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We have still with us some distinguished ̂  m embersof tHd 
Academy who were witness to or sponsors of the Academy in t  he 
late twenties. The Gandhian epoch was then at its high, noon 
and the creative energies of the nation sought expression in seve­
ral fields and through several individuals. Bharati had, through 
profuse strains of patriotic poetry, stirred the1 Tamil consciousness. 
Sri Aurobindo was established in Pondicherry and ifcri Ramana 
Maharshi in Tiruvannamalai. C, V. Raman was looming large in 
in the world of Science. The new life which Bharati had breathed 
into Tamil flowered into vibrant prose and attractive poetry. The 
Carnatic music tradition had its great exponents in Tiger Varada- 
chariar, Ariyakudi Ramanuja Iyengar, Muthiah Bhagavathar. 
Chidambara Bhagavathar and others. It was an age of great 
efforts, of great achievements, of great excitements. The Music 
Academy was a product of those times. Its object was to revive 
and maintain the shining traditions of Carnatic music. South India 
in general and Tamil Nadu in particular had a fabulously rich 
music tradition. From the folk songs which give powerful expres­
sion to the feelings and urges of the farmer and the worker to the 
compositions of Tyagaraja and Muthuswami Dikshitar which reach 
out to the higher aesthetic and spiritual altitudes, we have ascend­
ing tiers of aesthetic altitudes. The Music Academy was started 
to preserve and improve the high and exacting aesthetic standards 
achieved by the great composers and musicians of the South. It 
never failed to stress the complementarity of its role. Its cosmo­
politan and non-sectarian outlook was made evident by the equal 
importance it gave to the languages of the South. Why, the very 
idea that music is a powerful factor integreating the country was 
realised even in those days and well-known exponents of Hindus­
tani music were invited to sing from this platform. The Music 
Academy aims at excellence. Attempts at scaling the Everest do 
not involve a disdain of the Gangetic plain with its Ganga and 
Yamuna, its Haridwar and Benares. The Music Academy had 
always aimed at reaching the higher heights of excellence.

The Academy has functioned as a sort of Parnassus which 
attracted well-known musicians, composers, musicologists and 
connoisseurs from all over India in the early and mid-years and 
from many countries of the world in recent years. The annual 
music conference of the Academy has enolved into a music festival 
providing aristocratic fare in music and dance, a forum for emerging
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57th ANN UAL CONFERENCE

Experts’ Committee Meetings, 1983-84

�!%�$.� ��� #*%� ����%"%�-%
At the T . T . Krishnamachari Auditorium 

8 a.m. to 11 a.m. 

from 19-12-83 to 1-1-1984 

#����"���� L  Dr. S, Pinakapani

Monday, 19th Dec. 1983

Kandar Alankaram and Kandar Anubhuti by Sri V. Muthu
krishnan

Sri S. Mukand & Sint. Malathi 
Subrahmanyam

SrigD. A. Thanapandian 

Smt. H. S. Anasuya Kulkarni

Operas and Dance Dramas 
of South India

Abraham Panditar and his 
services to music

The Anklung - an Indone­
sian bamboo instrument

Tuesday, 20th Dec. 1983

Devotional Songs in Tamil by Smt. Rajalakshmi Vaidyanathan 
and Smt. Ranjani Swaminathan

Sri Chandra Singh Pallavi in Pakshantara Brahma
Tala

Sri Titte Krishna Iyengar Rare Svarajatis and Kir-
tanas

Sri N. Murugesa Mudaliar A  Notation for Oriental Music





Meeting of the Experts* Committee
�G�!� 9&7&'J&� � �GC�� O

 !��%��	�� ��),	� (������� �%��!�� &2����	,� ��1�	��)� 7�((������ �%�
�!�� ' )�	��������()$� ���1����� ��� �����������+��!� ��	� �A�!� �������
7��%������$� ��((������ ����)� +��!�O�!�� ���������� �%� 1��	�	� %��(�
�!�� D������ ����#���(� ���� D������ ����!���� �%� ������������!�� �)�
���� ?�� '��!�#��	!����� 8�� +��� ����(������� �)� ���� ��������
5�����@��� �!,�!��1������ �������� ?�@�)�� ��1�� ��� �!�� (�������(�� 3��
��� ;���#�����$� ;��	������ �%��!�� 7��%������$�+�	� ��� �!�� �!����

���� '��!�#��	!���� ����������!��1��	�	� ��� �!��%�1�� �!���� ����	�
�	� +���� �	� ��� ��#��� ����	� ��#�� '��!)�(�1���� ���� ����������� 9���
;���#������ ��(���(������ �!�� 	������ ��� !�	� �2�������� ���������_�%�
�!�� 	���	�

���� ��� '�#���$� (�	�������	�� ���� ��(��	��� %��(� J��������$�
���	������ �� ����������(��	�������� ��� L �3����	� ���� 9����� 9��(�	�
��� ����!� �����L�� 8�� +�	� �		�	���� �)� �(��� '����!�� �����!(��)�(�
+ ! � � 	���� �� 	��������� �%�	���	� ���  �(��$�  ���������� D������� %��(�
(�	��� ���)	� ���� ������ ���(�	� �%� ����!� ������ ��#�� �!�� ��(��
5���#�($� 5�������� 7!������($� ;��!����� J!�#��� ?�@�)�(� ���� D�������
D���1��@��� �!�� ��	�� 	���� 	���	� %��(� (�	��� ���)	� ��(��	��� �)�
���� '�#���� ���  �(��� ����D�������

���� '�#���$� ��� !�	� �����$� ������� �!�� ������� ���� ��1����(���� �%�
'��)�	�+!��!�+���� �� 	)��!����Q������ �%� (�	��$� ������ ���� ���(���
6�������(�� (�	��� ���(�	� /��)�� ����#�	0� +��!� 9���	$� 1��	�	$�
����(	� ���� ���	�� �������1�	��  !�� %��#� %��(	� �%� :�#	!�����	$�
��	��� ��� ����	� ��#���!����(�)���� ���� ������	$� !��� �� �!��(��%��!����
�+ ���  !���� +���� ��	�� 	��!� ��(��	�����	� +!��!� !��� ������
�������)� (�����

���� 9�� ���  !����������$� �����	��� �%� �!�� ����� ����!�(�
;�������$� ��1�� ��� ����	������� ���#� ��� �!�� ;�������,	� 	��1���	����(�	����
����!�(� ;��������+�	� �!�� ����	�����	� ���!��� �%� �!�� 1���(����	�
 �( ���+��#�,D�����(����� ������(,�� �2�������� �1��� ����� ����	$
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Eftiirifc Rsliprfmwasa masterpiece ofvfpmiMttMt w m gin and 
fW» was; danced by Dr. Chinna Setyam. Sm t S* Rajaewerfseng 
$ e  lyrics and SH Gangita Rao provided Vina aocompenfaftinfc in 
conclusion Dr. Satyam demonstrated satvika Abhinaya by peefot- 
thing abhinaya to Oharmapuri Subbarayar's javali 'Parularmemata' 
in Kapi.

Dr. Pinakapani, President of the Conference, complimented 
the Kuchipudi Arts Academy on the excellent performance.

Smt. Savitri Rajan gave a talk on "x* V. Srinivasa Iyengar and 
his contribution as musicologist and composer''* - Srinivasa Iyen­
gar was the .youngest brother of Tiger Veradachpriar and was 
famous for many of his publications, like 'Adi Tyagaraja kirtanas' 
'Sangita Ratnavali' and the lakshana grantha 'Gana Bhaskaram'. 
He was the pioneer in editing Tyagaraja kirtanas in Tamil script 
with notation for the first time. He was a scholar in Sanskrit, 
Tamil and Telugu and a master of Bharata Natya.

Iyengar was also a brilliant composer of Varnas and, strangely, 
enough, of some kritis with the Tyagaraja mudra. Assisted by 
Michael Nixon of the Vina, Shanti Gopalakrishnan, sang the var- 
nam 'Chiguruboni' in Kalyani and 'Vinatasuta' in Harikambhoji.

27th DECEMBER 1983

The Raga Ranjani group from Hyderabad rendered devotional 
songs from Andhra Pradesh at the commencement of the ninth 
day's meeting of the Experts Committee of the Music Academy 
held today. The selections were from Annamacharya, Bhadra- 
chala Ramadass, Venkatadri Swartii and Adibhatla Narayana Das.

Smt. Sakuntala Narasimhan from Bombay presented a talk 
On 'contemporary musical forms in Hindustani music' and sang a 
number of examples of the various compositions covered by her 
talk. She said that the musical forms in vogue in North India 
included Dhrupad, Khyal, Thumri, Dadra, Tappa, Hori and Tarana. 
Of these, the Khyal was the most popular and occupied the major 
part of a present day Hindustani concert. The Dhrupad (late 15th- 
early 16th centuries) which was a rigid composition, had to make 
way for the sweeter and more sophisticated Khyal. The Speaker 
'sang a Dhrupad and explained its features*
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As regards the music ofthe Tiruppugazh,thespe9ker M id that 
it was hot correct to sing th e so n gs in  rages Whkift1 e a rn  tntb 
existence later. Musicians Of an aailier generation like Mahpun- 
dfa Plltai and Dakshinamurthi Pillal Used to  sin gth e  Tlruppugaih 
songs in particular traditional tunes and it was the duty Of ell 
lovers of Tiruppugazh to preserve them. But later musicians Star­
ted singing them in different tunes. Dr. Ramanathin^png a large 
number of examples to. illustrate die varioMS points ( explained by 
him in his talk.

Dr. Ramanathan tfiem spoke about the late Lingappa Naidu 
(1800>1871) of Edamanal Estate who had composed a number of 
kritis in Tamil and Telugu. He was a contemporary of the Trinity 
and was greatly influenced by their compositions and style. As 
illustrations, the students of the advanced class of Sangita Kalani- 
dhi T . M . Tyagarajan sang "Ninne nammi" (Sama), "N i pads 
kamalamu”  (Todi) and "Vandanamu" (Khamas).

S riT . S. Parthasarathy announced that the lakshanas of ragas 
would be discussed by Vidwans for two days and Sri S. Parthasa- 
rathi appealed to members of the Experts Committee to sing exam­
ples rather than discuss the grammar of ragas.

