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Mr. -James .. A.. Rubin, Pan Orient Arts TFoundstion
USA. : ‘

"~ Congratulations to the Academy, particularly on the occa-
sion of this 57th Conference and generally on your outstanding
achievements over the past half a century and more”.

Sangita Kalanidhi Smt. M. L. Vasanthakumari :

# Wishing the Conference success: Congratulations to Pani-
garu™. |
8ti Flute N. Ramani :

 Wishing the furiction every success”. -
$ri D. Pasupathi, Principal, Sri Venkateswara College of
Music, Tirupathi:

| wish the festival a grand success this year”.
$Sri Tanjore Upendran :

“ Wishing the 57th Annual Conference and festival grand
success”’.

Sri T. Lokanadha Sarma, Director, :Development Centre for
musical instruments :

| wish the function and the Conference a grand success ‘.
Sri Bangalore K. Venkataraman :

* Wishing the function all success”.

The President of the Academy, Sri T. T. Vasu, welcomed the
distinguished guests, members of the Academy and the public. In
his address Sri Vasu said :

~|t is my privilege as President of the Music Academy, to accord
a_warm welcome to each one of you. My father, the late Sri TTK
was associated with the Academy right from its inception. He is
considered to be one of the architects of the Academy, though |
had never heard him making any such claim. We, the members of
his family, were happy and content with the aesthetic sensibility
which we inheritedfrom him. When, however, | was elected
President of the Academy, | thought | was just harvesting the
fruits of his labour, though his services have gainad ample and
gracious recognition through the naming of Academy’s auditorium
after him. Andso, it gives me great pleasure to greet you and
welcome you to this the 57th Conference of the Music Academy.
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We have still with us some distinguished. members :of the
Academy who were witness to or sponsors of the Academy .in the
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 the ! Tamil consciousness.
Sri Aurobindo was established in Pondicherry ant-$ri 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 wxibrant prose and attractive poetry. The
Carnatic music tradition had its great exponents in Tiger Varada-
chariar, Ariyakudi Ramanuja lyengar, 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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music with nadopasana, and aimed at communion with God
through music. They regarded music as yet another Veda, and
propagated it with religious zeal by way of Guru-Sishya Param-
“para.)! Music vidwans of the post-trinity era, following in the
‘foots'teps of their gurus, carried the torch of Carnatic Music
sampradaya on the double roads of bhaktiland sengita preserving
and enriching it wherever necessary. Musicians bf *lhose times
cultivated chasle, high standard music because their sole objective
was to respect and propagate classicism and tradition. They did
not have to please anybody in particular. What they had culti-
vated they sang. Rasikas of those times, be they Rajas, Zamin-
dars or common folk, listened to the high-class music, developed
a taste for hjgh values, got accustomed to it and patronised it.
Music was presented in temple festival-concerts, bhajans or in
chamber-concerts to packed, skilled audience. __.jf} Till recently,
“people were recollecting anecdotes about sophisticates chamber-
concerts taking place in No. 4, Bunder Street, Madras, where
giants like Sarabha Sastry, Tirukkodikaval Krishna lyer, Pooch
lyengar, Tiruvottiyur Tyagayya, Veena Venkataramana Das anc
Veenai Dhanammal performed and also sat through each other’s
concerts. Days were when even the gas-light bearers in temple-
processions could say who excelled in which ragas. All the casua'
listeners of those times were transformed into knowledgeable
rasikas by constant exposure to classicism of Carnatic music, with
the result that there were no gallery audiences then. What the
musicians sang the audience feasted on. No wonder people callec
that period golden era of Carnatic Music.

