and so on. The rasa is vira following the prabandhas. The poetry.
is of the desi type and the pieces for music are Dvipadas, Daruvus,
Ela, Andbachandrika, Mangalam and the like. The ragas used are
Ahiri, Saurashtra, Padi, Nata, Kalyani and Ramakriya and the
talas, Ata, Sana, Triputa and Jhampa.
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The music is of the.recitative typs. . In the Vishnumays Vilasam
of Kimakanti Piparaju Kavi, s niybgi brihmin who Kved eissen
1575 and 1632, we notice the adapiation of the Prabandha stylo and
diction in the story~telling which were handled Ay moatof $ho poets
of Krishnadevaraya's time and evea of the latter Nayak rulers.

The kavi Prasapgam invocation to godg, bdpediction to the
patron king and other preliminaries were followed in this Yakshe-
gana and later writers copied from. Piparaju in these respects.
There are descriptions of the six seasoms, plcasure gardens, the
places where the ndyaki falls in love with the sayaka, chandra
dashanam, manmatha dushanam etc. It is to be noted here that
these descriptions and dushanams sre found in the Kuchipudi dance
drama ‘Pdrijta katha” by Siddhendra Swami, a disciple of
Nardyana Tirtha of ‘Krishna Lila Tarangini fame. Paparaju used
wost of the popular ragas of his time such as Nijlambari,
Madhyamavati, Pantuvarali and Nadanamakriya. But some of his
ragas like Gbanta, Regupta and Ahiri are rarely used now. He
also employed Ata, Adi, Jbampa, Eka, Triputa, Mathya and Laghu
sckharam talas.

Another Yakshagana ‘Vipranarayana Charitram’ was written
by Chekapuri Raghavacharya inthe 17th century. He used
Dvipadas, Darus, Elas and Ardbhachandrika set to popular ragas.

In the 17th Century numberless Yakshaganas were written by
reputed poets during  the Nayak  kings of Tanjore and Madurai.
Among them 1 may mention “Manparudasa Vilasam’ written by
Rangajamma in about 1660 A.D. depiciting king Vijayaraghava as
the hero. She employed Darus and Dvipadas in plenty to get the
play move on. The diction and style of Telugu are of the praban
dham type and she used Sisa padyas, Champakamala, Layagrah
and such varieties in addition to Dhavalam, Sobhanam, Ela, Jojolu
and Mangalam. Her dbhavalam is :—

“Jaya jaya madana vildsa
Jaya jaya Mannirudasa
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Her sSbhana songs runs thus : —
"Cwl?ﬂnatltunalgu subha kyrti umhumku

Balarka Tejumaky bhumi msmmaku

sobkanamv’ .
Many well-known ragas such as Kalyani, Mohana, Kedara,
Mukhari, Kedaragowla etc. are scen along with Reyegupty, Saind-
havi and Ghanty which arr rare ones.

During the early 18th century, .Siddhendss, o disciple of
Narayana Tirthg, hdd come to Kiichipiidi and wrotr 3 0 I ‘Parjjsta
Katha’ including ‘Bhama Kalapam’ in which Natyl and Abbipaya
were dominantly featured. He included Darus, Toharas and Dvi
padas in well-known ragas. Ata tala is profusely msed as in the
Tarapgas of Narayana Tirtha. There are also chandra dushana and
manmatha dashana of Nayaki Satyabhama in Jove with Sri Krishna.
She writes a leter to the Lord. This prabhandha style of Sringara is
being followed in the later Yakshgganao in lmmmon of Siddhendra.
It is to be noted that he introduced the practice of males acting the
part of Satyabbama and this tradition is being followed in the

- Kuchipudi style till to-day.

Another Yakshagana by name “‘Parijatam’ was written by
Purijala Lakshminarayana Dasu of Pplakonda in Srikakulam
distsict in 1805 A.D. Itis interesting to note a conversation
between Madbavi and Kiravani in his Yakshagana which refers to
males playing the part of female characters in such plays.

‘* Atula striveshamu purushakrutulonu
Hartkathalu padiyadt saukhyamugaluga®

and so on.

The poet holds that Yakshaganas which deal with divine
malters are only Harikatbas. The character Kiravani says :—

‘“ Harikathalu paduduru

vari narhame chiidan’
16
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So it can be said safely that the present day Harikathas are
only an imitation or ontcome of the earler Yakshaganas in poetical
and musical diction, style and rasabhava and also in  story-telling.
He has handled all the verses of Telugu poetry and alsothe popular
ragas and talas usually found in Harikathas.

Sri Tyagaraja, the celebrated composer, has - to Yakshaganas
to his credit and these are the ‘Prahlada Bhakta Vijayam® and the
‘Nauka Charitram’. He calls them as Prabandhas and also as

‘Natakas fit for abhinaya with raga and tala. He says ‘nayonarpa

‘bunina Prahlada Bhakti Vijayambanu prabandha munaku’.

He also describes it asa Natakam: : —

Natakam ! okati ne nayamuga niku
nataga vinupintu hatakabharana
raga tala mridanga ravaliche migula® etc.

The story is made to move by the poet’s introductions like :

Garuda prarthana jeyutetulana
Sagarudu palukutetulana

~ Prahladudu stotramu jeyutemlana.
Narada mauni Vaikuntha prabhavumbunu
palukute;ulana" efc.

This is a bit of deviation from the Yakshagana style in as
much as the poet takes up the movement of the story in songs and
-verses. His ‘Naukacharitaram’ also proceeds on these lines. This
led to the Harikatha mode of expression in which the story is told
by a single person.

Now I shall take up the last Yakshagana of the early 20th
century by name “Mrityumjaya Vilasam® by Gokulapati Kurmana-
tha Kavi of Vizag. District. He was patronized by Ananda

—_—
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Gajupa}i Raja garu. This poet says that a Yakshagana in pmle
of God‘ and his divine actions is nothing but § Hariketha.

*Narayasuni pera na svami pera
Atyanta bhaktito nankitam baina
Mrutyunjaya vilasa mridula natakamu
Harikankitam baina Harikatha yaunu"'.

HARIKATHA

Now I ghall take up some Harikatha performed- by some
Bhagavatars, particularly Narayana Das of Vizayanagaram fame.
These Harikathas were thr outcome of earlier Yakshaganas. We
even learn that towards the end of the 18th  Century, one Tallurk
Narayana Kavi of Mokshagunda Village wrote an elaborate Harl-
katha with songs and this was called the Mokshagunda Ramayana.
In this work there are Tobaras, Ragadas, Utsaba Vrittas end Kir-
tanas in many ragas and talas.

The shining star of Harikatba in Telugu Nadu in this century
was Azada Adibhatla Narayana Das who was a master of poetry
and music. He not oply wrote Harikathas like ‘Rukmini
Kalyanam,’ ‘Gajendra Moksham* and ‘Prahlada Charitram,” but
unlike other poets, bimself performed matchless Harikathas for over
four decades till his death in 1945. He was also an expert in
Bharatanatya and used to dence during his Harikathas. His perfor-
mances were interesting, appealing and educative. He strongly
criticised unhealtby customs and habits among the pcople. Hehbed a
‘wnique sense of humour and in fact he was a master in all respects.
"He was mainly responsible for popularisipg Hasikatbas in Teluge
Nadu. He became the trend-setter to  other writers, poets and
musicians who started taking to performing Harikathas. Those who
could not compose poelry or music themselves committed to heart
the Harikathas of Narayana Das and started posing as Bhagavatars.
But I wish to mention a few Harikatha performers with { real merit.

Narayana Das followed the Vruttas, Dvipadas, Manjari
Ragada and Dandakams of the earlier Yakshaganas. He used alf
the common ragas in vogue and many talas including Atatala and
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Sankirna jatis. In hjs ‘Janaki sapatham’ he bad composed gongs in
Ragaoga ragps like Kamavardhapi, Kosalam, Sucharitra, Dhayalim
‘bari, and Nitimati. He had compoéed the whole of the Ramayana
in the form of Harikathas which can be performed continuously for
amonth. I was thé Sécrétary of the S¥l $WrhdWati Gana Sabha of
Kakinada and heard hips perforinances for two decddes with immense

benefit to myself. q

Later on, Harikathas became Kalakshepam and some writers
performed the lives of great men like Krishnadeva rays, Shivaji,
Tyagaraja and Mahatma Gandhi. The writer of such Kiilakshd-
pams was Mulykutla Punnayya Sastri. He was-a fipent oratoer and
added humour in his performances to relieve the monotony of the.
stories. ‘

Another Balaji Das had gelocted well-known characters from the
Puranas and the Bhagavatam and wrote stories on their lives like
**Sarirekha Parinayam’’, “Rukmangada”, ‘Priyamvada’ etc. Simila-
rly Kommuri Bala Brahmananda Das wrote “Bhimarjuna Garva
Bhangam”, ‘‘Nandanar Charitram‘‘ and other stories. Pentasuri
Sarveswara Bhagavatar wrote ‘Bhakta Prahlada’, ‘ Ramadasa
Charitram’ etc. and used Gita malikas, Sisa padyas and prabandha
verses set in popular ragas. Nava Shervanji Kavi, a native of
‘Guntur, composed ‘Sita Kalyanam’ in which he used uncommon
ragas like Lataogi, Navaroz, Pharaz and Mand. Kosuri Bhimalinga
Rao composed the entire Ramayana as a Harikatha and called it
“Srimat Sangitananda Ramayanam’.

Other Bhagavatars composed Harikathas on the'Maha!Bharata
theme among whom Sriman Reddinti Dikshitadas of Narasapuram
deserves mention. He was a versatile poet.

We have sthala puranas on various sacred places in Sanskrit,
Telugu and Tamil but no Harikathas regarding them. The Mahat-
myam of Sri Venkatesvara is found in Vamana, Varaha, Padma,
Garuda and Markandeya Puranas in Sanskrit. Collecting these
details one Nemani Venkatesvara Sarma wrote a Harikatha ¢‘Srini-
vasa Kalyanam’> on the model of ‘Rukmini Kalyanam’ of
A. Narayana Das. He used Toharas profusely and all varieties of
common Telugu verse.
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It will therefore be clear that Harikathas borrowed many
features from thpearhel Yakshagsnas in respect. of “?:qu_ diction,
develop“ﬁt énhel ahd ch shtidh * b vhain difference
is that there i is no /Aharya or up in Harjkathes whieh is, in
fact, inohb-actidg by e m@hw or Das a6 flé dtfobdey tb- call

himself. He i is the story teller, preacher, singer and all rolled mto
one. - .

Sq

Nowadags Bhhgavathrs laduigie in Fengthy inttoductioss and try
the patience of the audience. A simple, catchy and direct Upakra-
b will be effectivoas we saw in the case of Narayany Dis who
used to take up the story siraightaway with an introductory song.

Since the Bhagavatar is a preacher, he dresses himself in  silk
dress, wears tulasi-mala and ties bells on his ankles to keep jatis.
The great Narayana Das used to wear Bhujakirtulu and simhatala-
tam rings on his hands: He used to sing *Sambhu’ in the tara sthayi
and transport the audience with joy.

But Bhagavatars like Narayana Das can be come across rarely.
There are numerous Bhagavatars who commit to heart entire Hari-
kathas and repeat them like parrots. The true role of a Bhagavatar

“should be that of a teacher of humanity who should drive home to
his audience high moral values and noble ideas.



A Comparative Study of
Muthuswami Dikshitar and
other Composers-Purandara

Dasa and Kshetrajna.

(Dr. V. Raghsvan Shashtyabdgpurti Endowment Lecture-25-12-1975)
Sandhyavandamam Srinivasa Rao

Pleasc allow me to confess my sense of diffidence to have
underteken to deliver the lecture. T owe my ear for music primarily
to Brahma Sri T.L. Venkatarama Iyer who treated me with the
affection of a father, and my eyes to Dr. Raghavan for his thesis in
the book *‘The Heritage of Tyagaraja ** and the latest book
released yesterday—on Muttuswami Dikshitar by the National
Centre for Performing Arts expounding the Sahitya sampat. He
has done a scholarly churning of the ocean of the Sahitya of Sri
Tyagaraja and Dikshitar with rare powers of imagination, scholar-
-ship and research and above all, with the heart of a musician. He
has contributed several papers on various aspects of music,
Venkatamakhi, and other matters of great interest. His contri-
bution is almost matchless and I add my humble words of gratitude
to him on behalf of all the musicians.

The inaugural address was delivered by Sri T.L. Venkatarama
lyer five years ago, dealing with ¢ Some aspects of Dikshitar’s
Compositions . Sri Iyer dealt with five aspects of the music of
Dikshitar, Ragaswarupa, Gamakas, Vivadi Melas, rare and old
ragas and the mingling of the Hindusthani and Carnatic traditions.
1 beg to remind you that Idid Tambura for him and gave him vocal
support together with Vidvan Sri B. Rajam Iyer. The ncxt wasa
paper by the late Mudicondan Venkatarama Iyer on the contribution
-of Maha Vaidyanatha Sivan. He handled, with his matchless.
capacity—Simhanandana Tala and sang the Tillana—* Gauri
Nayaka °. Then Pandit Ratanjankar gave a lecture on ‘* Exchange
of Ideas and Practices between North Indian and South Indian
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Music », This was followed by Pandit Ravi Shankar who expouldod
" the History of Sitar playing and Sitar Plddhathl. Late Prof
Sambamnrthy gave a brief exposition of Melas abopnt which he had
written so much in his books. There were other talks slso. This
year, Dr. Raghavan requested me to talk about the anbject entitled
** Comparative study of Deckshitar and othcr composers, Putandara
Dasa and Kshetrajoa .

