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The 51st Madras Music Coni 

Official Report

THE OPENING DAY 

21st December, 1977

The SIst Annual Conference of the Music Academy, Madras 
was held at the T. T. Krishnamachari Auditorium in the premises 
o f the Academy, 306, Mowbray’s Road, Madras-600-014, from 21st 
December 1977 to 1st January 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 Iyer, 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 Slst Conference of the 
Academy.

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

Message from the Vice-President of India, Sri. B. D. Jatti, in 
which he said “J 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. Mbrarji 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 music. It has 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 Exceilency 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 
dance 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 Academy, Madras, has been doing very good
work in preserving and promotiog 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 sending 
his good wishes for the success of the Conference.

Message from the Lieutenant 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 Government 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 
o f  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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Srimalhi Rukmini Devi, Srimathi Vasanthakumari, the Presi­
dent-Elect of this Conference, Sri T. S. Rajam, Vidvans and Vidu» 
his, distinguished guests, Ladies & Genlemen.

I have great pleasure in welcoming you all, the members of 
the Miisic Academy, the musicians, the Members of the Experts 
Committee and other guests. As one associated witlj 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 Sriroati 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 pcrseverence in the face of many obstacles, 
particularly in the earlier years. She has also spread the message 
-of I ndia 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. It may not be inappropriate 
if I 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 connected 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.

I 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 Parampara. 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 the Sastras 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 
last 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 encouragement 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.



Seven indigent musicians aie 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.

'l
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 bis Guru Sangita Kalanidhi 
Musiri Subrahmanya Iyer, 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 endowment for a 
prize to a junior musician, vocalist or instrumentalist, and 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 and well • known for iheir 
sincerity of purpose and earnestness of conviction, great integrity 
and foresight - late Dr. U. Rama Rao, Sri K. V. Krishnaswamy 
Iyer, Sri Kasturi Srinivasan, Sri T. 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 Conveoor 
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 T have already mentioned 
and monthly allowance to indigent musicians.
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Dr. V. Raghavan, the seniormost among the four secretaries 
from 1944, has made a valuable contribution to 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 Conference' and the routine administration.* I must 
make a special reference to the unfortunate and premature demise 
o f 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 a commendable service. With his expertise on the 
Engineering 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 earnestly 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 Dev) 
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 know, 
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 present to you this Address of



Welcome expressing our regard, and appreciation of the work you 
have achieved in the same field. The Sanskrit saying is ‘ Vidvan eva 
vijanatt vidvaj-jcma parisramam’ • Only those who have built up an 
organuation, 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 it to 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.
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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 indignent musicians. We spend Rs. 18,000 from our 
own 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 endowments come from our
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foreign participants and admirers, the most significant among which 
are from the Dutch scholar of Indian music Mrs. Nijenhuis for our 
Experts’ Committee 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 o f 
those who are truly Indian at heart and those wbo believe that India 
still is the light of the world and concludes, "if an empirical test be 
asked for, J believe that the love of Indian music and the fomprehe- 
nsion of Indian art are Jests 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 
I now, on behalf of the Music Academy, request you. Madam, to 
inaugurate our Slst 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 Inaugural 
Address:

2



President and members of the Music Academy I

I must first of all offer my thanks to the Academy for having 
asked me to inaugurate this year’s Conference 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.

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 noteworthy. Our outstanding musicians have been 
honoured and made Presidents of Annual Conferences when the title 
o f ‘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 course pay 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 Iyer, Sri T. S. Rajam 
■and the present President. I would be failing in my duty if I 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 doing such useful work in the 
field of our Culture.

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

Music, according to me, is the essence of civilization. As music 
is, so is civilization. The influence of music is impossible to descri­
be as its divine effect upon civilization is so subtle that our physical 
consciousness canoot comprehend it except in terms of the pleasure
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it gives to the listeners as well as to 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 
^nusic cannot be understood by the study of it. 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, so is a musician such a vehicle through whom this 
divine influence pours. The musician and the audience are equally 
important; Yet for complete fulfilment, the quality and attitude o f  
both have to be on such a level that the Highest can express Itself. 
A true musician never thinks about himself 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 Iyer and many 
Others, their music is only a magnificent memory. Later when I 
heard and had the privilege of listening to Veena Dhanam, Mysore 
Vasudevachar, Tiger Varadachariar, Veena Krishnamachariar, 
Mazhavarayanendal Subbarama Bhagavathar, Ariyakudi Ramanuja 
Aiyengar, the Karaikudi Brothers, Maharajapuram Viswanatha 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. Ultimately 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 I 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 intellectual 
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 well 
o f 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 modern civilization are dragging our art into 
low depths. One is money, the others are publicity and popularity. 
I remember in my childhood great musicians used to sing or play at 
a  wedding or in temples or on other auspicious occasions. Every 
one gave gifts like shawls, grain, jewels and money voluntarily. 
There was no question of rates or charges. Nowadays, the musicians 
•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 that a 
great artist must be respected and honoured at least as much as a 
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, so is art to the soul. In Western countries, 
especially in countries like Russia, an artist is welcomed 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 
audiences are great, they are silent, disciplined and applaud cont­
inuously. A first rate Indian artist is hardly applauded continuo­
usly. A first rate Indian artist is hardly applauded while even a 
third rate artist from abroad is called for encores. It hurts me to 
see this disregard. Not only this. I also feel 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 level. 
Yet there is disregard by an audience from whom the minimum 
requirement demanded is attention and respect at least for the effort 
Concerts at our marriages are the worst examples 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 as an occassion for loud conversations.

One important aspect of music is the purity of sound. Just as 
wre love to hear the voices of birds in their purity, if the musicians*



-voices are well modulated and trained, it is a joy to hear them, in­
stead. we hear 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 not a 
sign of civilization to speak softly and not too much? To me it is 
a  form of egotism to hear oneself speak so much. We have be­
come so used to this that we are no more sensitive to the ugliness of 
the over-amplification provided by the loud-speaker.

As civilization is.. so is art and as art is, ao 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 baa 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 examinations 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 musle 
not 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 rhythm. 
I find that even the so called savage eojoys 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 roll etc. 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, have done nothing to help our young in their 
demand for this spiritual need. Music does not mean only the classi­
cal mode, as we have 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 but we hear in plenty 
-something which is neither Western nor Indian. Surely we should
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be proud of our great traditions that will 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 the voice. This is much neglected today. Secondly 
having developed the voice it is necessary to sing like true Indians 
and not like Western opera stars. We cannot bring out the beauties 
of our ragas by imitating the west. Each country has its own genius. 
Our 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.

14 TUB JOURNAL OF THE MADKA? MUSIC ACADEMY [Vol. X L H

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 offering as incense and flowers. Devotion has 
many forms of expression and it is a good thing that temple festivals 
still ioclude concerts as they used to do. The temples are our true 
art centres and should play a great part in encouraging 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 upon 
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 

-creative art. With these words, expressing my views for the consi­



THE 51ST MADRAS MUSIC CONFERENCE 1 5

deration of all who believe in the Beauty that guides, moulds and 
builda^rcat civilizations,! pray: for a glorious future for India, the
holy land of the rishis, sages and teachers of humanity.�

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

Vote of thanks

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

[Election of the President.

Vidwan Sri Sandhyavandanam Srinivasa Raotben proposed 
Smt. M. L. Vasanthakumari to be the President of the 51st 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 furnished below; 
The original speech in Tamil is printed eleswhere in this issue.

"I consider it my good fortune that Smt. Rukmini Devi per* 
formed the inauguration ceremony o f ' this 51st 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 Ayyarami Iyer who were not 
only my parents but my gurus as well.

My parents had rendered yeoman service to Karnatic music. 
They were mainly instrumental in popularizing the compositions of 
Sri Purandara Dasa in South India. They were not keen that I 
should epter the music field and gave me general education. But 
in the musical atmospere of my house, I had ample opportunity of
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practising vocal music. Once Sri O, N. BalasubrahmeOyam beard 
me sing and be prevailed upon my parents to place me under bis 
tutelage. It was be who was responsible for the status I occupy in 
the music world today. I remember him with gratitude on this 
occassion.

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

An opinion is prevalent now that Karnatic music is attracting 
less and less rasikas. This need not worry us. The Hindu society 
is bound by certain traditions like visiting temples and celebrating, 
festivals. Similarly the tradition of classical music will also con­
tinue to flourish. In fact I personally visualize a bright future for 
i t

The Musical Trinity has left behind a treasure of compositions 
and musicians Jike me are making a living out of them. How can 
Kurnatie music disappear if such 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 have an 
eternal place in our lives.

Sri Tyagaraja, for instance, has given us a wide range o f 
compositions in each raga in different tempi and with a variety of 
eduppus. I f  we learn five or six kritis in say, Kalyaoi they will 
enable us to sing a raga alapana and also kalpana svaras. His 
songs are full of didactic passages like * Manasu nilpa sakti leka 
pote ’ (of what avail is puja if you cannot control your mind) 
and * Meppulakai kanna tavu nappu padaka * (why get into debts 
just to earn praise) which help us to shape our lives. In this res- 
pect there is a lot of similarity between him and Sri Purandara 
Dasa.

Sri Dikshitar was an upasaka, a great Sanskrit scholar and a 
vainika and his kritis are replete with vilamba kalB prayogas and 
ragabhava. Sri Syama Sastri’s kritis are full of laya intricacies. The 
Academy is celebrating this year the 150th anniversary of Sri Sastri.



The compositions of the Trinity are an amalgam of laya, raga, 
sahltya and bhakti and 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, Arana* 
chala Kavi, Arunagirinatha and Tayumanavar have given us rare 
songs and Subratunanya 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 grtat ocean and one should dedicate himself to 
its sadbana. 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 with a 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 {Carnatic music and a svarar 
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.

tm  5ist*M)RM*n)sic cotmanMce i t

For various reasons, the duration of the present day music 
concerts has been reduced but I feel that a musician shoud be 
able to satisfy the audience within the time allotted. There is 
aniple 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 least a small pallavi even in a 2-hour concert. 
Ragam, tanam 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 or the calibre of a musician. A slight 
lapse here and there may let him down and a constant vigil is essen­
tial.

I dedicate 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* 
lam  fully aware that 1 am a humble individual in the midst of many 
maha vidwans who adorn our Karnatic music.



Tamil Text of Smf. Vascnthakumerl's 
Presidential Address

u>fiui3pigfiiu ($£iBmfl(2psB ,$jsuir*(S«ir, fitd tp  fOfioifi.
m nuidar pS&suf ^a iitaS sir, sirfhupflBsar, Quird>d3e}ptrir u>/t>pU> 
Expert siSiLiq. @gst&s (£sit, sBpgisurm&Gar, tBgiafmGar,
,p|«ri9i)®fliu r^su(o)u0 U)asCS«ir !

o-i&scir <9f&iraj®a©d> crcngi ^ « r^9 mmfap j>u>cn>arin6«ftir£  
Q pflsB^pii Q srd r^B G p m . {§jfifi *<u£p sSpeufi rmuu9m  51-sugt 
Qu0 «0(pir«D6u ©iiiJswflCS^sfl ^fsufsar gituidi (m iu u g i,
«rdrgpi«ni_m Qu®d>Liir4£liuifr trs*T<3jD mq^gi£<3ptb. &/ibmu>iuird 
^fai&mdr trsSrSmd £gii9imu£^)<6l0 )&£| JJdrgieieDir p a r©
4ffflpP*uit. srar*®  ^(ribuaTSO^jflci) rfl@jbfi sm.&*£mp ^a fl^^o iir 
(r<irp Qmrmgfti) *9jgl i f i i s a m r p .

«fi£ai£ <r«*>Li.d«nr | | ^  u s ^ r a  O ra ro i^ a i^ ik ,
p!b)mu> £irni©tb flurpua>uu|ui «rar<@ <9|<rfl^^s^ /> 0  tBpeufc fm u  
toiud Gfirjsp «r«)<2s0fr®.A©u> crar$i ^cnr^5l<»iUji QpfitBfgii-
Qxrar^£IGpm . srmgfjmi-uj «uir(p îraf)<i} u>p£sQpuf.iurp 9 0  
®uir«jr^)s*r g)gi srsirgi jS b rs^ iii  QurQfgi, srara©  Sfttraf
SL-jbfi io£y>d£ e-6&ri—r£ljDgl. j§),&£ij Ou^sSffreBsb crssra© e_gjl 
gt&nriuits §̂)®,®g/, GlrtiiaiGm Qair@£®u>ir£)f n i £ p  sB£
aiirms&iruju), «figjsi$)a2nrujii> GasL.($£Slsrrsirist^£IGpm.

{Slfigd *fipruujb$d) srm&ir ffm Q pQ pp ptriwnr fiii£p  sBgiaf 
y»f ld̂  eoeSprru£ <3jiiu>iT(g5<i®ii>, <rargi ^ a u u 0 ir aiu<££ eBpsuirm 
yfi ^jiuiuirmB  ^ iuiuit ^euirs<gf£(gib (§lfip Qsarireupmp ^a tir  
«£ps*>i_<u Qurmtfnq.Bsiflsi> rwfiui3&£(5pm. ^ a n ra o r  crar£© u O u p
(Sfgfasar leilQwtbeo; ®®«n)£>ir«T(yii> <&-i—

srssr&sruupjiSId <5r0*«LCir« c_iB/<ssfr ^f8nrcti0S0ii> «fc.,|D f
£K5pm. srm Glujo^djiraiaijA© srdisucirCSsur Qaanrainiaair 
^ 0 a a  <3«u«nrif-iu$i; <3jsuir«(25<£0 a0smi_i<s£fia)&o. ^sjsuifasfr air 
^iri_a w u £ p p $ ®u0 ii Glprtm® Qriiipswrasir. tt-pirrmru>r* 
riii£p  iSpirw&ir rr«wrpi Qrr&giiib y jf Lfppgirptravflm 
Q^anifl&^liuirefia} iStrusOuuQpjBtupjBjb® ^afirasfr £§)0«U0<3u> <y>« 
<0iu airroRirib a m g i  fflairsOsUsorrii. f ir m  9&t£pp g im p iG s  oiir£
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� � � � �� � �frm gf adtm * •B’tL^sb
wASfiib snjQur<y&u> paM-QpsnfiiSa) @ ® p fu ilt.ujrsb ptrtir « p  
i9rmujbfit8(g>pGfi w m touihL®  CWiiijtb
4a>i_££gf. 9 ®  ewtuib o&tSp *s0rjglj8 ĵ gf jjl. srar. uir«o«u(ru>arf)uiii>
j j - r f  ir~  cn»r uiril«»L-A d s i la

tg f eP, war. i3. ^ajrf-aar, ^ ra r  # * £ * £  � � �

<3aiabr@ii> ataffam.fi, fronton £  fiih fiffyssmiiurx tjjbff&QatrtinQ 
O ffa g u i® * Q*rroin®suj§tufijb(§ Qpuijpfi frQ p ffi Qarsnaipir*, trar 
ffito p ifluib i0«a(tf> 0‘M ffffifiAtm .fi^d-. a sk  Qup(2(grm(Ssr
" w i g  «5jriiu*irBJ 0 (jaj/r« Jk& A ^ jra}. fe3f  fjL ««ir. (9. iA_ib 
*£>p<4<3*ir«*r® <5Q®a)niir*(i> O fiiisu ^ ®  <p® uva^soror o p p iu u tk  - 
A m ^ p g f . '  y jf gfi). �	� � 	 � t9. jy«ui«sr. £ iru  Q#ir<i)«dlttujî .(Siu 

«r<*rg)jswi_iu r c i ip  a_o)«
tupsfiiLjW Qrtupaiir ^svirif. g )« k p  «r«sro®« _ijBo~Q ‘y S lfifi
Qaenirsufiaifi atreoihQosap $ .  srsir. i9. ,£f«uirs(a$s®u> aw rrudi 
ASjoar. g )jtp epptruu/&fi& ysf gjl. �	 � 	 �� ���  ^fikidrsoflar Q^®si<fiiu 
jBfArutt iSccua) suy>iafi<Qtr ^gf C. K . Q atnist. p r A im a  &f«*i 
a f j ii  srsaff QftaGtapppfijjMS} <y>&£iu airrsaub ^ o u rr  aronCS# 

OFtr«t>ci>60iriii. [giftp urQu®t& Qaaurar^^cO
,g|ai®£®(j> Clu0iiuiBj®  R_«rar($. Qtuiralnrp &s&rt turtitQGlfmrp 
iwsir«fl^psuirs»r«<g«(gMi, s9 p a | ls^ s0 U )( QtjjfK2ujirif«fi}«®u), ���	��	  
pj&DajswriBjil, ^(T(p«®u)ujjrar crorp puieivarrtnBis&no Qag^fiff 
rBGpsk

rru&p sBfimpranu & iii£pfi£jb*ir* jgjtsmiupp (geonsu Qeiiigi 
o t® aip  s_60a  utfijbfi afl«%iuii, j jp o jii gl«rib utrL^missk, 
atouiSd) uisitg, trQ fiffi QMrswru,r&, Quifliu Q«ariraiu)fF«
uiri_«T«<g5ii) a/fl. j&anrargryth wfl. *($ff£(trjrraidr. gfo i

Gluifhu Glu®s®u> Qsrr@a;0 ii affla^iuiMr^th.
*<nuu9ar j§),»0 «i(gi_ir®$ir u)*rriB/rilq.«i) ^UQ/iax-iu Gjgffi 
fis&qrjjbffu) wjbffii* gaCSirn � � 	 �� ^Qw idisn: (Sursaja ^jsuso ^ (J ssifl 
tQ($jbffu> d r f if if i* fk  aififf *so # ff Qxirsirsufis&®fi(S£ 9 iii& £ sSfi 
tupatnuitim  Q u^ a unup fi jsrii &ffiuutiiru>.

^irar 9 0  ^ t u  4p9ut90-inu£«»^ QmeA 
<i3i_ sS^tbL/fidjota. g luau ir^gff jgciriir u*»_«ir«<s5«® » « ir fp  
a i4i«aujadarf jSmjBiu «jb#KUU)^a&r* Q«iv(Sisil®HT«K. (ynwQu«i)
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«>rii tutgLurfifir ursrjbir® imL®3u> Qf<rekruyppp&, £|)u
QurQpgi Mid-year series cfswjd ffsirmjo tr/tuQjijB t3(pi£(»jifsdr. 
���� � � � � � � �� ������������ ��������  {§jarw sSpsu � � � � � ��� � � � � � � �� � � �  
� ����� �! 9���"#�$�%&'&'����$� �������	����(���$� , j£j)sOsu*u>ir« srsW2«Oir0ii 
<7<slLs  ����� ��� � ��������������"� ��� jy  #)�&&������������*��+  !§)&&*> 
fiftopCSiii � �" �  g ) 0 i0 i i  g)«ru) S0£oiirsir4((a$i0 ib, �� � �, - � � ����� � �  
0d>, owi«(y>ti>, B-p^rragpih, jtd>i9isw«ii{u> ��� � � � � ��� � � �� ����  
■ jjd u d irn iu .

� �����+.� � � � � � 0 �. � / � ��0���"� � �	�1���  ^ s ifs d s r
<U0Kfi0#mr ��������  ^)uQ urr(t^j ^|«csfl SM0u> �������������� 234�3�  
�3������"+  ^uuqu90ifc<ftirg)itr> u[rsurru9«0&0 ; 9 0  (flo^iuu. 56�� �

rQpfiiriu/kfieb mirjbri—awtrx fitO u(pissu(iisiBisQ$i0 .Bird) «lL($u 
utlq .0 ii)(20 u > . e_£irirswru>irsE— #3���*�����2�73�������8  uswruf-sm* 
a ta r i Glair 6wri_T®Stfgj #3���� �  upswuiuirsw �,�3�'��������  @)0<S$l 
€l«rswr@£frsw &vj0<£«ir<£)s$r. ffijsnpuGurei) tfirp iru s � � � � � � � � �  
�������"� ! 9�9��*3 �"�����$�$  £§)0i0ii> ��� ��3���� ��"! 2��! 2 ,����� 0+� ������  
A>u(3Liir(Rpsb, #��������"� ����  oi0(_isis«ifla} ^irsro^lifluj airjBiri_c �� ����  
48 4":�� � � � � � � �2 � � � � � ����:�$� *�� ���  srswgpjsni_uj p̂i_u>irssr ���  
�3 � � 	 � 8� � ����������� ��� �� ���  sflsqtui&asiflsb ����,����  L/g/smm �������  
4 l4 ® ^0 if*5fr. %9�� �  uxr^Dfyirsir �� 6���#����+

�����������"� #3�$�"�&+&'  si/0L_t&iâ T$<S0 (ysirq (SprtirjjSluj m airq0 
o^irsssirrrssr ^)ajfraui90uu>u>, ��������������3� � �% ���8� ������,�� ������  
; 3�� � � � � � 2 � � �  (ipib^pir^ )̂<scrr uso ������ 	�� ��� � �% � � �  Q uridta^ w ���  
������� 6���<�  <3uiri0 0 i i l 0 rf,dssTr. ������������ ������*������� ��������  
�� ���� ������ �����"� 2��������  (5u>sni_isi(3aifl«siflsi) uirq.iGlairsw Tq.0i 
�= 2#���+  sriua&iruCSuirssr/D uiri_air««rr, ^suiradr £§)lLi_ � , � �  i9isn<r 
tfltb � � � � ��2 � �� � � ���2*� � � � � ��2����� ���*� 	2���=32��� �������  
Gtairssrgpsb iflswatuirairgi. gfdisusira/ �>��������  uiriLQ fdfsi 33������  
STsb(2sOir0i0ib ������  uilfJpiGlsirswr®, ir^ssisstanqii) ,��>4������  
(��?@��	2#�/��������#���"�� �������'�� ��������$  sruuq. ^^)uj(y>q.u{ij> ? 
J§)jj>.S iDairstTSsfr ,15 in i uirt_u(2uiriK2 0 ii ������  <y(2gr ����'����� ^jaira 
�����A��?3���� 56����"�1� 8 ���1+� 2��������� ���  visuir u i.S u 9s«T airirswr 
u>ir«, £iBi£(sn)sni-ui ^ i9ui9 iriruji£is2iiri ansi^^s^^lsir QpsOuirss JgjsnjD 
sussfli_^^lsb ^fruusw(TjS^l0ii)0ifasir. ^surraigjswuiu ui^ir/ii 
/£)kuu>rssr su irig ib  � � � �  j§)s«rp ^sufra^snt-UJ ^ir^^svriBiasrr �? � � � �  
4Dra <eu>i2i)soi-<2iij sfltli_^aibi9* airirswni).
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|r5f jBiwrsuiS^ibiDfinest &tpfiZsttaXnt ST®£gi& Qsrmn-meS>, 
<9l£d) &tii£pw cr«u«u<ira/ l§l(!5*&&gl crarucn^ jsrib ,0070 'Stfi&gf: 
QmirdrarUTib. 9 <uQciiir0  inra^^lgyib ereueuenGeur <f)0 ^)<s&r 
^|«ud- gju^^lujdrarirrf-. 9 «iiQsuir0  £©^ld9g2iib 9«iiQaiir0  ,Sftfo£<D£& 
oiraarcoirii). f law s  sirtOii, sirsOii, u>£iuu> aireotb, 3u>«0 cro^irid 
<r®ijq, u>£uj eh)piru3 st®ul/, <fy> ct@6l|, (§)fi0 u>r£lfl u«o
tiisnsajrssT usnt-uqsdr. B-pirtretfruitr*, «Dviiranfl irira£«af£Siu <r®£ 
01* QsrenGs>JirGu>— 8}jb&lr& ^ ^ h r < & n ! i  u rt-ib  Qsiu 
^r(3a>. jBirib cr/rsii, sfosutru) uiri_ 6U(̂ I «J0 $psflsir«»r«ir«Oirii>. .ofgi 
u>il® ufibsorusi), y$^)iijrsui90tbu£^)<ir s a ^ ^ lu iiu s JW iju in f^ ira ) , 
oj7(pi«»««Diu^ru> cruuif. a>0 ££fsflsT«frar<2ai«Ar@ij» ereirgn p&r© 
&lflfiliijeOirii>. uiTStflL. Qggesrwib erQpfitreO eruuq. a i r p  (2<niabr@ii 
«r«irp Q^rrA>eSi3(^s£(njif-. 
e_^7(rswru)7«—

"  uxiratf'B j@sbu r i f i  Geo* GuirGp’  ’ 

tempenp j|U E a (tpif.iusfla)2soQuj<ir0a) i9ir(2iufrgy«s7ii> §jebth> 
ereird3(ff ir.

' ‘ flu)L/qsosm« seerarfirey jf>uq l»i_« ’1

iSflj (S\w**eufii}mir*s sloiul. (ipiq-ujLDir ? srsvrp G<sih£(njir.
S lfif i  wr^hfl ueO ppgjswKi&sir.

yaf j@iuir*Cit9(trju>wp$eir ppgisuiii&dr y»f LfirfifiT fbirotvflm £ if^  
£&grs2sir 9uq.(SuJ £§)©uuan^ a airanrscirii) .£)(urrsui30(i>u>i£— yrijiriru) 
u if i ir . LftrjBptr fiirerOir— yr£<fl(i»j«q,saar u sp ir , £|)$f£ir<ir s8fijBuiir*ib.