With the turn of the twentieth century, such a state of affairs
continued hardly for a decade. Times changed. Spiritual values
of classical music dwindled away. Employment of nada-vidya as
a means of concentration and communion with the Unknown
became a practice of the past. Temples have discontinued music
service. Vidwans of repute were no longer patronised by wealthy
rasikas. Huge congregations of lay listeners became the virtual
patrons of music. Vidwans lost their ideals and suffered a set
back in standards. Audiences, who were no longer fed on high
level classical music, deteriorated in taste. Listeners of the present
times, with varied experience and taste, have got to be pleased
‘with the result that the objective of a performing vidwan is to be
able to please unskilled listeners with a craze for novelty, amuse-
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“ment and excitement. Music meant to please the unknowlsdgeabl:]
listeners is bound to com® down in standards. ‘ -

Under covm of this discouraging state of affairs, however, one
cannot fail to see that contemporary: music is not without its
bright points and encouraging features. Classical Carnatic Music
spread far and wide all over the country. Both musicians and
listeners have increased in number bheyond measure. Many.
.- compaositions have been given publicity in concerts. The search:
for rare compositions is vigorous. Vivadi-swara ragas:are being:
tamed and presented With increasing frequency in concems. The
pride of place on the concegt. platform these days is claimed by
instrymentalists rather than by vocalists. Realising that the secret
of mastery lies in. hard diligent practice, instrumentalists, : parti-
culary violin, mridangam and flute vidwans, are soaring to new
heights. The mastery of instrumental technique that certain.
violinists have acquired now-a-days is astonishing. In this regard
they have left their counterparts of yester years far behind.  Vocal
vidwans of to-day too exhibit better mastery over them‘ vocal
technique in the sense that they can - manipulate any gamaka or
sangati with consummate ease. Some of the popular vidwans or
the past lacked this facility. Many lady vidvans of the present
generation can vie with the male vidwans in performing ability.

Those who have noticed with pride the bright side of musicaj
progress should not fail to take note of certain undesirable trends
and other drawbacks in contemporary music which need correc-
tion. Vidwans of the by-gone generation, who suffered from
relatively deficient vocal equipment, were giving very satisfactory
and memorable concerts. Both vocalists and instrumentalists had
set their concentration not on disply of techical skill but on projec-
tion of beauty of raga-swarupa using correct kalapramanam,
sutiable gamakas and essential sancharas with consummate skill.
Their display was melody-oriented and not technique-oriented.
By the time we came to the end of those concerts we felt as though
we were possessed by the total gana-rasa which would
haunt us for hours. We had plenty of blissful moments of those
kacheris to recollect for days. Just as padagumphana and
alankaras alone do not constitute poetry, so too, exhibition of mere
technical skill and stunts do not make soulful music.
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better, brushing aside any mutilation of Sahitya by yayakas -who
do not know Ianguage ?

In order to excel in any art God's blessings -are essentiat
Cultivate intense love (bhakti) to the Almighty so that your music
will be transformed into nadopasana. Aim at sinq’ihg‘ to please
Gana-lola, standards will take 'care\of themselves. =

o
{.’*' All up-comlng muslclans must work hard on essentlals of good
music viz., gamakas, raga swarupa, proper welght tension. and
faya in phrases that bring out-raga-bhava; judiCIOUS employment
of quick-time sancharas, .and  rakti above aII Musuc is raktl-
pradhana

‘Aim high, become a consummate vidwen, and then transigr
al your art and knowledge to bright students. That is. your dutv
enjoined by God who blessed you with music.

Imitation of other musicians, however great, is suicidal. it is
tantamount to surrendering your iden_tify to become a satellite.

The habit of writing down all the compositions that you sing
into notation must be cultivated. Some vidwans argue the
notation is incapable of representing all thatis sung. Notation is
to music what shorthand is to language. Those who know
notation, have made tremendous galns 7+ 1 speak from personal
experience. i

i
To conclude, | warn up-coming musicians never to sacrifice
standards for material gains.

Once again, | thank the {Madras Music Academy for having
chosen me for the unique honour, having got which, there is noth-
ing else to aspire for in South India.