In classical Carpatic music today the Trinity occupy the
foremost place. They are Syama Sastri, Tyagaraja and Dikshitar,
standing for Brahma, Vishnu and Iswara and for Tala, Bhava and
Raga respectively. All the three composers have done justice to all
the three essential clements of Bhava, Raga and Tala though Bhava
in Tyagaraja, Raga in Dikshitar and Tala in Syama Sastri could be
regarded as the Pradhana Amsa. In Tyagaraja in some composi-
tions like * Najivadhara ’, R&ga excels. In the Pancharatna Kritis
both Séhitya and Sangita excel ; in Divyanadma Kritis only Sahitya
excels. In Dikshitar right through the Sghitya is couched in digni-
fied Sanskrit and raga is always portrayed in iis utmost grandeur,
richness of variety and details. Though Syama Sastri has used both
Sanskrit and Telugn besides Tamil, Dikshitar has used mostly
Sanskrit and a few compositjons in Telugu and two Mani Pravila
compositions comprising Sanskrit, Telugu and Tamil phrases.
Though it is a pity Dikshitar did not give us Tamil compositions as
hls illustrious contemporary Syama Sastri did, he has given us a
taste of his exquisite handling of Tamil in song composition in his
Manij Pravala Kritis where the transition from Sanskrit to Tamil and
Telugu is achieved with remarkable ease ; just one charanam

‘aireTail wemEGh urs3SsaGar
urgsf sriss uw Bis arsCar
Sorrayar Igricur sr Csea e
GBS AT LT LOE T
CaunisLreuGs Heit gy

ramfluyd spinur’’
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Rakshiypm.. Adpri $pqaﬂ and sigilar words of Tamil sre
found.  Please permit me to Jigress here fcr plapmg before yqu my
o’bgervations wluch Icona:der are e;tremelx portant for the p;o ;
prqervation of kashnars’ compogsitions, not merefy the Sahltya
also the music. This Kriti— ¢ ngatichaiapethe — is @ rare
lakshya for the raga - Kapi or Karnatak Kapi ~ so0 styled to digtin-
guish it from the Kapi baving Hindustani flavour. é[nh“ compositfon
was rendered in Hindustani Kapi — obviously for Sabha Ranjakatwa t

SA NI PA GARIRI )

Venk ka tachalapathe | There are any
number of Sghityas- without their original music - in Sanskrit,
Kannada, Telogu and Tamil - wliy tamper with the sound content
of the Krlti when the music of the composer is itself made availablet
This to me {s a model for students of music for strict avoidance.
Sangatis could be added only by Vidwans of mature experience ina
proper manner, the Sangatis so added must be a natural continuation
-of the original musicel theme ; it should not distort the form basi-
cally. One test is this—that it should be possible for rasikas to
identify the original ° asu * of the Kriti without these Sangatis. A
bad example of it is the vivacious attractive version of * Chinfaya
Mn ' in Bhairavi. It should be rendered in Vilamba kala in the
manner indicated in SBampradaya Pradarsini -and not as is popularly
rendered—for it robs the original Varnamettu of its grandeur and
sublime individuality. The start on ‘ni’ is so classical. A good
-example of such sangatis could be had in the Kambhoji kriti— ‘Sri
Subrahmanyiya Namaste’ and in the kritis in Chamaram (Shan-
mukhapriya) ¢ Siddhivinayakeam * and Vasanta composition—¢ Hari-
haraputram’. With all my reverence to the master whom I
worshipped as God—(Sri Ariyakudi Ramanuja lyenger) I must
confess—a speedy rendering of *Seshichala Ndyakam’ in Vargli robs.
it of its grandeur, particularly in the Charana—‘Manda bdsa
vadanam’. The Justlﬁcahon for such accentuation of Kéla Pramdna
is that the Mridangam accompanist should be enthused with crisp-
Madhyama Kaiala Neraval and Swaram at ‘‘ Aravinda patra
nayanam . Dikshitar’s kritis become nearly lifeless if their
Vilamba setting is altered into Madhyamakala endeavouring to

bring it in line with the vivacious and attractive composijtions of"

Tyagaraja abounding in Alankaric sangati variations. I apologise
to great vidvans for giving expression to a feeling that
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-bas  betn . oppressiég me for: :mverdl years. T liplore
" _zasikes . 10 listen ~to  Dikebivat /s kritie ‘1 the marmer Yo
ywhich Dhrupad ' fendesings ’ are- heard in- North Tndia with-
out expecting lively - ‘dancharas and bhirkas - - (Murkh) or Khyal
..recitald. Mridangists must observe particuler: restraint ant try 'to
excel within the bounds of the: appropnate Kala Pramana. I ‘beg
10 be forgiven for the digression. '

All the three great composers were messengers of Nada Brabma
and excelled in the following features very ably and clearly recoun-
ted by Prof. P. Sambamoortby in his book - “Great Composers’’-
Book 1 Secord Edition - at page 66. I give the extract hereunder:

“The period 1750-1850 secems to have been & remsrkable
period in the histoxy of music a]l the world over. The greatest
musicial geniuses of the world lived and flourished during tbet
period. Europe saw at that tfime the great composers Beethoven,
Mozart, Mendelssobp, Chopin, Schubertand Weber. The Musical
Trinity of South India lived and fiourished duripg that period. It
seemed as if God in Bis beunteous mercy resolved upon sending
His musical apostles to the earth during that peried to deliver the
message of music.

The- three great composers, Tyagaraja (1767-1847), Muttusvami
Dikshitar (1776~1835) and Syama Sastri (1762-1827) constitute the
Musical Trinity - Vaggeyakaratrayam - Sangita Trimurti and Sangita
Mummanigal (gpiouewflasr) of South India. They were great musi-
cians and were kings in their own realms. Their kritis are veritable
crystals in the respective ragas. For the polisked nature of their
music and the beauty of their language, their compositions wilt
long remain unsurpassed. The presentation of ragas in their modern
setting, the uncommon facilily with which they composed in apurva
ragas, the individual quality of the different kritis in one and the
same raga, the abundance of feeling running through them, the
sublime and soulstirring nature of their music, all these and more
have entitled them to be ranked as the Musical Trinity. The Musi-
cal Trinity are primarily reponsible for making Tanjore the brigh--
test spot on the musical map of South India.

17
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- Therp are alsp other ingeresting points about them. Whey were
amen of rare scholarship, proficient in Sanskrit and Telugn and well
versed in the Vedas, Sastrag.and sacred .lore..nifheyiwere. adepts’ in
the Jy othisha Sastra and Mantrs Sastra. They. were contemporaries
‘and lived in the Tanjore District. They wereell born in Tiru-
varur. According tothe Tamil saying. ‘‘salvation was assured to
those who were born in Tiruvarur”. Special cnrc.mstancec attended
the birth of all the three.

Divinely appointed musical préceptors came to initiate them in-

‘the higher branches of musical art. In the case of Tyagaraja it was
‘Sage Narada himself who came in the guise of a sapyasi and presen-
ted him with the rare work °Svararnava’. There is internal
cvidence in his kritis to show that Narada blessed him. The work
“‘Svararnava’ is now lost. There are varjous conjectures ; that this
work was destroyed by fire ; that ft lies buried somewhere in Tirn-
-vaiyar ; that it was (smuggled) out by someone on the day of
Tyagaraja’s siddhi and so on. Excerpts from the ‘Svararnara’ are
seen in a manuscript in the Walajipet collection. The musical
preceptors of Muthuswami Dikshitar and Syama Sastri were
Chidambaranatha Yogi and Sangita Swamy respectively. All the
three composers were great devotees who spoke to God and to
whom God spoke.

With their compositions, a fresh chapter' in the history of
Sangita Kavitvam (Musical creation) begins. Everyone of their
«<ompositions is in a separate tune.

They have given beauty (0 even ordinary and trivial ragas like
Kuntalavarili and Navarasa Kanpada(Tyagarajaswami), Chintamani
-and Kalgada (Syima Sastri); Sudbatarangini (Muttuswami Dikshi-
tar). The quality of strikingness is there in all their compositions.

~ They exhibit distinctive styles in their kritis and development
that musical form to perfection. The styles of Tyagarija,
Muttuswami Dikshitar and Syama Sastri have been rightly associated
with the Draksha rasa, Nalikera rasa and Kadali rasa respectively.
It is difficult to improve upon the music of their pieces.
“The raga svarupa is patent on the face of every one of them. Their
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comapositidnsace the shining lakshyas for adhunika Sangita.... ‘Thioy

" e cbrought ‘out the::best-in Sounth Indian. Music.. They'have to
their:: ctedit 8 numbes of ;group kritls liks: Panchaiqtnas, Navi-
varana- Kritis, Navaratnamalika,etc. They were great moralists
and philosophers. They had tdsted the sweet nectar of nija Sengita
(true music) and enjoyed the genuine pleasures thereof. = Like the
Tevarakaras.and - Alwars, all the three vigited important shrines.in
South India. and sang songs in praise of the regpective deities.
Lastly each shook off their mortal coil punctually on the day and
hour predicted.”

In the treatment.of Tila there is an old saying ip ktdhra area
where they describe the three degrees of speed (Vilamba, Madhyame
and Drutalaya) as Gajagati, Naragati and Asvagati respectively.
The Chitta swaras or Swara Sahityas as the case may be are generally
couched in those gaits—gatis. * Marivere * of Syama Sastri in
Anandabhairavi is a good example for Gaja Gati in Chittaswara we
actually have—Vinumu mada gaja_gamana. °‘ Nadachi nadachi *
(Kbaraharapriya Kriti) of Tyagaraja or the Madbyamakila
Khandikas of Dikshitar could be described asset in Nara Gati.
For Aswa Gati we have many examples in Sri Tyagaraja's Swara
Sahityas particularly—one example in Gaula Pancharatnam—

RR PP RR MM SS RR PN SR —

¢ Teliyani nata vitakshudrulu ”’ etc.

Though set in Vilambakaila, actuaily we find in the kritis of Dikshitar
& judicious marshalling of all the three varieties of Gatis in almost
all the kritis. I would urge upon all rasikas to read Dr. Raghavan’s
account of Dikshijar in the book released yesterday where a detailed
study of the Sihitya is made giving us a thrilling glimpse into Kavi
Hridaya. A poet has given in a Maha Kavya—the life and works
of Dikshitar—the historical background and all that. I am referring
to Kavikokila Dr. Raghavan’s Maha kavya on Dikshitar. Please
permit me to quote a few lines from the Doctor’s account of
*¢ Hamsadhwani ** at page 19 of the book.

“Tyagaraja’s (God of Tiruvarur) image, and more so his, dance
are conceived as a symbolic representation of the highest mystic
monistic mantra affirming the oneness of the individual and supreme
soul expressed in the formula - (A) Hamsah, ‘I and He’, also
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<callad the. Hamda or Ajsipi Mantes. . Thei‘Ajapd’ nreaniag ~‘with
'mo repetition of word” is the silent contemplation of the unity of the
individual spirit with the supreme one ; the, inner soul :lics - like &
«<hild in the net - hammqck of the lifo.breath of th¢ mundane. body
in which it nestles in involuntary and teaseless rthythm, the -biissfal
swing of rise and fall.’ This is the Ajapa Natana or Hamss Natana' .
‘whose trath the Yogis know - ‘Yogi Viditijaps JNatana Rangam’
{Gaula kriti - “*Tydgaraja Pilaya). It is this Hamsadhvani that held
ikshitar in Tiruvarur and formed the spiritual tether which drew
‘him back to Tiruvarpr in the midst of his pilgrimages abroad, it is
‘to this Hamsadhvani to which the present writer’s epic poem on
Dikshitar’s life is tuncd. Really, in the words of our Tyaga
Brahman, Dikshitar was-a Vivaramu telisina ghanudu - Siva
Mantramunaku Ma Jivamu Madhava Mautramunaku - R3 Jivamu.

Now let me refer to Sri T. V. Subba Rao’s observations here.

*The sdhitya of Dikshitar does not possess the human interest,
tyrical and emotional exuberance so characteristic of the sahitya
<mployed by Tyagaraja. The attraction of Dikshitar is more * for
the music that the (Sahitya) language bears. It is replete with
profound references to yoga and Mantra Sastra and many other
branches of learning, and a close study of it will profit those who
have a predilection for esoteric studies.”