^)iu7aLu90uu>^^)fisr /giriu/r©*© yaf qr.iSjST '̂rnurflsar 
)̂0 )̂<ssTr sjrreiru>ir*u uti_Qiuorpii). sSjsw^sGsilQsCSsil©, yrfĴ Diu/r 

oui90iru)U) jgirgjjiii <9i6i>oiiiflu$6V fla«ar0 ir srsiiptr QuiflGiuirif*dr 
Osiraxos (2stltf.0S^K5ff)fiir.

yrf> («/>;Sg/«D<aJirifl ^anflfstr f̂suiraciflcsr <fl0̂ 3«6Tflsi> 6wi_«s^a^p <rsi 
aiiuSr^rnujsan^itjLb ^irii sirfistr60ir(i>. 9 © s_usn>irsir.

fflufliu &werOdl(njp (©resf). £ljDjbg> snsusaaflsif. <3j«u0 «a>i_UJ i)0 l̂««ifl«si
LuranflSiu ^safliuirasrgj. flaw s sn-«D£̂ ?<|D® (y>«<£iû pii> Qsir©#^
suit. irirsuireuQpii <2j$60 ^piiqiix.
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ygm iunar mrsivfif) ^fcuirsdr £ p p p  ^ ib urd r  a-ursiomir. ^ su t  
£qf>fims£d) trirs ursutb � � ��	 ��� sOiupfijb<&u> £ p p p  sitiprsnpsnp 
^Sl«fflpfi(^m£(!ijr. ^d ia i^a^pfisn  sQfiwfi esoutBm £ top p  
^gfiif(ipib Gprirngpib �� �  etutrintr erfrofitfimstRsiT 150-oigi aiqffi^rpfij 
sSfpaaosum QmrsmLjr®«u£(T0ti>. j§lgl 9 0  Gulfiiu «9S«a}u>ir0u>. 
t§lpp larfifl £gjii> (tpib(y>irpfim6rf)6ir ̂ mmfliumrtarssr Gmaasv, ptb * 1f- 
jiTi_iS riiiSp p m p p  p sSr GsuQpiu^ib mrmr(ipiif.iurgi.

pib mirpri_« <FiBj<£££̂ )si) ��������  sSGms^ib srsirqijd) £§)ri> (yui 
(y>rpfimaf}6ir ŝ/fhu ‘ u*»i_L/L/«srfI(OT)si) suiuii, rrmib, sn)i^£lpfiiutb, 
um fi— £g)«s>suC)uj6bs0irii {̂ sirjp) Grirpgi Sq^fimdr srdtgjt srjbuQpfi 
ifl0 iJ 0 0 (r«sn. umfiGiur® unJSsasm Qib srmipi prtb Qmr&giSGqgib. 
•^(sja) grrirgnismuu � �� � �� � ������ � ��� � � QuiflGiuiriranflsjr Sq^fimtsnu 
uiriq.igpsi), <2jgfi6i)ib <9iirppib QpiFljbgi UTq-fSjpsi). u i^ lu3aJ60(r£njrr
«(25* @ i a»-i- uA^i! srjbuiLQsBQib srsirugi srsir ^/iSuaTiuib. !§ljbp 
m ppiruupfid) prsir j§)mQfss)mmjDuju> QmrdJso sS(^tiq£Gpsir. urr@ 
usuif«(ST5«@ sraxoir uirsno^iqui QpfhursBiLi-rgitb, Qp£ppsurmafli-fi
fid) ��� � � � �� � 	9 fr p p p m p  p jrcirajsciroigi Q£ifl®g(<ol«ir«wi(5) 

urifigpaJ, jbib wargi firm um ir* u«aiir«tf)i_£^)a) «Uu9«<s (yiiq.iqii>.

jBih (ipwqpfcpfintsnpp<&r, piSffigbib tamrarmsrrssr GmrursO 
^>0O^S9«r u r r fiw r it, ^f(i^^m)rtOmmsSrruj£, ^y/sunrmeir, priussnant 
«dr, <9i(iijatr£if)prpr. prof tarssr ���� � � urdrjD u>mrsirmdr fiu>£<g 
q^ioiror £ir£'B«*rnus&ir£ Gpmuupsnjom(§jfiip£).
tg$*uirii>cHflui uirir^liuirir ^ n iu  ur^.i£(^m£(tfir. j§)g/ 9 0  sSG&6q. 
^Sftbmtb. ptb srsopfiGsoGiu £ p p p  suriGmiummrTrrm i9 ir u>u>yt£ 
u r u p r e ib  £eutir f̂suirmSstrm ««Rrr(Si__irii,

srrirgucni-iu rjygpiusudifid) Giasm^mmmGriflmsir ujbfiujib, miii£ 
pp fidst mrpm (tpsnpupjfiu^ib, srar&(Sfp Qpiflpp £sOeujbmpf Qmrd)a) 
<fl0iiL/i)SjD«iT. i3«ny> sjGpgyib j§l($£prd) jgtumdr cra)(3«Oir0ib 
ctsvt&t u)«ir6«fls0u)uif. SaLL@£Q«rrsfr<si94E)(2i!D«ir.

Glurgisurmm rtbi£ppm p (ipm£ unarm snsufigimQmrsm® airfpmsnm 
pt—4>p GsusmQib srsirqrjsb miii£pib a_i_sir ��� � ����� 0 ®« Gsus&rQib. 
f i f i g l  m iii£ppsnpu u jb fi ^iSurriuG ia {§jd)sorpswrmdr, fjG p r  
■ Qur(tg$i Gurids)pmrm mdiipib uru. GsuafarQib srmgi fiSssruugi 9 0
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�������  £< up �����1� �������� 02� ��=3�� �+� �� �� � ,  cra m p  9 0  ������G  
« or« n ii. �������� g  9 0  ©ggsirieii !3�  (r/sirp. , ������������	���� ����  

nr®9 ti>t « fw jtaQ $ a0  £§)sirg}jii ��������������  C ljglU gi Q aircfor 
crcfrp  Cl̂ ir«L'<iSj p rc ir  O sK frsfltiuiliH SsfG ^ clr jg)£ £  cfijt 

sspfi£ « jir0 u>  acnp-s«nn-^lcb8». g ) p  9 0  crcfaty, Cl^rcD*)
�%�%�:�"+� �������(?  ^ tfr& acar& circsr 6u0i_^iscfr £cutb C tau/sp  
<3ur«i), 9 =��� �@	�� � �%��.��� � �� � #���"��������� �>*���,+

����3��,�������  iA0aniag$ui Lcajsj0£ccr>2)csr. ��������	8� �����  
9 � � � � � � ����4�  crUnj0ut£ <̂ «vr �#���� ��� uvuiit^ ,����K  (Soigpi 
airar^^lcb cuciMOcurr; ����� �2, ����� ��(�,  sircvr^^lcb muj/Bjilujsuir; 
������ ! 5 ���� 2�3��� �	�*�������*�������� �L�L���J��*�  susbsocusir crctrp' 
L/mraBni �����"�������1��+

£§)uQuir(i(p £)#i£iilji2) (yiaojDSDiuuL/p^ff f jb p  *«»isjffyipu
uirfhjGu/rii:
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« jiraiuuiril(5 uir^^swrrdscir 9 0  u £ p  « ii0 t-«
aciriroip ĉ»3«j (y>«»i!Du9aj ^cDco 0 0 «fli_ ii ^ u iS m ^ ^ ircb , 
��� ��� ��� sir c_swt@- < s|(u raiifs0 C 0  aditu araj c u ^ ii Q s ir @ ^  
Liiri_(yiif.iq(3uiir, j|flr6flp (g njiriu^ Jpjjp ����$�,� ������

GsusjwfJii. 5̂sir lifyiS ju ^ ii  QsirQ^^rrsi}, ^so su0 i_(bj«<6T5<±0
2�� ��/ �� %���M���$� ���&:*��:�"  srsiru p  crsir ^iSuir/riuui. 2���/ ���8  

sfr67T ���"  sen ary Q ^rcircBLiAcu uir@ojpu> a a ipi
srfjBiri_<s ^iBiif^jSjfsi) au>a^^I^}0 �3�?�����	,���	� <����"  &-ost@ cra m p  
srsi)&6Dir0S0ib ��������"�"� ����2��,+� �3�����  &mij£^!sb ��J���
%���  Geusm® ii. ��*��  s ir jg a ^ (a )ii)  j^ rii 
qP&£Iiu£& iguu>� ���:/3�#	�,  c ra m p  srsir 2��3� �� � �"+  «ui_«(S« «0^  
���������  ^6iiy,tnrss)su snsu^pi(o)^irsnr(3 ^ r i iu  <sirsô <£si) ��2�$  
clusuir � �� � � � ��*" � �� � � � � 8#��"��� 2 � � � � � ���� ^p<f)0ir«sir. jg)sm ^  
^ sflr, N�������� �>8&'���� �"#�$��#�8� u>jb& t sfo^iruSu9sO ^swjdiuu� � �� �K� �  
������7�������� %�/$�����%$  9 0  �����O�� 2 � 2 � +  gJpG uir%" <Fir^siii 
-Cta&«if<ggc)c£> 24�� ��J� ����  uctfteirs @ 0 « 0 ii). em u ^ s «ilif.i_£cD 0 
*-iuii^ co/rii) srcirupG ursi) Gtnsfc siO/priA&b u»®«u^ji)©*
§l&  9 © u&psnpp £ 0 ii. sfl^uirar #r£«£f»£  9*4pfc

�@	�'#>$�	�1�# 3���������������(����+

��������������,���� 3��"�"� ����,���� *��2��*	 �  Gi£^)Qs(rsAn_irrrssr 
<r4 r p  ���P����������  O^trcbso �����  (S ad r< flL iu ilif.0 i4 3 |)A I uî jbu 
uif. sum 9 �"�����$��%�����8� %� �%� �������, ��������  tSyijiSiuir^^^c^.
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’fra f), gp«ftrcmi_, aiiftm ii, &($fisdr, (Ss^pr&Q up£issk—{§\mat 
Cr<b«0ri2> ptbQufKSruirtsQs* pu>A(§u QuirsA)st^u>as supdiA 
'*ut. milu^fipQsdrCp iM r u&fiurQpm  &j(*)Sm£Apirpi- pwA@ 
trttrafwrm fiqi/uqsfr u r u i» & r  tuy>di£t&qij&&(g$i-.

mu>spggiiia^L- 9 0  sivsur&mp &{m*pptrm> # p & ®  
dosurpmp ^an^Aa/rmd) g)0,i;ii/r«)£ir«Sr ,9Hp(5U®£p>$j. crottor 
dVairdis-laniju) &/sns&(gib QurQggi ‘Vibrations' sr/rsmuirsA £o) #0 
airiMEoflcb sQ^ppwirm cntaiiriBiatg^u) -sir̂ lst) sS/rgsugiGuirti) <2ptrskffib. 
m-prrmru>irsp(Spirii srjbpirtrpmp sr®pgii OstsoGsuitui. rtrpirrbm 
srppirtrib srm^prrm ^/pfi^uQuiuir. 4 fpjb<§ srpp&nGuiir shrprmdt 
sdr §j(2)s£sirpar. sirpprrtrpmp, srrptrirstn sir ppirtrtLirsu 1S14.& 
ccOirii). fijSgji tymp^piih iSii).sa<Oiriii— ^j&sogi &fpjb(5 mfiZsSgXth 
i3q.A*a)irib. g)uuii|.tj usO sums. §jQpsb60nb uiriq-uuirif. 9 0  -ajgu 
uaiib oi0u(2uir^i ^eutrsuirstapAGs g)ja£  «9|«irck| qiflujii.

gjcn^GliuaKOirtb Qpflpgi Qsirdr^suppsirspprsiT jbu> (̂ parCê d* 
* w  000SO6unr«^^l(jb@ (y>A£iuppisuu> QsrQpprritssir. @ 0Q|L.(ir 
«».>-(3su As^ium g)0 ^ T «D f 00«fl«r uiril«>L_«G*il(9<2«il® , gjjfcjt 
u>tr£lfl 0 jl uiofTssr f̂ib&iBistsir &ij&uj} jS tuu  suiriiiut) £mi—£(9jw. £sb 
sdis$&(oSTrtr, dlq^fistSarr, (&j(tt)(ij)su>trsu uiri_ii> Q&iiiujib OuTafgi 

9® <5)tP@ Am us£jDgi. (olaigpib sfosuiru uQ pfitum pu
uirirpgiij urri_ti ®,*iu£jir«i> Qaicrirq.iu r«.fl .f)«r>i_uu )̂«0&}.
g)«n£<S£«flir. 9 0  jS&ussuLfpib 00aji_sir Asfyiufssir (Swant-isA 
G&iRssifld) unq.<g)a) usOsBpwirssr v5f@)l*J«uiBj««rr .sBsjii-idElssTWDwr.
<2ail0ii) [ril«ir«(ST5i0ii yglprrsp utrisirssir piuirtrr£ 6U(nj£(tr)ttssir 
trsirumpp QpiFIpgi Qsireirtgpdslqgirscir. 0 0  (Ssmsu QeiiisujBd) &/suif 
c<a$«»i_uj ^fiirsuirpypib, sutrst}(ipu> uifl^irararioirs £ 63>i_a<£liD£j.

(SiemL.sss(SslFIssiflsb pirth uir®ibGlur(tggi 9«iiQaiir0 
0ii> @ 0 ffAsur ^S)gui£irs(ipw g)«i)8>oQuj«jr(irj6i) jBirih (y«ir
� ����� �� ��  (Lpiq.tuirgi STsirugi crargucni-uj $t—wirm pu»3sms.

pib (tpm(2<ss)ir&smrm wsirsSpsuTsirsdr srdrsOTQ̂ ib 0 ®(3#S»«u- 
QsdiGp «5j0<ir Quppsuirsst.

Stp pA  suuupjQd) pirm  9 0  Alarm ^iSuiSm nupm ps 6lfira)a> 
<ffl© uq^KSpcir:
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S lf ip a  artofifid) adi&ppfipQ jtdrgji fia rp iu  *ir<3s0gj*Jbr, 
dO&jsbmlai, ^|ir*iriu«(i^u) r ff ,  psufluuilt-tuir&tgfiLb pi—p f i  <U0
&tg}tstir. §\im a u fifip C ta p u , Q rrw u ^sufltuu>rar^prda.
S f i f i  ausaififia), ads£pfifieo � �B & p fi  <3j£*t*>p Q*ir<Art_<u#«cjr 
&ja>pGuj Qpirjflsor** Q&rdrarGlnusmQii srsvrp filsauuaiirGdr:—  
	��� ��  tsa r  u t^ d^ ii ^ (Sp arr(2s0$ &  e_srrsir (Sppisnrr«jr*af i_ ii, p a P u  
tid e . (yjsnptdguth ^uiSajratb QaujgiQatrdrajpi 0 (j5 0 AKvird'(i/>t& 

I J)«uif«(g5«»i_uj QpdiQmjbppj&jb<*>u> o-ptButrm  £§)0A 0ii
<wirugl <r<irg|i«Di.iu &/tSui9 raiutb i_ r« jf< a flL lS u ir, «ui£di 
�� � � ��  � �! Apprentice course Q ffiusugiSursD, pr(tpu> fjda aruSpjt 
fid) g)uuif. *nsup£iiQsirmaTAam.i-ir£i ?
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j§)u<o)uir(!(gf Gicau-AsAGaiP Qaiinyw (tp atpan uL iupfid  *jb&l 
'$ rr ib li£ l UTfuCJuxii :

QptirQudJsOaib 4-wasflGpirib, 5 -LoasFlGpTw sdGatft Qatiisuritaffr 
(rdrDi paQu>d)Ga3ir(̂ u) GadisBuuiLu^fi^AdttG^w. jjg jc i)  fj^uQuiraf 
<$pr 2J-LD6Ssfl, 3-u>»rfl (Sagir^^l<ib0(*ii)a) x&CS&iP&sir
<J«tl*«j0Lb 0-^<srra'n;s0 erdisumGanr Qpad:tuadrp Gsuhcadr.
®&5)f& SLffi/B 2£-Loswfl, 3-u>«Hf) (ajbtrpfipQdr jr>mb gar a<s$aau>trau 
u rq . (r£aira2ai£ ^ 0 u ^ I QaiuiuGaiatnu^ujgi pu>pi si_snu>iuir0ii>.

(r^uusuifafnjii, £§),&£> uiratPpada a^ apfi, <9 )jbg> uireaflpirtir 
rt^at&fi assrgi ^feraasTLOsu, «^suS)suiT0 uiramftuS^nb f lp p p  ^jibasi 
*dr e-cror® a m u sa p  o-anrir^ gj, uirsruiL&iSlm$■ & GmiLsCSensarQ 
Qatar pi GaC.(^AQGadri^SGpar. ^uuuf-p p a P p  pafltuirau uiraifladr 
Q(ppprrd}padrt G sil(3uir0 S 0 ii) rt_paraiwtra g)0«0ii> .

9sulelsuir0 sdjssuir|g)j&0(i), sSpiafi/pib  ^jsnjsuifs<ST^sQ«ssrg)i 
9 0  uirsafl� ��!#$!� � � � ) 00(y)4ic(r« ^9|nJirsuir«fn^<sQassrp aputLiq.
0 S 0 ib  uirsssflsnius «>.@u>ir«r susroir ssni_^sus»ir utapfiAQaadrarawd} 
j§)0uugr,£irsir ^sCii*. «rreo,R,£!rf)0;s  p ^ p p eu a p i ^so npiatunurar 
,9ftSuiS[nriijiBj.£srr jsirii snsiorrsfrnj^)^ ĵ siT^iib ^uiSsb&O, ^ p p a a s C i  
ufpsnuiuirssr ,gfif.uus»i_s»uj areuppiAQGaamQpada path aaipiqib  
Qaaipird) pdlM pi. utrirGGuGuir^rfA pib (ip«ir(2<ss)ir«sirfrs*r u>«irs»r®sSr 
£\iupj6it&(Wji(8ju> £irppa>iiiaaPsir suitem QuttLQmGar atrsoi& jw p  

fid )  u)ir/5li^0 «0 U) adapt fila r  ASG  pda. qyg>d> & fp p p p £  £ irppa rp  
fif iQ s d r p i  9 0  ' <&«ro * g)0uu«s>^ j&Tifc uarfifi&Qaadrsupi
pd)ufid)la).
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jS*i> srf|5iri_s w&i&pipjga) wptuw sirarib, ujsu <n)^rd—0|ai 
«flrOTr«»i_iiji2> ^iTii (y^iJimcT* aiita«ni> ,jtru>*3dfe
OirGu/rG* u>£iuu> *ira>^)«i>£ir«r ^ju>i9AdXS(g}ib.
0^iri_ir<4^;t 2, 3 WfiiuiD sir«0 ^ 0 ^scrr urif-gpo) £irsir ssGsA 
c&* silO^Op^i. srfir^u) (g>@ iSif.s£fD£|. ssCsflsofla) rrsd> 
uirQaisnf fim i <y>££iuu>irm ^ u s u ir s s  S(^ î£KS(ajtb. pib �L b 
&Pjt$s*r (tps<£iuunr««r tBGfafuMrar Sji>u&irsQ$i_«ir rrs ia
Uir®<u£|. firsjbfigltii w£$u> mirsOpsn&& «nsiuir<«r$t]> (Sutrgi 
9 ® fisrfliGfrsnu jj§)®<s££irar Q&sirs «ir«Jii> u^giuis
sircOii) uiri^eflil® <9|£ji)® <2u>«bsir«ou>ir«r i9®4sirssftir uir®uiQur(if£r 
iS®A«ir**sfr jB(tgsvru>fi), oSanruirsajib, 90j(s)aiir® tfosuir^ii) s ® ^  
Quit® (§t(Z)jk&ird) presr iS®s*'t,4*<stj£0 ^o>su9®|a>

floors sirsOii, sriranaissir, u>££u> stsOui, Qiadt
sirsUii, (r0 *surr«sr toGi f̂i&usmimsir—£§)snnf5liua)<Dirii> (2sif>i0£'rd>£ir<jr 
— G « ilu « u irs0 js0 ii a'fl, uir©uajirs(OT$S(3ii> sift— u or jSsw/DOJii, 9 0  
jB t^ u ^ w  erpuQ&jd§I- GsiLusuirssrflrir piniTAsiiissBss QfiirQtugi 
ptretT ja&a) n i f ^ J I a r  ^ffni—iwrarih.

rirsih uT®ibQuirQfgi <rirp££lp<9> {far
cfttanrsisCSanr, 'Sffnp jbtui Q£iflfigjQsfr<nr® uT®ti>QuirQ£§ip<r«irt 
uirtuyrsuwrstr &nu£p£smp£ G sils s#3*flida> Proportion
(<Rf£iraigj 'Sforaj) srariD 9(5 ^i±ffiss>fi£ snstursmt-ra), (SsiluaiiP 
sg$s® s scdiliq srji)uL-irusi) g)©s@iii. ,£jiru'UjB̂ ?«'S©iBgi srsbsor £if£  
fiSfr&i&iapiiafib tp(2r <3|«trsSa) eivaijib, trirsti) uiriq.£Qsrrem(2L-(2urg)si) 

&e&luLf £il(_££ir«sr Q&lun/ib. jrsu>, prmib, ua)«odi crctriJgi 
,®ii> srr̂ BTL « 90  (rpidhmnrrsjr ^fwfinr^ib. 2-Losrof) G^its
«#(3̂ /fliurr(OT)g2/Lb, '$i&jb(g,& jbGur& 9 0  fiarsur u&sOsflujirajgi
urî .fSB)6i)prsir jnii> tfib&p£,0aa <s)s«iriroi(y»i>( fiPQpih G)£ifliusu®ri>.

fiifli ifcffltfusirsrfl Khyal srdr^ <g|u>«£«»£ sruuif. (9s
&tuti> ■ s  6B)sû gi«Cla.ir«wrir(.0 i £(gjr(Sarr. <3f(2& uir l̂if) jbfTQpth, inrsii, 

uciKOafls® ^ li s<£Gsiflsaf)<i> Qpi&uipQsutb G)sr@ss Geuem® 
-Ouisirugj rrsir «$̂ «n *=.

cuiri^isnsu9si) 9suGaiir© U0?u^<£lfj2iir—*_£ir(r«mr>rr« j&G^Stru
u®«u£^)«i) OuT»jiuqi_«ir QsircrrQprjgi: euGiuirfi&u u®<u£
Îsi) ffiiiQsuQpg/A GsirsrrsugiGuirA—J§)2jau>rr̂ lf)iiiir«jr ^/gpiuajpaip 

fiTib (tpsirgitesmft G^irs sAG&flifispiib -ajgniugflsilG^ij.

tutsmib, 2 &arssr ^if As&rrswr— g)^i ®(pjfcoD̂ Lr
U0oi ii.
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^(Bpprjblureb ejogt 9 0  jrm pm p  Q*ir®#u> sBdOprwtarsu 
■urkf. Sirfip&tT, fir«ud) «n)Qiirii uirQaigi—Sim p  Quimaimu U0 « ^
jS/b<s guiSusos-w.

fitBfipruiBjriupfla) QurptUL/aarAfi, s_«Os sfloisirirausSsr 
0̂«ir® Qsreki® jbt-UugiGutra), tnrsii), ^irtgril. ud)a)tBmtu
p n h  AfiSnfhBai {Qjtrirfi£huir&u uir®£<2(gib. <9|£ji>®u<9<«r, Qpgimutu 
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The Presidential Address was followed by a vocal concert by 
Vidwan Maharajaporam Santhanam and Party.

Conference Souvenir

The Souvenir of the 51 st 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 :

THE 51ST MADRAS MUSIC CONFERENCE W

A poem on Syama sastri by Sri M. Anantanarayanan; an> 
article on Sri Syama Sastri by Dr. V. Ragbavau; 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, Vi jay a 
Raghunatha Muthu Ramalinga Setupati-II of Ramnad (1868*73) by 
Sri. T. Sankaran, 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 51st Conierence :

I. The President's Special Recital:
Padas of Purandaradasa

II. Sri Syama Sastri’s 150th Anniversary :

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

2. Special Recital of Syama Sastri’s Kritis—Smt. Mukta ft 
Party.
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3. Syama Sastri’s Svarajatls—Dr. S. Ramanathao

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

/ / / .  ����������	��������������������� �

1. Tarangini & Navaroj : Dr. T. S. Ramakrishnani
2. Gurjari & Behag : Dr. S. Ramanathan
3. Related Ragas : Sri. S. R. Janakiraman, Tirupatl

IV. Rare Sahityas and special Recitals :

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

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

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

4. Sonti Sitaramiah’s Compositions—Aripirala Satyanarayana* 
mntthi, Vijayawada.

5. Veena Krishnamachari's Composit ons—Smt. Chenoamma, 
Mysore.

6. Koranad Natesa Pillai’s Varnas—Tirupambaram N. Siva- 
subramanya Pillai.

7. Padas of Vithaladasaetc.—R. K. Venkatarama Sastri.
8. A few Rare Kritis of Tvaearaji—Turaiyur Rajagopala Sanna 

and Maruthuvakudi Rajagopala Iyer.

9. Cem positions of Gavi Rangappa—Vid van N. Chcnnake- 
saviah, Mysore.

V. Instruments:
1. The Dr. V. Raghavan Shashtyabdapurti Endowment 

lecture : Nagasvaram—Its History, different forms and Art with 
illustrations - 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.



THE 51ST  MADRAS MUSIC CONFERENCE 31

VJ. Tala A PailavI .

1. Melodic Patterns, Fast Patterns and Muttayis—R. Venkata- 
ratiiam.

2, Special Pallavi. Bhairavi—Chaturasra Jati Jampai, 
7 aksharas—Madurai N. Krishna Iyengar.

VII. Lecture-Demonstrations and Papers :
1. Sama Oana and Indian Music—S. Subrahmanya Srouti- 

Mysore.

2. Kaku and its Place in Carnatic Music—Smt»' Gomatht 
Viswanathan, Delhi University.

3. Tyagaraja’s Prahlada Bhakti Vi jay am • 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 Science and Technology :

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

2. Media Documentation & Traditional Arts - Dr. Frederic 
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 SIst Conference of the Music Academy, began its work 
this morning with the President of the Conference Smt. M. L. 
Vasanthakumari in the Chair.
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In connection with the ISOth Anniversary of the great composer 
Sri Syatna Sastri which was also being celebrated along with the 
t&e Conference, it had been arranged that each day’s proceedings 
should begin with the rendering of a composition or two of Sri 
iSyama Sastri. Accordingly the opening day's proceedings began 
with the famous Bhairavi Svarajati of Syama Sastri which iwas 
presented by the students of the Academy’s Teacher^ College of 
Music.