RELEASE OF BOOKS

Releasing three publications of the Music Academy brought
out during 1983, Sri T. T. Vasu, President of the Academy said :
Ladies and gentlemen,

. I shall now take a few minutes of your time to release the
three publications mentioned by me earlier.
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67th ANNUAL CONFERENCE:
Experts’ Committee Meetings, 1983-84

Agenda of the Confererice

At the T. T. Krishnamachari Auditorium
8' am. to 11 a.m.
from 19-12-83 to 1-1-1984

President : Dr. S, Pinakapani
Monday, 19th Dec. 1983

Kandar Alankaram and Kandar Anubhuti by Sri V. Muthu-
krishnan
Sri S. Mukand & Smt. Malathi Operas and ‘Dance Dramas
Subrahmanyam of South India

SrilD. A. Thanapandian Abraham  Panditar and his
services to music

Smt. H. S. Anasuya Kulkarni 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 lyengar Rare Svarajatis and Kir-
tanas

Sri N. Murugesa Mudaliar A Notation for Oriental Music






Meeting of the Experts’ Committee
19th DECEMBER 1983

The first day’s meating of the Experts’ Advisory Committee of
the Mysic Academy, convened in connection with its 57th Annual
Conference, comrnenced today with" _the rendering of verses from
the Kandar Alankaram and Kandar Anubhutl of Arunagmnatha by
Sri V. Muthukrishnan. He wa# accompanied by Sri Alandur
Natarajan oft' the violin and Sri Vijaya Siva on the mridangam. Dr.
S. Pinakapani, President of the Conference, was in the chair.

Sri Muthukrishnan rendered the verses in the five ghana ragas
as well as in rakti ragas like Madhyamavati and Ritigaula. Dr.
Pinakapani complimented the singer on his excellent rendering of
the songs.

Sri S. Mukund, musicologist and composer from Bangalore,
presented a lecture-demonstration on ‘* Operas and Dance Dramas
in South India”. He was assistead by Smt. Malathi Subrahmanyam
who sang a selection of songs in Tamil, Teluguand Kannada from
music plays and dance dramas of South India like the Rama
Natakam, Nandanar Charitram, Prahlada Bhakti Vijayam and Kutrala
Kuravanji. She also sang songs from music plays composed by
Sri Mukund in Tamil and Kannada.

Sri Mukund, in his paper, traced the origin and development of
Natyas which were a synchronization of music, dance and drama,
Later came music dramas (geya natakas) with Darus, verses,
padams and prose narratives. The folk forms of Yakshaganas,
based on epics like the Ramayana and legends, had a charm of their
own. There were also such compositions which had great
literary merit.

Sri D. A. Thanapandian, grandson of the late Abraham
‘Panditar, gave an illustrated talk on the Panditar’s services to music.
Abraham Panditar was the illustrious author of the voluminous
Tamil work ‘Karunamrita Sagaram’, extending. over 1500 pages,
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Dwya Prabandha. The regas employed by the singers included
Bauli, Saveri, Shanmukhapriya, Subhapantverali and Dhanyasl

Dr.:B. Rajanikanta Rao from Hyderabad presented a lecture
cum demonstration on a ‘study of the original ragas of the Gita
Govinde'.. Introducing the subject, Sri T.S. Parathasarathy,
Academy Secretary, said that the system of music that existed in
Orissa in the 13th century and the ragas handled by Jayadeva
posed & problem to researchers in the field of music. In~ editlons
of the Gita Govinda rdgas like Malava, Gurjari, Vasanta, ‘ﬁamakan,
Malavagauda and Karnata were mentioned but in the South Indian
bhajana tradition, the Ashtapadls were being sung in' the present
day ragas of Carnatic music to tunes set by Tirumalarajanpattinam
Ramudu Bhagavatar who lived during the 19th century.

Dr. Rajanikanta Rao said that Jayadeva had used 12 rages for
his 24 ashtapadis but most of them went out of use even during
the 15th century. The speaker had been trying to reconstruct
some of them from lakshanas available in books and traditional
versions in Hindustani music. As examples, he sang ashtapadis
Malava (Kamavardhani notes), Vibhasa (Regupti), Karnataka
(Kanada) and Vasanta (with pratimadhyama). He also thought
that what had been described as Saila Desakshi could be the
ancient form of Desakshi.