Sri C. S. Krishna Iyer took up Vasanta first and said that in his 
opinion the chatusruti dhaivata occurred in it. The arohana and 
avarohana should be SG M DNS and SNDM GRS. ' Sri Semmangudi 
Srinivasa Iyer suggested that a small committee of experts be 
entrusted with the task of deciding raga lakshana. Dr. Pinakapani, 
President of the Conference, said that books on raga lakshana did 
not help Vidwans much.

The lakshana of Anandabhairavi was discussed in detail and it 
was felt that the antara gandhara and the Kakalt nishada were 
essential for the raga.

Dr. Pinakapani sang the padam ‘Manchi dinamu nede' of 
Sarangapani in which the Suddha Dhaivata also occurred. It was 
thus a bhashanga of Bhairavi or Kharaharapriya.

Natakuranji was next taken up and C. S. Krishna Iyer said 
that in a kriti by Pallavi Gopala Iyer, S D P M  G  M  P G R S 
occurred.
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The  President of the Sades Dr. V. tt Narayana Menon, 
conferred the title of 'Sangita Kalanidhi' on Dr. S. Pinekanani end 
presented him with the Sanad and the Insignia of the title.

Sri T. T . Vasu. President of the Academy, presented to Dr.
S. Pinakapani, a cheque for Rs. 3 ,2 00 /-being the interest from 
an endowment made by Sri C. V. Narasimhan, to awarded to 
the President of each years's Conference of the Music Academy, 
Madras.

The academy had selected two senior experts, who had rende­
red distinguished services in the field of music, for the award of 
Certificates of Merit.

Sri S. Ramaswamy, Executive Trustee of the Academy, 
presented Vidwan Sri R. K. Srikantan.

C E R T IF IC A T E  O F M E R IT  A N D  T .T .K . M E M O R IA L  A W A R D
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Vidwan Sri R. K. Srikantan

“ Born in January 1920 in a family of eminent musicians at 
Rudrapatnam in Hassan District of Karnataka; youngest son of 
Vidwan Sri R. Krishna Sastry; first learnt music from his father 
and later from his brother Vidwan Sri R. K. Venkatarama Sastry'
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recitals for over four decades all over India along* w ith- tier sister 
Sanglta Kalanidhi T . Brinda accompanied on the viotifljii): the 
earlier years, by her late sister Sint. Abhiramasundafi, renowned 
for her singing of Padams and Javalis; recipient of honour at 
Bombay on the 50th anniversary of her career as a performing 
artiste." | ^

Dr. V. K. Narayana Menon awarded to VidUshi Smt.' T . Muktha 
the Certificate of Merit and a cash award of Rs. 500/-

Dr. V. K. Narayaii^ Menon then delivered his address as the 
President of the Sadas during the course of which he said:

Sri Vasu£ Sangita Kalanidhi Dr. Pinakapani,

I feel greatly honoured to preside over such a distinguished 
Sadas, even a little over-awed by the solemnity and the significance 
of an occasion such as this. ' We are honouring today a distingui­
shed musician with the Birudu of Sangita Kalanidhi as the citation 
stated, as a mark of his personal distinction, Dr. Pinakapani is 
one of those rare human beings who remained faithful to and 
added distinction to two major disciplines - the pursuit of music 
and the pursuit of medicine. I cannot think of two nobler or wor­
thed disciplines -  one to heal the sick and the suffering, the other 
to spread human happiness. It is wonderful to see human beings 
fulfilling themselves in this way.

And to you Sir, Mr. Vasu, the President of the great organisa­
tion, the Vice-Presidents, the Board of Trustees, the members of 
the Experts Committee, the Secretaries, may I say how grateful 
I am for your invitation, your warm hospitality and all the courtesies 
you have extended to me ? Q

And may I say too, what a pleasure it is for me to be in 
Madras with its fine traditions in Music and the Arts -  Madras 
where tradition and modernity meet, when the best of the old and 
new meet and mingle -  a state, proud of its heritage, a state that 
has given music and the Arts honoured places in its plans for 
growth and development. The Music Academy in many ways 
seems to be the focal point in ail this. What a fine record of work 
and growth the Academy has I What discipline, what inner 
strength I It is an institution which other similar organisations 
should try to emulate without hoping to equal.
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. v V i ^ l W ^  0ti f f r 1 h iy « i ir to  come. By We,

I me?n itie i f * ^ | c ^ n $ f c  In lh d ia  vimife-the Arte are taught, 
"practised a rid p f^ a g a tb d - Itt& thaC erm fiiA eadem y of Music, 
dance arid Dfiirne dyer, Which I hitfe the honour to preside, 
p rg e m ^tip n s n ^ tfie Music Acadferriy arid the many fine organisa­
tions spread all over India -  We have many problems to face, 
problems to be discussed and problems to be solveU.//Our aim” 
should be to create in the minds of all those who lover music, a 
(greater awareness of the world's musical heritage; a greater 
awareness of the tole of music In national Integration and in 
international understanding. Otherwise music will remain, 
however subtle, however sophisticated, however well' rooted in 
tradition, something created in isolation, something which 
expresses the pain that Is ifi all of lis In alienation when It should 
be expressing the joy to be Shared by dll. Oiir purpose should be ; 
'' discovery and rediscovery, presentation and discrimination : 
If Is only through this that we Can See the afreet, the struggle in i 
different parts of the world and Si different times; the struggle to 
establish laws firmly based ori nature to give music *the power . 
and subtlety to express what human beings feel -  despSIr and ■ 
triumph, love and awe and hope'. And if we have to see it in ) 
the widest perpectivb of human history, we have to get rid of the * 
inertia of deep rooted habit and narrow-minded contentment". > 
We all suffer from them. If we can get rid of them we shall know ' 
where we are. We shall know what we are to one another. '

A  few y@Srs ago, the! International Institute of Communications 
raised a slogan : the Right to Communicate, And I wondered 
why we shouldn't have a similar concept; the Right to Music. 
What ddes it mean, the Right to Music ? What does it consti- 

'tdte i  Pfeedbrh tb create, opportunity to create ; freedom to 
hear rind be heard ; freedom to learn and be taught, these con- 
fciptS are not easy of achievement. Real freedom jnvbjves res­
ponsibility -  artistic responsibility, social responsibility. Every 
note thet is written, every note that is played (and heard) repre­
sents the carefully considered, premeditated action of a human 
being discharging his responsibility to the community of man.

We have had a series of fine concerts, dance recitals, educa­
tive papers and discussions in the last 10 days. Separately they
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Prizes fo r Com petitions and ̂ Concerts '1983-84 VS
V*

C O M P E T IT IO N S  D O N O R S  W IN N E R S
1. Vocal Music, Gentlemen- 

Sangita Kalanidhi G. N. B.
Memorial Prize

2. Vocal Music, Ladies -  T . R. 
Venkatarama Sastri Memorial 
Prize

3. Violin-Kasturi Ranga Iyengar 
Memorial Prize

4. Veena Dhanammal Memorial 
Prize

5. Tyagaraja Kritis • Vedagiri 
Prize

Endowed by Smt,>Raieswari -"Ranga-' 
nathan

Endowed by Sri T . V.-"R*ja§o|»alan

Awarded by 'The Hindu' 

Endowed by
late Sri M. Sudarshanam Iyengar

Endowed by
Smt Lakshmi Vedagiri

Nff-Prize Awarded

L Prize : Katyani Panchapakeean 
II Prize :G.Gayatri

I Prize f^Kalyani Panchapakeean 
II - Prize : G.iChiandramouW

Consolation prize:
S. N. Ramesh

I Prize ^eha-Ktunar
II Prize £G-£ayatri 

HliPrize : K. R. Kannan
ConsobUiorTPriz MAalhi -  ‘ /

I. Prize: Varalakshmi ttej^aopalan
II Prize: K. R. Kannan 
II Prize ^S.BhuvanesWaH 

‘ III Prize :3S. Gayatri

6. Dikshitar Kritis Bikshandarkoil Endowed by
Rajagopala Pillai Memorial prize Smt. Sarada Natarajpn
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15. Divya Prabandham Lingappa 
Naidu Garu's Kirtanas and 
Tevaram -  Sri Vijayaraghavalu 
Naidu Memorial Prize

16. Rajalakshmi Jagannarayanan 
Prize for Tulsidas Songs

17. Prize for Tamil Devotional 
Songs

18. U. Ramachandra Rao Memorial 
Prize for Mira Bai Songs

19. Papanasam Sivan's Songs- 
Smt. Alameiu Viswanathan 
Prize

Endowrrted by 
Vijayaraghavalu Memorial 
Religious and Charitable Trust, 
Sirkali

Endowed by 
S. Jagannarayanan

Endowed by 
Sri V. Natarajan

Endowed by Sri
U. Ramesh Rao

Endowed by
Sri K. V. Balasubramaniam and 
Kum. Lakshmi Viswanathan

20. Prize for G.N.B's Songs Endowed by
Dr. Sinnathambi of Ceylon

21. T. Chowdiah Memorial Prize Endowed by
for Varnams Sri V. Sethuramiah &

Sri R. K. Venkatarama Sastry

I Prize : Geetha Krishnan

- T

I Prize : R. K. Govindarajan 
II Prize: Nalini Narayanan

Not awarded

I Prize : R. K. Govindarajan 
II Prize : R. Radhika

I Prize : Vijaya Siva
II Prize: S. Sundar 

III S. Bhuvaneswari 
Consolation prims
S. P. Ram, Kamalikumar

I Prize: Varalakshmi Rajagopalan
- ' ; V:: .