Santa Gana

Dr. Raghavan introduced Sri S. Subrahmanya Srouti, who was 
a  Sanaa Veda Professor in the Sanskrit College in Mysore, and also- 
well-versed in Carnatic Music. Sri Srouti gave an account of the 
different aspects of Santa Gana, its importance and the sanctity 
attached to the same and showed how the three great composers of 
Carnatic Music, particularly 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 later music. All the chants 
o f  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 were present in combination and the 
Srouti sang one such in which Brihat, Rathantara and Vamadevya 
were combined. On a single stanza of the Rg Veda several Ganas 
were done. He then mentioned different srutis, Avoid, 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 
Rajonam', he sang bit by bit and showed how the text changed on the 
basis of the different kiods of modifications which came over during 
the chant like Vikara. change of the word, and Vislesha, or separa­
tions within a word, Stobha showing the pure melodic syllables



Introduced and the Viyama the concluding cadence. To illustrate 
the last point he sang Gayatra Soma. On the request of Dr. Ragba- 
van the Srouti sang also one of the two Saffians In which all the 
notes occurred and to two further questions from him, the speaker 
said that according to him the Svaras of Sama Vedic chants could 
be identified with those of Kharahatapriya 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, considered to be of great spiritual 
merit, one of which was the wellknown Sew 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 o f 
the vowel in the singing of the hymns and how in their classical 
music AkarO 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 Venkatamakbin and Dikshitar and said that they 
had undergone changes in recent renderings. The Gita of Venkata- 
roakhin and the piece Hastivadanaya of Dikshitar revealed the cor­
rect characteristics of Navaroj as distinct from its meta Sankarabha- 
ranam. He mentioned that in the pre-Trinity period Rama- 
swami Dikshitar had Navaroz in his Ragamalika and 
Govindaswamy Ayya of Karvetinagar had in this Raga a Varna 
bristling with Svaraksharas. As a Kriti, Hastivadanaya of Dikshitar 
Was alone available* At this stage it was pointed out by Sri
S. Parthasarathy, member of the Experts’ Committee, that Na Pali 
of Tyagaraja in Navaroz was avalible and the speaker replied that no 
old book of Tyagaraja’s songs called its Raga Navaroz, but only as 
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 Navaroz. 
Regarding Tarangini, Dr. Ramakrishnan explained its original 
character according to Venkatamakbin and Dikshitar. Accom- 

5
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panied by bis daughters, he saog the Gita and the Kriti ‘M aye\ 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 named 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 were known in the 28th Mela. The speaker 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. Raghavanalso pointed that Tarangini 
was the correct name aud that the word Sudha Tarangini wish the 
addition of the word Sudha, had been used by Dikshitar to give not 
only the 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 of the Experts’ Committee, obser­
ved that Ragas like Navaroz and Mangala Kaisika were folk melodies 
which did not admit of much elaboration. If Navaroz was dealt 
with in great elaboration, one could not avoid Sankarabharanam. 
In this connection he said that Ragas were therefore classified into 
Ultama, 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 
textbooks. Vidvan V. Sethuramiah and Sri S. Parthasarathy also 
participated in the discussion.

Rare Vamas

Dr. Raghavan introduced Tirupambaram N. Sivasubramanya 
Pill ii, member of the Experts’ Committee, till 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 Maiavi - Adi, Saveri - Tisra Triputa and Todi -Adi. He was 
accompanied by Chandrasekharan (Violin) and Syama Sundar (Mri- 
dangam.)

In thanking the Vidvan for his exposition, Sri K. C. Tyagarajan, 
member of the Experts’ Committee, stressed the importance of 
Varnas in the learning of music and narrated an episode according
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to which the great Tirukodikaval Krishna Iyer bad told the famou»J 
Rejaratnam Pillai that what he had taught to pupils was not a Blegada ‘ 
Varna, but the whole Begadd Baga. He also said that in many main 
competitions held-in the Academy, a glaring emission was one in 
Varna. Following the above observations two members of the 
Experts Committee Sri R. K. Venkatarama Sastii and Sri V, Sethu- 
ramiah announced a donation for a prize in the name of their 
Guru T. Chowdiah for a competition in Varnas which might be 
held from next year.

23rd December, 1977

When the Experts’ Committee of the Slst 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, Devi Brova—Chintamani and Nannu Brovd 
— Vasanta. The President, Smt. M.L. Vasantbakumari 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 ihe case of a tribe of American 
Indians who 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 recently discovered somebody 
having made a recording of (heir 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 ihis 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 enough for our performances, but should be audio-visual 
recording through films and video-tapes and the artistes should bo 
singing, jn their own natural way and in natural setting without any



kind of restrictions or pre-arranged plan. The documentation of 
classical 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, Sm t M. L. Vasanthakumaii 
also emphasised the value of such documentation for some of the 
higher aspects o f our own musical heritage, which were dwindling in 
importance and deserved to be recorded for future guidance like 
JUgam, Tanam and Pallavi.

SYAMA SASTRI

This was followed by a musical discourse by Embar Vijayara- 
ghavachaiiar, assisted by his brothers, on the life and compositions 
o f  Syama Sastrl which brought out the beauty of the music and also 
the excellence of the Sahitya. and the special kind of devotion 
that the composer had for Goddess Kamakshi. He illustrated, 
by singing relevant pieces, the rhythmic speciality of Sastri's 
compositions. Smt. M . L. Vasanthakumaii expressed her 
appreciation of the discourse on Syama Sastri and thanked Embar 
Vijayaraghavachariar. She said that it was difficult to give a dis­
course 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 
he had given his account of Syama Sastri and his work.
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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 Sri 
Tyagaraja, Walajapet Venkataramana Bhagavatar made a great 
contribution to the preservation and popularisation of Tyagaraja’s 
songs and tradition and the valuable collection known as the Walaja-
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-pet manuscripts was due to him. Venkataramana 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 Experts* Committee thanked the Vidvan for Iris 
presentation and emphasised the importance of the Walajapet tradi­
tion and the value of the tyagaraja material preserved in their 
manuscripts*

RARE TYAGARAJA KR1TIS

Marnthuvakudi Rsjagopala Iyer and Turaiyur Rajagopala 
'Sarma presented four pieces of Tyagaraja which, although found in 
manuscripts and books, had not been heard on the platform; Kori 

-vachitinayya (Bilahari), Vegame Rama, Nerama Rama (Saurasht- 
ram), Sundari ninu varnimpa ('ArabhiJ. They were accompanied 
by Panir M. S. Anantharaman (Violin J and Dindigul Ramamurthi 
(Mridangam). Thanking them Sri S. Parthasarathy 6aid it was good 
that the little known kritis were being brought out and presented 
at the Conference.

SPECIAL PALLAVI

Accompanied by Sri T. V. Parthasarathy (Violin). Sri T. K. 
Krishnamurthy ('MridangamJ and V. S. Lingam (Kanjira), Vidvan 
Madurai Krishna Iyengar presented a Pallavi in Bhairaavl, 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 others present. 
Thanking the Vidvan, Sri K. C. Tyagarajan, member 
o f the Experts’ Committee referred to the rare combination in some 
Vidvans of the double qualification of vocal music and proficiency 
in an 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 
-enjoyable manner.
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25th December, 1977

At today’s meeting of the Experts’ Committee of the 5ist 
Conference of the Music Academy, the Ganamalika'Group rendered 
two kritis of Syama Sastri ‘Nannubrova, and ‘Tarunamidamma’*

NAVARAGAMLIKA , ij

The Navaragamalika composd by Sri Subbarama Dikshitar io 
honour of the Raja of Ramnad was rendered on the Vina, accom­
panied by singing, Sint. Kannamma Sarma. Sangita Bhushanam 
S. Ramanathan thanked Smt. Sarma for her rendering 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 Bbaratidasan in the 
Tamil Journal called ‘Subramanya Bharati Kavitha Mandalam’.

DR, V. RAGHAVAN SHASHTYABDAPURH ENDOWMENT 
LECTURE AND DEMONSTRATION

Sri T. V. Rajagopalan, Secretary, requested Sri K. C. Tyaga- 
rajan to give the above lecture for the year on the subject chosen, 
viz. Nagasvaram, its history and its various forms and modes o f 
playing. In .an elaborate paper, Sri Tyagarajan covered all the 
above-mentioned aspects of this well-known instrument inseparably 
associated with the Court, the Temple and the home as the sine 
qua non of auspiciousness Sri Tyagarajan referred to Dr. Raghavan’s 
contributions in the Hindu, the Academy Journal and its Souvenirs 
on this instrument. From the numerous literary evidences 
marshalled by him, it was clear that the correct name of the 
instrument was Nagasvaram and not Nadasvaram. The speaker 
traced the history of this instrument through the centuries 
starting from its diminutive forms like the Mukha Vina, 
comparable to to Sahnai of the North. The wood and metar 
mateiial of which the Nagasvaram was made, the various parts of 
the instrument, the number of holes and the jeevali (Teed). were
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explained. He referred to the special silver and gold Nagasvaram 
given as presents by kings, and patrons and also to Ivory and 
Stone Nagasvaras preserved as specialities in some temples. The 
Ivory Nagasvaram of Tiruvarur Temple and the Stone Nagasvaram 
of Kumbheswaraswami Temple at Kiimbhakonam had been brought 
from those temples. A demonstration was given on the Mukha 
Veena and tbe Ivory Nagasvaram by Tiruvarur Latchappa and on 
the Stone Nagasvaram by Sri Kunchitapadam Pillai of Kumba- 
konam. He mentioned certain ether places where a stone Naeas- 
waram was once available. The speaker then dealt with the way 
Nagasvaram was practised by beginners over a period of 10 years. 
Some time back tbe Instrument was called a Timiri Vadjra 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 Ponnuswami Pillai. Kiranur Brothers, T. N. Rajaratnam 
Pillai and Vedaranyam Vedamunhi. He made special mention 
of the Bari Nagasvaram in Tiruvarur Temple and the method and 
songs played in that temple daily and during festival*, which had 
all been arranged by Sri Ramaswami Dikshitar, father of Muthu- 
swami Dikshitar. Sri Latchappa gave an example by playing 
Mallari with which the deity was brought out for tbe procession. 
Ke then referred to the practice of two artistes, combining and 
playing it, which became well-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 s&veral special features of Nagasvaram art were demons­
trated. The Nagasvaram was also an adjunct cf weddings aod 
however poor a family, there was no wedding without a Nagas­
varam. He played recordings of marriage functions like Oonjal & 
Nalangu in all of which the vocal songs of the womenfolk were 
reproduced on the Nagasvaram. Unfortunately tbe number of 
youngsters coming up for practising this instrument was dwindling in 
the last few years. He emphasised the necessity of cultivating, along 
with the practice of this instrument, vocal music as well as tbe 
sastra of music. He also deprecated the practice of lowering the 
sruti. Sii 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 element to be noted was that in the Nagasvaram
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traditions when Raga-Afepana 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 Carnatic music both through 
courts and temples and displayed a great mastery over rhythm and 
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 Vldvans 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 Scmponnarkoil 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 Slst 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 Slst Conference, began today 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 Iyer, ihen presented a paper on the swift and melodic* 
rhythmic patterns and the Muktayis. He made a musicometric 
analysis of the three main types of the percussion patterns, viz., the 
druta jati (Pharans). the madhurya jati (tckhas) and the muktayis 
(Tirmanas). The first was intended for fast play, the middle one 
abounded in melodic syllables (meetu and Chapu)—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 nature of the 
rhythmic syllables in the three kinds of tempo. The Jatisj he said
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were also on the whole divided into five classes, according to five 
numbers. 3 ,4 , 5, 7 and 9 . In the course o f his paper, the speaker 
cited some passages from Upanishads whioh lent support to the 
numerical structure of the rhythmic patterns. D r. S. Ramanathan 
asked about the contest o f the passage in  which the Upanlshad gave 
these numbers and how they were related with the aksharaa o f the 
Tala. The speaker mentioned the remarkable coincidence in the 
numbers mentioned in the Upanishads and those figuring in the 
rhythmic patterns. D r. Raghavan said that numbers had been 
mentioned all through Upanishads and even In other parts o f  the 
Veda, and there w as* mysticism o f numbers like the mysticism o f 
Nada. Sri Ramanathan read out from the Chaturdandiprakaslha 
where Venkatamakhin had spoken o f the spiritual association o f the 
rhythmic and melodic syllables like 1 Tat \  ‘ Tena ’ etc. The 
President, Smt. M.L. Vasanthakumari, thanked Sri Venkataratnam 
for his thought-provoking paper.

PRAHLADA BHAKTI VIJAYAM

Sri V. V. Narasimhacharya of Kakinada, the oldest member of 
the Experts’ Committee, 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

Vldvan 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, Navaroj and 
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.

6



RELATED RAOAS

Sri S.R. Janakiraman of Tirupati then gave a highly interesting 
illustrated talk on a few related Ragas—Sudd ha Vasanta*-Kannada; 
Hiodola Vasanta—Saramati; Gowri —Gundakriya, and Kamala- 
raSaohari-^Sindhuramakriya. In the case of each raga he traced its 
history from Ramamatya to Subbarama Dikshitasfc citing the 
Lakshanas. He also sang the kritis of Muthuswami. Dikshitar and 
Tyagaraja in the respective ragas. There were ragas which like 
some men had more or less the same likeness or like twins whose 
respective identities could not be easily recognised. But in the 
subtle Sancharas there were actual clues to show the distinctness of 
eaoh. 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 
Oiriraja kumari, Kanjadalayatakshi and Sankaram Abhirami 
Manoharam and among Tyagaraja’s kritis, Mokshamu galada, 

-Chalamelara, Sudha madhurya bhashana and Intanusu in which Sri 
Tyagaraja bad set the definite Lakshana of the raga. Sandhyavan- 
danam Srinivasa Rao pointed out that according to the late Sri 
T.L. Venkatarama Iyer the Suddha Vasanta was the * Mand ’ of the 
North. Maruthuvakudi Rajagopala Iyer also participated in the 
-discussion particularly with reference to Sancharas in Kannada.
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In thanking the speaker, Sri Sandhyavandanam 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.

11th December, 1977

When the Experts’ Committee meeting of the 51st Conference of 
tto  Music Academy began today there was first the recital of'&yama



Sastri’s ‘Mariverc’ and ‘Trilokamata' by Smt. Vijayalakshmi Raja* 
sundaram, accompanied by Smt. V. Bhagyalakihmi (Violin) and 
N. S. Rajam^MridangamJ.

KAKU AND CARNATIC MUSIC.

Smt. Oomati Viawanathan of the Delhi University then read an 
interesting and instructive paper on the history, nature and various 
forms of Kaku (Intonation) and its particular application 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 Ratnakara, which spoke of various kinds,pf Kaku in 
music. The very meaning of the word Kaku implied flexibility 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 a raga 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 o f  
Kaku might be useful in the field of Carnatic music also. Like the 
the 13 ragatakshanas, the study of Sthayas and Kakus were also of 
practical value. In a way Kaku could be equated with what we 
knew 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 singing 
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.

Sandhyavandanam Srinvasa Rao, in his observation on the- 
paper and demonstrations, said that the over-emphasis on the aro- 
hana and avarohana of a raga in the South led to the comparative 
difficulty or disappeatance of the Chaya ragas. Prof. Tarlelcar o f  
Poona, wanted to know the difference between the gamaka and K its  
and also mentioned that the Svara-kaku was more evident in
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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 
■dealt 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 extra emotio­
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 Voice (Sareera) in the texts which mentioned that the 
best sareera should be free from Kaku. Tiruchi Swaminatha Iyer 
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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•were 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 
■descendant of the composer* was himself a qualified musician 
■giving 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 Iyengar 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 
Iyengar presented a Kirtana in Rishabhapriya—Misra Chaapu; a 
Dasavaratara Raga-malika (Poorvikalyani, Anandabhairavi, Sankq- 
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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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 Iyer in the Indian Express on 
the 28th December, 1977. I t  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 
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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
sion was : “It is an old 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. According to 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 th e llth  
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 Iyer 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.
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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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Pfikasika. Venkatafflakhiii rdfeifced to 18 Vinas. But ilVifi&l 
were iihpdrtaut fromthtr point bf view of practicability and Rakfr. 
In  tbeVihas was included the Raghunatha Mela Vina dfcvlsed by hits 
own father in the name of their patrot), Raghunatha Nayaka. These 
Vina* were of twdvarletfes, thpse On which one Raga only could be 
played. Ekaraga Mela and other on which all (Sarvaragamela) 
Ragqs could be played. In the Sarvaraga Mela Vina not only werb 
there additional frets, but all frets were fixed. Venkatamakhin’s 
detailed description of the Veena and his innovations on the instru­
ment shewed that he was a practical exponent of that instrument. 
The, speaker then explained the special features of frettjng on these 
types of the Veena. The modern Tanjore Vina was a 'development 
o f  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 Vina 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. Ramanatban 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 Takka Sarani Marga.

SONT1 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 Veokataramaiah. 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.
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The examples sung by the speaker were Ip Kalyanavasantam, 
Vachaspati and Manirangu. Vtdwan Nori Nagabhuahanam Pantnlur 
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 Satyanarayanamuithy, through 
the help o f the composer’s son. He thanked Sri Satyanarayana- 
murthy for bis discovery.

315/ 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 ‘Kanina Joodu’ and ‘Sankari Sankuto’ by Jayalakshmi, 
S. Nalini and S. Malini, accompanied by Coimbatore Krishnaveni 
(Violin) and KumbhakonamBalu (Miidangam).

CARNATIC MUSIC AND THE COMPUTER METHOD

Dr. Raghavan then introduced three Professors of the Statistics 
Department, Madras Christian College, Sri Gift Siromany, Sri 
M. Chandrasekharan 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 characters 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 ga%e a desciiption of the construction 
of the classical Mridanganr. and its tone qualities and mnemonic 
syllables occurring in its play. There were bcoks available in Tamil 
on the aTt of Mridangam playing and with all this help they had 
worked out the computer analysis of Mridangam mnemonic sylla­
bles. He then showed charts which they had worked out by the 
punch operator. He explained the details of how Mridangam sylla-



hit's had been coded and printed and added that the method could 
he extended to recognise printed Carnatic music in Tamil characters. 
Dr. Raghavan thanked the scientists on behalf of the Music 
Academy.

PADAS OF KANAKADASA, VJJAYADASA AND 
SR1PADARAYA.

Vidvan R. K. Venkatarama Sastry, the well known 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 - Atbana; Elamanave-Hamsanandi; Bhakta- 
janapalaka - Anandabbairavi; Duritagada-Madhyamavati and Bhu- 
shanake Bhushana - Kambhoji. Vidvan 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 
that 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 some 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 
Annamalai 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 showing 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 degree of sophistication and the 
Gamakas took care of the harmonic principle s'also- Sangita 
Bhushanam S. Ramanathan, who bad 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 pur own scientists and those from North 
India and some from U.S. had presented the results of their work, 
all of which were published in the Academy’s Journal. The analysis 
of the acoustics of the flute was a special line of work undertaken 
by the present speaker.
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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 1st 
January 1978, with H.E. Shri Prabhudas B. Patwari, Governor of 
Tamil Nadu, 'in the Chair.

There was a distinguished gathering 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 o f the Academy, Sri K. R. Svndaram Iyer, then welcomed 
the gathering and H.E. the Governor of Tamil Nadu. In his wel* 
come speech, Sri Iyer said :

' *' Your Excellency ,

The Music Academy Madras is doubly thankful to 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 o f 
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 of the Universities of their States or others connected with



Government orEducatioo. Everybody knows how within such «. 
short time you have established a  great rapport with the people 
o f TamUnadu, with your simplicity, accessibility, and high Gandbiaa 
ideals of service to the poor, khadi, prohibition ate. Particularly we 
must mention how you have wholly thrown yourself into the work 
o f 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.
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J ;
You are not only an eminent 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.”



In his presidential address, Shri Prabhudas Patwari allayed the 
fear among some that film mnsic might exert its influence on classi­
cal traditional music. As in other fields, modern trends were trying 
to  invade music too, but he was sure that it would be temporary.

He pointed out that while politicians m ight‘shine 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 bad not seen Tansen, Mira or Kabir, their music was stiH 
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 couotry by their meritorious contributions. 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.
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VIDUSHI SMT. M. L. VASANTHAKUMARI

Born in Madras on the 3rd July, 1928 as the only daughter of 
'Vidvan Ayyaswami Iyer and Vidushi Lalitangi, both of them well- 
Icnown traditional musicians; learnt her music first from her own par-
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cats u f l  l^ter became a  disciple of S n G .N .JB ; studied upto aepior 
Cambridge and a* t|se same.time was keeping up the musical heritage; 
of the family by , accompanying her. mother in concerts and also-. 
giving her own solo recitals; from her mother and her tocher had 
leprnt a. large repertoire o f the Padas of Pur^ndaradasa, and brought 
out an edition of the Padas ; had also; some special trainiog under 
Mudicondan Sri Venkatarama Iyer ; has toured countries of South- 
East Asia, Europe, U. S. and Canada ; has given a number of 
beneht concerts for cultural and edugational causes ; had been 
invited by the King and Queen of Nepai; .the President of India- 
gave her the Republic Day distinction of Padma Bhushan; the 
Sangeet Natak Akademi gave her the award for best voca^ Carnatic 
musician for 1971 ; last year the Mysore University conferred on 
her a Doctorate ; combining classic standard and popularity, she 
has had a continuous and crowded programme of concerts- 
extending to 37 years.

5*
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Hie Presidfcnrt of the Sadas, Shri. Prabhadas FMMri, conferred 
the titk  o f "Saogita Kslanidhi”  on Smt. M. L. Vasanthakumari 
add presented her with the Sanad and the Insignia of the title.

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

. s
Dr. V. Raghavan presented Sri. Aripirala Satyanayanamurthy 

o r 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 
Oanavisarada Sri Varanasi 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 
hooks 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 
heen 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, presented Vidwan Sri 
Ramachandra Iyer for the award of the Certificate of Merit.

VIDWAN VEENAI RAMACHANDRA IYER

Bora on 20-4-1915 at Tirugokarnam in Pudukkottai as son 
o f Veenai Narayanaswami Iyer who was also his first Veena teacher; 
studied Veena further under Tirugokarnam Subbiah Bhagavatar and 
later underwent gurukulavasam with the famous Karaikudl Brothers 
■who were related to him ; the Veena tradition has come down in his 
family for eight 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. Setburamiah for the award of the Certificate of Merit.

VIDWAN V. SETHURAMIAH

Born on 16-11-1917 at Triplicanc, 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 has accompanied many top*ranking vidvans including some 
Hindustani artists ; has toured Ceylon ; given solo concerts and 
received the blessings and honours from the Tbiruvavaduthurai and 
Dharmapuram Maths, Satya Sai Baba, Venkatagiri Samsthanam and 
Their Holinesses Kamakoti and Sringeri Acbaryas and the Tamil- 
nadu Iyal Isai Nataka Manram ; has also been an active worker in 
the field of music as Secretary of the Tyagaraja Sangeeta Vidwat 
Samajam.



Sangita Kalaoidhi 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 Sint. 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 musicians 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 (see list below)

Sri V. K. Ramaswamy Mudaliar, Trustee, proposed a vote of 
thanks.
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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 ofGavi Raogappa 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. Sri N. Chenna- 
kesaviah himself learnt these compositions from Vidvan Cbintalapalli 
Venkata Rao who had been at Mysore Court at the invitation o f 
Krishnaraja Wadiyar IV. There was a copy o f the krnis or Gavi 
Rangappa with Ramakkammal, grand daughter of the composer and 
wife of Chintalapalli Venkata Rao.

• CONDOLENCE RESOLUTIONS

A resolution of condolence on the death of the following musi* 
dans was passed : Sattur A. G. Subramaniam, Mayuram Flute 
Rajararaa Iyer, Umayalpuram Kalyanarama Iyer, 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. Kannan, B. H. U ., 
and Embar Vijayaraghavachariar spoke'emphasizing the importance 
of the Experts’ Committee meetings.

SANG1TA SAMPRADAYA p r a d a r s in i

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 contributed 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, 
Sint. Rukmini Devi who opened the 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 meetings and concerts, those 
wiiohad acted as judges in the competitions, the donorS 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 1977-76

COMPETITIONS

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

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

3. Violin'Kasturi Ranga 
Aiyangar Memorial Prize

4. Veena Dhanam Memorial 
Prize

3. Modern Compositions- 
Muthiah Bhagavatar 
Memorial Prize

6. Tamil Songs-The Amarar 
Kalki’ Tambura Prize

DONORS WINNERS

Awarded by Sri R. Ranganathan

Awarded by T. V. Rajagopalan I Prize : Vijayalakshmi Krishnamurthy

II Prize: B Latha

Awarded by late I Prize: B. Anuradha
Sri K. Srinivasan

Endowed by late I Prize : S. V. Madhavan
Sri Sudarsanam Iyengar

Awarded by the Executive 
Committee of the Music Aca-

I Prize : Usha Krishnamurthy

demy

Endowed by Sri T. Sadasivam I Prize: Sudha Venkatraman
II Prize: Lalita Sitaramap



7. Maharaja Svati Tirunal Endowed by the R. K. Murthy I Prize:
Compositions - Mur thy 
Memorial Prize

Memorial Committee
II Prize:

8. Purandaradas Padas Endowed byV. S. S. K. Tobac­ I Prize :
conist, Jaffna 11 Prize :

9. Kshetragna Padas Awarded by the Music Academy

10. Pallavi Singing - 
Sankanarayana Tyer 
Memorial Prize

Endowed by Dr. S. S. Krishnan I Prize:

11. Sanskrit Compositions Awarded by Smt Priyamvada I Prize:
Dr. V. Raghavan Prize Sankar II Prize:

12. Divya Prabandham, Tirup- Awarded by Vijayaraghavalu I Prize:
pavai & Tevaram - Sri Memorial Religious Charitable 
Vijayaraghavalu Naidu Trust, Sirkali, C/o V. Ramachan 
Memorial Prize dran, Bheemanna Mudali St.,

Madras.
13. Bhiksbandarkoil Raja- Endowed by Sint. Sarada 

gopala Pillai Prize for Natarajan 
Dikshitar Kritis

II
Prize,:
Prize:

14. Rajalakshmi Jagannaraya- Endowed by Sri S. Jaganparayanan I Prize: 
pan Prize

Usha Krishnamurthy

Vijayalakshmi Krishnamurthy 
Usha Krishnamurthy

Usha Krishnamurthy

Vijayalakshmi Krishnamurthy 
B. Latha

Lalitha Sitaraman

Vijayalakshmi Krishnamurthy

Usha Krishnamurthy 
Sudha Venkatraman

Sujatha Vijay&raghavaq



1$. Vedagiri Prize for Tyaga- Endowed by Smt. Lakshmi 
raja kritis Vedagiri

16. Sri Uttaram Thamba Endowed by Uttaram Thamba 
Satchidananda Prize for Satcbidananda
Syama Saslri Kritis

17. Tamil Devotional Songs
18. Sri U. Ramachandra Rao 

Memorial Prize for Mira 
Bai Songs

CONCERTS

1. Smt. Yogam Nagaswamy 
Prize for a Senior Vocalist

2. N. V. Raghavan Prize for 
a Senior Violinist

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

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

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

DONORS

Endowed by Smt. Yogam 
Nagaswamy

Endowed by Smt. Indira 
Rangaswamy

Endowed by Sri C. V. Nara­
simhan

Awarded by Sri K. R. Sunda­
ram Iyer Shashtyabdapurti 
Trust

I Prize : V. JayasrM 
II Prize: Vijayalakshmi Krishnamurthy 
I Prize: B. Latha

I Prize : Sudha Venkatraman
I Prize : Sumati Narayanan

II Prize: Ahalya Shenoy

WINNERS

Smt. M. L. Vasantakumari

Sri M. S. Gopalakrishnan

Trivandrum R. S. Mani

1



5. Veenai Shantnukavadivu 
Momorial Prize for Veena 
Player

6. D. K. Pattammal Prize for 
a young Lady Vocalist

7. Chellapally Ranga Rao 
Prize for a deserving Veena 
Player

S. Dr. Henry Cowell Prize for 
the best junior mridangist

9. V. R. Sambaaiva Iyer 
Memorial Prize for Sub* 
Senior Mridangist

10. Vidvan Semmangudi Nara- 
yanaswami Iyer Memorial 
Prize (II Prize)

11. Sri G. V. Narayanaswami 
Iyer Prize (II Prize)

12. Prize for the best Paper, 
Talk, etc. at Experts’ 
Committee

Endowed by M.S.S. Ladies Fel- 
citation Committee

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

Endowed by Dr. Henry Cowell,
U.S.