Sri Subba Rao observes about the music of Dikshitar as
follows :

**Dikshitar is original in the structure of his pieces. He does
-not follow the typical method of the typical kirtana composer - of
making second half of the charana correspond with the anupallavi
in the musical setting. (But this is the case with the padams of
Purandara Diasa and Kshetrajna (Illustrate—‘Ososi’ and ‘Ratimana.
sugala * etc. * Ambuja Nibhana Akhila Lokesana ’® and ¢ Purandara
Vithalana Pada Poojeyu Malpa). ‘‘In Dikshitar’s kritis the Pallavi,
Anupallavi and Charana have each a different * Dhatu’ . His songs
are fashioned somewhat on the archaic type like the Gita and
Prabandha with varied Khandas and Angas”. Dikshitar’s was a
Prabandha style. The name of the Raga, Swaraksara, yatis—
‘Gopuccha and Srotovaha and Sollu kattu—PNNS Ta Ka Ja
Nu Ta Sa Ni Ni of Aoanda natana prakasam (Kedara kriti) and
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ﬂﬁ)lliﬁ"?xcellenm até foutid it Dikéhka's compositions’ very mucﬁ
oré thin in the compositions of his* 6thet contemporaqes Sri
. ‘Subba Rao further observés.

“They are master creations of the noblest art, carefully concei-
ved, elaborately developed and consummately finished. Langour,
indifference and perfunctoriness are altogether absent from them.
“The perfect blend of Sangita and Sahitya is a marvel of synthetic
artistry. (Sing (1) Hina Manavasrayam tyajami (2) Dana Nidhim
Daya Rasa Gala Nidhim. Except in Pancharatna kritis and a
few other kritis like *Broche varevare’ , ‘Sri Raghuvaraprameya’ or
“Ninnuvina sukhamugana’ - the charanas of Tyagaraja kritis have
the same Dhatu ; a slight variation is found in ‘Mohana Rama’ and
+Badalika tira’. In Dasara Padas all the Charanas are rendered
with the same Dhatu. Where there are several couplets in a char-
ana the music of all the couplets are the same except for the last one
which sums up to get back to the refrain, pallavi. I will give just
two typical examples. The first one is a song in praise of Sri
Raghottama Swami (whose Brindavana is in Tirukkoilur) by Srida
Vittala, a disciple of Sri Jagannatha Dasa, a senior contemporary
-of Dikshitar.

Srida Vitthala - Bhairavi - Misrachapu

g ¢ ARR g AR ||
T (1) wMIg GETaT
feramforig Fifma |
R) IR fiea AR ATRA Fogd
() nfa sxfeeea qramin afaf siueemat
(8) qfrga afeosR fg
WAR 9% GHATS (ARR)

1 am reminded of the music of the Adhyatma Ramayana kirtanas.
of Andbra area. Aonother Arabhi padam of Sri Purandara Dgsa.
“There are Madbyamakala Khandikas in several Padas which I wish
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to point out to you because Sri T. K. Rapgachari yesterday . . Was.
asking if there were compqsltlons other than those of Dnblutar
where Madhyamakala Sahityas are found.

Purandara Dasa - Arabhi - Aditala =

g 3 W«ﬁﬁﬂiﬂm ;
wifosga Fofe ||

% () sigedm o G TR
Rz fig o @R| |

R) SR wofalgs Il
TR Wa AEMS aARA ||

(3) @R aff afigualig
@Y qERk gEt ARl )
(8) srwaar A (Rak) & afftg

ARg dI% TNg ARG |
afgg #e@ IR THG |l (enfezan)

Regarding the portrayal of raga bhava in Dikshitar’s compesitions.
Sri Subba Rao further observes : Raga is the supreme achievement
of Indian Music and the value of a composition is entirely depen-
dent upon the fidelity with which the Raga form is presented. From
this point of view the songs of Dikshitar are unsurpassed. They
are examples of every principle of musical excellence and embodi-
ment of all that is best in Lakshya and Lakshana Sangita - like the
constant use of Vadi - samvadi harmony, Graha, Amsa and other
features of Raga, the employment of every variety of Gamaka and
alankara and the assimilation of the beauties of Northern and
Western systems of music. If it is permissible to call architecture
frozen music, it will not be amiss to describe Dikshitar’s music as
ethereal architecture of Raga forms. (May I add - Nada Silpa?)
Dikshitar’s music is characterised by power. Itis the vainika’s
style - manly and vigorous. In the vainika sampradaya, seldom is

a plain note rendered as such”.
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'bey"to differ fretlt this viéw list mertionéd. ‘Indeed Dikshithr
-1§ tetharkdble  for the skilful ‘use of 'plair potes - Suddba swards -
and this only enables the musician to grasp the: Sukshiba (Subtlety)
of Gamaka Pramanam. Sri T.L.V. Iyer took a lot of care to
jllustrate this use of Suddha Swara by Dikshitar.in his endowment
lecture. Please allow me to give one or two instances. (Sing a few
-lines from the kriti in Padi Rags - “‘Sri Guruna Palitosmi’’ and the
other from the kriti in Devamanohari - *“‘Bbarati’*).

The Suddhaswaras are of the Swara sthana and not just plain
as on the; harmonium Such plain note handling is rafe ‘among his
contemporaries - either senior or junior. Certain peculiar gamakas
are typical of Dikshitar only “Maha Gapapatim (Todi) MA DD
‘GA, also in Baulj Kriti- ‘Pspapahapandita tara Guru Guha”. Tyaga
raja’s imagination is essentially of the voice and so is that of Syama
Sastri and most of other comtemporaries like Gopalakrishna
‘Bharati, Anayya, Ghanam Krishnier and Pallavi Doresami Iyer
whose Arabhi Varnam is a match to ‘Sadhinchene’ of Tyagaraja.

Sri Subba Rao further observes :

“Bvery swara receives its oscillation slide or shade from other
notes. This embellishment known as Gamaka with all its varieties
endows the swara with beauty and vitality. The swarais the soul
.and the gamakas are the limbs and body of the rendering. In vilam-
bita laya Dikshitar employs the slide and the continuous trapsition
from note to note simultaneously with anuswaras that the Suddha
Karnataka Bhava is admirably maintained. (Sing the Anupallavi
.of Bhairavi Navavarana kriti). His pieces are forceful illustrations
.of the genius of Karnatic Music found in the incessant flow ' of
melody and rhythm where note succeeds note in a continuous bond
.of linked grace and sweetness. This style is mainly the contribution
ofthe Vainika who invariably plays the higher note from the lower
fret. To give a concrete example, Dikshitar’s style is the style of
the famous varnam in Bhairavi known as ‘Viriboni*’ of Adiappiah,
-except for the difference in tempo. I am not aware of any compo-
sition ancient or modern which embodies in a greater measure the
genius, the power, beauty and rhythm of Karnatic Music than the
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- Bhajravi -Vamma. ‘Koluvgiyunpade’.. -‘Baiagapale” agd . siGamak-
shi’ are the result of its inspiration. . In, fmmhnpnce l;” ;pﬂuq
, ced ghe three master composers®. .

M L e
LV s R

What a pity we have but one varnam and "one - Huséni raga
Swarajati of Pacchimiriam Adiappaish. A great ymary compos-
tions of this master are irretrievably lost: - Adiappiah - ‘was to' the
Trimurtis, what the gréat Tigét Vatadachariar used to be 0 me &nd
my fellow students of music. Pallavi Gopalier’s varnams-
‘““Vanajakshi” in Kalyani and *Kanakangi” in Todi; and the two
varnams of the great Sonti Venkatasubbiah in Bnlqhm and Poorva-
kalyani are remarkable for the intensity of Raga Ranjaka Prayogar
While the Trinity certainly excelled, there was a host of other great
composers comparable to other Gods and Devatas, Devendra,
Ashta Dikpalas, Ashta Vasus like Pallavi Gopalier, Anayya, Dore-
swami Iyer and others. There was Subbaraya Sastri - a Dattatreya
50 to say - having all the excellences of the Trinity very much like
the poet Magha of whom it was said ‘Magqe santi trayo gunah’.

The brothers of Dikshitar, father (Ramaswami Dikshitar) his illus-
trious disciples—the Tanjore Quartette and scveral great stalwarts.
were flourishing in those times.

The loss of musical wealth is inestimable, for of Adiappiah
alone - Subbarama Dikshitar says — bad composed hundreds of
varnams and Tillanas. Please refer to the accounts in Sampradaya.
Pradarsini of Sonti Venkatasubbiah and Sonti Venkataramaniah, the
Guru of Tyagaraja. No one knows what beeame of the huge mass
of their great compositions. There was Giriraja Kavi, Kavi
Matrubhutayya, Margadarsi Sesha Iyengar, and the great
Virabbadriah who is credited with baving rectified the oddities in
the classical tradition and laid Karnataka Music on a firm founda-
tion. What happened (o these remarkable compositions having
Vichitra Geya Kalpanas ? All are lost. Lack of a system of nota-
tion and the want of academic institutions and conservatories have
Jeft us in the dark regarding tbe musica)l wealth of the immediate
past of the classical Trinity. The great Sspgita Vidvans, barring
only those that came of South Indian Gharanas so to say, of
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' Diiiginimit; Uiiisyilpirdin Vidvens, Tiruptatberen- and Tadjore
‘qubtRte apd other' such divciplte— Werd jeiserally conténtratiby
‘ dﬂly ol ‘tiode kiftis' whith would be good fur kathesds; cultiveted a
few for sadBasia dnd Jeft thé rest to ‘oblivion. This is e writing
on the weil. Before fifty years just a Landfoi of Krifis of even
Di'!shmr and Syama Sasfri wefe in vogue. Subbarams Dikshitar
feivently hoptd that he would publish In notation bunlireds of
Khéfrajna padamis, suladis, swarajatis and kritis of 'Iyagataja—
but 1t¢ breathed his last. But for Sri T. L. Venkatarema Iyer and
8mt. Vidya Shankar so many kritis of Diksbitar and Sysma Sastri
and his son and grandson would bave been all but fost.

"Now an important question arises. What was the music that
the classical Trinity learnt? To this the answer is twofold. Fnrstly,
they used to learn Prabandhas, Laksbya and Lakshana Gitams,
Suladis and Varnams; secondly the kritis of the great composers
as also the Padams of Purandara Dasa and Khetrajna. Even
48 recently as the student days of the great Muthiah Bhaga-
vithar, Prabandhas and Geetams were extensively cultivated. In
Andhra area the Prabandhas were the sole repertoire - so Dr. Dwa-
ram Venkataswami Naidu told me. The elaborate Prabandhas
were learnt with great care, practised with perseverance and mastered
but kept as a close preserve. In the kacheris none of those compo-
sitions were rendered. Only Ghana Raga Panchaka Tanmam would
be elaborated, one of the Prasiddba Rakti Ragas would be elabo-
rated and a Pallavi rendered with utmost skill. It would te wound
up with one or two devotiopal items. The compositions were
cultivated to acquire and enlarge their vocabulary of Raga Ranjaka
Prayogas. The recitals were wordless soulful music foll of Ragm

.and Tanam. Even now the same situation obtains in Hindustani
area where also every Vidvan does cultivate a number of composi-
tions in every Raga to get acquainted with the various ‘Chalams’ or
Sancharas; but in a Baithak-Kacheri-just one or two Ragas are
rendered either in Dbrupad or Khyal styles. Tumris may or may
not be added. Tala lies dormant mostly in vocal reeitals. Only
when sitar and sarod players enter into jugal bandhis with Tabla
laya is prominent. The listening is so deeply Nada-oriented and
happily fice fiom a wordy fare; So wedo not have the phenomenon

of language-oriented recitals throughout the vast area of Hindustani
18
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aysic region-irrespective, of whether the language.of ; the .regien  is
Hiudi, Marathi, Gujarati, Punjabi, Bengali or-Umro Karnataks or
Urdu. .. The language of the rulers-dges not became the.Janguage of
music automatically. Under Muslim ryleis, Moslem sayants bave
composed and are composing and rendering Dhrupadas, Khyals and
Tumris almost cntlrely in Hindi. That was all for art music right
through the centuries irrespective of who ruled thq aseas. In.forms
of music not strictly classical or art mu_sic-wbich Prof. Samba-
moorthy, used to st,yle as ‘applied music'—tihere were devotional
music and folk music to which every region made its own glorious .
contribution- We have the compositions of Tukarsin, Tulsi Das,
Mira, Narsi Das, Guru Nanak and others giving out ennobling
‘Bhajaps, in Marathi, Hindi, Gujarati, Bengali, Urdu and other
dialects. The folk music was also language-oriented. Even in the
tegion where Carnatic music was prevalent for several centuries, art
music was free from the shackles of the word-Sahitya. Prabandhas,
Githams and Thayams were in the strange but musical Bhandira
Bhasha. With the advent of Purandara Dasa, Kbetrajna and the
classical Trinity and particularly the magnificent creations of Tyaga-
Taja where all the three elements-Bhava Raga and Tala reached their
-optimum perfection, art music became essentially and predominently
kriti-oriented. The double joy of Sangita, where both Gana Rasa and
Sahitya Rasa were most beautifuily and inextricably interwoven was
found in the kritis and with this al]l the older compositions were
driveu into oblivion. The ready appeal of Tyagaraja kritis cateripg
to all the Rasas with all the varieties of eduppu and speed, the divine
touch of the sound creations and the Bhakti Rasa-captivated gene-
rations of music lovers. Tyagaraja’s creations were matchless for
‘beauty and above all for saulabbya-a quality, which is almost rare
in Dikshitar’s magnificent, massive creations. Tyagaraja’s kritis
Yecame the mainstay of the performers. All other compositions of
other Vaggeyakaras were chiselled to the Kalapramapa of 7yaga-
Taja kritis and sangatis on his pattern freely appended. So the
listening became narrow-minded. Indeed, even the great and mas-
terly compositions of Tyagaraja himself-like Nadopasana’,*‘O Ranga
‘Sayi,” ““Endu Daginado”, ,'Karubaru” *“Rama Bana”, *“Giripai”’
-etc were relegated to the background. Madhyama Kala is most
admittedly and undoubted satisfying. Raga Ranjaka Sancharas are
-more attractive than Gamakas which lend weight but not quality of
seady appeal- The tendency to listen to art music with a word

-
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qricnted.gonscionsness become the habits: :This tendency -was mest
.devastating in the areas of Andbra, Karnataka and to & lesser- extent
.im Kerala where the general Jevel of Sapgita’ Rasikata wes:at a° com-
_(paratively low level unlike in Temiil Nadu:and Tapjore syea -Where
for generations the capacity to listen and enjoy Pure uralloyed Gana
Rasa bad been cultivated and. the general level of Metétiing wis
very high. In Karnateka the creations of Purandara Dasa
were epjoyed. and studied for their Sabitya—undoubtedly divine
and thrilling. Music was nearly forgotten and lost: The same
fate ovextook the, compositions of Khetrajna .and Narayana
Tirtha in their. native region—Andhra. Narayane’ Tirtha and
Khetrajna had to seck refuge in Tanjore! At least a few
_padas of Purandara Dasa with their music. were preserved more: in
Tamil Nadu. So were the padas of Khetrajna and the Tarangams.
‘The entire Dravida Nadu comprising Andhra, Ksrnataka and
‘Kerala owes a deep debt of gratitude to the catholic minded rasikas
of Tamnl Nadu who bave preserved all the musical creations pow
.extant in whlchever lapguage composed.