I Prize : S. BhuvanesWert:
II Prize : G. Gayatri 

III Prize: K. R. Kannarv 
III Prize : V. S. Geetha
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SopSnaaaftgTta. T h isis best represented in tbe singing p( Iq » r �
d m t  � �� �� � � � �  and similarotfcrt item* to  the accompaniment o f�
thedrum ca&Sd Edakka in the temples aad ��  tbstraditioaal�
method o f  sta^ng tbeaoeps in the dance-drama ceM aflKathakiti-�
Bttt a close cnumnation show* that in the basic factors like�
Svara,8roti. RagaaadTala, this masic has very little difference�
from the system in vogue in the rest o f South India, and the differ�
m ice k  only in the style o f rendering. It it  marked by simplicity�
in presentation displaying the general aspects o f the melody, prac-.�
tically without slapapg, svaraprastflra, gamakas or sangatis. gene­
rally not exceeding in range one sthtyi. in the slow tempo and*�
laying stress on the sahityaj Sopina is the flight o f steps at the�
door o f the sanctum sanctorum �� � �� � � �  � � �  in the temple, and it�
is standing near it that the musician in die temple sings at specified�
times during the ritual. Hence this singing got the name �! � �� � " �
����� �  �# (singing at the sopana), and it was, later on condensed as�
‘sopsnappsttu, in due course, the term came to denote this very�
way o f singing. True that tins music preserves some ancient Indian�
ragas and some ragas of ancient Tamil music, but that alone is�
not adequate to consider it as a separate system o f music as some�
people do. We may, however, note that some rare Talas like�
MQnlm talam, Aneham tllam , Sambhu talam, Sakatutllam etc.�
are laid down to be played in the drum for the propitiation o f�
particular deities on particular occasions in the temple ritual.

Ill
Among the pre-Svati Tirunal composers of classical music�

we get some noteworthy figures. Mfinaveda of the 17th century�
is the author of $ ���� � � � ��� which supplies the songs for the dance-�
dfama called Krishnansttam performed in the Guruvayur temple.�
I t  contains several unfamiliar ragas like Kfinakkurinji, Indtta�
Pantsyiri and Kedsrappantu. RBmapurathu Variyar wrote the�
%�������������& a Malayalam rendering of Jayadeva’s work with�
some changes in the ragas and talas, perhaps based on what was�
prevalent in his time. RflmapaBpivBda, the prolific Sanskrit poet,�
wrote the ���'������  or � �( � � )�� on the model of the Ashtapadi,�
in praise of the goddess at Mukkola. Kunchan Nampyar, the�
originator of the Tullal form o f entertainment, and considered as�
identical with Rsmapapivada by some scholars, has in his $����� �
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U t e  S a n g ith a  P rad ayin i, a workin Tdugu niMid|)d i  T e x t  
B oo k on  H indu  M usic*, was pubhshedin Madras in 1916. On the  
title page we find the three brothers, Varadachariar, Krishnama- 
chart, and Srinivasa Iyengar, fitted aa co-authors, and they am  
referred to as the 'Authors o f S a n g ith a  B od h in i, S a n g ith a  R a tn a -  
va li. S a n g ita  C h itra m b a ri etc.' This establishes that they " collabo­
rated in writing a number o f publications (including ‘ the famous 
R a tn S va li) though subsequent editioffs o f S a n g ita  R a tn S ta li publi­
shed by Adi and Company are attributed to Srinivasa Iyengar 
alone.

It is not dear whether Srinivasa Iyengar attended; the musical 
conferences held in Tanjavur under' the auspices of the Tanjore 
Sangeetha Vidya Mahajana Sangam at the initiative o f Rao Sahib 
M. Abraham Pandithar. These six conferences which took place 
from 1912 to 1914 led to the first All-India Music conference being 
held in Baroda in 1916, under the patronage o f His Highness the 
Maharaja Gaekwad., K. V. Srinivasa Iyengar, in the preface to  
G Sna B ho skararm , says that he was present at the conference which 
'revealed for the first time the growing interest in the science o f  
Hindu music and the existence o f savants who have made a life  
study of it'1. In 1918 K. V. Srinivasa Iyengar who had "been la­
bouring in the field for some years” published G Sna B hSskaram u  
and some o f the results o f his researches are embodied in the book. 
He regarded this publication as “the first instalment o f his resear­
ches into the existing ancient works*.

Subsequent All-India Music conferences, patronized by the 
Gaekwad and His Highness, the Nawab o f RampUr took place in 
Delhi (1918), in Varanasi (1919), in Lucknow {1925) and in Ahme- 
dabad (Nov. 26,1926 under the auspices o f the Gandharva Maha- 
vidyalaya o f Bombay).

This national upsurge o f interest in music was shared by 
Madras and K. V. Srinivasa Iyengar played an active part in this 
development. In 1924 an All-India Oriental Conference was held

1 This and the other quotations relating to G Sna B k S sk a -  
ram u  from the preface to this work, published by M. Adi 
and Company, Madras - 1918.
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fct tfkrt&n&^fCT&tiiietf] expert* (fyactiStf %tifc*11»d0tffifg^ His 
defence and dem&Siti'ilfldti o f the twemy-fhta^srBti^drtfiOiHided 

ikara.of Sarngadeva, though it is on entirely diffe-_ .__  taWh By' iti< lit® A ^^Siii:raidItha^bfT^jOTe.
^'iSa^Dd ^ o t^ ^ )g t |e * Iift;tidn of the aboire work to pt'Ove the
souri
;?! ’yji i fiivao «a awnr/

■ m in English," Tatnil; and
5iiln^ti[^^ii61f/18dif^tStWythfcr journal- o f Mysore, died - o fsia r - 
3 ^ in .  tjlMe:%!ltlfe‘atifli6? dffeVeral - standard works Upon fnusic 
ihai^foitifftiid asti# ofctfftatlBsspupils, amateurs and professionals, 
'tif6ti$h°&e HitW a^^yffe^W cHned to confess' -it. The Sangeetha 
Kdthavalii^thh' Pi'ada îWl? S&ttg&eta Chitrambarf; Sangeetha Rasar- 
n v ift, Sudhihidh'H the Gana Bbaskaram, a fine edition
'd f!tl&’fc^htiiinftd psalinsr rtf Srfc£ Theagarajaswamy in Tamil and 
Tifogtf anid last, biithbt this least,'his magnificent Sree Theagaraja 
H ridiyim 5^  the meatfiisjt; die notation and Valuer
fcfcftidtii'tff abbot 309'K Cettiiiam Sef Sfhfc^Theagaraja in 4 parts (3 
have^hfreadjF ttpjjeirf'ed)* are some O f: his contributions to the 
dhUMK o f * *
f ' iVC-ifj''' ,’il/i •■-•fi-:., • j-, j.;- .j .tf ! ,.. V * » -  I jh^ye not yet tpuched upon. one. Other: aspect o f his 
aptivitiesi and that .leads me to the subject in  hand.' O f his
niin^wouscompositons in Telugu, grave and gay  ̂ t h e r e s o m e  
tiiat.befv.the signature of Sfi Tyagayyp.' Let me ' hefiff! giVe my 
feeders a .yery gpod idea o f the prefound i|P » ? r f^ p f ti1* r tohsci&l 
•world, 'smafcffrs s<>
serious inquiry or careful examination o f what tiiey ' h ea ra rt don*
connected,
<madhyama]i shup.j Right ho'e I m iy assure my 
keertaaain known to haye.tifecfi fcOmp'osed b£ Side T y ig ifra in  thai 
raga (a fact agreed uponbyhis disfciples o f the'UW ^alpUihm  abd 
Walqjapet Schools), NexC the style, the swing, the rhythm and the 
diction though flawless, would deceive everyone, but an expert 
student of musical composition.

1 Presumably Kirtanacharya means Sangeeta Sudhambudht

1 The fourth volume was never published and the manuscript 
has not been traced.
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� ��� "���("�� �"V���%�� �"�3�+2�#���� �� �����"����#� ���Sim-�
hendramadhyama.� ��%�"� ��"���3 �"��"�#����� ���� �,�+������� $��� 
��������"��%� ����,�%�"�G�� ��)���  �:��  ������� � �#� melakarta�
rSga. Nidu charana mule,�3�+2����� ��� � �,�%�"�G�J#�mudra� ��# 
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���(�3�+��:�",�2�2)��"�������#�#)�%����+��,�3��3�"�#5� ����" 
� ��("�� �"#�$����� ���� �,� �������� �� ��##�":�3�� ��� � ��"� (���:�� 
�,�%�"�G�������#�����3���$��F2�������3�+2�#���N a ta  Jana p a rip a - 
laka� '��� �� ��#�+���"�)(���%�m u d ra .).

��(���"���� ���%�"��#��������� ��+)#�3��$�N id u  charana  m u te  
� ��� ��3�+2�#��� �#�������F�����7��%����$�"�� ��+)#�3��$� � ��k r iti. 
��� �#� ���������B s je  ko ru n a  sh o ra i.� ���# +�� � ����"� #��%#� �� 
+�%��$�3����,5� ��%�"�� �#�������� ����(�"�,��$����"��)3��%�shuddha  
m adhyam a� $�"��$$�3�!� ()�� �#��� �"��#��"��������� ��#�")3�)"�� ��� 
2 "�#��%��$�� ���"�%����� $��� $)��,!��#2�3����,� ���� ��anupallavi����  
qharanam .

9��  �:��(����)��(�������"�3���"���:�#���,��%�"J#�_3�+2�#�����# 
���A nanda B ha iravi��"�� ��2��3�!�N i balam a�"�$�""�������#�  �#����  �# 
���� �����3�5� �5�5���+���� �������"����%��(�)���"���:�#���,��%�" 
���	�5�NO��$�� ����"����3� �)#�3� ��+2�#�"!� #�"��#� ���T he H in d u  
�##�"�#� � ��� � �� $�+�)#� G�:���� '#�3*� ���:������# ��8�")"��).� �# 
"����,� �"���:�#�� �,��%�"J#� 3�+2�#�����5� � �#� �#� ���� #�5� � �# 
p a d em ����K uran ji��#�(,�6 ���+�����,,�5� 	 ��� ���,�  �#� �"���:�#� 
�,��%�"����"�()���������� �+����#�:�"����$� �#� (���#!� ()�� ��� �#� ��#� 
$�)������S a n g ita  Sa m p ra d sya  P radarsh in i�2)(��# ��� ��� /LTO!� ��� 
� �"������#���#���#3"�(����������,,�5� �5��5� ��+���� ��� ��#�� �"��� 
� ���A bh im ana  m ennadu����V ivardhani� ���� P arSm ukha m elara� �� 
S u ra ti��"�� �#�3�+2�#�����#5�A bhim Sna m ennadu� �#� ���� $�)��� �� 
	�"�#�+ �� 7 �%�:���"J#� "�� �"� �)� �"�����:�� 3����3����� �$ 
�,�%�"�G�J#�k r it is 1.� ���2"���#� ���,�Vinave o m anasS����V ivardhani.