Smt. Rita Rajan, lecturer in music in the Queen Mary's
College read a paper on the ‘musical structure of Padams' and sang
a number of examples from Telugu and Tamil padams. At the
outset Sri T. S. Parthasarathy said that although the Efword ‘padam’
was being loosely used in the past for any musical composition, it
represented in present day musical parlance a type of lyric set in
slow tempo with sringara as the central theme. Smt. Rita Rajan
said that the padam, which was originally a dance form, later
emerged as an equally developed musical form. According to
Subbarama Dikshitar, a characteristic of the padam was that the
music of the lines was repeated many times over. Some Padams
started with the Anupallavi and then returned to the Pallavi. The
charanams are usually long and the Anupallavi’s music is repeated
in the charanams. Padams are more often in Misra chapu and
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modes. Usually the second piit of the ‘chararism ‘Was’ Hiken "up
{or neraval and -the ultimate gbjent was to produce-.. musical or
literary rasa. - There were nohaed and fast rules for performing
neravel. The excellence of-a neraval depended on ...the.creativity
and spontaneity. of the artiste. . All kritis did not lend themselves
for performing neraval but in. many kritis, thooompcbeh themsel-
ves had provided for suitable places where ample scope'was aval-
‘lable for neraval. 3

N

B4

Sri Rao sang a number of examples to illustrate Hiﬁ b;ints.

Dr. S. Pinakapani complimented the speaker on his excellent
‘exposition but added that the main object of neravat should be to
present the different aspects of the raga concerried and the accont
should be on the music and not on the sahitya.

Sri T. V. Gopalakrishnan gave a lacture-demonstration on
*’Raga Exposition”. He said that the term ‘raga’ was first used by
Matanga in his ‘Brihaddesi’ and the concept was developed by
laterday authors till the raga became the unique contribution of
India to world music. The speaker then played extracts - from the
disc recordings of eminent musicians like Chembai Vaidyanatha
Bhagavatar, Musiri Subrahmanya lyer, Maharajapuram Viswanatha
lyer, Madurai Mani lyer and Semmangudi Srinivasa lyer to show
how there existed different styles of singing the same ragas.

Mr. Blaise Calame, noted violinist from France, on a concert
tour in India, gave a talk on the “Origin and diffusion of the
Violin”, He said that the ltalians ‘were the first to develop the
violin in Europe from the 17th Century and Stradivari of Cremona
a well known name in the manufacture of violins. He ssid that
the octave of Western music consisted on seven intervals and. he
played them on his violin. After the renaissance in Europe, many
talented composers like J. S. Bach came on the scene. The most
famous composer on the violin was Paganini. Mr. Calame demon-
strated on his vtolin the concept of polyphony .(18th century) not
present in Indian Music.

‘i sﬁ Lalgudi Jayaraman complimented "Mr. ,Calan'm!».on this
presentation.
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Bhinte Ralapdny was:a masterpiecs | um mm
fhis was dénced by Dr. Chinne Satyamy. Smt. S; ~Rajeswad:-sang
the tyrics end Sri ‘Sangita Reo provided Vine - mmpanm in
¢onclusion Dr. Sstyam demonstrated satvika Abhineya by pedor-
Mming abhinaya to.Dharmapuri Subbarayar’'s javali ‘Parulannemats’
in Kapi.'

Dr. Pinakapani, President of the Confarence, gomplimented
the Kuchipudi Arts Academy on the excellent performance.

Smt. Savitri Rajan gave a talk on K. V. s_tlnivasq lysngar and
his contribution as musicologist and  composer’. - Srinivasa. lyen-
gar was the youngest - brother of Tiger Varadaclwm and was
famous for many of his publications like ‘Adi Tyagaraja _ klrtanas
‘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.

lyangar 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 Swarhi 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 16th-
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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Shadanced to ‘Taye Yasoda® in Todi and bigiight " lh oﬁﬁg’;haﬂ
bhavas i in the llne ‘Balan alladl '

The speaker concluded the.-programme with abhinaya for.