Word-éonscious listening of art. music can spell untold barm to
classical music. Let me give but two instances. In Andhra during
'l'vagara ja Aradbana a great scholar and Vedantin usually expounds
with extensive quotations the philosophic lmport of the words ‘Na’
“Jiva’® and * Adhara’ for alength of time. Nota word about
Bilahaii, or its Sanchasas. In Karnataka area volumes are
published expounding the upanisbadic saying of Hari Dasas; not
much importance is attached to singing;—classical’ musical rende-
rings are even shunned. With the result, the masterly compositions
of Purandara Dasa and his suladis are bereft of music. SriT. V.

-Suybba Rao has said that Purandara Dasa had composed even Var-
nams besides Lekshya and Lakshana Gitas. All of them are
published with the Sahitya elaborately explained with learned com-
mentary. Only words are preserved. Akshara is Nasa Rahita! We
have just a few suladis and Lakshya Gitas of Pursndara Dasa and
his devotional outpourings meant for Pamara Ranjana comparatively
untouched, Only those padams of Khetrajra that came down to
Tanpjore are preserved with their music. In Andhra elaborate com-
mentaries on the Sringara Rasa and Alankara Sastra behind Khetra-
-jna’s glorious works are published. When we listen to art music
words should occupy a secondary place. The lay public must be
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<xposed to good classical music ss often a8 possible. In"'bomes.
mothers must sing devotional songs Bke Tevaram, Tiruppugazh,
Dasara Padams, Ashtapadis and other simple songs. There should
-‘be Bhajanes in every town and village. Then all people will learn
to enjoy Raga and Raga. Indeed, ‘‘Sisurvetti, pasurvetti vetti Gana
Rasam phasi” is the good old saying. _
4

I have digressed. I wish briefly to refer to the greater Trinity-
Purandara Dasa, Khetrajna and Venkatamakhi. An elaborate ex-
position of Venkatamakhi and Dikshitar was given by Dr. Rama-
krishnan yesterday. Sri T. L. V. Tyer used to tell me that in all the
seventy-jwo melakartas there were two kirtapas for each of them,
-one small kriti and an elaborate one. Most of them have not come
to light as yet. This may explain the absence of Dikshitar kritis in
"Melas like Hari Kambhoji, Kharaharapriya, Kiravani, and Gauri
Manohari and others, wherein Tyagaraja has bequeathed immortal
compositions. Also there are quite a pumber of swara-oriented
Ragas like Navarasa Kannada, Bangila and a host of others in
‘which there are simple kritis of Tyagaraja. These songs can be
-sung straightaway from a notated script. But there are several
minor rigas-not scales-like Gauri, Silanga Nata and Ardra Desi in
which only Dikshitar krithis are available. Still the Réga forms
remain evasive, particularly the innumerable janyas of Malava
gavla. Once the swarfipas of these Ragas are lost. due to lack of
-continuity in Karna Parampara, no intellect can piece them into a
Raga entity. For several of these Rigas the krithis of Dikshitar are
the sole lakshyas and their renderings must be preserved jn tapes
and discs. Let me sum up in ghe words of Sri T. V. Subba Rao.

* It is remarkable that Dikshitar the classicist par excellence
‘was equally at home in the invention and improvisation of new
modes for which the Mela system of Venkatamakhi afforded such
ample scope. He could compose with as much facility in Rasa
Manjari as in Bhairavi Raga. Like his great contemporary (Tyaga-
raja) he could create living raga forms of exquisite beauty from the
dry bones of a meagre scale. Let it not be supposed that this an easy
task. Only those can successfully achieve this result to whom it
is given to penetrate the dark veil that surrounds the mysterious
suniverse of sound where dwells the supreme spirit, Nada Brahma
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To weave a few notes into a song is simple, but to create a mew
raga which IS a recognisable entity ‘by itself is the work of the
highest art”.

Let mo cxamine this aspect of Dikshitar and PurandaraDasa and
also Kshetraina. Tyagaraja followed thi¢ Sahitya pattern of Puran-
dara Dasa giving out Purana, Itihasa rahasyas in multiple charanas.
The great Tellapaka composer (Chinnayya, grandson of Appama-
charya) has laid down that the Sahitya in Pada Kavita (Song
writing) must be in spoken word idiom. Such were the composi-
tions of Purandard Dasa and others both preceding and succeeding
him; such was the text.of the greatest Pada Karta - Kehetrajna-
“Venna tinna chinna tanama, peda sadala kidiyoora, pinna peddalu
jera; Ninuubasi kantiki nidura radu - nimisamaina gani proddu
podu - Satya Harischandrudu neeve sami Chandramati nene - Chen-
nuga Sci Krishnuda nive Sri Rukmini Devi nene - Iddari valene
:gudi evarunnaru delpara.’’ Dikshitar’s compositions were in classical
Sanskrit and remarkable not onlv for artha pushti but also for Pada
Jalam - words producing sonorous effect - almost Miltonic if I could
term it so.

We have verse paragraphs in the kritis of Dikshitar in the
manner obtaining in Dasara Padams with Madhyamakala passages
Dikshitar’s kritis in Hindola Vasantam - Santana Rama Swaminam
Anupallavi and the Charanam of Rangapura Vibhara have avartas
starting from the middle of the previous avartas. A good parallel
is a composition of Vijaya Dasaru in Ananda Bbairavi - “Giri Raja
Chitta” - charanams.

Dikshitar followed the music of Purandara Dasa even more
than Tyagaraja, unfortunately only the Sahitya of his suladis are
-available; three of them were published in Sampradaya Pradarsini.
“Thereis one in Mohana Raga “Tritala Trikala Suladi’;  Sri Muthiah
Bbagavathar used to sing one suladi in Gaulipantu - ““Gali Banda
Kaiyalli”’. 1 haveheard one suladi in Arabhi (strikingly similar to
“-Sadhinchene’’) rendered by Belur Kesavadas of Mysore.

The Swaravalis are the basic primary lessons. They give sruti
and Swara jpana. Dikshitar’s first kriti in Mayamdlavagaula - Sri
Nathadi Guruguho jayati” is a good epitome of the Swardwalis and
Alankaras. Then the Pillari Gitams in Malahari. The beauty of
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sound and the handling of swaras in the Gitams gre a marvel. I8
removes the mala (dirt), of the voice .ﬁpd also the dirt in
the mind and beart of the Sadbaka. Padumapabha Parama Purusha
reveals Tana singing. R S D SS

‘. A....,. NamTa

. MGR MM PASDADPMPD PMgRS

A essees  Nam Ta ANam Ta BECIITIN Nam Ta Ta e
All the Gitas are inspiring sources for Tapa Paddhatbi. In Malahan
we have only-the kriti of Dikshitar on Ganesa-Pancha Mﬁlanga
Mukha - in Ripaka Talam ! 2

Then the siiladis we have one in the Raga Bbiipala (not Bauli)
taking Sadhsrapa Gandbara - Tande Yagi Tayagi”-its reflections
are found in the kritis of Dikshitar in *“‘Sadachaleswaram”. For
the siiladi in Karpataka Devagindbari-a misnomer for there. is
little of Karnataka flavour in the Raga-it is just Bhimplas - there is
*‘Panchéasat Peetha RGpini” and for the one in Ramakriya now in
vogue as Pantuvarili and/or Kamavardbani. We bave ‘‘Saundra
Rijam” where D SA sanchiras are preserved.

DDSNDPM is a good sanchara !

SADSARIMAGARIGMPA

Va su deva M& nanda spirtim
So much for Swaravalis, Gitams and Siiladis. Even the popular key
tunes of Devara namas in Prasiddha Ragas form the basis of kritis
like ““Akshayalinga Vibh3 and “Bhajare’”” (Nija Riipa and Ambuja
'Ngbha) “Neene Dayélo” in Anandabhairavi yields the frame of
“Marivere”” of Syama Sastri and “Kamalgmbg Samrakshatu’® of
Dikshitar. Even in lesser known Ragas like Navaroz, Saindhavi,
Gaulipantu and Mangalakaisiki we have lakshyas in Dasar Padams
and those of Kshetrajpa. Even in these ragas of small scope
Dikshitar has given us massive compositions whereas Tyagaraja bas
given simple kirtanas. Dikshitar’s Nada silpa is cut in large dimen-
tions and as the outcome of it we have ** Krishnananda * in
Gaulipantu, ‘ Hastivadapaya * in Navaroz and ¢ Sri Bbargavi’*
in Mangala Kaisiki.

Let me pass on to a comparison with Kshetrajna. Only the
Riga Bbava is the comparable feature. The Padas portray the
broad features of the Réga—usually of Prasiddha Ragas with the
setting in a grand Vilambita laya. The Tala or more properly the
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goé'E 1dbdoed 2UARY sugar’in phyasam; ifls there: duelt Fes not
intiude:! “Theugh the Padas of Kshetrajua:are Written in ‘the fhest
“Telugu'imagindble With.the subtlest depiction:of the' various:-shades
of Bringara Rase and though the Sahilya Bhava and Raga. are io
‘beautifully matched that they are Jike the blue and red blood in‘the
body musical—still the listener-is not drewn to the Sahitya wheén
fistening to rendering. He is lost in the Raga flooding bis ears all
the while. “The same effect we experience when - listening to the
grand ktitis of Dikshitar—which really sound like Raga Alapa!
In Dikshitar too the Sghitya is quite enchanting but when we listen
to a Navgvarana kritis such as ** Kamalambike ** in Todi—we get
‘the overpowering impact of the Riga (siog a few-&handikas of
*¢ Kamalambike "’ and a few lines of Kanne Neevu Padam in Todi).