/� 	�"�#�+ �� 7 �%�:���"5�Sadguru T ya g a ra ja sva m i K ir ta -  
nalu����"�#� /LTE5
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Evolution of PratimadliyaBia and 
, Pratimadhyama Ragas

S. R. Janakiraman
The very first attempt to evolve a note as higher variety of 

Madhyama could be. traced to MadhyemagrBma. But in the 
Madhyamagrlma it was not reckoned as a higher Variety o f 
Madhyama but only as a vikrita of Panchama.

In the Madhyamagrlma the Panchama was placed in its penul­
timate position (upintya sruti)-16th sruti sthina Sandeepani while 
in the Shadjagrima it was fixed in AUq>ini sthina niyata sruti 
sth ina-17th  sruti sthina. In the Shadjagrima the $hadja and 
Panchama were Sam vldls while in the Madhyamagrlma the 
Rishabha and Panchama were Sam vldls. When the Shadjagrima 
Rishabha came to be assessed as Trisruti (Tristri Rishabha Dhai 
"vatam) naturally the Panchama o f the Madhyamagrlma bearing a 
Samvidi interval o f the fourth should be only 40/27 a pramlna 
-sruti less than the perfect fifth i.e., the Panchama. Thus the 
Madhyamagrlma Panchama for that matter the O indhlragrim a 
Panchama too came to be regarded as a vikrita o f Panchama.

With the advent o f the concept of singing all music to one 
keynote, the concept of Adhlrashadja emerged and that itself 
constituted the drone the Adhirasruti as well. With the further 
emergence of the concept o f Shadja and Panchama being regarded 
as avikrita swaras, the notes round about the tonic .and the 'fifth 
got separated by an interval o f a Pumasruti or even a nyuna Dvis- 
ruti as the case may be from the tonic and the fifth. Itis thus the 
note Teevra Pratimadhyama could get itself asserted. But it was 
not an overnight event. It was a regular process" and evolution.

When Bharata did his Dhruva and Chala Veena experiments, 
he could analyse the components of a major tonal interval or 
-Chatusruti interval (9/8). He could evolve the premise that an 
ckasruti interval could only be o f the three possible sizes-pramina, 
Nyuna and Purna. During the process of conducting the experi-
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MATHEMATICAL POSSIBILITIES OF THE DERIVATION 
OF THE PRATTMADHYAMA RAGAS:

I. � � � �# � � �D
1. Pratimadhyama Suddha Melas .36
2. Pratimadhyama Misra Melas | 1,260
The above 1296 are heptatonic scales with ’F ’ sharp o f 
homogeneous and heterogeneous characters.

II. It is possible to conceive o f some more heptatonic scale# 
• o f a heterogeneous character, that is taking both Suddha and

Pratimadbyama. They would number 36x36x2=*2,592. 
Therefore the total number o f sampurna scales with either 
Pratimadbyama alone or both Suddbamadhyama and Prati- 
raadhyama as esplainedttnder items I aod n  would amount 
to 1296+2 592c=3,80d in aU.

2�� �� � � � � � � :
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Shidava Prastiras •••• 5
a. Sampurna Sbldava 5
b. Shidava Sampurna 5
Audava Prastlra ••• 10
a. Audava Sampurna . . . . 10
b. Sampurna Audava 10
c. Shadava Shidava 25
d. Audava Audava 100
e. Shidava, Audava 50
f. Audava Shidava . . . . 50

Total 255
Janyas from 36 Pratimadbyama -
Suddha Melas 255x36 =9180
Janyas from Misra Melas .... 1260x255=3,21,300
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Demonstration : Dr. Vempati Chinna Satyam
Any dance or danee^drama. wbicb isbased on . the principles 

■ ofBharata’s Natya-Sastra or anyothertreatise o fitiia t kind, is 
definitely a classical dance. Abhinaya Darpana, Hasta Lskshana 
Dipika, Sangita Ratnakara are some o f the other authoritative 
ancient treatises, thorijgh o f a much later origin.

’ *v, ; i&'V".'Kuchipudi is a village in the Krishna district o f Aip^ura Pra­
desh about 32 miles from Vijayawada. During the second century. 
the capital o f Satavahana’s was Srikakulam which, is six mUes from 
Kuchipudi. Movva, the birth place of Kshetrayya, the great com­
poser of padams, is also very near to Kuchipudi. We find that' the 
vicinities o f Kuchipudi are o f great historical importance and cul­
tural heritage for over 20 centuries. Like any othdr art form, dance 
was also existing in those areas under the pstrbb£|e' o f rulers. 
Before it was given the name as Kuchipudi, the rulers were patro­
nising ‘Devadasi’ dances. There used to be 300 families o f Deva- 
dasis in the Satavahana Empire according to historical records.

In course o f time, the Devadasi system was subjected to feuda­
lis ts  abuse. It is in the 14th century that Siddhendra Yogi under­
took the task o f reviving the style o f dance, which later came to 
be known as Kuchipudi style o f dance. Siddhendra was the foun­
der of the Bhama-Cult. He believed that the Lord Krishna is the 
Parama Purusha and every devotee is a consort, in his divine sport. 
With this background of Madhqr^-Bhakti, he <;o/npos6d Bhama- 
Kalapam a Yaksbagana which is being performed by the Kuchi­
pudi School o f Dance as its special feature even today. Siddhen­
dra Yogi initiated only boys from Brahmin families to perform in 
his compositions. Thus the Kuchipudi style o f dance has been 
confined only to men for over five hundred years and has been 
passed on from generation to generation as a family tradition. 
Even today we find some families in Kuchipudi village exclusively 
dedicated to dance. They were unable to spread and popularise 
this dance form in the country because o f their tradition-bound 
thinking and lack o f enterprising abilities.
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Satvikabhinaya is taught with great care and delicacy in Kuchl-�
pudi Dance. They take minute care, while teaching Satvikabhinaya.�
Dr. Satyam demonstrates Satvikabhinaya for iw « l *TT£�
a Javali o f Dharmapuri Subbarayar.

The Kucbipudi dance is generally woven around complete�
epic themes by strictly adhering to the very definition of the term�
“Natya” in Bharata’s Natya-Sastra. Rasaprakarana with Angika,�
Vachika, Sattvika and Aharya is an essential feature in perfor*�
ming Kuchipudi.

Every character introduces himself or herself with the song�
known as Pravesika-Daruvu. The character reveals his identity�
and the purpose of his coming. Earlier, a female character�
Satyabhama making Rangapravesam having been demonstrated now
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MudaUar lo f t o n iftf • S»si»ndidT hir'2 3VifViiic ŝitid�
decuM  to publish in coUaberatiodwilh D t U t u m  * 4 r q itfu % |p �
■ of Muthusvami Dikshitar and oth en in  the ''■  m l
gam aka signs evolved >by them, Thus <»me into existenod, fn1964�
the most precious o f all treatise* oa m tiiic—tbe 'Sangita 'SsanjjTa-J�
daya Pradarsini’. B uttbe tragedy o f i t  was tka^ChianhgVahri�
Mudaliar, who had lost Us sight, health andsaW ogs, did not�
survive to see his braid child. ' ’

The prodigious labour involved in writing the entire notation�
with special symbols and seeing the pages through the press may�
well be imagined.

Precious Heritage

The ‘Sangita Sampradaya Pradarsini’ is the precious gift o f�
Subbarama Dikshitar to posterity. The book opens with biograp­
hical details o f about 77 musicians, composers, musicologists and�
patrons commencing from Sarngadeva to Subbarama Dikshitar�
himself. Dikshitar is a truthful chronicler. He makes. no attempt�
to  pass on doubtful information to posterity. Wherever possible,�
he mentions the Sakd year and the Christian Era by adding 78. He�
invariably mentions the community to which the subject belonged,�
his gotra and even the sutra. He cites inscriptions and copper�
plates and quotes verses from original works to drive home his�
points. He has a clear historical perspective and where actual�
dates are not available, he gives the approximate period. He has�
given valuable information about his own (Dikshitar) family but�
admits that he had to seek the help of one S. Radhakrishnayyar,�
Principal o f the Podukottah Maharaja's College, for details about�
Tyagaraja. The following are interesting tid-bitS from the biograp­
hical portion.

1) He mentions 1775 as the year of birth ofMuthusvami�
Dikshitar but does not mention the month or the date. He nowhere�
states that Muthusvami Dikshitar was exposed to Hindustani music�
during the latter’s five-year stay at Benares.

2) His statement that Giriraja Kavi was the maternal grand­
father of Tyhgaraja has been disproved by later research at the
Sarasvati Mahal Library at Thanjavur. Giriraja Kavi was different�
from  Giriraja Brahmam, the paternal grandfather of Tyagaraja.
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Sanchari Bhava in Bbarata Natyam
Lakshmi Viswanathan

Chapters VI and VII of the Natya Sastra can undoubtedly�
claim to be vital and indispensable to any serious student o f dancei�
Detailing the concept of Rasa and Bhava, this section of the Natym�
Sastra plays an important role in histrionics. The importance o f�
Rasa and Bhava in Indian art was given a multidimensional brilli­
ance by Abhinava Gupta—the foremost among the elucidators of�
Bharata’s theories. Others followed, elaborated and added only to�
put the place of Rasa and Bhava on a stronger pedestal.

To the aesthete, to the cultivated viewer, to  the educated mind,�
to the sensitive Rasika, to the Sahrdaya, the concept o f Rasa and�
Bhava is the soulforce o f artistic representation without which mere�
skill o f techniques however appealing are liable to pall after fleeting�
and superficial impressions.

In dance, Bhava and Rasa are ' an inseparable twin concept.�
The foundation o f Rasa (aesthetic experience) is Bhava. Therefore�
he role o f Bhava in creating a lasting and inexplicably indelible�
impression on the viewer, its power to elevate the mind, its ultimate�
tgoal o f sublime selfless! bliss, cannot be overemphasized. One�
recalls to mind the words of'A nanda Coomaraswamy on Rasa—�
“ It is super-sensuous, hyper-physical, and the only proof of its�
reality is to be found in experience.’* Rasa is a concentrated�
knowledgable identification of spectator with spectacle.

Aesthetic state o f consciousness, aesthetic pleasure, these tra­
ditional identifications seem oversimple when talking of Rasa.�
Rasa means both tasting and what is tasted. It is relishable, it is�
blissful and it is akin to the Ananda of Brahma anubhava.