‘Rama Rama pranasakhi’ (Kshetrawn-Bhauavn) and.,Ematl kuluke
(Javali - Kalyani).

26th DECEMBER 1983

Stitt. Jaya Sitarém Hnid disteis flresentdﬂ 8 devdtional feature
entitled ~‘Minakshi pranatosmi’ at the commencement of the tenth
day’s msetirig of the Experts Committee ot the -Muisic : Atddemy.
The itéms teidered included slokas by Adi Sdnkéta énd eongs i
Sanskrit §hd Tamil on Goddess Minakshi in the ragdé Ddsya Sinis
hutévarh, Dlirbar, Amntavarshim, Todi and ] raqa fhalnlui

Vidwan B. Rajem lyer, member of the Experts Committee, gave
a talk on the ‘authoritative renderlng of ragas’. Heé sald that raga
smgmg in Carnatlc music was full. of subtletues in whlch various
srutis played an |mportant part As an example he sang “Gokarne-
svara’ of Dikshitar in Saurashtram which compared in many res-
pects with ‘Sri Ganapati’ of Tyagaraja. The speakar thén sang
Dhanyasi which had 8 peculiar nyasa in the Nishada. There was
no difference amiong the Trinity in the depiction of ragas and :they
vied with each othbr in bringing out th¢ nuances of each raga in
Which they corhposed. But Hindola Vasahtam had two versions
In cutrency, which took different Dhaivatas. ‘Santana Ramaswa-
ninam’ of Dikshitar, for example, took the Suddha Dhaivata.
Asaveri was another anciént raga with an old warld céharm of its
own, the speaker said, and sang ‘Lekana’ of Tyagaraja as an illust-
tion. Karnataka Devagandharam also known as Abheri (Bimpa-
Iasn in Hindustani music), was a traditional raga ‘in which there
was a kriti of Dikshitar 'Kayarohanesv#nam The speaker then
sang ‘Balakrishnan’ of Dikshitar-in Gopika Vasantam, a rare but
old raga.

Smt. Charumati Ramachandran read a paper on the “72 Mela.
karta Talas: (Kiravani Tala)"” and sang a pallavi to illustrite the
‘Tala. The speaker sald that one Mamcka Mudallar wrote. a work

set of Talas based on the nomenclature of the 72 melas. The
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"‘mbarassment of: nches - and_ a big‘:problom of piclung and
choosing during the - music ‘fostival ‘sessan.’ | have seen the
erhérgence of women as concert aﬂlstesofthe” ﬁrst rank- | have
also wutnessed the spectacular advance and the restoratlon of
the glory of our Natya Sastra - of Bharata Natyam and the
various other schools of dance, Kathakali, Mohini Attam, Kuchi-
pudi, ‘odissi‘etc. from being the profession of - not a privileged -
but rather an underpriveleged few to its present state of glory.
-~ Let me take this occasion to pay my tribute to the two pioneers
who made it posslble for Bharata Natyam to achieve its present
status. Smt. Rukmini'Devi and the one and the only Balasaras-
vati. L

I have also seen the Music Academy grow from strength
to strength, with its best years still to come.

So often we have heard lamentations from the rasikas of
an earlier generation about the decline in standards, lack of
observance of tradition - Sampradaya - etc. | have never been
one of these prophets of doom - let me recall that some of our
greatest musicians of today were the child prodigies of the thirties
how can one believe that Karnatic music is declining when we
have prodigies like Ravi Kiran on the Gottu Vadyam and Srinivas
on an instrument which one would not normally associate with
Karnatic music -the Mandolin. Let me express the hope and wish
that the Music Academy will regard as one its priorities the spot-
ting and encouragement of talented younger musicians.

| spoke earlier of the importance of a listering room as an aid
to our musicians and musicologists. Its value has been greatly
enhanced by the action of our President T. T. Vasu in obtaining the
prized: collection of tapes belonging to the late G. Narasimhan-my
namesake - and dear friend of several decades. | am glad and
grateful that his sons (who are also my friends) have agreed to
make this colleetion available to all music lovers through the
Academy. |'hope that both the Library and the listening
room will be put to good use by our present day musicians.