Awarded by Sri S. Matarajan

Endowed by Sangita Kalanidhi 
Semmangudi Srinivasa Iyer

Endowed by Sangita Kala* 
nidhi G. N. Bala Subramanian 
Endowed by Sri A. C. Ranga- 
rajan

Smt. Seethalakshmi Venkatesan 

Smt. Visalam Venkatachalam

V. Praveen 

S. R. Ramadas

Ulsoor Sri Chandrasekhar

Tirupunitbura K. Lalitha
�

Sri S. R. Janakiraman

Sri C. Krishnamurthy



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

14. Sri R. N. Sbarma Memorial 
Prize in the Academy’s 
College for Theory

15. Sri K.V.K. Iyer Memorial 
Studentship in the Aca­
demy’s Teachers’ College

16. Smt. Sarada Krishna Iyer 
Prize

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

18. Naum Litchenberg Prize 
for a Violinist

19. Prize for a Violinist

20. Additional Dikshitar Kriti- 
Prize

Endowed by Raja Sir 
Annamalai Chettiar

Endowed by T. Alamelu 
Ammal

Endowed by Sri G. T. Sastri

Endowed by Justice
V. R. Krishna Iyer

Endowed by Smt. Pankajam 
Rajam

Endowed by Dr. Johanna Spec* 
tor. New York

Endowed by late Violinist 
Abiramasundari
Awarded by Bharathi Society, 
New York

Smt. R. Ramani 

Smt. R. Ramani

Kumari V. Kalyani

Sikkil sisters (Neela & Kunjumani) 

Sri B. N. Suresh

Sri M. S. Anantharaman 

Smt. Kanyakumari 

Sri B. Rajam Iyer



i l .  V. f .  Krishnamachari Prize 
for Harikatha

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

23. Nyayapathi Sriranganaya- 
kamma Prize for deserving 
Junior Artiste

24. Semmangudi Narayana- 
swamy Aiyar Memorial 
Prize for best Junior 
Violinist

25. V. R. Gopala Iyer Prize 
for a Junior Violinist

Endowed by Sri V. It. 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

Endowed by Sri Lalgudi
G. Jayaraman

Sri Katlur Krishnamurthy Sastri

Mrs. Jaya Krishnan

Smt. Manonmani Rangaswamy

Smt. Suryaprabha

Neyveli Vimaia
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A Syama Sastry Bibliography

I. Journal of the Mosic Academy, Madras

(A) Articles :

1. Syma Sastri • 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

3. ■ „ i  T. T. Krishnamachdri.
Vol. XU-1941, pp. 32- 5

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

(B) Texts:

1. Syama SastrVs Kritis edited by Mudicondan C. Venkata* 
rama Iyer. Vol. XXIII. 1952, pp. 101-4 

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

2. A Tamil composition a f Syama Sastriyar - Tarunami- 
damma’ • Gaulipantu. Given by the composer’s great 
grandson known as Syama Sastri. Vol. IX. 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 Conferences of the Academy

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

1954/55 : 28tb Conference . Vidja, S. (Mrs.) Music
Masterpieces: Navaratnamalika 
o f Syama Sastri - English
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1973/74 : 47fh Conference : Rtmakrishnan, Dr. T, S. iSyanut
Sastri artii his■ Compositions- 
Englisb, with n classified list of 
his compositions and a note on 
Raga Chiatamani.

1977-78: 51st Conference : Syama Sastri - Dr. V. Raghavan
• English. Carries a Syama Sastri 
pictorial supplement and Biblio­
graphy: Prefaced by a poetic
homage 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 o f  Sri Syama Sastri

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

Vol I Madras 1947 ) Syama Sastri—Telugu 2, Sanskrit 3, 
) Tamil 1 Subbaraya Sastri—Telugu II.

Vol II „ 19471 Annaswamy Sastri—Telugu 3, Sans- 
/  krit 5 Syama Sastri—Telugu II.

Vol III „ 1948 Syama Sastri—Telugu 23, Sanskrit 4

3. Kritimanimalai— Vol IV : R Rangaramanuja Iyengar^ 
Madras, 1948.

Introduction, pp. xix—xxvii—Biography of Syama Sastri in
Tamil by Suddhananda 

10 Bbarati
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46 Kritis of Syama Sastriaod Subbaraya Sastri (42 K ritisia  
Telugu, 3 in Sanskrit, 1 in Tamil). Text and notation in 
Tamil and Telugu.

4. Sri Syoma Sastri Kriti Tarangani. Telugu pp. 14+41
Edited by T. S. Parthasarathy & Sri Chilakatapudi Venkates- 
vara Sarma. t
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 o f Sri Syama Sastri. Telugu pp. 12+196. 
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.

IV. 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 Sanskrit 27 pp. .
Ramakoti Kosasthanam, Madras-1. 1S63

Has a long introductory essay in Tamil on the Bangarn 
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 FAMILY 

(Annadhvaja) Venkadri Iyer

I
Viswanatha Iyer

I
Syama Sastri

(1762-1827)

Panju Sastri (married two wives)
I I

Subbaraya Sastri 
(1803-62)

1st wife

I

2nd wife Annaswamy Sastri 
(adopted son) 
1827-1900

Ramakrishna
Sastri

I I
Sambasiva Annaswamy 

Sastri Sastri
(given in adoption to 
Subbaraya Sastri)

Syama Sastri 
(Member of the 
Academy’s 

Experts’ Committee)



The Rudra Vina o f Somanatha
Ranganayaki Ayyangar

The Rudra Hn& is a seven stringed and fretted instrument with 
two gourde 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 side of the dandi and are called ‘sruti' strings. 
This Instrument-ig similar, in many respects, to the North Indian 
bin and, in some respects, to the South Indian vina. *'

Soman&tba, who belonged to the Sakalakala family, is the most 
original and informative music theorist of the sixteenth-seventeenth 
centuries. We know very little about the man except that he 
belonged to a family of scholars. His grandfather was one Menga- 
n&tha who, according to Somanatha, was a *naiha’ of pandits. His 
father was one Laksmana Suri; the * Suri ’ in his father’s name also 
was, according to Somanatha, reflective of the father’s erudition. 
Somanatha was a brahmin from, perhaps, North Deccan1 ; neither 
did he belong to any princely court, nor were his works the result 
o f  a patron’s command or desire.

Somanatha has written the following four works in Sanskrit:
(1) Rfigavibodha,
(2) JatimalS,
(3) Anyoktamuktavali, 

and (4) Vair&gyasata*. 1 2

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

2. Citations of Ragavibodha will be from Ragavibodha of Somanatha, 
edited by S. Subrahmanya Sastri and published by Adyar Library in 
1943. N.1 A. Oore has critically edited and published The Jatlmala 
of Somanatha in 1958. Anyoktamuktavali is not available in print, 
but a manuscript 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 Jatlmala of Soma­
natha.
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The work that concerns us is his RQgavibodhp (hereafter abbre­
viated as RV), which was completed, acqudihg $6 jhe author, in 
Saka 1531, i.e., in 1609 A.D.

RV is in five vivekas (chapters), one viveka each for Sruti-svara, 
vina, mela, rfiga and ragarupa respectively. The entire work stands 
out as a unique and important treatise on many counts, 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 vitia 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, histo* 
rically a link between our present day fretted instruments and the 
fretted instruments described by the thirteenth century authority, 
Sarngadeva, in his Sangitaratnakara (hereafter abbreviated as SR)1: 
and (b) the fretting processes of this vina, or any other vina for 
that matter, has been described and discussed for the first time in 
Indian music history.

1. Citations of this Work will t e  frem the Acyar Library edition in four 
volumes tbat bave appeared over the years :

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

SR 11 (1959;, S. Subrabmanya Sastri (ed.), and Krishna 
macarya (rev.).

SR III (1951), S. Subrabmanya Sastri (ed.), and
SR IV (1953), S. Subrabmanya Sastri (ed.).



We learn from many indications, that; the Rudra vend was an ins­
trument of the post SRperiod. This is obvious from the fact that 
there is n°b mention of this instrument in SR; even the two comment­
ators of that work, namely Kallin&tha and Simhabhupftla, make no 
mention of it while commenting on the various vinQs of Sarngadeva. 
Further, a. cursory study of the vinds in SR suggests two kinds of 
vinds; one had frets and the other did not. To the first kind belong 
Sarngadeva’s dldpini and the kinnari varieties. To the second kind 
belong the open stringed instruments such as the ekatantri * the 
nakula (two stringed) tritantn (three stringed), citra (seven stringed)* 
vipaficl (nine stringed) and mattakokilO (twenty one stringed). In all 
these instruments, only the suddha svaras are positiorifd, whether 
these be on the frets of the fretted vinds or on each of the open 
strings of the open stringed vinds. The positioning of the vikfta 
svaras vis-a-vis these vinds is neither described nor discussed.

There are, besides, internal evidences in RV that indicate the 
contemporaneity of the Rudra vind. For example* in this vind the 
tuning of the four upper strings and the fretting processes result in a 
range that extends from the ammandra register to atitara register, 
f.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., nabhi (oavel region) for 
atisuksma (very subtle) sounds, hfdaya (heart region) for suksma 
^subtle) sounds, kanlha (throat region) for pusfi (full bodied) sounds 
mQrdha (roof of the palate region) for apus(l (not so full bodied) 
sounds, and lastly mukha (head region) for kftrima (artificial 
sounds.2 3 However, Sarangadeva accepts only three kinds ofsounds 
that of hfdaya, kan(ha and mQrdha as being in use in his time and 
labels them as mandra, madhya and tdra respectively for registeral 
■distinction.4
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2. Sarngadeva begins his description of the various vinas with a descrip* 
tion of the ekatantri. Neither is this vina fretted nor is it performed 
like the other open stringed vioas. Samgadeva's description of it in­
dicates that it was played in a manner similar to that of the gottuvad- 
yam.

3. SR I, p. 64, verses 4 -5 .

-4. SR I, p. 66, verse 7.
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Somanatha refers to SR’s five bodily sources for as admittedly 
possible larger rtinge and justifies the limitation of the range, by the 
ancients to only three octaves., on the groupds.that this range was 
primarily vocal and as such vocal extension of this range (a) below 
the mandra register would not be possible and (b) above the tara 
would not create pleasant sounds1. 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 sanfc time, make 
this extended range continue to be pleasing9.

Somanatha’s RudravinU is of two types depending upon the 
tuning of the four upper strings. One type is called the suddhamela 
vina and its upper four strings, in order 9, are tuned to anumandra 
safia, anumandra pahchama, mandra sadja, and mandra madhyama 
respectively. The other type is called the madhyamela vind and its 
four respective strings are tuned to anumandra pancama, mandra 
sadja, mandra pancama and madhya sadja. Each of these two types 
are further differenciated into (I)  fko toga vind 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 each mela ; (2) akhllaraga vina 
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 tunning, namely that of the madhya 
mela has become the tuning system in the Karnatic tradition. 1 2 3 * * *

1. RV II, pp. 72/76 verses 42, 43 and 31

2. RV, II, p. 76 comm, to verse SI.

3. Since the vina is held vertically in a slightly slanting position with the
lop end resting on the shoulder, the siring that is on the left hand side
of the performer is labellt d first and the string that is closest to the
right band of the performer as the fourth.
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Stimimfitya’s Svaramelakalanidhi (1550 A. D.), Puq^arlka Vi|{;aIa'K 
SadrQgacandrodaya (beforol599), STilca^b&B Jtysakaumudi (c l575), 
Govinda Dik$ita’s Safigitasvdha (1614-1623) and VeAkatamakhi’s 
Caturdandiprakasika (1633-1676) among the sixteeqfb—seventeenth 
century treatises also describe these four types and subtypes of the 
rudra yinS.1 The authors of all these, tieatiies, barring SomBp&tha, 
require that the yina be fretted by those well versed in the jaurt4|f 
fretting, before they start to describe the svaras that sound on, these 
frets. Somanatha alone takes us step by step through the fretting 
processes and discusses the svaras that result.

Suddha and Vikrta Svaras

Somanatha’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 sruti svara ;

(2) r?abha (R) at the seventh sruti on the pitch continuum 
and at a distance of three Srutis from the sadja;

(3) gandhara (G) at the ninth sruti on the pitch continuum 
and at a distance of two Srutis from the rsabha ;

(4) madhyama (M) at the thirteenth sruti of the pitch conti­
nuum and at a distance of four Srutis from the gandhara',

(5) paficama (P) at the seventeenth sruti on the pitch 
continuum and at a dislance of four sruti from the madhyama;

(6) dhaivata (D) at the twentieth Sruti of the pitch continuum 
and at a distance of three srutis from the pancama; and * 11

1. Svaramelakalanidhi, Sangitasudha and Caturdandiprakasika describe 
also a third variety of the rudra vina.
��
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(7) ni$Qda (N) at the twenlysecond Sruti of the pitch 
continuum and at a distance of two srulis from the dhairata.

By Somao&tha’s time, sadja and pahcama which were alterable 
in  the past, had become constants and hence did not have any 
vikytas. Whereas the ancients list twelve vikfta svaras. the theorists 
■of the sixteenth and seventeenth centuries list only s4Ven. Somani- 
tha’s seven vikftas are :

(1) sddhdraQa gcmdhura (C 1) comes into being when suddha 
gandh&a absorbs one Sruti of madhyamai it is at the tenth sruti o f 

the pitch continuum;

(2) antara gandhOra (G“) comes into being when suddha- 
g&ndhdra absorbs two sruiis of madhyama; it is at the eleventh iruti 
-of the pitch continuum;

(3) similarly, kaiSiki nisada (N1) kakali nisada (N3) come 
into being when suddha nisada aborbs one and two sruits of sadja 
respectively; these are at the first and second srutis of the pitch 
continuum respectively;

(4) the sounds heard on the penultimate Srutis of sadja, pahcama 
and madhyama are three more vikrtas; these are described as mfdu- 
sadja nisada (N3), mfdu-pahcamo madhyama (M 1) and mfdu- 
madhyama g&ndhara (G1)1 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 Somani 
Yha’s samvaditvam (the state of being consonant). The consonant 
interval between the first and second strings (S and P) is said to be 
c f  twelve srutis: the respective consonant intervals between the 1 2

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 madhyama for the ancients ; however 
because sadja and pancama became constants, 'inrdu* reflects the altera 
tlons of nisada, madhyama and gandhara respectively.

2. Vide footnote 2 on page S3
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second a ^ i tbe third strings (P and S) and that between the third 
and the fourty slffags (S and M) are said to be of eight Srutis* 
Twelve and eight Srutis were,. according to the ancients- 
intervallic distances for samvQdityvm. 1 So the four open strings are
not only acoustically consonant----- in terms of svara numbers., i.e
S to P  is a fifth — but they are also consonants in terms of sruti 
numbers. Indeed, the consonances of the four open strings .are* 
according to Somanfttha, the main guiding principle behind the 
placement of the frets, [merau ca prstisftri svarasthitiriyam pramft- 
gam hi] B. Again, elsewhere, Somanfttha stresses the importance 
of these consonant relationships as the means of placing all the frets 
across the finger board [sapasamamukhy&h samv&dinab svaraekasam 
irayfih pray ah].* So one 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 Sruti 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 laksya and Iak$ana. * 1 2

2. Only the suddha mela eka-raga vice 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 development of the 
rudra vina.

1. The intervallic distances between S and P, and S and M were reckoned 
in Bharata's Natyasastra, as thirteen and nine srutis respectively ; the 
same two intervallic distances in SR and post SR works, however, 
are described, by a different method of reckoning, as being twelve and 
eight srutis respectively.

2. RV II, p. 65, verse 27 ; see also the relevant commentary.

3. RV II, p. 65, verse 29.



Soman&tha first describes the svdras at the first six frets in 
relation to the first, anumandra sadja (S) string, and mentions (h a t 
they maintain their respective putative sruf/intervallic distances from 
(heir adjacent neighbours. The six svaras are :

(1) suddha f$abha (R) at the first fret and at a distance o f
three Srutis from the sadja at the meru ; *

(2) suddha gdndhara (O) at the second fret and at a distance 
o f two Srutis from the svara on the first fre t;

(3) sqdhdrana gdndhara (G1) at the third fret at a distance of 
-one Sruti from the svara on the second fre t;

(4) infdu madhyama gdndhara (G*) at the fourth fret and at a 
distance of two srutis from the svara on the third fre t;

(5) suddha madhyama (M) at the fifth fret and at a distance 
•of one Sruti from the svara on the fourth f re t; and

(6) mfdu-pahcama madhyama (M1) at the sixth fret and at a 
distance of three Srutis from the svara on the fifth fret.

These frets produce a similar set of scale degrees but at an 
octave higher on the third string, since the third string is tuned to 
■mandra sadja (S), an octave higher than the first string (S). The 
resultant scale degrees are, hence,.

(1) suddha fsabha(R). (2) suddha gdndhara (G), (3) sadha- 
rana gdndhara (G‘), (4) mfdu-madhyama gdndhara (G*),
(5) suddha madhydma (M), (6) mfdu-pahcama madh­
yama (M1) of the mandra register.
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The same six (qelp produce, ip order, on the second, amyianira 
pa&cma(Pi) string:

(1) suddha dhaivata (D)
(2) suddha n#$jb (N)
(3) kaisiki nifQda(H 1)
(4) mfdu-sadja nifdda (N*)
(5) sadja (S), end
(6) suddh ffabha (R) respectively. All these svara names are 

traditionally samvadis of those svaras on the [first and third strings 
except the suddha f$abha on the sixth fret. This scale degree is 
-definitely not a traditional samvadi of suddha madhyama or its vikfta, 
-even though there seems to be, in terms of sruti numbers, a samva- 
ditvam (M l to R is twelve srutis and R to M l is eight srutisy 
Besides, acoustically considered, there cannot be a fifth between M l 
and R (that which is between S and P) and a fourth between R and 
M l (that which is between P and S). Tnis is an irreconcilable 
-conflict
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Many more conflicts arise wiih regard to the scale degrees 
produced by these six frets on the fourth string. The first fret 
produces, according to Soman&tha, mrdu-paheama madhyama (M l). 
The very same arguments made with regard to the sixth fret and the 
first three strings are applicable in this situation also. First, M l 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 Somaoatha, mandrapaheama (P). First, there is a lack of (1) 

acoustical consonance between this paheama and the parallel scale 
-degree G on the third string, and (2) there is no samvaditvsm 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 M l 
a t  the first fret* The putative sruti distance between this pancama 
and (1) the M l 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 
arutis respectively, 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. Instead, 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 Somanatha as being of no consequence since, according to him 
this fret produces nothing [trtiyayam tu na ko’pityartbab];1 i.e., 
there is no identifiable scale degree. It is quite clear that Somanatha 
is, here, evading the problem. The problem is, the soundat this 
fret, if judged vertically from the pancama (P) of the second fret, 
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 (G1) at the same fret, but, horizontally, 
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 G1 on the third string, i.e., 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 from 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 sruti numbers; there is only a seven sruti 
interval between these two svaras. Somanatha does, however, 
acknowledge the lack of samvaditvam [dbasyapi (samvaditvam) 
nasti].1 2

1. RV II, p. 65, commentary to verse 26.
2. RV II, p. 66, commentary to verse 29.
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Tkfe fifth fret h  Mid 1o {traduce suddha nisada (N). Tbii svara 
fails to retain its putative srnti relationship with the suddha dhaivata 
{DJ on the fourth fret. Acoustically, this nisada and the suddha 
ntadhyama (M) on the third string are cosonants ; there is also sam- 
vadltvam in terms of smti numbers [ . mandramamandranyosca 
eamvaditvam].!

The seventh fret 1 2 produces, according to Somanatba. mrdu- 
sadja nisada (N 3). This svara, fortunately, docs not creale any 

conflicts.

The consonances of the open strings were not the only measure* 
mcnts for the establishment of the frets ; these frets were also* 
according to Somanatba, well known for their ronjokatvam (the state 
of being pleasent) [samvadinam samajo ranjanakari bhavediti 
nyayat],3 Somanatba uses the existence 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 Somanatba means by this concept is not very dear, 
but his discussion of it with regard to the open strings do imply 
that the svaras sadja, pancama, and ntadhyama 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, 
pancama and ntadhyama, 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. Somanatba mentions an extraf ret between the fifth and the seventh 
frels, and placed below only the fourth string This fret is said to  
produce kaisiki nisada ; he also mentions that this practice was not 
universal in his time.

3. RV II, p. 65, verse 28 see also the relevant commentary.
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The set of four scale degrees produced a t the eighth fret, oq 
the four strings, are auumandra pancarm (P), mmdra gandhara (G), 
mandra pancama (P), and madhya sadja (SJ respectively, Soma* 
natha does not observe ( \ )  the lack of acoustical: consonance , 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) thaj the mandra 
gandhara, (G) on the second string does not retain its putative 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 situations that either contradict (1) the putative sruti 
relationship, or (2) samvaditvam in terms 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 acknow­
ledges that in contemporary fretting processes, some resultant svaras 
did not indeed retain their putative sruti sizes, but that their ranjak'a- 
tvam was, never the less not destroyed [etesu sthapitasvaresu 
kvacanaikasrutyadhikatvanyunatve api ranjaoahanikare na bbavata 
iti sasampradayam...],1 Besides having ranjakatvam he mentions, 
further, that all the resultant scale degrees, both suddha and vikrta,  
are svayambhus.1 2 3

Svayambhutvam, ranjakatvam and samvaditvom appear to be of 
greater import than the putative sruti numbers in Somanatha’s 
fretting processes. It 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 one sweeping 
statement to the effect that an increase in the putative sruti relation­
ships by one sruti were not improper [srutyaikayadhikatvam 
nyunatvam va na dosaya.] * Considering all the trouble Somanatha 
took to discuss the ancient’s 'theory of sruti sizes of the suddha and

1. RV II, p. 69, commentary to verse 34.
2. This statement of Somanatha cleaily indicates that for him the word 

svayambhu did not mean “upper partials” as some modern scholars 
would like to read into bis statements.

3. RV II, p. 68, verse 34.
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vtiuta scfcle degrees, and farther,-to1 dkplain also the contemporary 
understanding of both the. ssddha and vikrta scale degrees in tenfts 
of the same srutis, his sweeping dismissal of the sruti mtgaterhies 
only reflects the conflict between honoured tradition and reasoned 
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 ancients, these theorists continue to try to use this theory to 
explain and substantiate the contemporary situation vis-a-vis the 
intervals. Hence the contradictions. Once again, even in tbia 
context, Somanatha, amongst all the theorists of this perlda, deserves 
credit; he is the only one to* declare that distortions in sruti sizes 
were not critical and implying that the ancients' sruti theory was no 
longer operative.

The name Rudra vina is first encountered in Ramematya'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

(1) Ramamatya calls the ‘mrdu’ variety of vikrta in RV as 
‘cyuta’ variety; the difference is only 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 string, in Svaramelakalanidhi. This 
dbaivata does not (a) maintain samvaditvam, in terms of sruti 
numbers, with the Gandhara (G) at the same fret but on the third 
string ; (b) retain its putative sruti distance from tbe pancama (P) at 
the second fret on the fourth string. Hence this svara also creates 
conflicts. The other svara placements, in svaramelakalanidhi, give 
rise to contradictions and conflicts identical to those encountered 
in RV.

I. The descriptions of the Rudra vina, its frets and the resultant scale- 
degrees in Sadragacsindrodaya and Rasakaurrudi. which also predate 
RV, are patterned after Svaramelakalaridhi ard hecce reproduce alt 
the conflicts and contradictions encountered in the latter.

12



Ramamatya, Pundarika Vittala andSrikantha do not discuss 
<be 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 Somanatha's description 
and discussion of the fretting processes i

(1) The Rudra vina and its fretting processes were posl 
"SR and Ibe older terminology was no longer adequate to describe 
Hie new vina :

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

(3) the new meaning acquired by the term sruti referring 
to  the three side strings of this new vina; this meaning is still conti­
nued to be used in the Karnatic tradition.
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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 
a t  the respective frets.



. ___ - i

����� ���	���� �	�	�

S. 8 . Janakiramao

SUDDHA VASANTA

The treatment of this raga is given in the Sangita Sampradaya 
Pradarsini wherein Subbarama Dikshitar cites Venkatamakhi. 
Suddha Vasanta, a sampurna Raga to be 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 iets forth 
the differential treatment given by R&mamatya in his' Svaramela 
Kalanidhi and avers that it is wrong. Ramamatya 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 a matter of fact, put to more use only in the Arohana.

In the Sangita Sampradaya Pradarsini the Arohana is given as 
s r g m p d n s  and the Avarohana as s n d p m r s ,  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 ali times. 
A few prayogas as given . in Sangita Sampradaya Pradarsini are 
given here :— s r g m p s m m g m m p  —  g m d p m  — s d n s  
—  p n d p d n s  —  s m M d n s  —  s r g m p m d n s  — R m 
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 ‘Somasundaresnaram’ the following 
prayogas are discernible in the said kriti. s n d s  —  n d p m g m  
D —  d n s r G S  —  s d n r n d n r  — m g M  —  d p D  — P d  
p P g m R s  —  (R m G r occurring once in a way). n d r s —  
m d n R  — s n d p m g d r  — n d g r  —

It could be gathered that there is no trace or tinge of kaisiki 
ni&hada at all in Suddha vasanta. Further there are no suitable 
halts provided. It is this element that distinguishes ' Suddha 
vasanta ’ from ‘ Kannada ’.