• In dance what enables the realisation of Rasa ? What gives�
birth to Rasa? It is a combination. An amalgam, an interplay o f�
Determinants, (Vibhava), that is, the causes of emotion, namely the�
Nayika or heroine and Nayaka the hero, and the objects that�
excite emotion like qualities, actions and environment. Then we
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and Ragamalika. Muktayi svara refer* to the svara passage in the 
wamss, sung after thd anapuilSvi. MuktSyi means (nmfiimpu) 
■ conclusion or end and the concluding portion o f the purvanga 
part o f the varna is therefore styled as the Mokesyi stare. The 
«'Ettugada svaras" refer to the svara passages occurring after the 
charanam in the Uttarsnga part of the varna*. loe/'ettugada” 
signifies commencement or entering on something new.' It may be 
pointed out here that the word chitta svara is 'not found in the ear­
lier books Him Sangita Sampradiya Pradarsini o f Subbarama Dikshi- 
tar or in the other books of Taccbur Singarachsrlu brothers. The 
term “ Muktayi svara" is given in Sangita Satnpradaya Pradarsini 
for the svara. passages in both Ragamalikas and some Varna*. In 
the Oriental Music in European Notation” by A. M. Chinnaswamy 
Mudaliar the term “Muktayi svara and chitta svara" are mentioned 
only for the svara passages in the “Purvanga" and “ Uttarrsnga" 
part o f the varna respectively.

\��������� ��"���������� 9�&����� �������

The historical evolution o f musical compositions can be traced 
to  the medieval Prabandhas. The form and structure o f these Pra- 
bandhas are to be found in the structure o f our modern composi­
tions. The pallavi, anupallavi, charana, chitta svara, madhyamakala. 
sahitya, svaraksbara etc. may be seen to have equivalent sections 
in  the Prabandhas. The Udgrsha, the commencing section, Dhruva, 
the essential or constant section, Melspaka that connects the above 
two sections and abhoga, the concluding section, are the four Dha- 
tus, or constituent limbs o f a Prabandha. Many of the prabandhas 
mentioned by Matanga, Ssrngadeva and others had svaya passages 
as an inherent feature. For instance, the Karana Prabandha and 
Vartani Prabandha had svaras for tJdgrSha and Dhruva, and pada 
for Abhoga, Varnasvara had svaras and Pata i.e. Solkattu syllables 
for Udgrsha and Pada and Tenaka i.e. auspicious syllables for 
Abhoga. Kraunchapada had svaras for Udgrsha and words for 
Dhruva. Tribhangi had svaras for Udgrsha, Psda for Dhruva, and 
Pada for Abhoga. In all these Prabandhas, the svara passage is 
found for Udgraha, i.e. commencing section. In the Svaranga Pra­
bandha, Udgraha had words and the svaras formed the next section. 
In the Panchataleswaram, the padas were sung first followed by the 
svaras. This was the procedure for all the padas that made up the
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k >' . . .  _  ̂ , ,2. Bhaktapllana - Klravani-Rnpaka-Ponniah POlai. '
Here it may be pointed, out that, in the chittasvara* composed 

by Kdtiswara Iyer for his kritis in 72 melakarta ragas, he has 
purposely introduced the krama sampurna Sanchiras. This is to 
illustrate that all the tiagis could be melodious in the krama aftth* 
pUrh& order also.

AoUloma^Vitema Cbiftasvata ita  pattern o f chittasvara which 
can be song botfein the forward and reverse order without : oSow  
dfagithe raga lakshana. t Such chittnsvaras can be oooposed pnlyin 
xagai with symmetrical Srohana and avardh&na, krama sampuram, 
Krama shadava and Krama Audava. Instances o f this type are met 
with in the chittasvaras o f Dikshitar’s kritis, ‘Kamalambam bbaj- 
arS’ ih Kaiyani and 'Ssidsvinuta stdare’ in Revagupti. Another 
instance in the chittasvara composed by Balaswamy Dikshitar for 
Todi Svarasthana ‘Adiyaramba". the sabitya written by Kadikai 
Mukku Pulavar.

u R g m P d n g r g i h G  / r f t g R o d n / S r s n S  n d /  / 
d n S n s r s n d n R g s r / O  m g r S n / d  P m  g R n. / /

It is interesting to note that some compositions have two chit- 
tasvaras composed in two different styles. For example, the kriti 
‘Nannubrochutaku’ in Sankarabharanam of Mysore Vasudeva- 

-charya has a chittasvara in the western style and the other one in 
the Carnatic style.
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and pafrtefrnrb f ettittas^^ftli^ftom ttSit^rm e  
The earliest Ragamalika compositibaf**lflm&lMnnjfl^ t t tf(tfl^  rage* 
composed by Virabhadrayya is a fine pjecewitfc: ;.ib?tld>ifrvlf tr for 
each section.

Ragamalikas may be classified according t o l M ,,■ presenceof 
svara passages into :;wr, vi. ■■■■■’■ V:- ■

(1) Those with-chittasvaras only.
(2) Those with chittasvaras and viloma chittasvaras.
(3) Those with chittasvaras and makuta svara
(4) Those with chittasvaras. makutasvaras and violome 

chittasvars.
I. Some instances o f Ragamalikas with chittasvaras only.
1. Simhasana sthite-Chaturragamalika-Muthuswamy Dikshi-

tar. ' *
2. Tyagaraja pancharatnam in five ragas 'jMuthuswami DikshitacbaritramTa | Ragamalikas bysix ragas V Mysore Vasu-Syama sastri charitram in six ragas | devacharya.Jeyachamaraja pancharatnam, I .
3. Mirajanka in five ragas. - Pspannsam Sivaa.
4. Kjir viriyum in eight Ragas • Taiyore Ponnigh Pillai

�� �̂ YL� Y� �(A noteworthy feature in this composition is the solkatto 
svaras at the end in the last raga and also in the commencing raga 
o f  the composition.)

15B THE

n . Instances o f some Ragamalikas with sahityafor chittas- 
vara but without makuta svara viloma chittasvaras.

1. Endukuraral kopamu y<Navaratnamalika in nine ragas) 1 Subbarama Dikshitar
2. NisarUeram i3. Yalapu miri todi �



III. Examples o t Ksgflmalikaa with chitta ,M."..�$�viloma�
chittsvara without makuta svara.

� . Chaturdasa Ragamalika (Sri Viswanatham) itt 14 ragaf,�
by Muthuswamy Dikshitar is a classical instanca-of;«£ tyga-

. jpalika with chittasvara and viloma chittasvara. aw^with�
Sahitya for these sections.. Each raga has one ajraga*«kf�
Sahitya followed by one avarta o f chittasvara with sahitya�
There is also the practice o f singing only the Sahitya of�
the second avarta o f the Pallavi. A viloma krama chitta,�
svara with sahitya is introduced after six ragaf a id  again�
at tbi end � f  the*l4th rag*.

2. Garavamuganna dora - Subbarama Dikshitar- with sahitya�
for chittaavaras and viloma svara sahitya.

3. Kaminchina KalSvati- Subbarama Dikabhar with sahitya�
for chittasvaras and viloma svara sahitya.

IV. Instances of Ragamalikas with chittasvara and Mukuta�
svara.

1. Natakadi Vidyala.
The 108 Ragatalamalika, the magnum opus composition o f�

Ramaswamy Dikshitar. The svara section presents the following�
patrern -  At the end of each raga. one avarta solfa passage in�
that raga is sung, and the last portion of the Sahitya part o f that�
section is repeated. Then the Muktayi svara part in sung, which�
has again two parts. The first part consists o f svara passages in the�
same raga and the second part has the solfa passages in the�
comfnenoing Raga and Tala i.e. Nata raga Dhruva tala.

2. Ee Kanakambari, 72 Ragtnga Ragamalika o f Subbarama�
Dikshitar (Dhatu) and Krishna Kavi (Matu) (makuta�
svara at the end o f each chakra).

3. Pranathsrtihara-72 Mela Ragamalika of Maha Vaidyana-�
tha Iyer.
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IntM rpotri«Nada audharasambSann narakrtti aye/'
•nriaenof ̂ sw eltas wdaan; o f great human*,qualities.

i,, An*tb*r,yqgaej«kntuwho retnajosia the minds o f  japjikpfM* 
S r i^ o ^ iN a ta y u n a  Sjastry, H pw as bom in 1898, aad 
d iw p k rif Sfj/Vns^ VsobsVaR*o, rA mao of great intellect both, 
i» BHW%|W»	 f l ^ i ^ ^ i H » a #  eî pl<?yied as a music 
®wW ffitaotftt Bo^Hti.� j HcJwd h m y  apod, wmmand'.ia >iCompp$» 
in i m^aealipoetry,,  I^^Bce^w bardly iany qiuSKyU iMtr$m«int;thm 
he could not play. In connection with the coronation 
Sri Ramakrishna Ranga raja, Raja of Bobbiii in 1930, he composed 
a Ragamalika. This Ragamalika was composed with the help of 
Sri Atmarama Kavi to the music set by Sri Akondi Narayana Sastry. 
We find the impact o f the popular Nitya Kalyani Ragamalika on 
this. Some rare ragas like D&yaipruta Varshini, Kadana Kutu- 
halam and Dharamavati were effectively employed in this Raga­
malika set to Rupaka Tala.

Sri Narayana Sastry wrote many other literary compositions among which his incomplete work entitled *Sri Sarveswara 
Satakam* - a work of about 100 poems is very popular. He died in 
the year 1948.

Finally I speak about, a composer who held a title 'Vaggeyakara 
Ratna* in his days. Unfortunately not one of his compositions is 
being sung today. Exactly 100 years ago on December 24, 
1884, he was born in Machilipatnam, that means today is his 
hundredth birthday. To demonstrate one of his compositions 

today is a befitting tribute to that great soul. He is - Sri Hari 
Nagabhushanam, he was a scholar in Sanskrit, Telugu and English. 
He was a law graduate. Sri Nagabhushnam was felicitated with a 
golden bracelet by a great musician Sri Tacchuri Singaracharyulu in 
1912 at Madras. Among SO or more compositions written by him 
we find * Tyaga Yoga ’ as bis mudra. He was a distinguished 
follower of the Murthi Traya in composing. We find Pallavi, Anu- 
pallavi, Chittasvaram, Svarasahityam, etc., in his compositions. Sri
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^pllavar^ijMyaro’s ?Mo8aip^^V|B;AWn-r
‘Dani Prayamu*—Sarangapanis’ Svarasthana Padam in Kalyani.