My friendship with G. Narasimhan goes hack to the early 40s
when we used to play tennis together @very morning in the

6
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‘The President of the Sades Dr. VK No“fas’yi'ri'a”"ﬂ‘anon,
conferred the title of :Sangita Kalanidhi’ on Dr. S. Pinaksnani and
presented him with the Sanad and the Insignia of the title.

Sri T. T. Vasu. President of the Academy, presented to Dr.
S. Pinakapani, acheque for Rs. 3,200/- being the interest from
an endowment made by Sri C. V. Narasimhan, to *'ibd' awarded to
the President of each years’s Conference of the Music Academy,
Madras. '

o
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.

CERTIFICATE OF MERIT AND T.T.K. MEMORIAL AWARD

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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" well-known violinist; has besn giving vocal concerts for over four
decadu inleadtig sabhas in the - countnr, rendered service in all
india Radio'for 32 years and retired as Producer; recipient of the
National Award from the Sangeet Natak Akademi and other awards
from the Karnataka State; is a member of the Experts Committee
of the Music Academy, Madras; recipient of the title of Sangeetha
Kala Rathna’ from. the Bangalore Gayana Samaja in 1981; an
oxpert teacher who has trained many disciples in the music field'

Dr. V. K. Narayg(ia Menon awarded to Vidwan Sri R.K. Sri-
kantan the Certificate'of Merit and cash award of Rs. SQPI;

+
Sri T. S. Rangarajan, Secretary of the Academy, presented
Vidushi Smt. T. Muktha.

CERTIFICATE OF MERIT AND T.T.K. MEMORIAL AWARD

Vidushi Smt. T. Muktha

“Born in 1914 at Madras; daughter of Smt. Kamakshi Ammal
and grand daughter of the celebrated Veena Dhanammal; learnt
music from a very young age from Vidwan Sri Nayana Pillai of
Kanchipuram and from Smt. Lakshmiratnammal, her aunt; gave
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recitals for over four decades all over: India -slong:with--her. sister
Sangita- Kalanidhi T. Brinda accompanied on the - violin:in.the.
earlier years, by her late sister Smt.. Abhiramasundani,  renowned
for her singing of Padams and Javalis; recipient -of hanous: at
Bombay on the 50th anniversary of her career as a - performing
artiste.” s u‘

Dr. V. K. Narayana Menon awarded to Vidushi Sm't‘T Muktha
the Certificate of Merit and a cash award of Rs. 500/-

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

Sri Vasu, Sangita Kalanidhi Dr. Pinakapani,

| 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: e 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. | cannot think of two nobler or wor-
their 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. Vasuy, the President of the great organisa-
tion, the Vice-Presidents, the Board of Trustees, the members of
the Experts Committee, the Secretaries, may | say how grateful
| am for your invitation, your warm hospitality and all the courtesies
you have extended t0 me ? brr .

And may | 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 all this. What a fine record of work
and growth the Academy has! What discipline, what inner
strength | It is an institution which other similar orgamsatlons
should try to emulate without hoping to equal.

e
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We‘ Havd'a f&fd‘f‘tﬁi' "’"_'itid& I thé Yaere t: ‘come. By We
1. méan it merp” cofieils In-India “Widwwthe. Arte -are. taught,
practieed an& ﬂi&ﬂag@t&i 1i#8 ‘th = Cenitial Avademy of Music,
Danice  and . Driia  6ver - which |- have" the -honour to preside,
omem;atlons Tikd this Music Acadeiny and the many fine organise-
tione spread all over Indls - We have many problems to face,_
prablems 1o be distuséell and problerms to be solved.//Our aim™
should be to craate in thé minds of all those who love’ music, e
greeter awdreness of thé world’s musical herltage; a grester
awareness of the fole of music in national Integration and in
international i.méei‘standmg Otherwisé music lll remain,
however subtle, howevey sophisticated, however wéll’ rooted in
ttadltlon, somethmg created in isolation, something which
expresses theé pairi that I8 i all of Us In dlienetion whan it should
be expressmg the joy to be shared by &ll. Ouir purposs should be
s dlscove and rediscovery, preseritation and discrimination .
If is only mroudh this thdt we tan seé the’ effect, the strugile in
dlfferent parts of thé world and &t different tirmes; the struggle
establish laws firmly baséd ori natiiré to givé music ‘the power .
and subtiety to express what human beings feel - despdir and
tnumph love and awe and hope’. And if we have to see it in !
the mdest perpectlve of huftian history, wé héve to get rid of the :
inertia of ‘déep rooted habit and narrow-minded contentment”.
We all suffer i‘rom them. If wé can get rid of them we shall know
where we are. W shall know what we are to ne another. L