However Madhyma seems to be the one pivot around which 
4he raga revoiye*.
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This iB at the best a * ChayqJaga iag% ' since a few phrases o f 
'* Kannada ’ are not out of place.

Tujaja speaks of * Su^dh^a Va$anta * as a Rafcpnga born of 
’* Sankaiabharana * Mela while he, places * Kannada ’ under 
< Kambhoji1 Mela.

KANNADA

Though the treatment as given in the Sangita Sampradaya 
Pradarsini under the authority of Venkatamakhi, that the Rishabha 
is rare in the Arohana is perfectly sound, the authority of Venkata­
makhi is 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 Sangita 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 
Arohana and Avarohana. Why? The very opening of "  Sri 
Maturubhutam ”  of Dikshitar and ' Bhajare Bhaja Manasa ’ of 
Tyagaraja is strongly based on Dirgha Gandhara as GMDP ( Sri 
Matru) and 8 s G, MDP (Bhajare).

A few phrases given in the Sangita Sampradaya Pradarsini 
s g G m - p d d n s s n d n p g m d p g m r s - d p g m  p g r i -  
n d n s r g m g m r s  -  d n s n d p  etc., d n s d p  is more 
-common than d n s n d p .  P g r s i s  always PG m r s. In the 
phrase d n s D n p, the second nishada is not a  full-fledged note 
but only a phase of Kaisiki nishada occurring as anusvara. s g m 
P is also not uncommon, the opening of * Intakante Kavalena * 

-of Patnam Subrahmanya Iyer.



phrases are in^ensting s— n d n s n , the same phrase 
fn | e ^ n r  ocitfivv, <fn Sr's n d o  s s’-  s n d  n P  -  p'fci'g m i*s 
a  s -  inalfthe above phrases flu character of hiihada ts ddbibtfs. 
J|t is neither full-fledged fcakafl nefr katsiki.' la most of the phrases 
the approachof nishada Is toward! Icaisiki nishada. - D d n d p m  
means D d n s D p m s n r s n s  -  the nishhdtiif are'mere of the 
nature of the Kaislki. Wherever there is clear ascent as ' m d n s * 
or * g m d p d d n s the nishada is doubtlessly kakaH, in all the 
other places it is a cat on the wall.. ..... . . . . V , „ _ •

Subbarama Dikshitar classifies Kannada under his 28th Mela, 
Hari Kedaragaula. judgiflg the character of nishada it does not look 
appropriate but die dirgha gandhara and Dhaivata and.the striking 
characterof nishada in so toe places in its full kakali form favour 
Ohira 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 
Venkafamakhi 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 nishada is varjya in the 
Arohana, and ‘Ni’ vakra In the Avarohana, both are not necessarily 
so. Though n d s ,  p d s ; p s s add to the individuality of the Raga,
-d n s is not altogether absent in the Arohana. Similarly a straight 
n  d m g s is more often in use than otherwise.

Instead o f s g g m p d s s . a s  Arohana, an unambiguous s g m 
-p d n d s will do well to have as Arohana, and s n d m g r g s ,  as 
'Avarohana. m g s  and r g rn are the most popular ranjaka and 
-visesha sancharas.

A few Rishabha prayogas cited by Subbarama Dikshitar. s g r  
g M m  — g r g m  — g r g M g s .  The rest could be apprehended 
in practice.

In the text of Chaturdandi Prakasika this raga. has been class!- 
£ed as a sampurna janya of * Aahiri ’ illustrative of the 21st Mela

,?3



which makes the Nishada kakali. It is Irreconcilable. The Chowka 
varna of Ramaswami Dikshitar, and ‘ Santana Ramaswaminam * of 
Muthuswami Dikshitar and ' Rara Sita Ramani Manohara ’ 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 pmission 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 Sangeeta 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 least is not familiar with it.

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

MARGA HINDOLA

There is another Raga closely allied with these two and lhat is 
Marga Hindola. Its Arobana and Avarohana are understood as 
follows: s r g m p d n s  — s n d p m g s .  But d p m g r g s  is 
also occurring fairly frequently.

GAURI

No writer of note prior to Tulajendra makes any mention of 
this Raga. The Chaturdandi Prakasika of Venkatamakhi greatly 
relied upon by Tulajendra does not mention Gauri. • But Gunda- 
kriya and Gurjari and certain other janya ragas of Malavagaula like 
ATdra Desi, Padi, Takka, Pbaraju. Purvi etc. ̂  have been noticed by 
earlier works. Tulajendra gives one Raga as Gaurimanobari, a 
janya of Malavagaula. He says that it is sampoorna with sadja as 
graba, amsa, and nyasa; and is to be sung in the evening. Quite 
unusually Tulaja does not give any illustrative prayogas like Geeta, 
Alapa, Thaya, and prabancha prayogas. He simply quotes ode
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daru beginning with words ‘Sarasijabhava’. He does not even give 
it in notation. Evidently be 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 Samgraha Chudamani, both to be assigned either to 
the later 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 Impossi­
ble that Tulajendra should and could have meant only this Raga 
lengthening it as Gaurimanohari in his Sangita Saramruta written in 
1735 A.D.

SOM3 RELATED RAO AS 95

.r
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 
the 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, 
fiuous. 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 
exactly a shaipened variety of pratimadhyama but a sharpened 
Suddhamadhyama itself. In Ragas like Gauri and Gaulipantu 
-occasions are not lacking when the Suddhamadhyama is sharpened 
considerably. 11 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 that the phrase pa da ni sa is found in Gita, sa ri ga ma in 
prabandba and sa ri ma pa ni sa and pa da pa ni sa in kritis. He 
gives the Gita and prabandba too in notation. Dirgha Risbabha 
and Dirgha Nishada, particularly in spburita constitutes 
the life of the Raga. g m R., prayoga is rarely noticed in 
''Sri Visalakshi Gaurisam’ of the chaturdasa Ragamalika.



, ... ,, , , J ...............
G, sR and P, ddp M are rather fircquitrt.fn usijge in ‘tiaiiri Girira- 
jakumarl’ of Dikshitar. It may be mentioned in passing that 
Ramamatya mentions in different places Gaula> Gauli and Gowdi. 
Of course, Gauli and Gowdi may be taken to mean the same Raga 
but Gaula is different. Ramas|atya classifies Gauli under, Sri Raga 
which Venkatamakhi finds fault with. According to yenkatamakhi 
Gauli should he a j^ny a of Malavagaula in as much'as in takes 
kakali Nisbada. Tbat is his argument* This Gauli referred to as 
above by Venkatsmakhi should mean only Gaula and not either 
Gauli or Gowdi or Gowri.

GUNDAKRIYA

Tulaja gives it.as a janya of Malavagaula. It is samporna 
with Sbadja for Graba, Amsa, Nyasa. Its swaragati is described as 
sama as well as Vishama. Among the prayogaa he cites as illustra­
tion we find ga ma pa, Ga mapa Ga ri Sa, Ga ma ga Sa ri sa ni. 
Pa ma ga sa ri, Da Da Da Pa ma ri Ga ma Pa,Ga ma Pa ni etc. 
All gone into oblivion. He makes IRiaivata very rare. Venkata- 
UNtkhi has nothing more to Say than that it is a SampUrna Janya oT 
Gaula Mela with Sa graha. Sangita gudha is also to the same effect. 
Somanatha, Ramamatya, and Pundarika Vittbala speak of this Raga 
with some differences in the name. This Raga is fairly old.

In the modern vetsion of the Raga also the Dhaivata is very 
occasional. Sangita Sara Sangraba gives the Aroba ‘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’.

In the Sangita Sampradaya Pradarsini the Arobana murchana 
is given as ‘Sa ri ga ma pa da ni Sa ‘and Avaroha is 'Sa ni pa ma 
Ga ma da pa ma Ga ri Sa’. Jt cites a Raganga Raga Lakshna Gita 
indexing a nomenclature for the 72 Meals the authorship of which 
is dubbed on Venkatamakhi. Tht'6 throws considerable doubt on 
the authenticity of the Gita referred to. The Sangita Sampradaya 
Pradarsini contains a composition of Muthu&wami Dikshitar in this 
Raga. The Kirtana of Tyagaraja Tntanuchu’ in Raga Gundakriya 
Sparkling with grace and vivacity appears to be the only composi­
tion by means of which a knowledge of the Raga can be ordinarily 

gained.

9 6  T ra  JOURNAL OF T in  MADRAS HUMCACADEMY [V o l. XUK



SOME RELATED RAGAS 97

KAMALAMANOHARI AND SINDHURAMAKRIYA

Kanĵ JatoanoJiari is differently called^ as - ,Motiobari by 
Subbarama Dikshitar in bis Sartgita Sampradaya Pradafsini. He 
has it as a janya of Ganjja Tarangini the 3 3 rd Mela, and gives the 
Arohana and Avarohana' as' idlfowl : Sa ga ma pa ni sa—Sa ni da 
pa ma ga .Sa. It could be easily had as the Janya of Malavagaula 
dr even Sarisah^I. There is ho diftferimce and difficulty. Tyaghraja 
has a iftrereht Manohafrat a ' Janya o f Kbaraharapriya the- 2 2 nd 
Mela, as m ilitated in ‘Paritspamu ganP Of course ̂ Tyagaraja has 
^OthpOised ffldCpenderitljyin Kamalamanebari 'Ni Muddumqmu’. Km 
jtabjadalayattkshi oPDittbifar w* get the fell Raga.aame Kamala*>, 
bbhktohaW, whereas fehis ‘Sankara tnabhiiami’ we geft jMtly ‘ Manor 
haratn’. If at aB it could be taken for Raga mudra BligbUy different. 
The tags is so plain by its oatoroand presentfLn© intricacies la eithejr 
sWara phrasing or in Shava.

Sjndtuiraihakrlya in its fefains employed by Tyagaraja with
scald structure sajfe ma pa da ni Sa—Sa nipa da pa ma ga Sa is to 
be traced to the 18th and 19th centuries. We don’t find any  compri* 
siiioh "prior to Tyagaraja's. Both Bis kritis 'Sudha Madhutya * and 
‘jfrevadi Deva* are quite popular. Except for the straight pa da ni 
sa in the arohaua there seems to be no virtual difference between 
Kamalamanohari and Sindhuramakriya. Subbarama Diksbitat 
gives one Raga Sindhuramakriya by name as a janya of Siva 
Pantuvarali the 45th Mela, which deserves no notice at all in. this 
connection.
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Gavi Rangappa^ Kritis

. I  mode the acquaintance o f Shri. Chintalapalli Venkata Rao, 
When as aathana Vidwan in  the Court o f H is Highness M aharaja 
Shri. K rishnaraja W adlyar, IV, he used to  come to Mysore for the 
birthday and Dasara celebrations. Sometimes he would stay with 
ms. As he was singing some Kirtananm with which I was not 
fruniliar, I  " wanted to acquire them for my repertoire. He stayed; 
with ms some days, explained their history and background and 
sang them. I  then made notes and wrote down the notation. 
Their musical form was arrived at by Shri. Rao on the basis o f how 
he had heard them song and his own experience, the raga and tala 
o f  course being the same as was indicated in respect o f each K riti. 
Shri Venkata Rao had entrusted me with the task o f publishing, 
these and I  have now prepared the manuscript o f these songs* 
Sangita Kalanidhi D r. Anantakrishna Sharma has very kindly gone 
through and edited the Sahitya o f these songs. I expect that th is 
work, with a suitable introduction to  each raga and notation in the 
fam iliar pattern, will be easy to  follow for music lovers Intending to 
learn these songs. I t is now my duty to explain the history and 
background of these K irtanas as I gathered from Shri. Rao.

Chaluvindala is a ham let in Hindupur Taluk of the Anantapur 
D istrict o f Andhra Pradesh. There is a hillock by its side in which 
there is a cave temple o f Shri. Ranganatha, who over the years, has 
had a large following o f devotees. One such was Oavi Rangappa, 
an  uluchukamme Vaisbnava Brahmin o f Viswaroitra G otra, 
who passed away over 125 years ago. He lived a full life o f 80 
years. He was a hereditary Shanbhogue (Karnam) who, disgusted 
with the arrogance o f and trouble from the officials o f 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 
o f Ramayana, Bharata and Bhagavata and composing songs on his 
favourite deity. E 7



GAVI rangappa’s kritis 99

Gavi Rangappa had two sons and three daughters. The elder 
was RSmanna and the younger Rangappa or Gaviappa. R&manna 
was a mridangam player a)so versed in Yakshagina. Once when 
R&manna was seriously ill, the father ran to the hill temple and 
went on praying for his son's recovery with closed eyes. He felt 
that a person with a nfimam on his forehead told him that his son 
was getting better and asked him to go home. When he opened 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 
*‘Edii§ nee Divyarupamu”  in Madhyamivati and Adit&la in token 
of his gratitude. When he went toTirupati later, inspired by the 
darshana of the Lord he spontaneously sang "Anandam Paramfiuan” 
dam” in Shankar&bharana, Aditala.

We have no information about this Composer's Guru. Chalu- 
vindala puradbfima, Cbaluvindala Puraniv&sa, Girilbvelagdramana 
Chaluvindala Nilaya. Giridbaramurtbe are the Ankitas found in 
the Kritis. Some have only the name of the deity praised. He 
is said to have composed hundreds of Kritis, but this work contains 
only 77 which were available to me through Sbri. Venkata Rao. 
The Sahitya is in simple and fluent Telupu 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 announced that his Lord had arrived and desired 
Naivedya and hdangalaratbl 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 great 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 Aojaneya. The village, called Tintrinipura 
in Sanskrit by virtue of this tamarind tree, was popular In



Telugu the regional language as Chinlalhpalli ft now 
known as Hunasenahalli. About five or six hundred years 
ago a Saugita Rao Thimmanna Bhagavathar is said to have 
migrated to this region and obtained the village as a fl&rvkdianya 
from one Ranaduila Khan who was ruling the region. His heirs 
have the sannad with them. Thimmanna Bhagavathar married and 
settled down in these parts and a share of the Sarvaqpnya village 
went .to Adinarayana Rao, his descendant. His heirs enjoyed the 
property till it was taken over by the Government in the land 
reforms.
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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 in the musical world, and is 
Gavi Rangappa’s daughter’s son. He lost his adoptive father in his 
12th year, his adoptive mother in his ISth and his natural 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 
sought to improve his music of which he had learnt something from 
his natural father. He was born with a great musicial culture and 
h a d a r 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. Bom 103 years ago (Sravana Suddha Panchami 
o f Prabhava) Venkata Rao left us at the ripe old age of 96 on the 
6th June 1969.

Venkata Rao travelled widely and received recognition and 
encomiums from  Rajas, Zam indanand others a t Gadwal, Vanaparti, 
Atmakor. Bombay, Hyderabad, V inkhapathan, Kaidnada, Tirupati, 
PenngOnda, Anantapor, Baliary, Hospet, Cochin, Travaacora, e tc .



GAVI RANGAPPA’S KBITIS 101

and became an-AetbahaVidwaB at Mysore. The late Mahaiaja Syi 
Jayachamarajd Wadiyar conferred the title ’’Sangitarkma” dn him. 
The Saogitanatak Akademi of Karnataka and Andhra Pradesh and 
also the Central Afcetiemrirate honoured hrtn. lid presided over a 
Music Conference held in Mysore'and received the title ‘’G&nakalft 
Sindhu” .

Smt. Ramakkamffifi, wife of Shrl. Venkata Rao and grand 
daughter of Gavi Rangapjpa, had In her possession a manuscript of 
Rangappa’s Kritis which naturally came into Venkata Rao’s posses' 
Sion. Be was thus enabled to develop them and give them a 
forth. .*■

The Madras Music Academy has been renderitg a great service 
to the art of music and the musical world and serving the cause of 
musicians. It has by its long and steady work secured international 
recognition. On this 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 music, my offotts 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 Karnatic 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 gottuvft- 
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 
in Al&pana performances. Last summer I bad the opportunity to 
participate in a summer research project on Okinawan music held 
at the University of Hawaii with a number 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 o f ideas and even singing bade and 
forth between a visiting master musician, Mr. Masao Shimabnkuro, 
o f Okinawa (who was in Hawaii for several months in connection
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with the summer programme) and myself. In  interviews and. con* 
venations w ith tb is musician I was able to make to n e  points cle»j- 
by narrating and singings few phraies o f rigas in  ofdee to  illustrate 
K araatic ornaments. He would then sing phrases Jo illustrate {he 
Okinawan ornaments.

A summer study o f Javanese singing in Java in 1973 with the 
University of Hawaii group, together with the Okinawan music stu­
dies last summer has added another dimension in appointing 
K araatic music as well as other systems of music.

,A

The performing arts are valued highly in Okinawa. Traditional- 
folk, popular-folk and classical and ritual music have existed for a. 
very long time and still flourish th en . Discussion is focussed on 
ornam entation in Okinawan classical singing.

OKINAWAN CLASSICAL SINGING

Singing and playing with the stringed instrum ent called uta- 
sanshin (three stringed, plucked, lute) are considered an inseparable^ 
unit in the Okinawa tradition. The principal melody is played by 
the sanshin. Vocal pitches either precede o r lag behind the aansbin 
pitches, creating a  heterophonic relationship between the two parts. 
I t becomes a kind o f contrapuntal music where the sanshin is playing 
one pitch while a t 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 o f a  pitch, 
pitches, or a melodic line with shakes, slides, articulation and other 
m anipulation o f voice or instrument. The concept and emphasis o f 
ornam entation o f the melody vary in different musical cultures. In 
Karnatic music, ornamentation includes controlled shakes (kampita) 
slides (lina), articulation (spurita) and many other manipulation of 
the voice or instrument within the rftga idiom. Gamaka is a part o f 
the svara, not something added to the basic pitch. In Okinawan 
music, ornamentation is called vocal technique, represented through 
Written symbols and described in pedagogical terms, i.e. hpw to  
produce these techniques.' . . . . . .



Further, ornamentation includes sliding pitches. Articulation 
bfvoice'tectorpwates glottal stops, and various other vocal sound*. 
I%eses6tuds, suohas ja iling  voice, meet sowing, ntc* axe as so* 
diatedwith certain symbols, In the traditional K urKua Shi notation 
book, twenty different Okinawan ornaments are represented in 
symbols with description of body movement to produce them and 
their fppnd cjiarapteristjcq.

. Some orogments, such as fanmi k*lri, uebiguf, involving two or 
Aired pitches, are easily recognizable. A few others ofccur hi'a aeries 
-only within a melodic ph'arase context (l.e„ hei. thide-sagi aifltt 
yurshi).

4 ; -■■■- - ■: : , ... ■ ;■ / ■ "1 ’
The melodic phrase is an important unit ia a  composition, Eacfe 

phrase includes a secies of ornaments, covering perhaps eight tp tyu 
vocal techniques. Sometimes,however* these ore rpitch, change 
Indications, and not ten different forms of ornaments.
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A composition consists of several phrases of voice and sanshih. 
It. psijMally begins with the sanshin, then the voice enters at an indi­
cated place. Although the'iengtjh of et^ch phrase may vary several 
^namenlsusuajly occur. ’ *

In teaching and learning, it is, evident that the phrase is a basic 
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 
musician is asked to illustrate ornaments he will choose an entire 
phrase as a unit. Thus, the phrase is a meaningful melodic contour 
and the textual meaning is completed within a phrase.

t r a n s c r ip t io n

This transcription is prepared with an intention to present the 
melodic line and pitch movement together with ornaments occurring 
in one composition of Okinawan classical singing. Further, it 
attempts to show the differences between the prescriptive (as ft 
appears in the notation book) and die descriptive (as it ie performed) 
aspect of singing style. Further ornaments are represented in pitchy 
which makes it possible to compare the relation Saip off pitchep Vfitf) 
the traditionally prescribed ornament symbols.
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The bftwpfcpnic B8d'CO»yaf«]nl*l rplmipasbip between sags!) in 
and, vote*), ornament symbol* aod their pilch aswcialipn, vqcrf 
phrases sod their length which are discussediu previous pages may 
be examined in the transcription.

KEY TO TRANSCRIPTION

1. The pitches notated on the staff are not absolute but 
approximate. The sansbin is timed to approximately tC F C(R&-sa> 
Pa). The tone B (Ma) in playingsansbip has a  variation ranging, 
from Bs, Bh (Ma,, Ma,).Because of this, key signatures are avoided^ 
It is presumed as microtonal inflection of the mode.

2. The ornament symbols are placed on the first liqe of tho 
top of the page. These symbols traditionally are represented in red 
and black colours. Because of the difficulty of colour reproduction 
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 pitch?? exactly pp they 
appear in the KunKunShi. In this notation system the pitches are 
represented by fifteen Chinese characters, and the music is read vertiT 
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. Transcription of voice with ornaments as heard is presented 
on Ihe next line. Ornaments are produced with grace notes, arti- 
culation o f voice which includes glottal Steps, and several other 
anatomical and vocal techniques of producing sound. The pitchcs- 
which were heard dearly as grace notes are so indiealed. It has bee? 
difficult to make a distinction between vocal articulation and its 
aMociatten with driffewnt pitches. An % mark has heep used whep 
it is difficult to determine definite pitqfc. What was conceived by me 
as articulation of voice is indicated with a stem only.

14



5. Indian Solfege (svara-Sa. Ri. Ob, Mai etc.) is placed below 
the voice transcriptions to provide a basic hielody. 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
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-of 14 ornaments.-

1 . [ * ] Numi Two pitches
2 . • Sag! - jin Change of pitch from previous pitch or 

grace note
3. ! Sagi sugu-jin Held tone, one pitch or lower or upper 

articulation

4. � Shide-agi Sliding up to a pitch or a change of�� pitch. Several or two pitches

3. [A] Kaki Three pitches, voice articulation with 
pitch

6 . [ • ] Agi-jin Similar to sagi-jin but perhaps different 
in dynamics

7. [ 11 Agi sugu-jin Similar to number 3

8.
• Shide-sagi Several pitches curving down and
• touching several pitches.

9. *[•]
Migui Two pitches

10.
•

( Hui-agi Similar to number 9

11; [ A  1 Tsi chi-jin Vocal technique, stop of the voice

12. 1 Ushi-jiri Vocal technique, drop of the voice

13. ( Uchigui Three pitches, vocal articulation, with 
pitch

14. • [ . ] U-ati Voice articulation
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6 . Thenext line represents the sanshin line which is transnot- 
sted. However, this melodic line is very similar to that of the Run 
Run Shi book in this composition.

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

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

Following are some parallels of Okinawan classical ornamenta* 
tion with Karnatic music. In 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, a pro* 
cess in which the student learns to make several kinds of ornamenta 
in the context of r&ga. In the Okinawan tradition, however, com* 
plete musical pieces are taught to the beginning student. The 
talented or gifted student with years of practice and training is able 
to interpret the musical composition with refined ornaments ae 
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 ornamenta 
are .the major characteristics of Okinawan singing.

Individual performance styles are revealed by making ornamenta 
smoothly and definitely. When the same composition is performed by 
the same singer in a different context, it bss been found that ibere is 
a slight variation in producing the ornaments from one performance 
to another. This is common to both Karnatic ard Okinawan tradi* 
tions. Bolh perfemieg arts share the aspect of newness or changes 
within the prescribed idiem of music. In conclusion I Wish to say 
In both systems of music, ornaments take an important place.
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A Poem on .the yii*a
T. S. Parthasarathy

MHsic ^vej»ta^to^,ipg fhe various mu^ic conferences all ovfjr 
ln$ff. frave tbeen^jssjing, for the past ?5 ijeqrs, a popular a^d « i^al 
f»ce^ ̂ p o r t l y < > he characteristic attire of .jNjftQh

Jplt\ng a leading .and actiye fifurt in t£e 
.defihftaMwf af^ncb.ctytflsriqitces ftopi 1927. Vitya Bb.a?k^a, Yidjja 
.p iW * W  $wgita Sast^yisarada,. ^ in p a r{ y ^ v ^  H u ^ w  Krisb- 
1(p a c ^ w - j w a f **9  w . a * w  

a . jp ^ ic a l  mu^icjpn .and an e r^ ite , piaster a ,qf

. K rfctoagw  was tw o  iff, l$91 a t fl«Mi .{Btapvayipura).H» 
father Vflnjiftnnacbsr we* a professional Carnatic iffusjcian, a «$pjffr 
iuf>ap«krit and an adept in,play jpg a pumher.of instruments., ^ a q y  
iof the noted^habpai players of the area were his disciples. While 
yet a boy  ̂JCf^ljnacljar iearnt .the ludijpents of $an$VU graqnnar 
frpm his father e d  shqwedjucb a predilection for music, tfyag he 
acquired svafapiaP2 at the age qf jejgbt. After his . father's., death, 
Spsbpat^as §^ie<f .iipto, ^fatricjfl^ion.passed a dravghtejman> 
exam inationjand^ptf^ sery^ce in tha §puth«rn Mahratta. Railway 
«S a, draugfrtspian in the .. Mechanical department.

It mighjtbe.news to many of his friends aD<J admirers that ftebo* 
JarlyUooltingKrishnaehar, ffitb the typical appearance of a prpfei- 
sional musician, was a Railway employee. His late attendance at 
and long absences from the office were proverbial and his devotion 
to  iffpsie cjpst him ^nany a promotion in bis official career. 
Hotting tyupted, Kjjsbnachar continued his musical study and 
p r^ tjc fc a n d l^ in e  the affectionatecompanion, of lending H jndfus- 
,tbafft n^ffsicians(fike Abdyi Kariff» Khan and §awai C^nd har ya (Ram 
BhauJo^ii). He ,tyas suc|i on e^pert in ^uning the tambura tbat 
.thfi-Iefe Abdul.JCffrim.K}iaff>!who,wc(nld opt .allow anyone to bundle 
.bie^roffp instrffn»ent,,vse4  tOiask. JCfjsbcffcbar to .tune it before 
OOffini^^ipg hisconcert.. He spprepfjce^ w^ffr Srj Paiapdjs. ipjipSr
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trumeatal music and mastered a number of stringed 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”  
o f Bbarata, the “Sangita Ratnakara” of Sarngadev<£, 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 o f his acquaintance 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,” “Svaramelakalanidhi”, “ 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 and critically commented on them in the margin, the 
remarks being sometimes humorous, sometimes sarcastic and not 
infrequently, uncomplimentary to the authors. He had also 
with immense care, preserved cuttings o f bis own articies 
published in various journals and correspondence relating to 
musical controversies that took place in his time. Another 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 6rutis. 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 Ratnakara” . 
His lucid explanation of the somewhat obscure theory was warmly 
praised by experts in the line like Sri Telang of Karwar. In 1927, 
he attended the All India Music Conference held at Madras and 
presented his paper entitled “ An introduction to the study of Bhara-
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tlya sangita Sastra.” - He followed this up with, his thought-provo­
king paper on “The Indian Musical. Scale-its development and con­
tinuity” and the conclusions arrived at by him were accepted by the 
Bxperfs’ Committee after much discussion.