■ A'..'..': a ; : > > M
The famous Sivadiksha Paruralu - Kuranji Padam o f Ghanan 

Seenayya.
‘tntichakkadanamu' a Padam in Mohahamby ^ a v l  Mafhibira- 

tayya. ’ ' ''
'® & # u Q u @ fn w \  a Tamil pad^in by &Uf.<aax 

in Malavasri.
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- Vidwans like the late Ariyakudi Ramanuja Iyengar, Maharaja- 
puram Viswanatba Iyer & Sathur Krishna Iyengar opcassionslly sang 
-one or two padams in their concerts. M y ; gum . the. late JUmna4 
Ktishnan also used to sing some padama in his concerts. There is a  
galaxy of illustriouapadamexponents in, Andhra. Our esteemed 
President Dr. S. Pinakapani is noted for his excellent padam 
rendering.

Sri Munuganti Venkateswara Pantulu of Kakinada had a re­
pertoire of more than 100 padams. Sri Rallapalli Anantakrishna 
Sarma, Sri Parupalli Ramakrishnayya Pantulu, and Sri Manchala 
Jagannatha Rao are noted exponents. Sri Patvataneni Veerayya 
Chowdari, who had a vast repertoire of padams, took pride in pre­
senting an entire concert comprising only Kshetrajna padams. Sri 
Marla Suryanarayana, a disciple of Tiger Varadacharya' has given 
gramophone records of padams^ v
- " �� �� �� � � � fi;i :J *"=;• �� * �� �

Subbarama Dikshitar says that the dhatu repeats many times in 
a padam, whereas there is no such dhatu repetition in kritis. Dhatu 
repetition is not seen in Dikshitars’ Kritis, and in many Kritis o f  
Syama Sastri like ‘Nannubrovu Lalita’, ‘Ojagadamba' • ‘Sarojadala- 
netri.’. In most of Tyagaraja’s Kritis, the Anupallavi's music is re­
peated in the second half of the Charanam.

Dhatu repetition is the most striking feature in padams. There 
are different types o f dhatu repetition :



other
imudCOt
v Sangatis to pcdams are said to be later adclitions.Sangatis are 

aesthetics-oriented aadj can aptly be called subtle nuances. San. 
gatis are generally few la padams with the exception o f one or tw o  
padams like ‘Rama Rama Pranasakhi* in Bhairavi:

, C3»i_u/r«d
�W���� �1�  arQ«j ��� ���� �����$��� �� �
�, ���������� 9 �$9V2�.$� ����?0���.�6
p w e i i—th u A 'S fi  Q m ia ijp  KtutuiuOuir”

Padams are mostly in the Misrachapu and Triputa talas. These 
talas gOTvell with the composition and give the required musical 
gait. The Triputa tala padams are worthy o f special note, l lte  
eduppu in a Triputa tala padam is after � $ aksharakalas in the first 
avarta (vadaraka) and after i  an aksharakala in the second avarta. 
Sometimes the eduppu o f the first avarta may be after two akshara­
kalas as in ‘Payyeda’ or after 2} aksharakalas (Pusadaramu). Some­
times the eduppu of the � nd avarta may be sama also:

••ujisBM Xfpi QiuQj& Qetia"
A similar rhythmic structure is found only in Tevaram hymns :
hB��*�����̀ %�=�����?��=�9�.��� .��.��2����?R$.?%=E����=
Qfi«s>jDiuir(S«o a -« m £ fi(n i* ia r  Q u tr u ju u o ja r £ Q # ir Q  p j r m u i”.
The Triputa tala padams are sung in an intermediate Kalapra- 

< man am between 1 Kalai and 2 Kalai. Mridangam playing for 
padams, especially for a Triputa tala padam is an art in itself.

Veena Dhanammal’s family has been a repository of beautifut 
padams and she and her family members have been the besl 
exponents of padams.

l .I n  Dhanam’s school, padams have been mostly sung in duets.
(Dbanam’s daughters Lakshmiratnam and Rajalakshmi, grand 

daughters Brinda and Miikta, Jayamma! and Balasarswati.)
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Laksbana gwes the guiding principles, usages and rules, which�
^Ivena Lskth^ai l t  fetatM to what Lakshy* is and not ;teh«t it�
ought. to, be. Itfeksalso the function' o f  explaining the xt*Mi% fia*£�
the usages and yules. For this purpose it may be necessary, tfe> t£oh�
into the past and look into their evolution. With this background�
iirVieW, th6 Panch'ap^rthaifaMela Ragas are to be constdtrtdT

After the seven ty-tWd melakarta scheme of Classification
propounded by Govinda iu hisSangraha Choodamanidhe arohana�
and avarohaoa. of ragas assumed great importance, , Their ar$:'�
triodasa (13) Lakshanas for a raga. And the description of it is�
not complete unless further the. position o f  the notes witbih its�
compass, the gamakas, the special sancharas and prayogas, and�
other lakshanas are given. Even then, unless the ragas are heard as�
by the tradition of guru to sishya, the raga will not be full under­
stood. But as thOsfiate bas assumed a special status, it would be.�
well to study the chSracteristics of each Scale.

In the Indian musical scale, adhara shadja or the tonic note is�
fixed according to * convenience. By shifting the tonic note or�
adhara shadja to each note of the scale and playing the original�
scale, new scales result This process is known variously as�
murchaua, grahabheda, or srutibheda. This is one way of spotting�
out new ragas.

The mttrdf anas'have been applied to the seventy two melas* O f�
these sixteen are sterile, that is, they yield no new scales capable o f '�
producing a raga. Of the rest twenty melas produce one scale,�
twelve yield two scales and six produce five scales. These are called�
Ekamurcbana, Dvimarchana, Trimurcbana and paneba murchaua�
melas. There is no heptatonic scale which has murchana producing�raga for all the seven notes.

The Panchamurchaoa Melas or scales are six, namely Hanumat�
Todi, Natbabhairavi, Kharabarapriya, Harikombhoji, Sankara-�
bharna and Mecba Kalyani.



These are related bysrutibheda. The Sratifeiteda oLIl O M P  D  
o f Dheera Sankarabhartma ;
Todi, Mecha Kalyani, Harikambhoji. and iNqtiielriiairavi respect}* 
vely.

Similarly Srutibheda o f  the notes of Kharabarp|jjya except D  
will give Hanomat Todi, Mechakalyani, Harikambhoji, Natbabhai- 
ravi, and Sankarabharanam.

Hie notes o f Hanumat Todi except P will result in Mecha- 
kalyani, Harikambhoji, Nathabhairavi, Dheera Sankarabharanam 
and Kharaharapriya.

Mechakalyani omitting M will produce Harikambhoji, Natha- 
bbaravi, Dheera Sankarabharanam and Hanumat Todi.

Harikambhoji notes omitting O wili produce Nathabhairavi 
Sankarabharanam, Kharaharapriya, Hanumat Todi and Mecha­
kalyani.

Finally Nathabharavi notes omitting R will result in DhCerh 
Sankarabbarana, Kharaharapriya, Hanumat Todi, Mechakalyani 
and Harikambhoji.

Thus the Grahabheda of the notes of any of these scales result 
in the five other scales. There is one note in each scale that does 
not produce a scale which can result in a raga. these notes are the 
Nishada of Dheerasankarabharanam, Dhaivata o f Kharaharapriya. 
Panchama of Hanumat Todi, Prati Madbyama of Mechakalyani, 
Gandhara of Harikambhoji and Rishaba of Nathabharavi..

The Melaragas o f these scales are at present major or more 
prominent ragas compared to the other Mela ragas. Rut not all 
o f them are ancient ragas.

Sankarabharanam is an ancient raga. This is a'Prak Prasiddha 
raga. There are a large number of Janya ragas under this Scale. 
Professor Sambamurthy says “Some scholars give a Shadava 
Avarohana by deleting Nishada. Nishada Prayogas no are doubt 
common but that alone is not sufficient reason for fixing avarohana 
as SA, DHA, PA, MA, GA, RI, SA, . The phrase
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 ̂*i ft ft aftonoteworthy that Srira*a*-whk�
22nd mela has Alpa Dhajvata, * fcM *b *h ««
Kharaharapriya. The SriragePancharatii*�
not contaia DHA ataH.

Similarly, Harikambhojimcla, which is.tbe H*riK|fcJar»gsul*©f�
Venkatamakhi traditiop. isalsp afaga w & ehem efged^ �
the 72 melakarhi scheroe.K.edaragaulij ft; g a m ^ a v a r j a m t h e �
arohana.

On a consideration of all the above facts about the Pancbama�
murchana mela ragas and rememberth| that fevery bijie � f  the�
murchana note will be the starting point of ranjtfka sound, ft eaai.be�
reasonably concluded that the Murchanas of the Swaras b a v e a �
bearing on the elaboration of the raga. it  seems also cleUr that the�
Non-murcbana notes have to be used Sparingly according to the�
principle of Varja or Alpatva or by ^mplta.'!1pveQr‘:t^su! *ik�
governed by the Triodasa(13) Laksbanas Urhichlnclude Alpafya�
and Varja. These are brought into play by the pi&sence or absence' .�
of murcbanas of the notes o f the scales of the ragas.
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the starting syara o i  the glide is perceptible, as fa "Rktijjj&jtyP*' 
(Kambhoji) where the *Q* takesthe svard ‘rit\ 
a definite landing on the. sadja^ its lower svgra  this d m -s v a fa  in ;thf» 
case ‘sa’, can be written in the line above the jvara-line, aCfcbrtpdiii  ̂
ed with the ettrq jaru-sign . : 

sa/
rii
O O O  rangarfayl

Generally, the a w s v a r a -$  are not pronounced while rendering 
a svara-phrase, but the svara-s are rendered with the embellishments 
provided bŷ  the anu-svara-s. The anu-svara-s are silent workers- 
behind the screen, lending life and strength to the swra-s* while 
merging with the g a m a k a -to tu u . For example, ‘ n i i ; ;  da jia * 
(the last svara-passage in Begada-raga - a d i-ta la -va m a n ), the ‘ nii 
is rendered as * sa ni - sa ni ’ which brings out the raga-svarupo  
with the kam pita-gam aka; here the anusvara *sa’ in not pronounced.