In Tyagaraja's compositions we get the added delight of the
"Sahitya Bbava—aa intensity of feeling— a Hridayagina which we
must learn to miss in the compositions of Dikshitar where all the
feclings are drawn in. In the rare Ghanta Riga we bave only two
lakshyas of great musical worth; one is the Pada of Kshetrajna—
‘ Neyyamu ** and the other is the Naviavarana kriti—the eighth one.
‘This is a SGkarasa Raga, depressing and inappropriate for auspicious
occasions. It is worse than singing or playing a Kriti like “Paraldka
Sidhaname manasa” in a marriage pandal. Dr. Raghavan has
opined that the various heartfelt outpourings of Tyagaraja in
different moods make it difficult for a performer to sing any song on
-any occasion whereas the kritis of Dikshitar contain only Yogic and
sublime thoughts and so can be freely rendered any time on any
-occasion or place. As a line of Dikshitar for neraval needs no
-exercise of choosy ciccumspection! But the truth is not quite this.
Though the kritis of Tyagaraja depict the shades of feeling—
‘Hridaya Réga and a few lines may be less appropriate for neraval
from the point of Sahitya import, a musician has far greater choice
.and freedom in the kritis of Tyagaraja so remarkable for Sangita
Saulabhya. Who ?—1I for one will not—cares for Sahitya Artha in
a rendering of neravall ‘Kima mdha dg sulai’ (Todi Kriti) is
handy musically though not a very happy choice from the meaning
point of view. The grand Navagraha, Navavarana and a host of
compositions of Dikshitar do not contain a suitable musically
comfortable line for doing neraval as often they are rigidly laid like
the precious stones in a jewel. They are wordy !
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. One ofher gspest. In. the. placiep- . of ;words in. the Rapa—
‘Dilnbitar .and Tysgaraja ere. remerkabie for tim mﬂ with: which

they bring out the Tdla Riipa. Dhtuva Tile, Ats Tela asd Trisra
Triputa counted twice may havé the sate fourtoen mitms; the . TEla

Ghata, the stressed points corresponding 0 ‘Sam’ & * Khili * of the

Hindustani paddhathi— are very different and give a widely differing

rhythm structure, The Madhyamakala Khandlk?s of Dikshitar—
just one instance—** Chandram Bhaja Mathya Talam—

«Sasokam geeshpati sipdpvgraha patram® or tl:e Madhyamakila
Khbandika of Kambhoji Navavarapa kriti in Ata Tala—*Sa kumku
madi lepandyai” etc. bear out the point. The words are like
Kavacha for the Tala frame. The same excellence we get in Tyaga-
raja’s compositions with the added delight of pronounced Sarvalsghu
Pushti.” A few lines might need Padaccheda—as “A vi ve ka MA—
Navula Kori Kori ”* which will be totally absent in Dikshitar’s
Sghitya. A musical rendering abounding in Odukkal and Sadukkal
nceds and is traditionally granted the liberty to take a few letters out
of context of meaning. This is there not only to preserve Gamakas
but also the Tala Rachana, beauties of rhythmic settings and varia-
tions. Some ask—is there a kriti like ¢ Mdmava Pattabhirama **—
(Manirangu) in Tyagaraja’s creations? Others ask ‘“‘where is a
comparable piece to * Mohana Rama ”’ or ‘‘Chala kalla ladu” or
“Chakkani Raja’* in Kbaraharapriya or a Pancharatna? or in
Harikambhoji? We have lofty sound edifices by both the masters—
thc two eyes of Karngtaka Music as it obtains now. We bave a
few attributes and excellences in Tyagaraja and a few others in
Dikshitar. We should have both with their varied contributions.
Let us listen to Dikshitar kritis with Dikshitar’s temperament and
Tyagaraja kritis with his temperament—each with an appropriate
mental attitude and receptivity. To demand an orange urder a
mango tree is 8 wholly avoidable Jignasa (thirst for knowledge).

“ grmatfa das)
and afewd |
ana: (&) a2

et SR 1)
(Kalidasa)



Ragas in Shyama Sastri’s
Compositions
(LECTURE-DEMONSTRATION)

Vidya Shankar

il dias soubsd sanlmicn diaurdradr, dgefsdr
lvrafssdr srCormé@id erer pussTyiD, @dmurdr@ wf flwrwir
srevPisafisr grpepiusTag Hen® dyrds swbg Qsreenid
Uy TEQ iy oeflsssh@ soular srilugffsenis aerg
Birpl. ybfurwr srevfflsefler QaragnriCuremer WhAwrwr
srevdflssr g Gm. St aEGE CerlEQSTOSS uTLTh
Br38s o muUysSelle) STeMiUED FrssvamuUESIIOUD S eard
&5 Czrerfu Ao sanamialns Qarde peiressgistCerer. e gr
rommalmis urguh of &mrls aurfsgid sramisLCpeir.

rr&n sus ewndssfer fasr. rraured Qur@gpfu ever
£330 sreir wmLgh. isgurand prsurwiBed) Cuerencweni
dpg. ow souBESSEO gHUGL Cadviur@ser SgaLer Fras
oy amisefld) oyeud Qurasg, aEdssfer avvsurand yisH
woLdps. D555 anaSTSSrar LANTHTSEEOLW o LY.
&% LHrrud Curas Brib o eonidGasib.

9@ Irajms Hribdign QuryCs, Qs rrssPhe Qs
sreir ULy safliss Hss B®ésCuaw@n. wiSsans
Pho Qv Osr@ésrud @ran® sratsmid 96r m eveyd
digfursd Gméavrd. @wbsraud 55 varsdear Csidms
Qoarwd @b evgerrisafd) s, rreayansafgidrar of 585
wreh wéGn RSB HESH o drarHGuUTed Cxreirmib.

ersvdisdr v or Fe@afubwdr Gufld uryu purier
wredems aargud gerug dmPaafs, sisrrurestd, srwlurd
OpHslnr a@sgsaraCurnd. G55 dpdsaidr Hriousdd
BTEl, VI, HSTAG svaurd, svrad s Gddran@d gergaCar
Smuggeaar. Gmosrgud rretusafidr GrsSCus, ageounisar
a@ig QuryCs A% priguerarri  &nev Hilssr.
19



146  THEJOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. xLix

SRISTTLIT QW &5 —

; um, 10 WS ST Lr; UL ur-58 evr; eur
c’ ....'...0.'...'& J...... m Gp ﬁTﬁ

SroCurHd: — .
s UTr S W s ST ; ur s u ﬁlrm)lru-ujom)lr;
'cﬁoonc«ocdocuoo “'ou-. (¥ .6 evr **

Ao Srfigh Qupp sraiselisr srevHhad mawranymesnd
fo diGray Sibsnisdivs s gn dmydCneir,

ourdded &55 mpaugims Sisawrs Gnsg, greeLd
ugsrwSH HG umaI Qi Jpsren WEHETID. Gwmg Frevdfsefsir
Ay G s poTd.

‘ur ,,ug Aew £ B sr, 5ur,;

b U & eiciincenee  (DapTeUrel Fribued)

B ssiigmw svargSidar HriusHe prv ymuBsdCmb. rrs
amirsfenwt usgHurer g puls msurepd afsdw @) bs dvar
Hdsr yowinld HPNiHg CsrdrdlGmib. ¢ XD &&HrSTED
evrsr : evraGrruw : °’ ereitg fapisug Gurdd @55 svaurnHis
0 @55 svargfw srer adry Csrdward. LG SrvGurd
warnddd GG SHGssTar wariugGEsdr qpen TTE eueriddl
ows urisdGm. @55 rresHd srodvgrid evgsrrw flagug
BDheCud QBisssmrtgagw IJHswred STHSTISMSE
s5Cp QT Qamb aUGTIRsH Frer @misdamBd  aTDID
Qardrmssst e_an®. e srevdlfisst empiuwrs wve Al av Hsu
—wsfNew fl guasiy grpsvgrl evgrsrrions vy der
s spomsHed) o ewisd asiziLer smwpgersnri. Poetic
ficense erergub GFrOVOTD.

Db5 Qran® svgrid egsrrsmss Cory. cvar g Hide @zl
CaGw srawrSsAmedmi. ‘orCuadwdf)’’ adrgy GErodgId
Qurapg ‘v’ GVMITTRYr JMWLILLET hSravsrudule wiwws
B warig CuBe diardlibw, subBibor, wrwbor aeérmy amemsiia
wiwewsrd wiuwiHd evgherrv Qs Hdmadmi.



RAGAS IN SHYAMA SASTRI'S COMPOSITIONS 147

sowrenf rragfled svavfisdr ghems fasudPpe yéfwsg
Sk QarGiperarri. Qs E@E evsrerd vergHe vl
agpe wids sorffl b sCuesiiui ¢ Pevrf —sovfl—shssf—
sreir g epursl awiensws Tydld arfign Qurapg fasubgrer
Sidasvrs QwidpCs erdrg, £Cyp uggswisidr Crisy e
GurLésarrg); uGFiCor® ugsvurs joalissrd, @is fay
ub sgéwiurs gHAGDL’ " adruri. @ps Sé®H Aayud i
B 5CsTaflp SWESHN 6 amd G Frer sdwreid) srew
u@w sféwd Aagud. Swrwr srevHisalisr swwref grs HmE ser
Qu@burgin, @55 layujmss &HPHCw grilsderper:—

“ Srreveur *’ GG Gy wiedms Qurflded ‘  afiursh
w~Gs'* @drgud “suisfl susf smewaf’’ vHOmm HmH * Csd
BeirgniiGrrey aibLor””,

BSsuy yidsdwrenf sresfd opsr srisrro srimar
Cur® sy impbsCUTHgId 95 Smaa Car Sjmwpgerars.

‘srwfl’ adTy Jew Marvusars GHorwd s STHSTYD
v wwsms QurlyCur ugsrwsSdmbEsr swa mitups wWrsGar
sramuu@Gépgl. ‘wifiCs umst@m’ ' ‘gerefl pergy’ e g
e Qurs BaaurCn Carerpidlmg,

@) sirguid o g evr Al A &8 & srswf sr
ereir Gawr papih o6 HT... t01b"’ eT6lt My

fasupBp® Lpunpnie RIGma SusE  STHETTSS
SIMFALGT suHLh eEHETTRSSTY urtsEGmmd.

srevffsofidr Wsinredsgswrer yarpgmurd, evrGaf,
Gzry, ysr@saurref, wregsd gl dmHadr prer a@ssuCurar
Fo%. GHadfl rrsghed of glissms v G & p AEHiydGpsr.
adfl rragPed awvafl e p swEFHL cir @  MVEHFTIRIG
Hayrsinc STinauji 6T MIES G SYPSIL QD KTWHOLGT LIHS
5P pe we. B Qbs rresHpe fs sufun.

" Beiv Brs— 58 s, U
0Or COT..oee L eTeiT gy

@b Quryg B)is ayasmss STramerbd.



148 THB JOURNAL OF THS MADRAS MUSIC ACADEKY:  [Vol. xLix

Cudo aigsificulurgt@urgg Sarst - 66 Lisés
SusSgiLer smuis CurPaud dmeSamn Gurysy el swvsh
S Cer symuwifmsdps, ‘Burunr adrgnd Gn 580 Sitds
SwsSgiLsr Seprsd gréflmbstens ‘ Bndigbior” srdrgy psd
«fild wpa sifdmbg Hoyrsims QurtyQu swsd aBSpg.

Q%5 symuiceu srmisf ‘srofisrucarf’ adignd B $Baid
sravdGmib,

i

OS5 rrEh swsLT. Gifus#w,éﬂd) rrafsgpEs HCrrsatnb
SuCrrsamrb ersdrgy ensudsoror Qausirerwor srérn Brsfder Hod
UGADG . L@ sy dusHSTEr AEHrd TSy L ST
Yomisd sug Yalwisd aglsTe diaurdismish dsurisH
s@EGL rrsvslu popsln agsgs CaT@sInsdmisdr. B
Qeverdiye, o@ Scientific approach srérgy Smd Reruh D apgwr .
@55 Music Academy @)% sIwpléd 9® vsssrar CQsTANT®
Qe méd pg.

LOST T SEHMLWI SELArrwhIsSriGriss TS @&y
gy aydidmsdmisdr. Gog prio Curpp Cuaw@w. §)5s
spdrgrugms CQurliylu prer prewssrd upfs  Cereeon
CurdGpsir.

SUELT FTS Wwmyawr Fidens qporewd @55 o geuGrmuul
L saor H4 Yyd dgaurdr smi Adrar svarfl spiwd e seir
Sosw sTidu ey d Qg dflaurs sLb55. oidssorHH
1. a76), QaumisLrrw giiwi asrdw  srsvdfsaiidr e_@pULg e
urLéQsrddlls gPuyser T@SHECsTITLIE. Hb5 SeORE B
iy Emsudsdh) Blmzds QsMbg Csrerareomib.

“ovdiflran GLrwel’’ et frbssfd ShsL 1308
‘Guearorer srwsiflurdled wiww uipurar asrear agrLew grs
Qusirpid, srhsrr MiQULIST a3TLM-OTL D SVSSTY [JTS
Quarph s pliul.Gerargl. QYEDD 955 HTOD BHSGHL sy
L5580 sdaLrald gm ovgFrrd C‘uss-u g B - o Asr A”
Bloss wasurgsh Qurps “s 5 o amausrs @Gddv. Gws
geir QerACper ersirgged Fravfseflar “uri awd Hg’’ dpd
dand sursgrgflér ‘avwuwgp’ adrp L HIgd Vs Qare
ayrLawrsGa sravtu@fng. sragy evilsugem-afsu wsfe
ArrsmrsHd viuw, Payrsissr aigi-&5s Hayrs (pGursd



RAGAS IN SHYAMA SASTRI’'S COMPOSITIONS 149

4@‘@ @5’ l.ﬂse;d) ﬂgmrmrg q@rwcmﬁﬂa‘) ,rﬂnq.lrpw anl’gm
crdfmnﬁ ooy puu@ggmpp@s srdvPiser ey mfﬂﬂﬁmﬁm’
°G trump card Curdy ewupg SguubwRD “£rrsmrmr aGHs
ugevr rov”’ aarg few9sPBEA®H.

ssLrded fogrgsn ugirws Crismayiedr  ambOuTapg

ur-ug Bsur

uriend PerSer ST SUSSSHIL 6T  aprevMILTEa)D
BLpims Quriy amb Qurys HoFrubp Sisdswrsa)n Imw
apgyl. Bbs Beyrasms srevffu e pdd -awrww Qurepgs
o BCray jbFib Gpaﬂmn‘eﬂpy

a1y 4 R5L0mbs RrEHaLET Gpucd si5 Haprsepbd
(W) uGrusEdG i GG Jbsr sTisTryn (UsT) evwp
Ao Qaafl@ed o _drarear. B TG FrgTrenr srpsTrw (3 freque
ency) @eo. Geuafl. @G5 ‘af aadrmd weiTm efiswrs Sewwufb
uy sravdfiselldr o @luygled urisdCmuw. “uaL eSHw
SFTLOT" " cevaivseTsiTgd @ Bisaflsd GldmTwrear evgssrrisaliened
Bbs rred ApiyLer sravou@dpgs. Gdraud siswrs S55
Boayrssms

WBS usrs .

aerguh Grsdad  ShHsr
g SreiTL Brmr smf ereirgyiid
s oysrs yowsfnsdat.

sVsLr pragams Quriy Carurw Anayer uryHurfar 5b
sar sNsHrs e giésLr srrgud shuld—" pis@mL absTT
Cug QrrbsLrsGo’ —eadrn @@UTL®.