A few yédrs ago, the International Institute of Communications
fafsed aslopan : tha Right to Communicate. And | wondered
Why we shouldn't have a similar concept :the Right to MI.ISIC
What ddes it iiéan, thé Right to Music ? What does it consti-
'tdt_e’? Ffeedbm to create, opportunity to create ; freedom to
figar dnd bé hedrd ; freedom to learn and be taught. These con-
cepts aré not easy of achievement. Real freedom ;nvolves res-
pon&bnllty - artistic responsibillty, social responsibility. Every
riote that is writtén, 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 inthe last 10 days. Separately they
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Prizes for Competitions and Concerts 1983-84

. Vocal Music,

e
COMPETITIONS DONORS WINNERS
. Vocal Music, Gentlemen- Endowed by Smt;Raieswari “Ranga-:
Sangita Kalanidhi G. N. B. nathan No-Prize Awarded

Memorial Prize

Ladies - T. R.
Venkatarama Sastri Memorial
Prize

Violin-Kasturi

Ranga lyengar
Memorial Prize

Veena Dhanammal Memorial
Prize

. Tyagaraja  Kritis - Vedagiri
Prize

Dikshitar Kritis Bikshandarkoil

Endowed by Sri T. V."Rajagopalan

Awarded by ‘The Hindu’

Endowed by
late Sri M. Sudarshanam lyengar

Endowed by
Smt Lakshmi Vedagiri

Endowed by

Rajagopala Pillai Memorial prize Smt. Sarada Natarajen

I-Prize : Kalyani -Panchapakeean
Il Prize : 6. Gayatri

I: Prize *atyaniPanchapakesan
It: Prize :°G..Chandramouli
-Consolation prize :
$.'N. Ramipsh

| Prize ~Usha Kumar
Il Prize =G-Gayatri

‘Hi:Prize 1 K. R. Kannan -

"Consohlio'lﬂ’riz 8. Mildh’i :
-1. Prize: Vatallluhml Raﬁgopalm
il-Prize : K R:Kannan. ’
I1' Prize =S. Ghuvanoﬁmi

Wl Prize “G. Gayatri *



10.

1.

12.

13.

14.

Shyama Sastri Kritis
Sri Uttaram Thamba
Sacchidananda Prize

Maharaja  ‘Swati “Tirunal
Compositions, Murthi Memo-
rial Prize’

Modern Compositions-

L. Muthiah Bhagavathar Memo
rial prize

Tamil -Songs - The Amarar
Kalki prize

Purandaradasa Padas
Kshetrajna Padas

‘Pallavi Singing

“Dr. 8anKaranarayana lyer Me-
‘morialprize:

Sanskrit compositions ‘Dr. V.
‘Raghavan Memorial prize’