A POEM ON 1UB. VINA <

His firm conviction was that there 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 “Sangita Ratnakara” which 
was later brilliantly commented upon by Kallinatha. He was also 
equally convinced that later day South Indian authors like,£omana- 
tha, Venkatamakhi and Tulaja, 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 a 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. In a Sanskrit 
poem dedicating the instrument to the late Maharajah of Mysore 
and calling it the “Krishnendra BhupaMela,” 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 f‘Sruti Siddhanta” written in Sanskrit verse 
and submitted by him to the Maharajah of Mysore during the birth­
day celebrations in 1935. The work is the most authoritative work 
on srutis written in Sanskrit in recent years.
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Ho eondtiWcda rtfiWc etlJOol kt H U hlitalied the Bfctfrath 
S'sfilglta Sfilh for over tweirijr years. Hcf* tt ts  appointed Atsthfcitb 
Vl^vtA (olbe Myrort! D urthi Fod dntitg iW odf His visits ttt the 
Durbar he dedicated the VfkvtfVHfkand'hfe Sktt&tfttfftfkon Sftttte 
to the late Maharajah. He was conferred the titles of "Sangita 
Sastra Vissrada” and “Kinnari Vidvsn” by the Mysore Durbar and 
presented with a golden Kankanam (bracelet). The latter title was 
given to him in recognition of bis proficiency ia playing the Kinsari, 
another instrument designed and constructed by himself. In appreci­
ation of bis contribution to thie study of Sanskrit' works on music 
the All India Samskrita KaryalSya of Ayodhya conferred on him, on 
ttko different occasions, the titles of ‘ Vidy® Bhaskara” and “Vidy% 
BfanshfrAa.*’

He was most unassuming and did bis work with a missionary 
zeal expecting no reward in return. At the end of his article on 
‘Ragas before Tyagaraja,’ one of the last to be written by him, he 
states in his characteristic fashion, “I have been praised by a few 
while 1 have been ridiculed and even insulted many times by some 
others. But I4am not in the least encouraged or discouraged by 
such superficial impressions and am carrying on ®y duties as per 
the only order of the Bhagavad Gita ‘Karmanyeva adhikaraste ma 
phaleshu kadachana.”

iCrishnachar’s Sanskrit poem is reproduced below :

srami snstei *pn H X ft

(x p ) &  ̂a  wo

II R II
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$  qffiiai fantfarfftar ipn | 

^ H W R W M i yfafaFTT II ^ II

l i t

OTRIRt Jfa g^TSA: |

8 5  vqp?q ^  gft II S II

cRT«n, gcRI51^l: SRiq^t p̂wiNOfT I 

q^qf *3*1*1^ i^ s R S r t^ T : n ^  u

q q ^ s f e n s q  ite: s k i9^  *95 : | 

J5ftfl5IFtf% 5«fa ^ q fa : JRjfpqcf: I 

m  q  fasretaiqi *apii *qfaqi qq*i 11 ^  11

$ q $  q$j§ =qTW5g: ^ q f f t i s q  1) 

srrc&q q  s iq n w q  f tw q  Ifri#;: 11 ^  h

s ^ ^ q i i q  ^ q  s^ q  5  1 

r ° n ^ q  fasqrcft «rqg)g^qif%qi 11 ^  11
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fqsift fq^qi efq^ 11 ^  11
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Vinjamuri Varaba Narasimhacbarya 
Kakiaada

Music is an art that appeals to both the head and the heart and 
i t  is believed that it even moves animals. Indians have always had 
recourse to'music to spread philosophy or religion and, combined 
tilth language or s&hrtya, music has great power to sway t£e listeners. 
While kfrtanas or hymns are enjoyed by the cultured, even hillmen 
and aborigines enjoy folk songs and folk music. Two forms o f  
music, viz. the M&rgi and the Ddsi styles have always existed in our 
country side by side. There were also the recitative and the lyrical 
forms in vogue. Kirtanas, 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, fa 
Telugu the Adbyatma Ramfiyana Kirtanas of Subrahmanya Kavi, 
fhe Kirtanas of Bhadrachala Ramadasa and the Pancharatna Kritis 
o f  Tyfigaiaja are recitative pieces. In Sanskrit the Ashtapadis o f 
Jayadeva and the Tarangams of Narayana Tirtha and the Cburnikas 
of Tandava Krishnam&cbarya are good examples of recitative pieces. 
The lyrical type such as the padams of Annamacbarya and Kshe* 
trajna and kritis of Tyagaraja are a later development. The lyricar 
type permits of manddharma 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 Yakshagana 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 
Ood (6.) Natya padmas (7) Pallavis (8) Patriotic songs (9) Folk 
songs of all varieties (10) Songs sung by labourers (o lessen the 
monotony of their work.



Falk sqntfBare^of dbrliet origin than classical po ts. In 
Tctogi thert wdre Songs eved before thd time bf'tfietnree great poet* 
•who wrote the Mahabh&rjrta. T&ndava Hjrishn£mficharya hat 
•composed many songs In pfohe of God Var^M and1 k ~ few of these 
-are found in the Tanjore and Madras libraries. In the fifteenth cen­
tury, Tallapakam poets composed fhbusands of songs on Lord 
Yenkateswara and these are being published by the Tigupati Devas- 
thanam. During the seventeenth century, matchless padgms were 
composed by Kshetrajna eminently suitable for concerts as well a t 
abhinaya in dance. Bhadrachala R&madasa was one of .the early 
composers of Kritis which were followed by even great composers 
like Tyfigar&ja.

Apart from such musical pieces, there were Prabandhas written 
by poets like Srinatha, Peddana, Timmana and Dburjati and others 
in the court of the great Krishnadevarftya of the Vijayanagar 
-dynasty. The Prabandhas were Niryuktas and Aniryuktas. Com* 
positions with chhandas and tala are Niryuktas and those without 
them are Aniryuktas. Simha Bhup&la says : “ chhandast&la niya- 
mena upanibaddha niryuktamiti” . These songs are of four parts 
namely, Vigraha, Mel&paka, Dhruva and Abhoga. The varieties of 
songs having all or atleast two of these parts are Suda, Ela, Dvipadi, 
Ragada, Dandaka, Dhavalam, Mangalam etc. are described by Sftrn- 
gadeva. Almost all these varieties are followed by the Telugu poets 
and Vaggeyakaras. Many of these are found in Yakshaganas. They 
were extant among the Telugu people from Simha Bhup&la’s time 
and duriug Krishnadevaraya’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 Sr&vyas. They were 
written by eminent poets like Kankanti Paparaju, Rudrakavi, Laksh- 
minarayana, R&ghavacb&ri and others till the twentieth century, 
when they gave place to Harikathas which developed an impressive 
story-telling form.

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

>I< THE JOURNAL OF THB MADRAS MUSIC ACADEMY [Vol. XLM
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In tlie first category the tendency has .aU along been to get the 
beat classical exposition of ragas and tfye bhavu.of the songs of the 
Vaggeyakaras. The second serves the need for light music by the 
younger generation. In Yaks&aginas the theme 6t a story blends 
with the poetry on the one hand and the music ot£ the other. In 
Harikathas, the performer does mono-acting and assumes the part 
of all the characters far the story. Bhnratanatyam is a combidation 
-of all t&tise ftenisvk. music* dance and acting.

Yakshaggnas afid< the later Harikathas are story forms to in­
struct the common people. They are like nfitakas in imitation of 
the old Sanskrit ones. Teiugu dramas are a recent development 
Ike the Harikatha. Sanskrit dramas were prevalent in our country 
from the time of Oupta kings and eminent poets like Kglidgsa, 
Bhgsa, Harsha, and Bhoja have written plays of everlasting value. 
The early writers of Teiugu. plays imitated the Sanskrit poets. But 
the philosophy of the VedfiQta 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 Teiugu Harikathas 
are an imitation of those from the Mahratta country. But I feel 
that the Harikathas in the Teiugu country are an adaptation of the 
earlier Yakshag&nas. The great Adibhatla N&rayana Das did not 
follow the Marathi type of Harikatha when he composed his own. 
Some recent writers of Yakshag&nas like Siddhendra Y5gi of Kuchi- 
pudi even mention that their composition is a Harikatha.

“Janulara ! vitiudi harikatha 
vinavadu kaligeneni vlnula koladin 
konudl amruta saramu ghanudagu 
Siddhendra Yogi kavita rachanal”

The purpose of a Harikatha is to narrate the eventful happe­
nings of the N&yakas and N&yakis 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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"krackidatra bhmedOryQ . j .
kvachtd voktrena vaktrakHh 
Adau padyer namaskbram,, 
balatve dauryatva vartanam".

The story-telling may be through prose or poetr$ interspersed 
with Kirtanas and other songs often composed by. the performer 
himself. 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 can be pressed 
into service to make a Harikatha attractive.

I am convinced that Harikathas in South India were derived 
from the earlier Yakshaganas. Three factors have made me to come 
to this conclusion. (1) The diction or the style of the story-telling. 
(2) The rAgas and the talas used in Harikatha. (3) The mode o f 
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 o f 
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 bands were used only 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 Yakshaganas are more of a recitative 
type than lyrical. The poetiy 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, Sdbhan&s and Mangalams and are



^ tb e D c a ic rF o lk ty p e i (These feBtareamadoYakshagauas pbjiular 
and'tittra& tve. The character iaation in thrfeestoriesand the- isitun* 
tiM »t e n d p lo tsw e re  later adopted front)Sanskrit plays and.this 
sectited Torifhb Yak&hagatas the appreciation and 1 recognition o f 
Scholarly persdns. \F rom the 16th. century, composing o f Yaksha- 
ganas was taken up by eminent poets like Katnas&li Rudrakavi 
(Sugrlva Vijayam) and Kfimakanti Paparaju (Visbnum&ya Vil&sam). 
The tartei* described him self as ‘Yakshagana ninnana pravina*. ' Kavi 
S&rvabhauma Srfngfha has proudly described Yakshag&ns as

“  Kirtintu revvaranl klrti gandharvulu 
Gandharvamuna Yakshagana sarani". <•

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 ofYakshaganas and their production. The iakshanas 
and histrionics of the prabandhas prevalent in the 16th century were 
incorporated in them. In the present century Harikathas have 
usurped the place ofYakshaganas.

STYLE, DICTION AND POETRY
The early Yakshaganas have no introductory passage of any 

length. 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 16tb 
century

* I U  Ya  BAMKalHfeH*HIUU0 Wh* 4DU /«  ), M • <JJ?

“Bhayapaduchunna Sugrivunito 
Antata Hanumantudu emanu 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, Andhachandrika, Mangalam and the like. The ragas used are 
Ahiri, Saur&shtra, Padi, Nata, Kalyani and Ramakriya and the 
tftlas, Ata, Sana, Triputa and Jhampa.



The music It of thereci tativo typa. In  %  V M aww i> W l » >  
o f K im akaali K p ff tjn  Kivi, tn y lg i  b u ta ria  A o  lived M n n i  
1575 and 1632, we notice the adaptation o f  the Ptrebaadha style and 
diction in the story-telling which were handled fcy moetof the poet* 
o f Krishnadevaraya's time and even o f the lattcrNgyak ruler*.
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The kavi Prasangant invocation to god*, benediction to the 
patron king and other preliminaries were followed in  this Yak aba* 
gana and later writers copied from. P&paraju in these respects. 
There are descriptions o f the six seasons, pleasure gardens, the 
places where the nftyaki falls in love with the nftyaka, chandra 
dushanam, manmatba dushanam etc. It is to be noted here that 
these descriptions and dushanams are found in the Kuchipudi dance 
drama * Parijata katbft” by Siddhendra Swami, a disciple of 
Naiayana Tirtha of ‘Krishna Lila Taiangini fame. Paparaju used 
most of the popular ragas of his time such as Nilambari, 
Madhyamavati, Pantuvarali and Nadanamakriya. But some of his 
ragas like Gbanta. Regupta and Abiri are rarely used now. He 
also employed Ata, Adi, Jbampa, Eka, Triputa, Mathya and Laghu 
sekharam talas.

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

In the 17th Century numberless Yakshaganas were written by 
reputed poets during tbe Nayak kings of Tanjore and Madurai. 
Among them 1 may mention 'Mannarudasa Vilasam’ written by 
Rangajamma in about 1660 A.D. depicitiog king Vijayaraghava as 
tbe hero. She employed Darus and Dvipadas in plenty to get tbe 
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 dbavalam is

“Jaya jaya madana vii&sa 
Jaya jaya Mannarudasa



Her Bdbhana songs runs th u s: —

‘' nhtHunafcu subha klrti n&thunaku
BdlOrffo Tsjwokh bhurni mqn/t&maku 
sobhanamt’.
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Many well-known ragas such as Kalyani, Mohana, Kedara, 
Mukbari, Kedaiagowla etc. arc seen along with Reyaguplq, Saind- 
havi and Ghaot$ which arc rare ones.

During the early 18th century. Siddhendra, a disciple o r  
Narayana Tirtha. had come to K^uchipudi and p u t?  a pew *Perijj»la 
Katha’ including ‘Bhama K,alapam' in which Natya ana Abbinaya 
were dominantly featured. He included Darus, Toharas and Dvi 
padas in well-known ragas. Ata tala is profusely used as in the 
Tarangas of Narayana Tirtba. There are also ebandra dushana and 
manmatha dushana of Nayaki Satyabhama in love with Sri Krishna. 
She writes a leter to the Lord. This prabbandha style of Sringara is 
being followed in the later Y.akshgganas in imitation of Siddhendra. 
It is to be noted that he introduced the practice of males acting the 
part of Satyabhama and this tradition is being followed in the 
Kuchipudi style till to-day.

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

and so on.

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

"Atula strlveshamu purush&krutulonu 
Harlkathalu padiyadt saukhyam ugaluga”

“Harikathalu pdduduru 
viri nerhame chudan”

16
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So it can. be saidsafely that the present day Harikathas are 
only an im itation or outcome of the earlier Yakshaganas in poetical 
m id musical diction, style and rasabhavA and also in story-telling. 
He has handled all the verses o f Telugu poetry and alsothe popular 
ragas and talas usually found in Harikathas.
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Sri Tyagaraja, the celebrated composer, has tfo> Yakshaganas 
to  his credit and these are the 'Prahlsda Bhakta Vljayam’ and the 
‘NaukaCharitram’. He calls them as Prabandbas and also aa 
Natakas fit for abhinaya with raga and tala. He says 'nayonarpa 
fcunina Prahlada Bhakti Vijayambanu prabandha munaku’.

He also describes it as a Nitakam : —

Natakam t okati ne nayamuga rtiku
nataga vinupintu hatakabharana
raga tala mridanga ravaliche migula" etc.

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

Garuda prarthana jeyutetulatta 
Sagarudu palukutetulana 

x  Prahladudu stotramu jeyutetulana
Narada mount Vaikmtha prabhavumbunu 
palukutetulana" etc.

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 Ookulapati Kurmana- 
tha Kavi of Vizag. District. He was patronized by Ananda
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Gajapajl Raja garu. This poet says that a Yakshagana in praise 
of Gotl and his divine actions is nothing bnt 4 Harikatha.

“Narayommi pera na svami pen  
Atyanta bhaktito nankitam baina 
Mruiyunjaya vilasa mriduJa natakamu 
Harikankitam baina Harikatha yaunu".

HARIKATHA

Now I shall 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 Talluri 
Narayana Kavi of Mokshagunda Village wrote an elaborate Hari­
katha with songs and this was called the Mokshagunda Ramayana. 
In this work there are Toharas, Ragadas, Utsaba Vrittas and Kir- 
tanas in many ragas and talas.

The shining star of Harikatha in Telugu Nadu in this century 
was Azada Adibhatla Narayana Das who was a master of poetry 
and music. He not only wrote Harikathas like 'Rukmini 
Kalyanam,’ ‘Gajendra Moksham* and ‘Prahlada Charitram,’ but 
unlike other poets, himself performed matchless Harikathas for over 
four decades till his death in 1945. He was also an expert in 
Bharatanatya and used to dance during bis Harikathas. His perfor­
mances were interesting, appealing and educative. He strongly 
criticised unhealthy customs and habits among the people. He had a 
unique sense of humour and in fact he was a master in all respects. 
He was mainly responsible for popularising Harikathas in Telugu 
Nadu. He became the trend*setter to other writers, poets and 
musicians who started taking to performing Harikathas. Those who 
could not compose poetry 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 all 
the common ragas in vogue and many talas including Atatala and



Sankirna jatis. In hjs 'Jaaaki sapatham' he bad composed pongs In 
Raganga rm u  Hke Kamavardhapi, Kosalam, Sucharitra, phayalSjrn 
ban, and NHimati. fie had composed the whole of the Ramayana 
in the form of Harikathas which can be performed continuously for 

-a month. I was the Secretary of the Sft Slrhdttfcti Oana Sabha of 
Kakinada and heard his performances for twd decades with immense 
benefit to myself.

i

Later on, Harikathas became Kalakshepam and some writers 
performed the lives of great men like Krisbnadeva rays,. Shjvaji, 
Tyagaraja and Mahatma Gandhi. The writer of such Kalaksh^- 
pams was Mulqkutla Punnayya Sastri. He was a fluent orator and 
added humour in his performances to relieve the monotony of the. 
stories.

Another Balaji Das had selected well-known characters from the 
Purana6 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 Latangi, Navaroz, Pharaz and Mand. Kosuri Bhimalinga 
Rao composed the entire Ramayana as a Harikatha and called it 
‘Siimat Sangitananda Ramayanam’.

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

We have sthala puranas on various saqred 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 thp earlier Yakshffganas in rcspcctof style* diction, 
developAA^t ahd dulr&terlshfibhi ™  maid difference
is that there is no Ahjuyaor mpke*up HarjkathaB which is, in 
fact, krfnb*actiiriff bji the Bbtfgkvatar b t lias a's dfoUeb! th ' call 
himself. He is the story teller, preacher, singer and all rolled into 
one. " ;

HAKIKATHA IN TBLUGU NADU

Nowaday! frhkjgavithrs induce in lengthy introductions and try 
the patience of the audience. A simple, catchy and direct Upakra- 
mannot will be efliectiaeus we saw lathe case of Narayai^ DM who 
used to take up the story straightaway 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 o f 
Muthuswami Dikshitar and 
other Composers-Purandara 

Dasa and Kshetrajna.
<Dr. V. Raghavan Sfeashtyabdaporti Endowment Lectae-25-12-1975) 

Sandhyavandanam Srinivasa Rao

Please allow me to confess my sense of diffidence to have 
undertaken 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 
Iyer five years ago, dealing with “ Some aspects of Diksbitar’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 Hindustani and Carnatic traditions. 
T beg to remind you that I did Tambura for him and gave him vocal 
support together with Vidvan Sri B. Rajam Iyer. The next was a 
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 expounded 
the History of Sitar playing and Sitar Paddhatfii. Late Prb^. 
Sambamnrthy gave a brief exposition of Melas abppt which he had 
written so much in his books. There were other talks also. This 
year, Dr. Raghavan requested me to talk abont the subject entitled 
“ Comparative study of Deekshitar and other composers, Putandara 
Dasa and Kshetrajna

In classical Carnatic music today the Trinity occupy the 
foremost place. T|iey are Syama Sastri, Tyagaraja and Dikshitar, 
standing for Brahma, Vishnu and Iswara and for Tala, Jlhava and 
Raga respectively. All the three composers have done justice to all 
the three essential elements 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 Sfthitya and Sangita excel; in Divyan&ma Kritis only S&hitya 
excels. In Dikshitar right through the Sahitya is couched in digni­
fied Sanskrit and raga is always portrayed in its utmost grandeur, 
richness of variety and details. Though Syama Sastri has used both 
Sanskrit and Telugu besides Tamil, Dikshitar has used mostly 
Sanskrit and a few compositions in Telugu and two Mani Pravala 
compositions comprising Sanskrit, Telugu and Tamil phrases. 
Though it is a pity Dikshitar did not give us Tamil compositions as 
his illustrious contemporary Syama Sastri did, he has given us a 
taste of his exquisite handling of Tamil in song composition in his 
Mani Pravala Kritis where the transition from Sanskrit to Tamil and 
Telugu is achieved with remarkable ease ; just one charanam

' ‘ turffrfuir� (,(��"�0�  aiir«3^ai(S«ir 

fir&fifi licu iB f*  surfiGm 

d firu u r fir (Sfisu (Sfisv
<gj� igyfl/nrir u>fru(gparr 

(3$uisiai_fr«s0L<3£ fitngu 

iraa^uji]) ^uitutr”



R ak sh iy ^ .A d eri, and s ta to r  jyprds of Tamil a ff
found. Pleasepermit pie tQdigress here'fpr pacing before ypu my 
observations which 1 consider are extremely ^ p o rtan tfo r the proper 
preservation of Dikshijtars* compositions, not merely the S&hftya but 
also the music. This Kriti— ‘ Vqikathchalapathe 1» .p rare 
lakshya for the rfiga -  Kapi or Karnatak Kiapi -  so styled to distin­
guish it from the Kapi having Hindustani flavour, th is  composition 
was rendered in Hindustani Kapi -  obviously for Sabha Ranjakatwa t

SA NI PA OA RI RI )
Yenk ka t& chala pa the I There are any

number of Sghityas without their original music - In Sanskrit, 
Kannada, Telugu and Tamil - why tamper with the sound content 
of the Kriti when the music of the composer is itself made available! 
This to me is a model for students of music fbr strict avoidance. 
Sangatls could be added only by Vidwans of mature experience In a 
proper manner, the Sangatfs so added must be a natural continuation 
of the original musical 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 * Chintaya 
Ma ’ in Bhairavi. It should be rendered in Vikunba kala in the- 
manner indicated in Sampradgya 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 
Subrahmanyfiya Namaste’ and in the kritis in Chamaram (Shan- 
mukhapriya) ‘ Siddhhrinayakam ’ and Vasanta composition—* Hari- 
haraputram'. With all my reverence to the master whom I 
worshipped as God—(Sri Ariyakudi Ramanuja Iyengar) I must 
confess—a speedy rendering o f ‘Seshftchala Nayakam* in Var&li robs 
it of its grandeur, particularly in the Charana—‘Manda base 
vadanam’. The justification for such accentuation of Kftla Pramana 
is that the Mridangam accompanist should be enthused with crisp 
Madhyama K&la 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 compositions of 
Tyagaraja abounding in Alankaric sangati variations. I apologise 
to great vidvans for giving expression to a feeling that
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4 m  -ben oppressing me fc r Mveral years. I  Implore 
tasikae 1<r listen to  Dil«Ht«t ,u kritis lb  the manner %  
(which Dhrupad renderings ' are heard in North India with­
out expecting lively uncharas and bblrkas (Murkfc) orK hyal 

- recitals. Mridangists mast observe- particularrestraint and try '(b 
excel within the bounds of the appropriate Kola Pramana. I beg 

' ,10 be forgiven for the digression.

f DKlHlTAft'ANOP O tB U ' C I U W B

All the three great composers were messengers of Nada Brahma 
and excelled in the following features very ably and dearly recoun­
ted by Prof. P. Samfbamoorthy in his book • "Great Cbmposcrs”- 
Book 1 Second Edition - at page 66. I give the extract hercunderr

"The period 1750-1850 seems to have been a remarkable 
period in the history of music all the world over. The greatest 
inu&icial geniuses of the world lived and flourished during that 
period. Europe saw at that time the great composers Beethoven, 
Mozart, Mendelssohn, Chopin, Schubert and Weber. The Musical 
Trinity of South India lived and flourished duriog that period. It 
seemed as if God in His bounteous mercy resolved upon sending 
His musical apostles to the earth during that period to deliver the 
message of music.

The-three great composers, Tyagaraja (1767-1847), Muttusvaml 
Dikshitar (1776-1835) and Syama Sastri (1762-1827) constitute the 
Musical Trinity - Vaggeyakaratraysm - Sangita Trimurti and Sangita 
Mummanigal ((jpLiirewflasrr) 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 polished nature of their 
music and the beauty of their language, their compositions will 
long remain unsurpassed. The presentation of ragas in their modern 
setting, the uncommon facility 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.

1 7



Thera are al#P other interesting points about them. tlw y  m re  
:men o f rare scholarship, proficientin Sanskrit and Telugu and well 
versed in the Vedas, Sastrafand sscred lpre. ruThcy iwere adepts in 
the Jydthisba Sastra andMantra Sastra. They were con temporaries 
end lived in the Tanjore District. They were all born in Tiru- 
-varur. According to the Tamil saying “salvation was assured to 
those who were born in Tiruvamr”. Special circtmstancea attended 

the birth o f all the three.

Divinely appointed musical preceptors 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 sanyasi and presen­
ted him with the rare work 'Svararnava*. There is internal 
-evidence in his kritis to show that Narada blessed him. The work 
‘‘Svararnava’ is now lost. There are various conjectures; that this 
work was destroyed by fire ; that it lies buried somewhere in Tiru- 
-vaiyar ; that it was (smuggled) out by someone on the day of 
Tyagarfija’s slddbi and so on. Excerpts from the ‘Svararnara’ are 
seen in a manuscript in the Walajgpet collection. The inusical 
preceptors of Muthuswami Dikshitar and Sygma Sgstri were 
-Chldambarangtha Yogi and Sanglta 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 (heir 
•compositions is in a separate tune.

They have given beauty (o even ordinary and trivial ragas like 
Kuntalavarali and Navarasa Kannada(Tyagarajaswami), Chintamani 
and Kalgada (Sygma Sastri); Sudhatarangini (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 Tyagaraja, 
Muttuswami Dikshitar and Syama Sastri have been rightly associated 
with the Draksha rasa, Nalikera rasa and Kadall 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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a»B poi|itB i4n  the shininglakshya* for idfcunikn Sangfta. .'Wap 
futve'(brought out th e b e s t in  Sooth Indian-Music. They 'hive to 
theft; ccedit a : number of i group krkts like Paacharetnaa, Nava- 
varanaK ritis, Navaratnam&llkaetc- They were great, moralist* 
and philosophers. They: had tasted the sweet nectar of nija Saogita 
(true music) and enjoyed (he genuine pleasures thereof. Like the 
Tevarakftras and Alwars, all the three visited important shrinesi* 
South India, and sang spngs in praise of the respective deities. 
Lastly each shook off their mortal coil punctually on the day and 
hour predicted.”