B gus yusid So yhu
srugevr e B B sr 5 ur ereTnd
GLsde Sisdawrs &55 BayTsd amE P

o® yo» garsauraldd rra olarésd aargib 00 b
&Lr gragens prer diaéds Qerdashe gpar ewnds soor B4
uS Py @srawrdr QamisLrre  Suwui  Suiskrs Fhiss
Hursprgier sdscr e plugdgieiar feo doyusisdns Osf 55



150 THE JOURNAL OF THE MADRAS MUSIC ACADEMY  (Vo): XLix
O . P |

QsranGrer. gai soLfld aug. ‘CsTurRigoper
urgHurfer giésLrap Aurer srsvgfsafidr sosLred 9Cr
‘SjEESTE, @D Jursyrgficse @lundd rresvamud FHoe
Gugurirss GCararpdpg. geam svarirGurshd jdswrs
BelusTd vy B)wHésssa G’ ’.

INOS5H Apsroed rraw. srevghsdr HAjsrvef smBow
QupPu shsitud geai arjimsds 9o Gdu b, gm
swvwd Qurinied Cssaniur ggpergyi ewddvgrershpz wruds
djurdralms spfés eupsOurys LT Guriyude Huror
srevdfladn ambuy remwisrdadmbs o550 a5 .

rrgrnssh HGsr IrydsepiGar ewdiEssmsl uwear UBSS
Sjoui warh guudidi. GHESTIL ewbsvgrarsiedr wraTimzs
aré&@h QurpiiemuudVMT o hpstlsringpiuy e Ssre) apsg T
srevffsst uema@ iy v bs swg GEosemgawrar ubSTmE
arrafdsdr ewiifow sgnd ‘Gzl LUCrra ewwuwndCs’’ asrg
sremsFueL pgpri. “Crywruel GguniGs Cpdarg) @ssrarg:
FUGT TS5 SWROLCN™ adrm ‘‘pré&vég ouwn Qar@UGueT
erermed preir CaLswriGLer; @eluGurpés wriCer; GaGo
smiwryfleuris”’ aeirg werbd @ wopBLLry. @) bséwm~ Ml
STl asrd Srlurstserd STLG  svanIrCurstises
usgrrer Frevgfdsr ver v w IrBHusdéder per,

Apgrwesf rraw 56z Cuearnrar ayarepsniflurde gerwn.
agamapstifurddsd Quiwdamrsr EmP ¢ ‘wssCar awr®m’’. Sy
Frogl oérp Quu@EpLsr Ao aiffu agssrrFismLar @) 55 rres
MFE MHEUTET I (HSS W,

ay@rpascfur praCu Spasress auriCswsryismrdw vl
e sUrweflu uwi, W shwr ursaugt. uruprsn Saer
GQauisarred) Sredgh wen s oran, sSusrouwrs @) bz resn-
rran-grann-udod sargid sLLH DG TOSHECQaTHERL Der
alpe Irrudwn HopFnsdpg. eyFTesnIfurder geirud
sorrdw euewsf, urefen’ wadw sreiselldr YQrrsewd SrH
STy ufRULTE S plulymsdps. B)hssé smLLgmgs Criss
apsruenfomwu @55 hf urféiguidaar ? HCrrsam HuGrr
s, ewAew-vwughHw-wBsu-voRlawNaswu'
ussTIb e flew - U ur adTy e HECETHIINCS o HHd .



'RAGAS IN SHYAMA SASIRI'S COMPOSITIONS 151

" adn Brib aorrdisy prsgSer g@rrse e sud Reaargmsures’
A0y, Approailsd @ dar (Grlurshsd dGrayn

flu vu fAsevr
Gour s garafl ... oo ... sSWCBET Ffov erdrgnid

amd GLasald) srosrrew sTisTsEOmEE aplgd  [ous
Caigr(id.

g Pov—edrg Qerdgns Qurggy £, & w a@Gp
Sjouidsd andpgl. dvargms e seflésgn Curys ** srfovr
oot Qesrsigur b5 Aasuifer gygeivarses saaflés
Caav@. I5Hs SIvarorar SrEsTrb aygims GryGuw
ampb. Gs drCwrsgms Apflsr HrousHCaGu
arf evrev
Gzl 1@rrey  deb uriédi@mi. Mfayund Sidswrs aupHd srp
Brriemss O grirwed £ Heor ereir prevmik : —

BT-wu-5 W G gTr—; B STOVTLESTET—TdTD  GLksafsd
fmgé sauefldasord.

Apsroef rragfe s58mH mpugw arorwr adrp  Sr&
s&mas et G Bl T ausds gmpddr Cararrfee oo
ul L B%re)” erérgy s Bepi. Isragy @ubmsurs FriysHer
Qe HCrraem sHe svaurhiseflsr svgraTnadr sHnd &GO
&8a g puBy. H&ECa CETEHFd SLGIUTLBLET, BIrb dvarisdr
Sjeny. b er sograrmsdr svBriu@sbéCardrer CauaT@Ld.
smo  Qrerrsfd  uridfiGmw. ayargpsnIfuradedd  ‘susiref]
BrusQear ¢ gy auGar,” “wiGuCr’’ sdrgy ushov Pe&f—
aeirg aumpw @l tisalld sHIEMmE mgusisLdar Hy@WHES B
amgs Cs 8w, eurdlided 19758 wiwwd Curd egatrapsifiur
Garhp wvefddpg. @EuuuuidTwd ¢ ushs’® adry &55
wpugsBer wHu@sH Beyrsims dussrd  msasL
srésrodaumn. GldarCpgrar fAigsrvad HmHAgid o HuB
dog. &G uw ur 5 B - FrHevrev.

SAwurweow urerf) adrgy 555 wsuzsmss sauallss
arCusar@. Aoi @) 55s smHow 555 Payrsd, 555 wHuLLD



152 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. XLIX

EEE ‘ s . Rl

SbET arpgyd [ Qe pen g S0 u u:r@é] e, S B
m,isluwa:@,aam mmpgédaﬂmé ﬂ 5 un_lrjspr m & QCI—M
Quirgpg oCsr light music composition Gurw,,% jirsir gl p3i.
By suldrsrugfpe ACrmzd. Higrom srssHpm erdvdf
soir AmHgrer HSZTLH Cueirgy a..ym@urr@g Rsp Lopfber
svaipusms wrpf Sruewrs Gméeh um_u-p.qua),s 5T
S sfiug sflwde.

055 Bssr Curdefl rrssHd ‘BumdL’ eergud HmH
wd uriu@urih

uwarflev eww s iur

suLIL muwhGs — HYrouimss saalsegn qur@y
srevdfaar §)55 rregfer HCrracrsms ov & w u H W mwrg:
gpps Qarar srag Qzfwaody, Guln dmHBgnd * ewswu
T D HH SLwawrag ardddv m & Vs THTYSTET JWESL
Ul y®MESADS. IS svaurTayr SjerluLdr orvsLmedm.
S @iusiewslidd srrsvsrd Ggup * gu Qurals shiaf . aerp
BlsHgud svarfev aargd ¢ Urgpgbuy’’ —easrgin G S0
ws-fev u B v U TETY agH, W & v CursFEFCL Ao
Bmpougrss Carermdns,

urs, Vdgr psedw rramseigne @Cs PHld HCrreavs
B eavwsw aFCp Hywwisy andps. widwuwrs, SrobQsEn
oo piCaCu @ms e ewrrevrd

N T & T o T & Wi

‘Borwsraf’ sACwrswrsr’ — HauGrrsansdd urs rrss
D ughsws  Csidmsyrar ogussder Gusit  Yyemw b
amdler pew.

Qlgsr rrsSH0 ugruh QIPLIESLTY MEUSD o6
sugrerHGaCu sremiL@dmg. ‘¢ sre Hearg—~Cpr ', adrp
YPITT BLBSH DG aups IpGL— uss sdusns’’  adTums
srwr gr 8 5 ur’ asrg aprwd ‘‘evr £ 5 £ 5 wr” adrn
SPUOMUL UTTéEGL Quryg ‘ev v & w’ aaruCs YCrrsems .
S0 o5 Quars sravtiu@apg.



LAGAR (%, SEYAMA. SASTRI'S GQURGAITIONS, P 13

- ak g amnd wesp i QOuTAmmY. awiytan. adg, Al
GoLn siulinud, seduifips ferdedind’’ amgud,
BBl £ wr ur 5.6 ov £ adrgy QEILAPE., - ANTITISRR
“gime~a’ adrg ab Qurgg B huss’ addg ‘whsRugT:
ad@Cy syoupioidpg. sipros and orsib e urlis. LW
BT STHSTT @iy o srensA0 * repfidmion’ ‘."__"gl_'-‘g
QLA svyfiswrs ‘urore’ adrg syeuyh QYrEs HASFESH.
srrd gliug @ps Fraphe s@uldswny adig aor. GO
Qereddméfmi.

Qsaraflupg rrssdd wiuwd sismsbgn QL QsrPEicn-
BP0 a.pliuyseid Ao uGHsdr arfsélper. 4

soBPHurdy srormf—sreardisd. mear gesafidd
perguiCrres rrar. 9m LHLL ST Am-sremihie dérrss
YyLer ‘durw Smajer Ganrsh’—@) sedr HewiniSalu S
aragdhew sty srarsdpe e dar Gupews dsHursislnis
uri&&m..

Curgiurs srsvBisaficnr o Guuysls sasfsd Hmiwr.
Sy QGESTID SATEGLT Qra@ YTy HDLES wwGb.
Siutarer Sigs uruses Queliu@sHs sribughoh, Frs
aueritéfleow Simple to complex areirp gpe pidsd FILILSHS HYO&
s@israr snsPadr geowsyaari, Lafst grs dévgri
ouGu Wrgrarurs iy uddou goary JyLSSTE
ASHS ThHp dérriHupar sy@udedder a®UY apsdumar
s%n Quphi. Qergpib sremsHd o® meticulous procedure ot ér
SARlur® SaT paSOWYL G SLLLIS @uss rrs Ssryrsas
eyidinadwi. srdvdfadr g@ srages HroSssrd, eys
. &b aicer Bpiss Yuursuy 55 rrasHd Garergd SSuSrr
wksdy adard &pd Curew Hrind eS8t

srevfifisafldr sveurm Asalldr rramsniup R Qurgiarar fe
Qusiadns Qerdw dmiylCpsr. ysorag om rTs QETuer
uggfeou SBpg Csradlmn. ue dswrar wssrdseyer
a@issliy uriddCmn. rrsaaiiAdY aEsTIUsEH Gzé
s Qrgidadserier gyomwvyd CQuryls graayadselsr Grers
sfujmps srandCmn. Bdrgid GHlurss Qerdred, wvjir-
dup:ruﬂzgv@ﬂru'ﬁfﬂdr Giwggausmsl urisd@on. arpimsdsd



54 THE JOURNAL' OF YHE MADRAN'MUSIC ACADEMY ' - [Vol. XL

sidiaurgs ‘testraint” sreriigrd’ G aorBela afuriieL prd G
up o Puutur yaarsh wmé’ﬁﬁﬁw Bbs whsrevsrd awrssk
Ao gt b5 setembau oL LB, urtliir L rggyts &,
argfuvregin s @hs uigand wisrdvgtd a@;umﬁ,ﬂ@é
THUPLpE. whpir dvgriid ritdizd B55 o dvmuweu
sravffsafier ety wargdsefigid srendGmo. rrasSer
whdewu gaQars wariugfmus Osradl srdjukslré Qsrd
b Qured  arsSaramasafler cﬂg,ﬂwrﬂimaﬂ@sym e emy

wudpg.

svrgdder seuvlimul uTidégh QUIWs, Ssrag, G
Carg svariugd, sorafsun ugHbs) Sewvwyb Qurys:, o
Qam@ soarsHp@ gF Hmrd ags. STl ayisssesco
Gumburgin Sirss - svartisegsn, Gpdu sWisésemscs P
eSvarkisEsh JmwsHumE. )55 Hbssmsl urid@h Gurgg
sdiurg rrs deavsrAuGd rgFs  gpu@euwary  av5CsEh
Cgrerpeorn. Qeamsd@Gmp Coibg AECLraarp WD e~
S, @, vargd adrp e.GUUYES o_sTars VST
Sefgs Furwr stsvdfsdr rrs aariiflou Hyiuyurs asgy
usfl urend FHUbYD LsHEET MwYhsLTeT AT HGEGEN
Goye, Opafla QuIr@gifu geuviysseled Gu b Rldmiusrd.
Bésmp gysrag 9Gr myrvwwrer swradjuifed Arus
Sanyu Gwrigon HHCsHIb sreTiuLddd.