In the gam aka-s, ravai and khandippu, the anusvara-s make 
their presence prominent. In the charana-line o f the Begada-varna , 
‘pagavari bodhana vim’, in between the words ‘bodhana* and ‘vini’, 
a svnra-phrase ‘pa ma gaa- maa ri ’ occurs. Here, while render­
ing ' pa ma ga between *pa ’ and ‘ma’, another *pa’ is touched 
upon. This embellishment is ‘ravai’. The anusvara *pa’ is written 
above the iifara-liae in between ‘pa‘ and *ma* with a sign of an 
inverted V  over it.

Apa
"pa ma ga

pa ga va ri bo dha na . . . .
In the phrase ‘ pa ma rii sa ’ in raga K a lyan i, the presence o f the 

svara ‘ga’ is felt between ‘ma* and ‘ri’. So also in the phrase 
‘ma ga pa ma rii’ in Surati-raga . This form o f dropping is called 
khandippu. Here, the auusvara-  ‘ga’ is written above the svara-line 
between *ma' and ‘ri’ with its symbol ’ V  ’.

V V
� » . � ® .. pa ma rii sa ; ma ga pa ma ru sa
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The Violin
B laise Calam e

1. Its History
Even though the Violin, as we currently know its eoiibpletel 

foriq, dates from the sixteenth century, and even though we attri- 
bute various ancestors to it (such as the viola and the vielle), it is 
likely it had even earlier origins. It is one of the most widespread 
instruments in the,world, its fundamental characteristic being the 
vibration of a string!1' above a resonating box, an id ti is  Old as 
time. •

Whereas certain see its origin in the Near East, in a region 
somewhere between Iran, Arabia and India, it seems more reason­
able to think it had its mysterious birth in more than one place at 
the same time.

Although it can be found everywhere in the world, Ss much in 
the Near East as in Africa or in the Far East, it is interesting to 
note that it evolved differently in each civilization and that the 
cultural milieu within which it developed determined not only its 
form but also the manner in which its technique improved in 
relationship with each musical system.

Its universality can be attributed to the fact that its sound is 
one that most closely resembles the human voice, thus transmitting 
the inflexions of human emotion in a particularly sensitive way.

It is in Europe, however, that the violin reached its ultimate 
fbrm, and it is beginning with the sixteenth century that it attained 
its fullest development.

Whereas the violin essentially is a homophonic instrument in 
all extra-European civilizations, in the West, because of the tonal 
system, it has become a polyphonic instrument. As music ameliorat­
ed more and more, violin-makers began to construct better instru­
ments whose sound quality improved as much as their esthetic 
characteristics.
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The violin makes a gigantic leap In terms o f techniques • ‘Hits�
is refleeted in the growth o f virtuosity and in the search for ; new�
musical forms such aa the “fantaisie", the "nocturne**, “ prelude” ,�
“caprice”, “romantic poem”, or ‘-esquisse*’, ait of which reveal the�
composers liberty o f expression.
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It is to Paganini that we owe the evolution of the art o f violin�
playing, with respoet to both technique and'expression. He also�
developed in a unique*way the virtuosity o f the instrument.
c) T he T w en tie th  C en tury

This century sees the achievement of instrumental technique to'�
its most perfect degree, and the flowering o f the greatest violinists�
in terms o f both the instrnment's technique (Heifetz) and its expres­
sion (Kreisler and Ysaye). It nonetheless announces the decline of�
the instrument because musical composition is regressing with�
respect to expression and because, since the invention o f dodeca-�
phonism, avant garde music is no longer interested in the violin as�
an expressive instrument. Although Bartok, the greatest composer�
of the twentieth century, sigaed some o f his finest masterpieces for�
the violin, it is nevertheless likely that future composers will not�
write for the violin but rather for synthesizers, which are much�
more docile.
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m  R a g M ttvie1fc]VS to by AbMry^i
0 �� � .< ® »W w , Raghunfttha Nftyak <1614—28„m >). Tfaew^ft 
is called " Sanglta SudhI" and it was published by the Music 
Academy, 'Madras in 1940. Although it bears the tonte o f
nfttha Nftyak as its author, it has been established that it was written 
by (Gotifadb1 Dlkririta* the Minister of thunder and the father of
�������+�� �!� � ����:��)��������Q�����"����3� (,� ���"��)3��% 
 �#�I0�+���� ( ��#� #3 �+�5� ��� � �� @X����%������� $��JD� ��:=) 
2��$(���� +������#� � ���  ��  ��� � �"�)% �,� #�)����� � �������%��� 
B"��P� �$����,$�"��,�5� �D$$�� +#� �$�9� $�����DDZ$��� �$�� ��� 
�U� � �������+�� ���F2"�##�,�#����#���� �#�D6���)"����"$��#$��>
rikft " that the work “ Sanglta Sudhi ” was written by Ms ��� �# 
Govmda Dlkshita and was fathered upon Raghunfttha Nftyak. 
Unfortunately the “ Sanglta Sara” of Vidy&ranya is not available 
now but Vidyftranya’s view* have been snmmariaed by Qovinda 
Whhita ihd it is dh% fitbm hha that we come #  know of Ike IS 
lMlacavd t l k ^  jftgasof Vidyftra^a. ^

� �������%�����$�"��.� �$�����,$�"��,�� �#���v&ry� �2�"��)��2���( 
��� � ��  �#��",� �$�������� +)#�3� �#2�3����,��$�� �A��� 5� ���serves 
��#� � � ���� �(������ � (=�����%��� ����$������ D�2$�"�%��3:��'/N�  
3���)",*� ��� � �� ����  ���� ���� � �� �� Svaraoaela 1��$���� ��J���$ 
�$�+$�+��,�� '/R� �3���)",*����� ���� �"5� �����#�%���"���,�#)22� D�� 
� ��� �$�+B+B�,�� ��#� � �� �"�%�����"� �$� � �� 3��3�2�� �$�mela ���  
G�$�,�� "$�%�#5� 8������ �����%)�"�P1"���$��(���� �(�$� �+�����@�+)#�3�<
��%�#�� �$� �)(��� � �+� ��  ��� � �� 2"�:���%�">�$�������%!��"������ 
3"�����8����"���� ���� ���� ��� � ���� ����!�()��� ��3"������#�"����,��)�  
��� ���,B"��,�5� >��G=�#�3$�#��#)22�"��� 
� �3 �/�"������"���"���������5
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Nearly hundred yeacst after O 
tBrtjlnaiaftfflii?>, there appeared on kbe
India. (c.1650) another treatisethat we*desthtodto r*»oltftiQee&ta�
the raela system o f Carnatic m usic.." The bookwas�
dandi Praksiika ” and its author was Veokatamaklu*<tS3}soo o£�
OoTinda Dllnhita, the author of "SangjtaStadba”. Aooerdint?to' ��

Ihe *• SanglU Sftrflmrita ” ofT ulaja.the Maratb&Td&of TbanjaTur, ��

thetorm “Chaturdsadi" signifies gdn,ftlflpa. dtayaiaadpabaadtie�
—the fonr possiUe channels through whioha^f&ga itianiffots iNdf;�
Venkatamakhi says in  the colophon to his book that he wrote it at�
die instance o f Vijayaraghava Nayak who ruled Thamja War from�
1633 to 1673. Venkatamakhi’* scheme o f 72 mela�  botes sway'tn�
Carnatic music few nearly two huadred yefcrs now.

�%�I.#./.I*�� ,.',� #*.#� ��%��.,� #*%�$�,-�C�%������%��%*�-CC%��
-*."'.� ?.�,�� I����� .,� �%�I.#.� �.�#"�L� �*�� � ���#��&,$�A��
����.''.� �"�/3� #*%���"#*�� ;�#*�#*%��./%,�,�+�$���I%�4."�.#.I.�
��./%,.�$� �%��/#./.I&�<,� ��"I� $%.�,� MA#*H� ���'� �>�>,�$�.��
/+,�-�H� �*%� /�,#� �/C�"#.�#�C."#����#*%�&��*��,�#*%&�%��� ##�,  �
#*%�,-*%/%�����78�/%�.I."#.,�� �%�I.#./.I*���.,���$%&#>�H�#��E���.5�
�.#*.� ��"� #*%� �$%.� C�D%M�DM�� .�,-*%/%����/%�.,�� �*S�,�*-/.� ��
78H� /%�.I."#.,� -��,#�#+#%,�  � $�,#��-#� �.�$/."I� ��� #*%� *�,# �D�� ���
��$�.��/+,�-�� �#��,������#%"%,#�#��,#+$%�#,����-�/C.".#�M%�/+,�-���!'�
��� �#*%"� -�+�#"�%,� .,��%��3�,��-%�#�D%,-*%/%�,�&.,%$����#*%�R".�M%"��
,.��'�"%-�!��,%$��8���#%,����#*%�!./+#�H� �%�I.# .�� ".�����M%$��,�
3�."�M#*C� ��/#� #�/%�,�,',#%/.#�-�- �. ,,���%C$ � � � 3 �  S �#*%�"

.�"%.$'�/ M �  D" - . �%$#� "�
 *�/��C,� ���C�#.� /.9.*�"#.,� F"�"D�.$'� /.$%L� .�$�#* C  . �� �D �
���U3� -�.,,���%$� &'�*�/�.,�4.�C'./.�.�?�//%$�.#%�C�.��&��D#�%V�.�$�
�4.�C.'�,*'./.�.�?"%/�#%�C�..�&���#�%,L�� #� 3� @3Y� '� �� �

> Although Venkatamakhi swears that even Lord Siva will not he�
''hold enough to attempt a scheme like this (na hi tatkalpaosphala-�
lochanopi pragalhhate) he was fully swan thakhis scheme w pA �

fausgue one at his time. He says “ I haare no doubt worked oM 22�
p i n  but itmight be said that this permutation is a waste.MM^&f�
theee only a few aiu k n o w n fo u n d  ia p m tim  Mynpipdidhal
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��3�� � �� I0� +�����"��� #3 �+�� �$� �������+�� �� (�3�+��an 
�#��(��# ��� $�3�!� �� �"� +)#�3���%�#�#� ����+2��������+2"�:��)2����� 
���� ��#3�:�"� +�"�� +���#5� ���� 1"�# ���� ���"���$�1�"����"���D 
G)#���� � �� #:�"�� #� $���#��$� �������+�� ������2"��)3�����#3 �+� 
�$�EO� +���#5� ��+�� �� �"#� +���� � ��2"����+�� ,�+���#�� ��$�$�  
����������"��������������� �"�NR�+������"���"�%�#5� ���� ����������� 
� ��� � �� �������+�� �� #3 �+�� ��:���#�+������"��#����������">��% � 
3�+2�"�+���#� :�Q� � �#�� ��� � �)�� �� ��� ,�+�� ���� � �#�����  
8"���� ��� ,�+�5� ������� ����)#����� +)#�3!� � �"�� �"�� ���,� � 
$��� "�%�#� ��� ��"����3� �)#�3!� ����� ��"��%�!� � �3 � �����(�� �� � 
��� ,�+�#5
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��$$�"��3�#� (������� � ��",� ���� 2"�3��3�����+)#�3� ����F�"3�#���� � 
+���#� �$� ")��"#� ����� ��+�� ��,�� ����7)" ���1 ���� ��3�++��D 
������� #3 ���"#� ��� �"���� ��"�#� ��� "�3��3���� � �+5� � ��� �)% � 
����>@� �F�"3�#��� � �� +���� �$� ��# �)� 	�"�,��� 7 ��� ����!� � � 
���# �����"�� �$� ����)#����� +)#�3!� ����"�#� � �� ���� �$�� �>���#� 
3���)",5� ���#� � �"�� ��,� 3����3����� (������� � ��� ��"��#��$� ��F�# 
���� � �� �"�� ��� 3��#���"� ����,� �#� +)#�3�V�P� ���#������������� 
�� �)3 � � �)% �#� �$���� )#��� �� � �"�#�� ���+,�+���5� ��+��$"����# 
#)%%�#���� � ��� �� # �)��� ����� )2� �� ��)"� �$�� �����"�#�2"�:��3� 
� �"�� #�+��#��)����� �$� � �#��+2�"�����;)�#�����+�,�(���(�������P!

7 ��� ����G�J#�$�"#�� ��)"� �$���+�����)� ����� 2��3����� /LTO���� 
 �� :�#����� ���"�#!� � ��G�:)"!� ���)"��!� ����,�2)"�+� ���� ��#�



U f t o » i i  Karnatakas •' Hefc assk m u k n M t a m i  
visited libraries. At ^ r r "  *“* •““ i  ^frftfrrrTir. lttTWi>Bri 
the grand old man o f Carnatic mnoc, and collected a manuscript o f  
the Chatnrdandi Prakasika. Later he" acquired the SvfctaAnela 
Kalanidhi and the- SangltaSaram rita.' Ho took them to Bombay, 
got them printed andsold them for 25 to 30 paisê jpjpr copy.

Bhatkhandeji' appears to have ajipteciatisd5 the Taiiril&fihijN? 
System of raga classification current in ' South India add ̂ riedWK 
introduce i^ n  flindustani masic. Rearranged all the Fagasdflfthat 
system under tedThats and natned;th6m hftef the bCst*kno#n ragas:

- f .The ten parental scales are
Bilawal That (Sankarabharanam)
Kalyan or Yatnan That (Kalyaai)
Khamaj That (Harikambhoji)
Bhairava That (Mayamalavagaula)
Poorvi That (Kamavardhani)
Marawa That (Oamanasrama)
Kaphi That (Khataharapriya)
Asavari That (Nathabhairavi)
Bhairavi That (Hanumatodi)
Todi That (Subhapantuvarali)

He thus paved the way for a  mutual underBtaading.of Hindustani 
and Carnatic music. He was also the father of music conferences 
in  India and it is our duty to remember Bhatkhandeji on occasions 
like this.
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and not mi Sikga ;
in the Naradlyafikea (1,7,12) and in on  
ftogadstfra (29,37) we alike, and theeditorof thf QjQ>^| ^hion 
of Natyaiastm has Mated that the veret ha«>eenqnnmlfrnm
that the Naradlyaiikja is earlier. At present no evktoaceis m U b  
definitely to deterritine the relative dates of the twoweelBs.- -* •

While compering the work with the Vayapuraqa the aothes 
(P. ?� points oid a eene of fikp  (1, 2 ,4)oocarring Talstim inthe 
Parana with a single difference. Instead of the word "tans’‘ the 
word *■ tala” oocnrs in the Parana.
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to "brine to bold refiof thecontribution

He explains the terms > laria. Rag�����

slightly touched, Gandhara ia excessive and Dhaivata is tiemoloos.
Inntadhycma there is excessive effort relating to Gandhara, Ni*ada 
a |p ean  and disappears and Dhaivata is weak’. w (p. 8 )4  i^rein'these 
descriptions it appears as though * $adjagrama * and :<M&hyiama- 
& r £ r e f t t  to the twd grama-s. They areb&sedoA 
Veteri^!, 4j 7 and l .  4, �  o f the £k$a which ate among the sevea 
verses (1, 4, ‘ 5-11) describing the seven Raga-s. Thus‘ §adja' end 
* Madfayama * refer to §adjagramaraga and Madhyamagramtraga 
and not to the two grama-s. This is obvious since grama merely 
refers to an; ordered scheme of svara-s and not to a melodic entity 
with weak notes etc. Again in the statement " Sadharita takes 
place where Kakall i i  possessed o f antara svara-s ” (p. 9), the term 
Sadharita refers to the gramaraga o f that name (see � , 4 , 9y. fin 
fact the names o f the seven raga-s mentioned here correspond to 
those o f the seven Suddhagramaraga-s given in SaAgltaratnakara. 
Thoagh the references to the relevant verses of SaAgltaratnakara are 
given by the author himself in the * Notes ’ (p. 6-7), the statements 
in this essay and also the language o f the translation leave the 
reader confused. That these verses o f Naradiyaftksa refer to the 
Gramaraga-s is also corroborated by the fact one o f them (1 ,� ��� ��
is  . quoted in the Bharatabhasya (7, �� ) in the description o f 
§adjagramaraga.

While speaking of the two varieties of Vlpa—Daravl and 
Gatra, the author remarks, “ Daravl seems to have been made 
of wood(daru). The form and material o f the other one (Gatra) 
are not clear." “ Gatra ” meaning the body, prefixed to the term 
Vlpa, indicates the process of singing the Saman and the indication 
o f the svara-s on the fingers o f the hand, in particular. Bharata 
too mentions “ Sarlri viqa ” along with “ daravi vipa Sarlri
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Ag"?" for the verse h. 5 ,10  tip  translation has missed oai tn o  
words. “  Wind rises, from the nawa^ striker against chest end  
heart ” should be “. . .  strikes against chest, heart, ik n o t  tm d, b ea d ”.

la  the vena 1 ,7 ,10 a. single letter "  a  ” (abbreviated from o f 
mm) has been overlookedwhioh leaves the translation inqenptote. 
“ Dipta is in mandra, the second, as well as in the fourth ” the 
translation, which should actually be “ Dipta is in mandra, foe 
second, th e  fir s t as well as in the fourth (svara)

It is also not clear why the word '‘ kuiijara” in 1, 4 should
Have been translated as “ deer’’ and not as “ elephant
N o tes

The notes actually complement the translation and without 
recourse to them the reader cannot grasp the purport of the text. 
The author has cited the meanings of terms from other Sik$3-a, 
Prati&khya-s and other works. However the meaning o f *' Kruyta”  
(p. 3), given as “a loud accent” perhaps based on the commentators 
explanation (« £  t o )  is a bit odd. It should have been “ a high 
accent”.

A ppend ix
1. In the two essays included in the Appendix, the first one 

is on “ Musicology in the works on Sik$a”. In this the author has 
presented the musicological references found in Sik$a works, viz., 
Papiniya, Yajnavalkya, MapdSki and Naradiya. This essay provides 
useful information for the students o f musicology, ft would have 
been helpful if  the author had also mentioned the edition of the 
Sik$a works. The author could also have included the information 
given in the “£ik$a adhyaya” of Bharatabha$ya of Nanyadeva.

2. In the second essay on the “ Origin and Development o f 
Indian Music and Musicology ” he collects together references to 
music from various sources from ancient times. The sources include 
archaeological findings, Veda-s, Epics, Purapa-s, Tantra, Drama,

27
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B, UDAY SHANKAR (A Photo-biography). E«Wd ; �   BE
Sunil Kothari and Mohan Khokar. Published by Ravi Shankar 
on behalf o f RIMPA and the Uday Shankar Festival 83 Committee. 
Price not indicated.

The book under review is a gorgeous tribate to Uday' Shankar 
who strode the world o f Indian modern dknce like a colossus for 
nearly four centuries; He had no formal education in the sense 
that he did not enter the pdrtals o f an University to come out with 
a paper scroll called a 'degree’. In this respect he can be compared 
to the literary genius Rabindranath Tagore who always Struck 
out along new lines in the field o f literature. Uday Shankar was 
a restless soul with an unquenchable thirst for discovering new 
forms and shattering the prejudices against an art which had been 
relegated to the status of entertainment o f a dubious nature.

The book opens with a Short but excellent biography o f Uday 
by his brother Rajendra Shankar under the caption 'Personal Remi­
niscences o f Uday Shankar’. Uday Shankar was born in Udaipur 
as one of the four sons of a Bengali couple, Pandit Shyam Shankar 
and Hemangini Devi. Shyam Shankar was at that time tutor to  
the prince of Udaipur and was later appointed as the Prime Minis­
ter of Jhalawar State in Rajasthan. If the recalcitrant childhood 

‘o f Uday portended anything, it was his development into a vagrant. 
But he was exceptionally good at drawing and painting and studied 
at the J. J. School o f Art in Bombay and the Royal College of Art 
in London. He had a passion for music, particularly instrumental 
music, and had made a collection o f Indian musical instruments. 
On the advice of Sir William Rothenstein, the Principal o f the 
Royal College of Art, Uday went to the British Museum at London 
to study the magnificent Indian paintings there, specially the minia. 
tures.

His Studies at the British Museum fired his imagination as no­
thing else had done before. It was at this time that he met the 
great Russian ballerina, Anna Pavlova, and fate brought them to­
gether to become partners in dance. The two dance numbers they 
presented at the Royal Opera House, Covent Garden, brought 
Uday dazzling fame overnight. He later left Pavlova and after