In the treatment,of TSla there is an old saying in Aftdhra area 
where they describe the three degrees of speed (Vilamba. Madbyama 
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 made gaja gamana. * Nadachi nadachi * 
(Kbaraharapriya Kriti) of Tyagaraja or the Madhyamakala 
Khandikas of Dikshitar could be described as set 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 Vilambakala, actually we find in the kritis of Dikshitar 
a 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 Sahitya is made giving us a thrilling glimpse into Kavr 
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 o f 
“ 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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■cpHai tho-Hamriaor Ajfcpfi Mantra. Tb« ‘Ajap&’ n r ,w**fc -‘wilb 
bo repetition of. word* is the silent contemplation of the unity of IM 
individual spvit with the supreme one ; thei inner soul lies like ■ 
■child in the net - hammock o f  the life-breath of the mundane body 
in which it nestles in involuntary and teaselers rhythm, the blissful 
awing of rise and fall*' This is the Ajapa Natana or Hamsa Natank' 
whose troth the Yogis know • ‘Yogi ViditajapS pataca Rangam’ 
<Oaula kriti - "Tyagaraja Pslaya). It is this Hamsadhvani that held 
Dikshitar in Uruvarur 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 tuned. Really, in the words of our Tyaga 
Brahman, Dikshitar was - a Vivaramu telisina ghanudu • Siva 
iMantramunaku Ma Jivamu Madhava Mantrartmnaku - Ra Jivamu.

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

“ The sihitya of Dikshitar does not possess the human interest, 
lyrical and emotional exuberance so characteristic of the sahitya 
-employed 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 
ihave 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 cfaarana correspond with the anupallavi 
in the musical setting. (But this is the case with the padams of 
Purandara Dasa and Kshetrajna (Illustrate—‘Ososi’ and ‘Ratimana- 
Tsugala ’ etc. ‘ Ambuja Nabhana Akhila Lokesana ’ and * Purandara 
Vithalana Pada Poojeyu Mai pa). “ 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 Srdtovaha and Sollu kattu—P N N S  Ta Ka Ja 
N u  Ta Sa Ni Ni of Ananda natana prakasam (Kedara kriti) and



tlrnUar^xcelletces art found iti Dlkihftar’s compositions very mudi 
more than in the compositions of his other contemporaries. Sri 
Subba Rao further observes.

"They are master creations of the noblest art, carefully concei­
ted , elaborately developed and consummately finished. Langour, 
indifference and perfunctoriness are altogether absent from them. 
The perfect blend of Sangita andSahityais a marvel of synthetic 
artistry. (Sing (1) Hina Manavasrayam tyajami (2) Dana Nidhim 
Daya Rasa Gala Nidhim. Except io Pancharatna kritis and a 
few other kritis like'Broche varevare’, ‘Sri Raghuvaraprameya’ or 
‘Ninnuvina sukhamugaaa’ - the charanas of Tyagaraja kritis have 
Ihe same Dhatu ; a slight variation is found in 'Mohana Rama' and 
«Badalika tira’. la Dasara Padas all the Charanas are tendered 
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

n \  gen®  II

ffrdwfniqMlg  sflfanSw 11

f t )  Siagci

f t )  w ift sramfar q ftfa

f t )  faq I

I am reminded of Ihe music of the Adhyatma Ramayana kirtanas. 
-of Andhra area. Another Arabhi padam of Sri Purandara Dasa. 
There are Madbyamakala Khandikas in several Padas which I wish
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Jo point out to you because Sri T. K- Rangachari yesterday waa 
askingif.there were compositions, other than those of Djkshitar 
where Madhyamakala Sahityas are found.
Purandara Dasa - Arabhi - Adi tala

q { 9nf%^rt q f  a ip R 'T fe  

s ifcy i  qptq% ii 

=q ( 0  3 i e r f e n t  g rc

fti3  anq? *glcist n

(* )  II
iflSirioS sift% ||

( \ )  W t t  cH ^ftl

hidsR 3*3* II

(#) m  m qi rt «T (ft q f t)

33^  *iH3
51^3 II (ejrf% ^>

Regarding the portrayal of raga bhava in Dikshitar’s compositions- 
Sri Subba Bao further observes : Bagais 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 Ty 
Dikshitar’s music is characterised by power. It is the vainika’s  
style - manly and vigorous. In the vainika sampradaya, seldom is 
a plain note rendered as such” .



'tif ibeg'fo differ fro&tbis view last menHotfid. Indeed Dllrilhitkr 
Is remarkable for the skHful use of plain notes - Suddha swaria- 
and this only enables the musician to grasp tbeSukshiha (Subtlety) 
o f  Gamaka Pramanam. Sri T. L. V. Iyer took a lot of care to 
-illustrate (his use of Snddba Swara by Diksbitar in his endowment 
lecture. Please allow me to give one or two instances. (Sing a few 
lines from the kriti in Padi Raga • ''Sri Guruna Palitosmi” and the 
-other from the kriti in Devamanobari - "Bharati").

’ :,H- i - h s

The Suddhaawaras are of the Swara sthana and not just plain 
as on thei harmonium . Such plain note handling is rads among his 
contemporaries -  either senior or junior. Certain peculiar gamakas 
are typical ofDikshitar only “Maha Ganapatim (Todi) MA D D  
<3A, also in Bauli Kriti* 'Papapahapandita tara Guru Guha” . Tyaga 
raja’s imagination is essentially of the voice and so is that of Syama 
Sastri and most of other contemporaries 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 :

"Every 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 swara is the soul 
and the gamakas are the limbs and body of the rendering. In vilam- 
bita laya Diksbitar employs the slide and the continuous transition 
from note to note simultaneously with anuswaras that the Suddha 
Karnataka Bhava is admirably maintained. (Sing the Anupallavi 
o f Bhairavi Navavarana kriti). His pieces are forceful illustrations 
o f the genius of Karnatic Music found in the incessant flow of 
melody and rhythm where note succeeds note in a continuous bond 
o f linked grace and sweetness. This style is mainly the contribution 
of the 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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shi’bfe the resqlt.of its inspiration. ;Jn fpotthat piece tpfbien- 

. ced the three master composers".

What a pity we have but one varnam and one Hnbeni raga 
Sw&rajati of Pacchimlriam Adiappaiah. A great party  compos- 
tions of this master are irretrievably lost; < Adiappiah was to- the 
Trimurtis, what the great Tigir Varadachariar used to be to me bnd 
my fellow students of music. Pallavl Gopalier’s varnams* 
“ Vanajakshi” in Kalyani and “Kanakangi" in, Todi and the two’ 
varnams of the great Sonti Venkatasubbiah in B ilpari and Poorva- 
kalyani are remarkable for the intensity of Raga Ranjaka Prayogasv 
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 
so to say - having all the excellences of the Trinity very much like 
the poet Magha of whom it was said ‘Maghe santi trayo gunah'.

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

The loss of musical wealth is inestimable, for of Adiappiah 
alone - Subbarama Dikshitar says — bad composed hundreds o f 
varnams and Tillanas. Please refer to the accounts in Sampradaya 
Pradarsini of Sonti Venkatasubbiah and Sonti Vcnkataramaniah, the 
Guru of Tyagaraja. No one knows what beeame of the huge mass 
of their great compositions. There was Giriraja Kavi, Kavi 
Matrubhutayya, Margadam Sesha Ijengar, and the great 
Virabbadriah who is credited with having rectified the oddities in 
the classical tradition and laid Karnataka Music on a firm founda­
tion. What happened to 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- 
left us in the dark regarding the musical wealth of the immediate 
past of the classical Trinity. The great Sangita Vidvans, barring 
only those that came of South Indian Gharanas so to say, o r
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DmaiahBifr UMayMftiito VldVaUft, Tirtipphtnbtant and TMIjtffe 
qduthftte a td  other1 such dncftlb»-l-**rift gtfMhfctyy eohMofrktigfc 
drifyWtiioft* kfflft Whkh wtrtltil Be godd t t t  ktthftfh; Cultivated i, 
few for ftadhaha ind left tfad rest to oblivion. t b h  b  %e writing 
on the Wall. Before fifty yeats just a handful of tiffis of even 
IHksBftar and Sy&ma Sastri wefe in vogue. Subbarama Dllshitar 
fttvently hoped that he would publish In notation hundreds o f 
Khetrajna padarbs, suladis, swarajatis and kritis of lysgataja­
bot he breathed his last. But for Sri it. L. Venkatarama fyer and 
Sint. Vidya Shankar so many kritis of Dikshitar and Syama Sastri 
and bis son and grandson would have been all but lost.

Now an important question arises. What was the music that 
the classical Trinity learnt? To this the answer is twofold. firstly, 
they used to learn Prabandhas, Laksbya and Lakshana Gilams, 
Suladis and Varna ms: secondly tbe kritis of the great composers 
as also the Padams of Purandara Data and Kbetrajna. Even 
sift recently as the student days of the great Muthiah Bhaga- 
vatbar, Prabandhas and Geetams were extensively cultivated. In 
Andhra area the Prabandhas were the sole repertoire • so Dr. Dwa- 
ram Venkataswami Naidu told me. Tbe 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 Tanam would 
be elaborated, one of the Prasiddba Rakti Ragas would be elabo­
rated and a Pallavi rendered with utmost skill. It would be wound 
up with one or two devotional items. Tbe compositions were 
cultivated to acquire and enlarge their vocabulary of Raga Ranjaka 
Prayogas. The recitals were wordless soulful music full of Ragm 
.andTanam. 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 Kbyal styles. Tumris may or may 
not be added. Tala lies dormant mostly in vocal reeitals. Only 
when sitar and sarod players enter into jugal bandbis with Tabla 
laya is prominent. The listening is so deeply Nada*oriented and 
happily free from a wordy fare; So we do not have the phenomenon 
of language-oriented recitals throughout the vast area of Hindustani 
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music region-Utespect i vp , ofvhe tier tb e ^ g n a g n o f  * the Kgippt i» 
Hindi, Marathi, Gujarati, Punjabi, Bengali or-Uttar a JCarnataka pf 
Urdu. .The language o f the rulers dqes net bacaeppitfep .languagepf 
muric automatically. Under Muslim rpkis, Modem savants have 
composed and are composing and rendering Dhtupadas, Khyals and 

Tumris almost entirely in Hindi. That was all for art music right 
through the centuries irrespective of who ruled th^ areas. In forma 
of music not strictly classical or art music-wbich Prof. Samba- 

moorthy used to style as ‘applied music’—there were devotional 
music and folk muric to which every region made its own glorious 
contribution- We have the compositions of Tukaram, Tulsi Das, 
Mira, Nard Das, Guru Nanak and others giving out ennobling 
Bhajans. in Marathi, Hindi, Gujarati, Bengali, Urdu and other 
dialects. The folk music was also language-oriented. Even in the 
region where Carnatic muric was prevalent for several centuries, art 
muric was free from the shackles of the word-Sahitya. Prabandhas, 
-Githams and Tbayams 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 
£ahitya Rasa were most beautifully and inextricably interwoven was 
found in the kritis and with this all the older compositions were 
driveu into oblivion. The ready appeal of Tyagaraja kritis catering 
~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 saulabhya-a quality, which is almost rare 
in Dikshitar’s magnificent, massive creations. Tyagaraja’s kritis 
'became the mainstay of the performers. All other compositions of 
other Vaggeyakaras were chiselled to the Kalapramana 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’V '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 
ready appeal- The tendency to listen to art music with a word
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Qrjcqtfd-ponsciousnKs become tbo habit. This tendency was matt 
devastating in the areas of Andhra, Karnataka and to a lesser extent 
jpK erala where the general level of Sangita Raiikata wss'at a com- 
fparativeJy low level unlike in Taniil Naduaad Tanjore area inhere 
for generations the capacity to  listen and enjoy $ure unalloyed Gana 
Rasa had been cultivated and the general level of Itrtdflisg was 
very high. In Karnataka Ibe creations of Purandara Dasa 
were enjoyed and studied for their Sabitya—undoubtedly divine 
and thrilling. Music was nearly forgotten and lost* The sane 
fate overtook tjie, compositions of Khetrajna and Narayana 
Tirtha in their- native region—Andhra. Narayana* Tirtba and
Khetrajna had to seek Tefuge 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, Karnataka and 
Kerala owes a deep debt of gratitude to the catholic minded rasikas 
of Tamil Nadu who have preserved all the musical creations now 
extant in whichever language composed.

Word-conscious listening of art.music can spell untold barm to 
classical music. Let me give but two instances. In Andhra during 
‘Tvagaraja Aradhana a great scholar and Vedantin usually expounds 
with extensive quotations the philosophic import of the words *Na*
* Jiva ’ and * Adhara * for a length o f time. Not a word about 
Bilabaii, or its Sancharas. In Karnataka area volumes are 
published expounding the upanishadic saying o f 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 bis suladis are bereft of music. Sri T. V. 
Subba Rao has said that Purandara Dasa had composed even Var- 
nams besides Lakshya 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 Purandara Dasa and 
his devotional outpourings meant for Pamara Ranjana comparatively 
untouched. Only those padams of Khetrajna that came down to- 
Tanjore 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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exposed to good classical music as oftea -as possible. In ’homes, 
mothers must sing devotional songs like Tevararo, Tiruppugazh. 
Dasara Padams, Ashtapadis and other simplesoags. There should 
be Bhajanas in every town and village. Then all people will learn 
to enjoy Raga and Ram. Indeed, “ Sisurvetti, pasurvetii vetti Oana 

Assam pbaai" is Rio good old saying.
V

I have digressed. I wish briefly to refer to the greater Trinity- 
Purandara Daaa. Khetrajaa and Venkatamakhi. An elaborate ex­
position of Venkatamakhi and Dikshitar was given by Dr. Rama- 
lcrishnan yesterday. Sri T. L. V. Iyer used to tell me that in all the 
aeventy-gwo melakartas there were two kirtanas 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 
>46188 like Hari Kambhoji, Kharaharapriya, Kiravani. and Garni 
Manohari and others, wherein Tyagaraja has bequeathed immortal 
compositions. Also there are quite a number of swara-oriented 
Ragas like Navarasa Kannada, Bangala and a host of others in 
which there are simple kritis of Tyagaraja. Thrse songs can be 
-sung straightaway from a notated script. But there are several 
minor ragas-not scales-like Gauri, Salanga N&ta and Ardra Desi in 
-which only Dikshitar krithis are available. Still the Rftga forms 
remain evasive, particularly the innumerable janyas of Malava 
gaula. Once the swarupas of these Ragas are lost due to lack of 
-continuity in Kama Parampara, no intellect can piece them into a 
Raga entity. For several of these Ragas the krithis of Dikshitar are 
the sole lakshyas and their renderings must be preserved in tapes 
and discs. Let me sum up in the 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 
universe of sound where dwells the supreme spirit, Nada Brahma



To weave a few notes into a song is simple, but to create a new 
rgga which is a recoignisable entity ’by itself is the work of the 
highest art” .

Let me examine this aspect of Dikshitar and PurandaraDasa and 
also Ksbetraina. Tyagaraja followed the Sahitya pattern o f Puran­
dara Dasa giving out Purana, Itibasa rahasyas in multiple cbaranas. 
The great Tallapaka composer (Cbinnayya, grandson of Annama- 
charya) has laid down that the Sahitya in Pada Kavita (Song 
writing) must be in spoken word idiom. Such were the composi­
tions of Purandara Dasa and others both preceding and succeeding 
him; such was the text, of the greatest Pada Karta - Kshetrajna- 
‘‘Venna tinna chinna tanama, peda sadala kidiyoora, pinna peddalu 
(era; Ninuubasi kantiki nidnra radu • nimisamaina gani proddu 
podu - Satya Harischandrudu neeve sami Chandramati nene • Chen- 
nuga Sri Krishnuda nive Sri Rukmini Devi nene • Iddari valene 
igudi 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 Vihara 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. 
There is one in Mohana Raga ‘Tritaia Trikala Suladi’; Sri Muthiah 
Bbagavathar used to sing one suladi in Gaulipantu - “Gali Banda 
Kaiyalli” . I have heard one suladi in Arabhi (strikingly similar to 
“ Sadhiochene”) rendered by Belur Kesavadas of Mysore.

The Swaravalis are the basic primary lessons. They give sruti 
and Swara jnana. Diksbitar’s first kriti in Mayam&lavagaula • “Sri 
Nathadi Guruguho jayati” is a good epitome of the Swarawalis and 
Alankaras. Then the Pillari Gitams in Malafaari. The beauty o r
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sound and the handling of swaras in the Qitanu axe a marvel. I t  
removes the mala (dirt), of the. voice jind also, the dir( in 
the mind and heart of the Sadbaka. Padutnanabha Parama Puxusba 
reveals Tina singing. R S D S S

, A.......NamTa
M G R  M M  P A S D A D P M P D D . P M g R S

A .......  NamTa A NamTa .....1,Nam Ta Ta .....*
All the Gitas are inspiring sources for Tana Paddhatbi. In Malabari 
we have only the kriti of Dikshitar on Ganesa-Pancha M&tanga 
Mukha - in Rupaka T&lam !

Then the sulfldis we have one in the Riga Bbupala (not Bauli} 
taking Sadhfirana Gfindbara • Tande Yagi Tayagi”-its reflections 
are foun'd in the kritis of Dikshitar in “ Sadachaleswaram” . For 
the auladi in Karnataka Devagindbari-a misnomer for there is 
little of Karnataka flavour in the Raga-it is just Bhimplas - there is 
•‘Panchftsat Peetha Rupini” and for the one in Ramakriya now in 
vogue as Pantuvarali and/or Kimavardhani. We have “ Saundra 
Rajam” where D SA sancbiras are preserved.

D D S N D P M  is a good sancbira !
S A D S A R I M A G A R I G M  PA
V i su deva MS nanda spurtim 

So much for Swar&valis, Gitams and Suladis. Even the popular key 
tunes of Devara namas in Prasiddha Rggas form the basis of kritis 
like "Aksbayalinga Vibho and “Bhajare” (Nija Rupa and Ambuja 
Nfibha) “Neene Dayalo” in Anandabhairavi yields the frame of 
“ Marivere” of Syama Sastri and “Kamal&mba Samrakshatu” of 
Dikshitar. Even in lesser known Ragas like Navaroz, Saindhavi, 
Gaulipantu and Mangalakaisiki we have lakshyas in Dasar Padams 
and those of Kshetrajna. Even in these ragas of small scope 
Dikshitar has given us massive compositions whereas Tyagaraja has 
given simple kirtanas. Dikshitar’s Nada silpa is cut in large dimen­
tions and as the outcome of it we have “ Krishnananda ” in 
Gaulipantu, “  Hastivadan&ya ” in Navaroz and “  Sri Bbfirgavi ” 
in Mangala Kaisiki.

Let me pass on to a comparison wifh Kshetrajna. Only tho 
Raga Bb&va is the comparable feature. The Padas portray (he 
broad features of the R aga—usually of Prasiddha Ragas with the 
setting in a grand Vilambita laya. TheT&Iaor more properly the
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gt#<fc Stibdned^fifcd silgaritt pftjtesam; if Is th e re b u t’it ttfei not 
ia&nder Though the PadasofKshetrajna^re Written in the finest 
Teluguimagfoiible iviththe subtlest depiction of the various- shades 
•of SriBgftra Raw and though the Sahitya Bhava and Rftga are ko 
beautifully matched that they are like the blue and red blood in the 
body musical—still the listener is not drawn to the Sahitya when 
listening to rendering. He is lost in the Rftga flooding bis ears all 
the while. "The same effect we experience' when listening to the 
granffkiitis of Dikshitar—which really sound like Rftga Alftpa ! 
In Dikshitar too the Sfthitya is quite enchanting but when we listen 
to a Navavarana krjtis such as “ Kamalambike ” in Todi— we get 
the overpowering impact of the Raga(siog a few fthandikas of 
** Kamalambike M and a few lines of Kanne Neevu Padam in Todi}.

In Tyagaraja’s compositions we get the added delight of the 
Sfthitya Bbftva—aa intensity of feeling— a Hridayag&na which we 
must learn to miss in the compositions of Dikshitar where all the 
feelings are drawn in. In the rare Ghanta Raga we have only two 
lakshyas of great musical worth; one is the Pada of Ksbetrajna— 
“ Neyyamu ” and the other is the Navftvarana kriti—the eighth one. 
This is a Sdkarasa Rftga, depressing and inappropriate for auspicious 
occasions. It is worse than singing or playing a Kriti like “Paralbka 
Sftdhaname 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 circumspection! But the truth is not quite this. 
Though the kritis of Tyagaraja depict the shades of feeling— 
Hridaya Rftga and a few lines may be less appropriate for neraval 
from the point of Sfthitya import, a musician has far greater choice 
and freedom in the kritis of Tyagaraja so remarkable for Sangita 
Saulabhya. Who?—I for one will not—cares for Sahitya Artha in 
a  rendering of neraval! ‘Kama moha da 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 1



One otharfspectr. In the pacing  .ff^wordg in theTifts— 
Diksbitar. and Tyagaraja are remarkabJfffor tbs skill with which 
they bring out the T&la Rupa. D kfun  T ilt ,  Ata Tftla and Triant 
Triputa counted twice may have the same fourteen mfttras; the , I B s  
Ohata, the stressed points corresponding to ‘Sam* A ' Kh&li ’ of the 
Hindustani paddhathi—are very different and give a widely differing 
rhythm structure. The Madhyamakftla Khandikas. of DikBhitar— 
just one instance—“ Chandram Bhaja ” in ^Jdathya Talam— 
‘‘Sasftokam geesbpati sftp&nugraha pfttram” or the Madhyamakftla 
Khandika of Kambhoji Navavarana kriti in Ata Tala—“ Sa kumku 
mftdi lepanftyai” etc. bear out the point. The words are like 
Kavacba for the Tala frame. The same excellence we get in Tyaga- 
raja’s compositions with the added delight of pronounced SarvaJagbu 
Pusbti.' A few lines might need Padaccheda—as “A vi ve ka MA— 
Navula Kori Kdri ”  which will be totally absent in Dikshitar's 
Sfthitya. A musical rendering abounding in Odukkal and Sadukkal 
needs 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 T&Ia Rachana, beauties of rhythmic settings and varia­
tions. Some ask—is there a kriti like “  Mftmava Pattabhirama ”— 
(Manirangu) in Tyagaraja’s creations? Others ask “ where is a  
comparable piece to “ Mohana Rftma ” or ‘‘Cbala kalla ladu” or 
“ Chakkani Raja" in Kbaraharapiiya or a Pancharatna? or in 
Harikambhoji? We have lofty sound edifices by both the masters— 
the two eyes of Karnataka Music as it obtains now. We have a 
few attributes and excellences in Tyagaraja and a few others in 
Dikshilar. We should have both with their varied contributions. 
Let us listen to Dikshitar kritis with Dikshitar's temperament and 
Tyagaraja kritis with bis temperament—each with an appropriate 
mental attitude and receptivity. To demand an orange urder a  
mango tree is a wholly avoidable Jign&sa (thirst for knowledge).

qfaqrft |

sTfici;
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Ragas in Shyama SastrPs 
Compositions
(LECTURE-DEMONSTRATION)

Vidya Shankar
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siranr^^la) ft_swTir.£<£) tu fp £ ii- f ir  'Sf<nu£gycjrsinnr. Poetic 
license «r«rgyii> ©sir«)«oa)irii>.
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^figSllfl trirs0 0 a} euerf1 error ft) au>a£g|i_ror «u®ii> etv^siririiiseifki) 
j£le>}ir0ib sirirro>6uuji_ar ^/smutfigi 9 0  « y ffli_gpnj  2gir®aji_ror u g js  
utpjBjbQ su0ii>. S l& S lfif i  tnrsp$jb(5 13s  &/sufiujib.

"  j&shJ jttr, u

uttr ilcor........ i-  CTrorp

cu0u) Q u ires; {§jjbp eum.eufienfBS srremeOrut.

STsb l Ity 

S7 Jw



(SuSa) <^C */54>^®w(2u?r^ifiLi(r(g>^ 9® 0imm
au a g g |t_ s ir  tSfCDU ĵB Qutrf&gxih ^® titSoi® ii Qtjirygt aiafl a to ag  
.gK-Ss#r ^ m w p ^ ^ A S p ^ l ,  ‘jiuiriuuir’ srsftgtftfc 
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u)0 i_ ii. ,3f®££S ^ajirppftrp^Id) ^ribumirffnai Qpsir aifippiQurti) 
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�d iiu$i ^ sw7(5®<25*(5 (ipsir, sm£fip@dn (Lpiimarefl*wnr®£ 
#Qirsdr, iB®. «»u«ir «wr$uWtfkjinr, «fl. d£#Mrr*gB«fflu
airir. j£®. r f ^  ^®«^®mcrr#*fliUTir ^ffl03(ttff7r jgjgutajngwir
,g)frm airw*rC0& .,0(sa^wM rilanFjr, m wgj t5®£#£®ii>,
Qwtvp tty ., d f  irfrDdinniaAi£ib vspirsftor u s^ 'Q a irt# t-« i)fr .
U^Qi Ofm^iM*j*4!^<J«iir*7<*^9, <rrrg/tnir*" S)«w»rr 
njjbpsutrirs s i_af«r S/rirfipgi sBlLi_ irir. . jBih &($0ssiflfb J§)«iir
jjiii ttO T^£^<frar. ®«»jps&ir# G)*ir«bc&F Q&r,d}«6l ,gja>paiafh-ib 
^SaiHa'iq.iuffib »_«wr®...fl<0 rwiusisaSti) S^s^ppgiih  *u4m®. “p r p r l  
J 5(r«r c_cir&*r craiaiaraj (SfutAriq-iqw jS nshSsfrp0^unSss^i^u  u rp ir 
u«) g)0 i ^ 0 <?iu? {jjlgi. jg0tutr? e_<v8ar 0stfrfiaurmsr i «r«5Tfjjii>
*®22,lM*ir8M*© ‘Giuiril.ffii Glsir@/apsueir trtirpiii 9m.pi
£(ff±sdscr? gjcnsu lurctfiii a-cnrcnuxuir CTsirp g>tuij> «r«sr«® ®_«*tlit 
-£jd& . K-fOsp<s>fis struusuqg&iu 0j§f«iiairrgi Qftiiiu&irwr? u r r  
uil&w srppsirs? srarpi «^gS)ifl®s£®if.