svaurm Hdsr gewumus HPw  Sibors sravHfsdr HmB
safled svar evrailSwid eerp G - JKSTS Do L.
@f s@udndimws QsrLipgy evariugdyw, srevsoss
QsrLipg ewrafswl uSBuyh b, Trs aaidfézgs Asrors
adiairgy Safisi sug dpdseiid wvwiuw sTe  aoraf Funisdr
PubpysrenaGurr SetarGp srev Hfisafisir svairsrafign sjenwir
yassr gm dAmAmiyisar rrs devsliyss om AsrwCurd
Syemwdlerner,

Buafivgy e ese BeirGor bl (Bzmy.)
CITEBILIOT ev  wos S@movea (erCarfl)!
. wrgsanH voe wrwibwr (BregPes)

sroardialgy ... e srorafl (arrafl)



» .
RAGHS I SEAMA SASTRY's coprouITIONS 155

fo AmPsasfici ug,ﬂmﬂﬂa@'bp Sdar eurgfigu ey
sreriu@ipg. Bl Owdsirirey Yophd Semusgierag
Peofvw e fuwA-Huwhe
BusCow QprsbifiGs
@D spTud
(wiwwrard) Bfd Dér viw srashd Seowigaimb.
@ppOd 6 smygdy Gsripzy 2, 5. @Gs Sovidd Culw
Blran® sroviset vELL MAULLASHTIHD Bre® Yo g ol
‘ughdt e @, YD YOOSTEr Bnés Cuar® Qudrp-sudvw
Hodw sréituens uw @)L lisalld sravSfadr srindméfei.

o Foujswrar sEUrGss® sveao st 1 mrsﬁﬁ DGsr,
wrafswsHHGsr fm umiswpd, THULTVD @SUTETLYHESD
yopou prib rhisCGuamr®n. ow Cadviur@sdr Fraura s fd
Sdrallsddfdrpar. ‘guafll’’ - Czry AeHld srimasdr
saaflsCrrurgsd Hrutsgwlurgg ey gsHdr sriemar sr;
P55 srime sSTLY; QsTLifn fotisurer apudid Sy
vGLd. OS5 Juijsarsid Hrousrima yer asssSursd
Hérd. smLflgnd Bérn. Gemasadord. Igaer grs yisH
Y L6T OILSTH Srar srev Hisafler o Gluuy safld yraapn srar
Qo pédu uraid oL umss sTandCmd. omUsIDS HF5HGH
sés rHhlsd gHmwiuGs HAsrwrs sSraTLuEApEs. kst
arwrsfl’ aedrg Gus, a8 B B 8- 5 5 u-10 & v A adrpd
B suwarwdampd Ao GLisald @55 Sayrhsda Qren@
S@uLRser gjenwujb. SHwrefl it Sgud @)ps Sewienuc
uriéswrd. (@GP Ao ugdstn ardid@pear) @eargun gi
Sussmg daréd) erors e.mreow YusHé CsrardlGper. srev
SNseflsr Oerasre HmPaelld) rrasHed sramiu@w deérrpHow
Hmb SepuBEfGayd.

FRESTTUTRNSHD  see oo Fremd (Coel)
&T LT ur

ur eor e teo BCsusHuef
FTOT s oo Sawrour

ysres su(rrrsrﬂuﬁsv
*‘ereitGarrapid’ — oy gurishevell
“QETHS ewh ST HBreir HHCaur’’
Supmsuysrersggub e fmwvyLgud Hwldmsdsr o r
Brig, wad s heusdrd ullyfarores easuran® Glos ougouss
sardw Quridaims pms(g Sl Hmsdmi Purwr srev
Sfasir,



S Gt pr i
ﬂ@mrﬁ@ dyettions it

CH!NNAIMA 4

LU S apse wer, mlﬁﬁﬂm Gowafiiswrss Seph
Saisr, S@. ousi aiggretfurt, . ,ﬂ%@ ol, b Borres -gpuim
srir, $©®. A% Lmaypemwretfunri ., wri @it §laikaeyr
{ﬁhmnmfﬁg;;.ﬁ@ﬁwmulﬁwn, sewg  BEmrsmw, ‘ApEs
Cuesy bt @f rrolymefuid serdan Us H Garefgeai.
yita vrrsiifnGar90s; srgmmer: Blaremr sLémb: sdh
wphparTs g&ﬂé sLajsh Grr gz B s i, . gub. AmBasia) G
S vaiPgycier gmpsdns Qsrieds Qsmeved B pasiiib
Gsu&rq,uugw o @@ A souksalid FapEagd e aw®. *5rsT]
Bwér e arln asivere) Caeirnuyd B adrdns - Hmblsecs urrr
v BoidmCu? Qo BAur? o didw Savzwsmedr | geTgud

SCmbArgnée . 94&06«1@ Cur' s Qsr@Spersr aergid &gy
Anislar? @Genas wrayh o GTEMUOWT CTETD PWID- TMES oL

Apy. e vEssmzs srovagfu B Gdaary Qelweror? ury
uLsd agpara?l eaerp ssRE@mEsai. :

srornésn Cupn’ dmfadr QubPimsgn &)vduads
ASphss SBAPETE®. arpbss stprisn. Bubfu HeHsCGerr
sl s, Bl 9® dimsurgh. oS Smayer
wsrerfari awGp symyséstubhp ‘B, i urfiugd asbe
e, -emdiiure @ o Srdsh -Gus sush QurasrGp awrrghes
wrsl urGumri . Qg ssdin pradvarn; Ged, BepsuSn, CLrd
psover aurdSutslryis - perg SHDE ewsSwreTLouf. LT
srsPrsHand By, GBumss Cps LLisdr o_ar®. Bib
oLy FuisemssraCa 97 5HCwswrs whavarhissr, ofeTL
&6, ugauieamd, wHwiw Bembuy sTey HWmBHasr, weflligurar ST
s, grasfl, Sdowregéstr, Cgair prion @mausdr grraTors
Quopplimsdmi. wvswyfl aursr, GCauwedre, uradn@® risr,
shsr, SoCaunis_ argr, ausps ylsr, Agour HOW pLrrgyr,
Ysduar Qargy ogudgtsda. afigivgrefl geraf, i bgie0
Srafl murdl, Jgy, Gagri, Czeay, abpdBi, uvrlssvef, Crfur
Yfu yradadn Bs ypsrst vudauRSHAmaslmt. SewLb,
Béy, Hoveny, Dy peor, Hér gsb; SAsrd asdu srormiade
-y Bsorss esurdrymsdmi. i CumsuraTsrd BUHD
Cuab Hflw pmrukslrd urguyd ST, Boui Cpiniims
Ao suudisdr @by UrnBEGESTAIL By S, ‘el