(SwjdljlLi-  <£®^)sft)r ^ iu^ ^ uS®*®!/) j§\ib<2ti>ei>p 
*SjDjb$gl jS iB ^ir® . aiirpjB/sgt s itp r is ib . ^u ip jS iu  &(§0s<Sartr 
£>;*S2MM© 9 ® cfi£<»£iuir0 ti>. sff&or £ ® 4 }*ot
■uirsirfktirir it«k<3p &fti>y>ia&<2lajbp gjsuir, dtim jairfiCiufiat oi&eo 
s i t .  oiwihuuriLQih*B&ain3&<3Qsib s u s i i  <2u(F«sr<JfD s t ir jr ^ ts  
w r s u  iJwi$UM-ir.: f§ t^ 0 0 sB j!  praeto&iTru);^g)&y ifl®0 i&£ii>;®i_F«& 
WfisOirstr c u r^ u i in f t i rq u )  pargt s jb & i  smaiurrsAn-miir. ^L-ot
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Ciusir, ^J®CSsu/Bi*t_ outfit, cuajb^ q fa ir , fipwutr 0&&O fii~rirg)tr, 
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jy>£dslaw>r& st&m s iM d sQ igu i, 6T,i>jD6uirp ^m iofi
_gl&tn$l, (y>uuftjl)<3& dm^Uilu
dJailiiJy^u>uJa '̂a1&yrr6»r #jsmeu$ Qpatpmtui 6»«a/ir«frif0i^0'ir. 
o^gjfdHDL. afoaiirtfrsSSiru uirq.'{§lplfleioeiiificrrm &w\£raa&jarifiaip 
y>ettpi ^atthppmwtr&ti uri$, &C.tnusfesiiit£mp ixpuqiyifc u/rtif., 
u&rnfsB ur®d) yihnirwtfrfirtuib SluGhjrqggi wsnpfigi s&iluQp 
a  or pi su@pfiuu®«urri-. f

3u*«ni_ prsfi^d ) j&sq,rppmp sufggii Qrujpi, 'aVfnjpu' i9r 
■Guirspatfi snaifi(� p  � � t� ft_^fr«rr suirsmpsBfi ^iu,ib^� ii�� <sd£l� ir.

cflaj srso li @K§pfi Qsumtr ^juGurpi <5jir*ir6wri_
yi^ D���3��!�)7��  ITTgJ ft_«Dl_UJiriT $��%�����  0 )0  <£l0jfl GlfflUllJICirp 9 0  lS(T 
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fi«iTijifliuir irira^^lA) 9 0  u^sviirsssni) A,��������=����	  J§)6»£<s (Sail®  
�2��������(�;� � � � � �8!���������� � � � �* & �� � * � � �� � ( � � ft) aaOaif) 6������� �

■icirp (SarcMrq.0 >ir. gjsuirp e_i_60 �����  t9fj5/&0 '
îlTfiOcb&O.

d£)0̂ l«(aî «ir g|cuir £I<fiu£  (ip^o) £l0^) amiur irir«£^<i>‘<<s(!!>f!9*,r’ 
grmpi pcuiu0ib £ (p fi. 09JB«v>£«tl0 ««Ouu>ir« uirui 6)«iuiqti> 
(LpaojDiBa) sBfiTUisfiifi, ffaoturfiifi. 4006»%6»irp^l, ® 0P^  &(E jB*&r 
§\iujbj&<af)<r. � � � � � � 	 � 	 �  rA a fSs& r  u>il®i2> iSrGuir&ppi, (ipssrra)
<T®uq, «9|anrpr ct®£ilj a>ai<£gi. acAri-arq (yt̂ sfOirar j®rrtrsi«lflsi3 60 iu
0ir«rli &_6Ari_iT0ii> uq. 6̂0 £l(pfis!hr |g) iu,0,451 <fl0«<0(»jir. ®_<sirir6wr
4£ira a^p^IijCs ,̂ 6n)£T6»r®£5 srDni&ur, ^ £ uia ip tn p £  tm-peonb.

90  rauuii g)«u0®0 CĴ rrcu jf^laiDira £l)0 JB£L*q.iufr6b
y,i?d) sebuirmR * *f§|agpi GpGp torpor tSssi^L. ui_ 8}ir60’*
4O’(S6uii)6iT(n) I a m  asfyi-pmp jBsuitpJH Qwii. ®d>s0rs&iq.a) a_6iT 
u r p r r  d ip p p :� ) aartm apptAQ srm ’ a m  pi &p$ifil(i$££(tjr.
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fiofuib suifggii $����%�  A%iri_ai priraunriu, &� � � � �����'��  srsirguii 
� � � % � � % � � ������ ��%��� ( �%���  LD/rwfl” srdrgjjii �)'�������  *�����+',
�-'�.�����/

" $  w ot*  s irs  Gpiq.”  srsirgjjii <*#6STjgj®jr««0 trr&jhj&dr £(&£  
ifid) “ sr irir��� l jgGiu ussfl^gpuiij siriD usOttraSar Jjgniusfl
� ���0�1�2� �������3  jrrsussirsir 9p r  i� (ririLif.sBBj<� iu �'���'�"�/
���4��5���2/� �������� ����6 ��� '*5�	%��� �� sBl.sBo)&0� ����'��5� %'��� � 7���4  
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GIujsj(5(ST5066(5 <9j®,sSI«i> O-sfrsrr yrfj suAsourmu srosuiriiilidsir
Gluuiifld), ‘ • susDsOuirinu yrf> Qsusj«(oi_6n)su(rir'’ srsirgpiij £Q$£snujA 
Qriitgi '£ui rA £a fa � �  p®p£I sn&ia&nA siruuriuira’ erargt ssSiifap 
£sir  ««wr*s*ri_ QjSiuAitcircvr y^rfj)suir#&fri.'i t3rrirp£i£l(irfif:

jBirssrbsuirirsrf] rrap£sb west poop  c_0<s®iii <p® <£0 l̂a>ui<F G)«u> 
£(^i£(ii}ir. pib e_i_«b (Sprsnujuujbffil u>ss«ir ueVsSpLDirau (Suss 
eustnpA (Sail© , “ sr(asiiu>sir($s)! pirfsps @lp& QfgssrwpsnpA (Sail 
<� i_(W)? jgturst S lfip  e_i_&) 	�� ���� :)  6Tsjr2ssr̂  gisirijgy^gisaiigr
tSfjSujinuw &jd)sOsur? fi-ssrs® jSiuriuw, &/£turiuGw Ssni-iurpr? 
“ Gpjjjis ig Qggssrui Qiopfi suA9l£  (Spill? psirsirflilgy u r £ &  *sirsrr£ 
6juf. GlpiiieufSior? ’ ’ srstrgi (3ailif.0a<£l®ir.

“ u ^ r r u f p p r ”  sisirgpii riuarrujsm  rrrrs £ (§£  9® ^ uiSiurr  
9 irppssru>riii sBstrmi<§&jD£i. g)$j airifViruujiraih, pirsrrAsnL®, ^9/srr 
rrpSsrr, s ix s ii £§)srosu«&iru (Suir£A(§ib 9® £ssfl# f ipuLfpp
<£®^iuir0ii.

RDUi<F̂ oi«�f) rr& p £ &  sflswiiuairso £(f,$&fir arremugi 
<5(5pirpir� ; ���, � (( �arstr(y>”  srsngjjii sSstniusirsO &qij£iBd>, ‘ wgitr 
«ir<nii) Qfiugi urior/gutmA <«#ir(� susMr©u>; sSpuir ®® ♦ irsu 9K2rsfyt- 
<wj« J§)®«* GsD	wr©Lb,’ si sir urQAIqyir.

s^«fer(ip*uifluj/r jr a p £ 9n • "pL.9  p<Stur££" srshguth &(gj£ 9® 
sfl^sujB y,irssnunrssr sou stl©Liufr©smiliu i)®^j). ‘ <si_sS«i) (SrgisneuA 
a tlif. fipTiSTmliq-souiA siruurjbjD sQsnrppirGuj ! jsirsir g)siisusirs^ 
(� susnrif.iqtb airuuirjbjDp prwpGusin?' ’  sisirgy sSsfiaj£(itfir.



mpsrflaiib Glaitigiw p&*>w U§)«rguih sru u rjb p  jirirwr stiftrp 
p r a i  worth Q pr£& , tfiusuttmar fp lp ra ^w irs  j§)®<*«, pttorpwirs 
orir p B £ $ r  (SfitusApmuip p(tg«8 I* S lp m  wfiwtb
«T«fe««T? ‘"arrunrOilusu mwatr ggmw iJUpafl g g u g i trOtbwfi&flar 
u>frt_<n>4K3iuifl daiwdrg)''? s r« rp  pargl <3pm+ firm &<&fiu9s0 urruj. 

wifw^m pp QpflsSuuriuirs', cr<ir£)®#,
•v-

* ‘<2«u£)(rs^) (Zoloft <3oicn»r^ftinu yjJjim /r”
■rrsirguib oi«50(rir* £(§fiifitb u tr rrrwirl jg o £ p lm  Glufkiaigj^pgaib 
Qur sutnBcbfOrpmifir. ptrsb Ssil®ii> SatOTsSs^i® u$sb Q«rd)a)p 
Opfhuirptush. st-tdeb trpptor $<r {§)®,&£ira) ffr«»rar?4j®« (yu^tquiT?
<2u>«fi®*@u> dw spspp ptii9 ■*_il«/rir&^J(?5«gii u t lA S t t  ofiptrtir
«r<ir 6TS$T&(iijif.

«9|sn#uis«^i_ (y>ii).tu/ru>«0 g|®jfc;6 ,(S&oifl«0 ■<Bi_«nuirsfl’ irir*£ 
“ «r Lfiru<y§pi <D&EiGjRfigiaus fiir£l/® mjirif. p/sirwytspi 

j§l*£fi<2aiir trirwtr” < rarp  Ctupianusot-^SI <-»iri(.tij«fr«nrih

£sOir, &mi&0w <3*irp (SurQwr? srcirp g ^ i ^ p  Gufltu (Surpi 
* ‘f i i S p  s3piU(§ srUfflsnujCTr l̂iq .Birw emi&itpp p u tf aCw£fitqtb 
at&Gp” w rirp UTii).ifl®a!il(2jir.
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28iii (Sicariii pgifl *rriKSuir^Iu9«i) ggcniuuunu, jgst^Tpw surg/tb
<â TL_«j irrr*u>fr* srrwGurr<£” srOrguth r r s ^ m p i

-««wr® i9q .£p  * ‘(§larQ(2eOirppw” srorguib «©$«!> luuuirif g)® « 
£<gir. ' utruirpopso uirajwr CSgjiq’ ’ «T«T@)jii> eirGsuifl r r s  £ (y fl 
u9a) “ jiru>ir! ‘uiru ^ ^ lo /ria& rr uirsuonb Qeiiiusum’ «T«Tp H-mlssrA 
Glfir^}£(ifffsCSerr! ^juui^Qiusir^A srorZor utrurrpwtr 6rm<2p �Tjbpai 
Qsirdr”  STstrSqgtr.

28ii (Suisir^^lA) gjmtuwTiii urrst^TiB/x trirawiriii sQardi^w p/niflS^ 
^T(T tnrajSjfiwT <fl®^lu9&, (pstrZtirA a^)iu)iD<iD«u«ir c ra rp  u<siifl«flsinL_ 
Q&tuueuirxdr jB&frp&A o ^flu im p i GxtLQp paiyipCp 
©■ * Q « irp ) ,����  a/®j5jfi* ������>��+

£rDoj|r uiro^iriBia irirsiDirtii cfl«irisi®ui ^nuircos stDTsn) 
Tir&p$&t •’(Sjbdp wufrpQp CoggsrSl^mr’ ‘ srrfrgjjii £l(^^mtu^\iupj£l 
u9®«^l(jjif. g)«»^Liu(ri^.ai ^ ^ i r u u i i  tB&syw oiQ^ppih prAom.iq.iuprs



jSirir. ^ ® p p  f ir s t  ^ fsu r^ tG fiW p rr  j p ^ i #  a i r^ r^ r^ w * ^
tuppQ urQ jft ^ s l i r f iw #  a G a rp r t ^ f im ^ fb  6 ^ fir A & jB ™ * * *  

u |r4 ® * ’♦ *G *rfiW  fiu>& fiu>&t8fir fi&osmum<mftf®,iBaafib oeMtfl 
eflCLinr. g ) ^  <6@ )̂tlSsir ©Li<r©«fr, *«r u£w  y fa r i  £*«ir tr&*r 
psugn QaiuSpstr ermg)i Sjuutf. gtenu&fitk Gatb g>iaruii Q«ir®® 
-fl®iii? 9 «jr© g)ir«wri_ir! g)|flia(5u> £<»i^iurpr? g)gh
fia^wwir? e_«r ^rrin^ss)^ «Tu<o)(jir(if£|Lb e_£#if)s©u> srdr p r  Qriiip 
uirsuitir £fsi)«ogi ^ oj® ?”  STwru^irgii.

' ' - . \

ait^ dj u f  uiir rr*p£si) 4 ‘^ t f i t f i ir r ’ * fipgtfupsapu ifi&pfi i*p  
0<9® £®fi*>io Q#uj/)©«U0®ir. f4tL.tk <3*ir<2(nrgp&sr, <S®*|fl. ktpgfip 
$  e~®pgiw dpriburw . {§jsujbj6ljb*ra srpp&sr u * 4 «&triiju»( 
(flM si^s& rajii, u il® u  L/Qgaa&irufih Qarti&ftrjtt&sir. sji j&(gfUiJ0 
GsumiaGi~ra 1 g )£ j c_«gr«® «fl srargu Q prargp£pprV  * «r«r^0©ir. 
u>QiaamGu> g juuif. CI^iuoi^ cd̂  ^a y iso ra r  crcingi G prshfl, 4 ,«r«rg» 
uradhuGw urd<£huu>' ’ CTwrgmj piByj S ^ f i to u t  &/dfr « A u n n ft  
irirs^^)«b 4 jfjUbrpprGsO crctra® pir ^srr^p w
a-finrt_ir^iiD^|. turm p  <&G(TA}i-gpi«®ii>> £U6n}cfl<9<a$iS©ii, f ia r p  
Gprjgiw iS r r r p ^ s ^ ih  u«£ira<nji£©i£( aicirara>sQp«©ij> J lso i^m ^p  
aisrruiireS ursm® riiiassflsir ^ © ftir ij £)up(ii9©'£®u> srwrgi ura£iuGu> 
ur&dhuih” srmjip «Lgy60(2fir.
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“ sroiraj jb$ i&(Sso‘ ’ sTrirgjjth (Saprr r ra  i®/£luSsi) ‘ ‘u r a ^ ia r s -  
f ir s t  e_an&sr &jsmiq.tg)6b jg «T«mf)i_i£l®(Bgi aflsoi) stvrtq 
jg&Qiuuurgpiuir?” srsfr&arjtr.

uxnfluiroiircirjE l̂ct) g)(ui£>jtflid©*©u> “ ^ p n r  psurrar p r p r ’ 
gTCTTOTiiui df)©^J 9®  <Slura£a}li .

ga.sr.OTsfi). uuj-^gjs <o)«ircviirif.0 )iB0  9 ®«idr usvnfafijbara
^Ifpajbp GlusAiGI^(§pfisniu usm ppij i£la •siipara g)®,A£> u i f p p  
Glusm&m usm aa w ^pprsir . ^juG urgi pS^pIsfoprssfl G aprr  
r rap f l& f  f t Glsup£ Qsup£ Q p i f l m  $  rj8 Qfippsrfl a irtvfip& rr,’ *
«T<vr jV 9®  ggirsuaflswaju uTi^igjif.
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£<&• 4 . rrgGarursorsrifliurit Q u A a ^ f  aijhfi *iniup£l&J 
, f  rir vir p»f rrgjdsrurtCtrvainS >> trmgpju) gjraiafismiu 
gjiufoj0ig>it.

£«Oit <§q£prfifh-ib m&iSfi tSafimenii anri®  p rfiih  Qriuiu 
oiqijajir. <gfQiirseir ersbsOr ggraiaflstarujib Slusm&m so tenner s i
0 «ir«fcrCSi_ srsir §jiujb/St3(^s£jffi's(rr,J srsiTgl (Sail* 
srdrguui y u  sdjiuire&r irira graiciftaDiu ^fisaardie {§\iujbj&, trii 
a g r jig u  uiru(ipib Glauisfl^irih

Jfc
Lfisajii ^srrwruS(i^jBfi 9 ®  &6ifysoiiiiBMT leriSiurr, &/oitsns 

sr&OiSsSlQfjjbgl uilifsirf) (SutlI® (Ssu&oa&ir SliusbcOfrui QsiCnu aisupgi, 
sB&mu uiri-pfijb®  ^9j@uuqsij/r«fr. j|OJ(Oj<s0 @®^fr^rr uffiQptb 
Gpsrf0 ii ^fsrfluuirir. &/oiefr jfl&tismiu jBtsrrpgi, Qiersar r r x p $ & } 
f t S l sr4. h=̂ J urpGeo 9  Gla=«SiLiC2irir, ff tesafKSpr j£ 
airsOii) suL/g^Sfi”  cTsirjpi 9® ggirsusrfisiniiju ufrififl®&dE)0 iK

aoftaifipcmuiaaflA ®®lffiir̂ ifl«ir udrafliuretr, r^ irui airor sfljSiu/r 
<tiuj£^b<5* ®S®(y>s®;D. <$1(2)* ,#lstf t̂_rra(snia® u>il®tb s8Gssq.um_®i 
a ta r i s/bi9u urit. rSffirpi 9 0  ^irsfr jBinsiasfr flasSr;i5l®(B(J£ini>. @® 
firpffiar cjjsmjD y,ilq.iS^ fifig i. smtetusb Oaiuuoj&vra air<arcfla)&0. 
aamtueOmjDi @«frsifl®,£®i ®jiuiru/rs»r (^rGeOrarpi G aui-gi. firAstir 
utujbgi Qairafcr(2i_ apmeup $ p s s ,  @® îr^sir aonrasiflo) j£ir ai(fiu3 
r ‘ & iflpp  CSjrgjj sr«r<3a ,  ;(> Gaiietnqsii) ’  > trorpi fufifiglsco
prafi <9(fr<uifl rrsfifisi) 9®  (S^oiir firteptofi um(tp(gau u irifa 
Qaremuf.(^lifirir. 101° s r iiiis tb . pu> jB&arGoi j§)<i)«Diru>a> uirifa
Qsrmruf-qjjjBprir. i_irai_«»r &jt»ippgil aifigl <9/ai®a® u®££/*u 
e_£sfl ,$|sif)aa# (N����(����&� � � � �  uirifiu ,9/,&j5ij �����/ � ��� ��� �2  
��:���B!���� �E�����������)�(�O��)&� � � � � � � �������� � � �� � �� ���-������  
(§)jbj£>Ssomuii sabr(J, ^ a ito r  ^i&arfipisGIsrfarQ acDriidOgpif.

*_«ir *-L-ti)j0tso gjoisutiraj (Stum ers j§ j(§ i£ p G fi. trota® 
G ls r Q s s i X uu rp rf t_sir eeiBjbjSA) d- otstt sBptnpauu sr&eonb 

e_«rr«® i3S\iuwrar <?i_ifa$nia® Qerd)e&sQsr®. ersbr uratfimui {§!& 
aitor iu/r0ii i9sirulibliDsfi«L'2Siti. c_sir GlaiusO u>s£giaiu> euriiififigi. 
fgargfi&i .̂ 9® rrath. ^^Ia) sr^ cn au j 9® a^^irirLiTsu

qailifid®idB®iu? 9 ® Su><n£p' frmgn >-l&lffi£l, “Slfifi
fiiuib Sima® airrgi. fi-sir usgru tSsafti iB@giairargi. st-ofdr 
B-ctrStir lSso)ti <2&r£li£(tr}rr, suajdar ! b_cst eftsOmuiu urw rf



««nr*3 ^ jS fifii Qsrsuai -GltisOTfj *> «t /EOT' nEWird>\ fitbt9 
miup fiqgdi <9fsu®«® I 0«r(gl^irir. ayjjQuvgf jji

�� S lfifi� ������ ��� ��� ������ �� � � � � � �� � � �� � � �  � �� � � ! � � �
QsrrtQfib� � � � � � QtsirQfifiiruJirfaja}� "�#��#� ujQfiafor®.� �� ��	� � $%�&'($�
)�* ���� �*+ ���,-� �.��/��,������0*� ���� �1 (9� �� � � �� 	 � ��� ��� � � � ��+ �� �� �� � � � � �
� � 2 ���3 �4�5�3���� $���������� 16*�,/ ��.���� .&�����)/�6��0,��.7���� +2�	�����27�
fiiflfigl ‘ B-ott̂ Qsotot smjpi&tuiDir ? g)d>sui
+ ��# ��5�'8#9:+��.; 0 � � �< , �&%� ufyopgi sSiLuinuir ?  tL-or&tv,� �5����*&=�

>2��+��� �%��!�?@� .�� �� ���.A� �%�2���$������+� � �� �	� � � �JlGutreugi (y>st>jDiutbeo,ff �
trshgfi Q rrtbsS �0 +����,�9��� ����� � � uitit£>gjt£� +2��2�����5���5������
�8�2 � � �� � �'���������2������� O fth U h ri^ u � "&= � � ��B C� Q£ih(ffir:

BB7D��,���� ? � ,$�5�/E 92 2 2F9���5� 9 + � firrQpm aiujib $*> jb jS �

2 � + �$ + �� �� {Qjsitaiirfii� 2��$����5�� �� ��	� ��  �  � � � � , � � � � � � �	 � ! �� �.+ �

fiirfiiftsh�,�+,�2'9�G��9�@���5�2 9-)/,� sBsuflfigiw Q&a scso�0� 	 � � � �0�������

� 0 � �, � � Q rth lm  iBg i& 8 �>� &f£ixpj&mir«sigp&& firth � ��	� ! �

/5«ir/£)sDiUj& Q/Biflsfl^g/A Q*troi£l(Spth.
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B O pIC R E V I E W S

UTTUKADU VENKATA SUBBA YYAR'S NAVA- 
V ARAN A KIRTANAS: With a biography in English 
by Prof. K. R. Rajagopalan and text and notation in 
Tamil script By Nidamajjgalam Krishnamurti Bhagavatar. 
Department of Statistics, Madras Christian College, 
Tambaram, Madras 600 059. Price not indicated.

—  # ( • ) *  —

This is a cyclostyled compilation of eleven Navgvarana 
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 Sagaram ’ of Abraham Panditar or in the ‘ Sangita 
Sampradiya Pradarsini* of Subbarama Dikshitar. Dr. Gift 
Siromoney has rightly pointed out in his foreword th a t* 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 janapi

Venkatasubbayar’s songs in Sanskrit and Tamil have now 
become fairly well-known mainly through the efforts of his sixth 
generation descendant Nidamangalam Krishnamurti 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 tiere, were unanimous in their opinion 
that the sdhitya and the musical setring of the songs were excellent. 
'Some of the kirtanas are in rare ragas like AmaraKalyani, Velavali, 
Deepara, Kannada MaTuva 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 
Teplete with Sollukattu passages which are a part of the dancer’s



repertoire. Krishnamurti Bhagavutar fa stated to  have preserved 
the musical score o f the k irte n asip  aĵ  uptyual linear wave-like 

- notation two samples P f  "Whidh are g h a t in ih ib o o k .

The eleven Svarana Idrtanas printed with notation include a 
dhyana sloka and a phalasruti or benediction, all in praise of the 
Devi who is worshipped in the different chakras. The name$ of the 
Yoginis are mentioned in the apptopriate places. These show that 
the Uttukadu composer was, in addition to being a devotee of 
Krishna, aTollower of the Sr! YidyS cult. ^

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 a more 
critical appraisal of them from various angles could be done only 
when all the pieces and their musical setting became available. \ He 
has, however taken the first step by publishing in the book under 
review an analytical list of all the 289 songs attributed .to Uttukadu 
Venkata Subbayyar. The book is an excellent introduction to the 
rich material that awaits further research. Sri Krishnamurti 
Bhagavatar has also contributed a brief foreword in Tamil.

(# :— :(#):— :#)

COMPOSITIONS OF SRI SADASIVA BRAHM- 
EN D R A : Set to music by Sangita Kalanidhi Semman- 
gudi R. Srinivasier. Published by the Semmangndi 
Srinivasier Golden Jutilee Trust, Madras. Price Rs. 6. 1

It may not be correct to describe Sadfisiva Brahmendra as 
a music composer (vaggeyakara) in the strict sense of the word 
but the 23 Sanskrit Idrtanas composed by him are lyrics of 
unsurpassed beauty. Later composers like Ty§garSja were fascinat­
ed by the simple beauty of Brahmendra’s words. Ty&garfija has 
not only composed a kriti starting with the words 'Mftnasasanchara- 
re * but his kriti ‘ Nadachi nadachi * fa based on the song * Khelati 
mama hridaye ’ of Brahmendra. Its anupallavi ‘Pudamisuta
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sahfiyudai | ’ ’ ii oMoHljr
inspired by the charana ‘ Sflntl VidShasutfi sahacbari -daharfiyodbyfi 
nagara vihari * in BrahmSndra’s kriti.

” , Sadasifa Brahmgndr a, who wasdisciple of SriParamasivfiadra 
Sarasvati, the 57th pontiff of the Kanchi KSmakoti Math, is a name 
to conjure with in the field of Advaita and he is the author of many 
classics like the * Atma vidya vilasa \  His 6ongs have an important 
place in the Bhajana sampradaya of South India. Vidwan Sem- 
mangudi Srinivasier was one of the earliest to popularize the 
kirtanas of BrahmSndra by singing them in his concerts %nd I have 
heard him sing * Minasa, sapcharare * and * Bruhi Mummdeti ’ more 
than fifty years ago. Inspired by a saint called Varahur Periyaval* 
he learnt the pieces from Vidwans and for some songs he himself 
set the ‘ vamamettus’.

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

T. S. PARTHASARATHY

— :# =  ( # ) = # :—
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