b



~~~~~ R

157

it od Gratfb sﬂ&uy ? prid ﬁdi' S wps:colrgmr? mir&w
.a_dt nm_&;dr@w uri,*’ mlty Gnmirq. flralrmr_jﬂ@sd@lr.
ureurL s @pars SiCsa rdf rritssie Gt dvargepilis
Qriigisrerst. preir GUCurg uUrGn sdwrefl prs svargas,
wpéduwrs i swstsamie D, ,ﬁl_atg,ﬂp@u) Tppan p Sjeowb
Birerg), @uuﬁ;bgds Quprn’ e eiienmis®r ' Gu ,duﬂnﬁ@&'gm @ait
tﬂauawwulrdr “siby e sramaf @i pows eawirabry ST,
sTEgiasoL soairtisdnrg uriy ) gid sverwrar Fibyyiewr: srasrsons
odip Sjaitdpaiors ury, Al svarioms vougud ury,
udwel utBd Yyioreodrsrud GuGurggs wepps BLLS
STET O uMSSULBTT, i

CuserL srasdéd Heyrssens aigd Qsing, ‘mwosy’ Gr
Cursjemg wuils @& S-srar i sog GubpHEnsdwpi.

Ao sroow wLGAD Goss Bauer HUCUTE  STETETL
B Amoyen rryg o L wri Quufld gm Hph Qeiyvry g G
s Cuabr_, 50iQ Saumars dmoud Goeord Lrgnd &r
aprofur mrc,éﬂﬁ) 9® ugaiewd GQupf@i. @wgs Gs @
wlpsfueL bz wsrrrgr Gamy mpovsrarsHe &iGH Csduy
wrm Garsmq.@rr LS Garg eLd HN  Y5HG L)1b
Sraladv.

L Hsepeir @Blaud Qg apsed HmP srion grajHo ' smenss’
crergy Zangh S@H. GYimssLE SOULTrsS urLd Gsdyb
yopls dprusgd, rioarg s, ooy s, 565 Ho&Hadm
Qupfeyi. GPLS L shisHssr w G SrCurdss, yisred
- TR0y, ey TG Mo, SMRTLFTLY WEOTAT Sratsdis ww
sHrand o an TG uy Ao AoHsdr GubNBmedni. o sroaw
wrs sgFuGs, wararis svaumur, Hbwe Henps sapomd,

20 s Bumsd e Le Cori HPawrs  Gmpbsunurd
il sourenll rreghedr ¢ Blagy CsCp wrsr LFsay UL gre”
‘g Gousir) | eréir sayLswg Haisd Gsir. - QGordyd o ar
Ur STy B 55H ereirder g pmEQsTer’ ereiry &5 MABELET.



-138  THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. xuis

Sreoupdl rras P geraiorss ACrrsen  saGrrsen s
fogu artgid Qsiirgy ayr e FrEwori, 'ﬂmu vrof’ ereirgpih
rragess sav@inds  ‘upQ wrel’ srev gth aﬂ@ﬁmu BupH

wjsireriri,

B vews sr& Cpy”’ erérgin sgm:pgrsw rrssfer dws
B ‘7 prion! SOw wefls@i) Iphgy sivw uvdrsdn IyPiUdss
dZowr? wrurd rrauewdr £z aran.souGu.l Sjusflés
dadour? gradeowCu @5 A dLadddy aangsd ,m{ar T

wrsfrn ? adry sLEGSETCL KDL 5 fé Qararymedat.

QuEisenmée JHED o drer P adwurTw  evarBulsr
CLwfled, 8 wdagru Yl Qakis@Lsvairr” aargud mHmws
Qoiry ‘Su ssfabrs sGH5H riisdn s srourura’ ereirgy sdluyss
Lo sansan Qpnawrer of Barsdmi rrisHidmi.

T prasvarrafl rragHe varims e migh 9m HmHows Gsir

Amsdmi. b e L& Cpreowiupl wisdr uadigwrsy Gus
aumgs CsL @, ‘‘gCavsre! prens @5z Ogarwsmss GCsi
CLe? fwrs @)55 e L% Quun SefllsH srerdars sismyps s
& Hurwud sovar? e arég Hurud, HGHwuruGew Horwrsr?
“Gopma B OmeTw Quid awsdd Crl? paraflilgy urde; serard
o1y OswaGur? °’ aerg CaLymésdmi.

“uegEryssr'’ erdrgub susrrure rrs Lpd om SuSurs
Lisgarvmi doiigdpg. P& srfrriwrsn, sross @, JSTC
Frglar, SwsSLD @mms&vu Curfécd om seofls Apiypp
dAmHwreh.

apwsiacf graged davusre dpdadr srawug SFH.
G®BTHI ‘Trajev srerip”’ srdrgud davusrey HmBHld, ‘wHT
srenh Qg urwrguwlas CrrGauam@; djur gm sia AGray
®s Bmés Cauan®d,’ aery urGdai.

yarpsofiur prejfer ¢ prd sCurHL” asrguw dpd 2®
dgeaug yiremwrer ow sL@UUTGLW dmd. s s Crgeanaus
s u arirriyaws srourpp dearpssrCu ! prer  ([G)duerap
Couawyuyd srourhpos srwsCuen?’’ asrgy denaydai.



ol Mg Nemridesvuit - 7 169

L agarfut Qedzin sdew Qérgun stourbp rrusdr aiFrs
B vard Qpr s, Suadsd si8srasurs Fmss, storsors
acir gAgHr Caaumpmug sad Gwsbnistar I G)adr wiwy
eréiien? ‘'&iw eibisey edLoeT geino isell epet evbi0 Hes Aeor
wrevfiGunfl Guwdren’’? srérny sarg Csry Frs £@£aﬁm urg
‘@ seir wi‘wﬁwpp @sfddururs’, ererdimd,

e

. 'Gm@a'sﬁ Gugafll fdrgy sl Camrfifdww (GWrrwor”
g arssrrs ApHad ‘g rror! B asslr Quivaeengrd
Cus aimldorsaidr. prer CsLgw Cseardsgég ufd Osring
Qpfwrgasr. sLdd agslar Si GwbsTd crérar? Lms apigujor?
Cualimés Cussms sl o Lariffpégh ulfddr sHsmer
srar sHu0’’ srer i,

Brid gmrwss puurvd Bmbss HABOED sLoUrd’ rrss
Bo g uruym Gsedppmims pridy® Fury  geTweypa
B HHaur grior’’ eveiv gy Cargdorweor_pg uTrgujshermii.

faii, ﬂs‘:l@ib Corgy Cur@ur'? arergy @lspig Cuilu CGurs
eid s diwg svlimuerfy Brv eidiss puy 56 W i
s0Gs" aedrm uryimadmi.

281 Guemb anfl sTBCurile) geTwwrdl, Hayrsd gy
Qritg ayrLow grswrs ‘s srwCurd’’ adargib rrajess
s ® Iy sz ¢ BlragCargsw’’ adrgid EmPowliury Gms
dAmi.  CururSepe uraar Cgue” asTgud &&5 srCauf rre Apd
Wded “‘gror! ‘uru PGorésdr ureearh QFlLaST’ sTeT g o_irdaTé
QeradlmiaCean! otiugGusiraed stirdar ururgwor asi@p g Hms

-Glameir’’ steirdlmgir.

281 GuearsHed gaTword) urayris Frawrd daregw apAcs
srr onagfer AP, (sardms sHwphpust ety uamfidionL
Qriiueissr Bl 5546 s fuamgs GslGs 50538 Ymguemps
& Csedrg) vand uesdé s5pdwi.

Sl gyeirw evarr UrayriEs Frawmnd damigb srurws Swre
rrssdled, 'CuCn wurrgy Guedfrr’’ adrgin dpSew Gup s
Wnddmi. Gosiurgw &hgitun Beayb amssn srémyusrs



CACADEMY  [Vol. diIX

Dosrs. G pep s pppd Gut  Sludannss Rob
ari. NS prer Sary BT SE. . @Lat - arsrerhiusd
apsourapg S gugy sSsrsrk. ST D Mw
ury@i. &Bsrari sug sk Sews sen@ Bsan seil
diiri. @55 S@Hdsir Quueger, ‘g udw ylerl prdr asar
sap OsuGssr adigy. GUuy Hdugddr Cod gkub Qar@s
Ami? germ Grewir! e aézp Gi%aCw Herwrsr? G
ﬁqgmwrr? o6t proges sulurapsid Léelﬂ;@w steéir pr Csus
urQuibr qug saum?”’ srmu,srr@ds. '
A

sraprufwr grssfe sgiivsr’? gimageos) ygsS wvh
. Anm Apdou Qeudeidwi, ‘e Garrrglr, Qusfl, whgud
B2 0w Ssrburd, BeupBpsrs assdw usssdryn, Cssfl
doiigsZryd, u @ ypiésdryd Qsréodmissr. ol Hooud
CaubisCLeor! G5 o wée sh adigy Carargfpsr?’’ : assdwmi.
vpsenGu @livy Gsdagos @sporor adrg Cardrs,  aarg
urgdwGw urédwn’’ asdrgyy sy LpPeow Hbi sdwreh
rragfd Qupl, ‘el PApEICR aerig @i KATHIW
earrdpg. arerr ACray_guigw, susvdagice, Sars
Gﬁn'yw drrigfégn uisismig, asadsgign Amisrs
suarored uren® risaflsr oMy Qupfmige aarg uréfuGo
ursdwd’’ sargy s pdmit.

“evry pHEGR’ "’ erarguh Casgry yras AmBuisd ¢ ‘ursHésrs
Brer o cunlar gy B aaalLfpis dod evry pHhe
psfwwreyur?” stardad.

vefliraurasfe BuhRlmeGn *pur SurFsT STET,
aargip e 9m Curidayi.

w6, uasssE Qsremymps oSGuET uslipsrs
Syspp QuesCepmsBou wem g, s Sysrs Joss unss
Queindmr wewrés wgyssrer. HuCurg adpgisvgrell Asgri
rrag e, Qaizd Qasd Qzpidlar £ rh Oppsel aiefpsrr,?
sTeitmy 9 Qrevaflapw uTy Eyi. '

—



ddwr A@csemrorerfiurd 161

f®. & regCsrurersrfiurt Quiisent ais suwsid,
“or gr of prglarurdavamd ) adrgubr  graiowu

Quppeit.

foi GEETHALL siifs dayunri arég arsd Gsiw
amar. Sjaiser aor growefislryn Cuandwr  @LLLTSES
QarsinCG ger Buw hPlmad Sissr? Jsreirg CsLs ¢ @) pg agar?’
sTéT@IID YU SQwredT prs grasiou HésamCGo Guopd, a8
SE5EGL UTL(ph GFudigsri.

Bseb gsrrordmps 9@ Heymuulder wrBuirt, SjeudmwE
Sr2086m sgy L el Gurl @ Caulvadar QueieTd Qrilin oabsi,
B%mis ur_sHpe S@iiyurdr. SuGEG S®ETST UPYP
Coal@mb yefliuri. s Hoew B sz, Curser rragdd,
“@h oy rH urgGw @ QsdwCrr, # wsaliGsr £ WrcsHs
areud SLUKCH” asirgy 90 graaowu urylxsdai,

safléflpeuwsafld GmpsTasfdr udafwrear, ‘giu srar djwur
owsdba’ AGyop. JOD Ao fLisgmse w G BCGray urL
a%ré spouri. yETH QM Brer prissr Gt NmECsTR. G®
prafler semp Y ylGsSsl. Fmwowed Qsiunderés sramalddy.
Fon WM D& Geral® g SWTLTST Growrdrgy CsLLg. prissr
uubs QaranGL sgmad Hpés, Goprsi savsalld Bi anflw,
““ffifs Cren eranGs, £ pdals Cuua®’’ adrgy ab pgiso
srefl serafl gragfd gm Csai prosms wvare®BED urys
Qsramymbsri. 104° smidded. b PlCa FdWTwd urys
QsraTmbSTE. LISLMT SDOPSH b IUBGES WHSHIM
e sl Heafléss QeiCasrd. eut uryw SBS0 UTLEB Frassr
SUuCu eaphld QssanGLrd. st Saissr wis SbiSuddr
P %ous sIT®, jumr NZwssscdsrev® soddert.
c‘saney! o_6r oL H% @ity Cursurs Qmidpls. aarég
Bhbd Qar@ésd s rsr? e_or anflpfsd o_srer dBsmsww Tdrd
e onég Bfwwrar FLises@ QeTdalstar®. 6 urafow @5
sudr wr@pd BaruphHpddd. o 6r GFwed WSSFHud TSI,
aTmOYy 9m s0ly rTED. dd TSMEL GE FEHFTTUrUS®S
B ysiydnsdgi? £ 9w Cues!’’ adrg gyspis, ‘@55
Bwd eTearE@ eurrgl. o-6r wearw Bsan BGSUTATS, &SLaj6r
e_cirdar Bseyb Corfédmi, sLaGer! e or SWwl urwri



162  THE JOURNAL .OF:THE MADMAS MURICWCADEXY [(Vol. xui1x

sard S0 bgy Qssaar Quegg,’’ ada@t,  sén osuTd’: 509
oug 5l Haupis vHLH QaTESETT. LN SOBIF ST,
“oerem | @5 el aarign Qurgssdaddy. e esund
Qargred pEhe QsT@ssTwrEd Y wyen®. prév @b
Cpriledmizm Hrpsorwrs AU AGCeuer,’’ ereryi. RDeoss
CsllL L&t Saitsdr o dignégdr surwmLbsraw Cauafild
Ny ¢ e mdladiar wugHuwwr ? Beaaurg sLalr Hlwign
orend eewkg Slmoums £ dopg il rur? e.aég LYSP
dGw B, Gdarg BeafQurm yep $ Cusag qpapui,’?
adry Qsrded GmpTSMU peirE LTI S5E CsTaiEyTy SHEsERE
&4 sUL 2T QAL G QeadrZardgl ypoul B QFdr@i:

GORrsi o fovr@isdryt 96 prr@anyd Qubd
dmédmi. @edarg srgian, Cumsuy, USFHLIAT TATE GO
prafcr mPalariuryud sws daflgv G oo qardé® e
uefips Qreirdar By flé gar il gEsslarismis pren aearg
bereowud Qsfdisgé CareadCpdr.



BOOK REVIEWS

UTTUKADU VENKATA SUBBAYYAR'S NAVA-
VARANA KIRTANAS: With a biography in Ehglish
by Prof. K. R. Rajagopalan and text and notation in
Tamil script By Nidamangalam Keishnamurti Bhagavatar.
Department of Statistics, Madras Christian College,
Tambaram, Madras 600 059. Price not ing‘icateq,

o o (o) % —

This is a cyclostyled compilation of eleven Navivarana
kirtanas in Sanskrit of Uttukadu Venkata Subbayyar with notation
prepared by Nidamangalam Krishnamurti Bhagavatar. The correct
date of the Uttukadu composer is not known but he is stated to
have lived during the time of ruler Pratipasimha of Tanjore
(regnal years 1739-1763 A.D.) He is not mentioned either in the
¢ Karunamrita Sigaram’ of Abraham Panditar or in the ¢ Sangita
Sampradiya Pradarsini® of Subbarama Dikshitar. Dr. Gift
Siromoney has rightly pointed out in his foreword that * either
the composer was not well-known at the beginning of this century
or some of the songs attributed to him could belong to other
composers of the same name’. Strangely enqugh, the tenth spng
in the series commences with the words ¢ Guru guha janani’.

Venkatasubbayar’s songs in Sanskrit and Tamil hgve mow
become fairly well-known mainly through the efforts of his sixth
generation descendent Nidamangalam Krishnamirti Bhagavatar.
He and other members of the family gave demonstrations of these
songs at the Music Academy in 1955, 1960 and 1963. Prominent
‘musicians, who were present tflere, were unanimous in their opinion
that the sghitya and the musical setting of the songs were excellent.
‘Some of the kirtanas are in rare ragas like Amara Kalyini, Velavali,
Deepara, Kannada Mituva and Kuntalasri, including one in the
Pann Puranirmai; the ten talas employed include a rare one,
Sankirna Mathya. Most of the kirtanas are on Krishna and are
repleté with Sollukattu passages which are a part of the dancer’s
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repertoire. Krishnamurti ‘Bhagavatar is etated tohawpmerwd
tho musical score of the. kmgmm gualhnouwave-hko
- notation two samples ‘of Wwhich are given in ‘thé book.

The eleven Gvarana kirtanas: printed with notatibn include a
dhyana sloka and a phalasruti or beagdiction, all in praisc of the
Devi who is worsluppcd in the different chakras. The names of the
Yoginis are'mentioned in the apptopriate plam These show that
the Uttukidu composer was, in addition to being-a devotee of
Krishna, afollower of the Sri Vidya cult. - N

Prof. Rajagopalan has produced an interesting biography
-of the composer from the scanty material available and has
modestly pointed out that his analysis of the musical quality
of the compositions was bound to be “superficial’ and’as more
critical appraisal of them from various angles could be done only
when all the pieces and their musical setting became available. : ‘H
has, however taken the first step by publishing in the book uﬁder
review an analytical list of all the 289 songs attributed to Uttukidu
Venkata Subbayyar. The book is an excellent introduction to the
" rich material that awaits further research. Sri Krishnamurti
Bhigavatar has also contributed a brief foreword in Tamil.

(s (2):—:%)

COMPOSITIONS OF SRI SADASIVA BRAHM-
ENDRA : Set to music by Sangita Kalanidhi Semman-
gudi R. Srinivasier. Published by the Semmangudl
Srinivasier Golden Jublee Trust, Madras. Price Rs. 6."

It may not be correct to describe Sadisiva Brahméndra as
a music composer (vaggéyakara) in the strict sense of the word
but the 23 Sanskrit kirtanas composed by him are lyrics of
unsurpassed beauty. Later composers like Tyagaraja were fascinat-
-ed by the simple beauty of Brahméndra’s words. Tydgardja has
not only composed a kriti starting with the words ‘Minasasanchara-
re” but his kriti ¢ Nadachi nadachi’ is based on the song *Khglati
mama . hridayé® of Brahméndra. Its anupallavi ‘Pudamisuta
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inspized-by the charana * Sinti Vidthasuts sahacbari - dabarayodhys
-nagara vihdri® in Brahméndra’s kriti.

Sadm'a Btahméndta. ‘'who was duclple“of Sel Parmmvendra
Sﬁmsvah the 57th pontiff of the Kanchi Kazmakoti Math, is a name
to conjure with in the ficld of Advaita and he is the author of many
classics like the ¢ Atma wndya vilasa’. His songs have an important
place in the Bhajana sampmdaya of South Indis. Vidwan Sem-
mangudi Srinivisier was one of the earliest to popularize the
kirtanas of Brahm2ndra by singing them in his co: and I have
heard him sing ¢ Manass, sapchararé’ and ¢ Bruhi Mukbndéti * more -
than fifty years ago. Inspired by a saint called Varahur Periyaval»
he leamnt the pieces from Vidwans and for some songs he lnmnlf
set the ‘ varnamettus’.

The Srinivasier Golden Jubilee Trust has done well in publish-
ing the present book with the sahitya in Dévandgari and Tamil
scripts and a simple notation. The book, which includes an
English biography of Sadasiva Brahméndra, is elegantly printed and
will be of great help to musicians and music students.

T. S. PARTHASARATHY

—3k = () = #r—
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