Endowed by
{ Uttaram Thambya’ Sacthidananda

Endowed by the
R. “K. ‘Mutthi‘Memarial Committee

Awarded by the
Executive Committee of the

*Music Acadermy

Endowed by
'Sri T. Sadasivam

“Endowed“by Sri
N.:8.8.K. Brahmananda, Jaffna

“Endowed by
-Mrs,-M..C.-Rajagopal

“Dr,”$.'8, Krishnan

“Endowed by

" ’Smt. ‘Priyamvada Sankar

1.Priza : Kalysni - Panchapakesait
t}-Prize ; ‘Abhiremasundari

*1:Pize: Viaratakshmi' Rhjagopalan -
Il Prize : Kalyani Panchapakeson

“  IiPsize : Kahmni ?anchapakmn

'I'Prize : KR, Kannan
1K Prize :'R. Vansthi
I1-Prize : S.Bhuvaneswarl

* I'Prize: Varalakshmi‘Rigegopalan:
il Prize : N. Vasumathi , ’
‘¥'Prize : S. Soumya '

:1Prize : Alamoori8utiea Rani

| Prize : S. Bhuvaneswari twn



15.

186.

17.

18,

19.

20.

21.

Divya Prabandham Lingappa
Naidu Garu’s Kirtanas and
Tevaram - Sri Vijayaraghavalu
Naidu Memorial Prize

Rajalakshmi  Jagannarayanan
Prize for Tulsidas Songs

Prize for Tamil

Songs

Devotional

U. Ramachandra Rao Memorial
Prize for Mira Bai Songs

Papanasam Sivan‘s Songs-
Smt. Alamelu Viswanathan
Prize

Prize for G.N.B's Songs

T. Chowdiah Memorial Prize
for Varnams '

Endowmed 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

Endowed by

Dr. Sinnathambi of Ceylon
Endowed by

Sri V. Sethuramiah &

Sri R. K. Venkatarama Sastry

| Prize : Geetha Krishnan
A
i -y

| Prize : R. K. Govindarajan
Il Prize : Nalini Narayanan

Not awarded

| Prize : R. K. Govindarsjan
1 Prize : R. Radhika

I Prize : Vijaya Siva
11 Prize : S. Sundar
11l S. Bhuvaneswari
Consolation prizes
S. P. Ram, Kamalikumar
| Prize: Varalakshmi Rajagopaien’

| Prize : S. Bhuvaneswail
1l Prize : G. Gayatri
i1} Prize : K. R. Kannan-
11l Prize : V. S: Goetha






7.

8.
9,

10.

1.

12

13.

14,

16.

Smt. Pankajam- Rmem Award.

T.T. K. Trust Special Award

Vissa = Satyavathamma award
for best Veena artiste

M. D, Ramanathan Award for:
one male and one Lady Sub-
senior Vocalist

V. T. Krishnamachari:- Memo-
rial Award for Harikatha
Brahmasri Soolamangalam
Vaidyanatha Bhagavatar award
to best student in Harikatha
Smt. D. K, Pattammal Award
for-a young Lady vocalist

T. V. Subba Réao

Memoriat Award-

for the best Junior/
Sub-senior Musician

Sri K. R. Sundaram

lyer Shashtyabdapurti

Award for best Sub-

senior musician’

Endowed by,

Smt. Pankajam Rajam
Awarded by T. T. K. Trust
Endowed by Sri Vissa
Krishnamurthy and brothvers
Endewed by

Dr. Fredric Lieberman

Srl V. K. Rangaswami

Endowed by
Sri M: Remmahan-

Endowed by D.K.P. Ladies
Felicitation Committee
Endowed by

Smt. T. V. Manjula

Awarded by Sri
K. R. Sundaram lyer
Shaghtyabdapurti Trust:

Sri Namagiripettai Krisl;nan

Master U. Stinivas
Sri V. L. Janakiraman

Sri Palai C, K. Ramachandsan
Smt; Pedme :Nerayanaswamy
N

Sri T, s'. Batakrishna-Sastrigel

Not awarded -

Smt. Goeeta Raja

Smt. Yogam Santhanam

PR

-

Sri P. Surya Réo .

N
r









Talks and Demonstrations

1. Dr. V. Raghavan
Shashtyabdapurti Lecture.

2. Mayuram T. R. Viswanatha

Sastri  Memorial Endowment

3. Suryakanthamma Memorial
Award for the best
demonstration

4. Award for the best paper, talk
etc. at Experts Committee

5. M. R. Vijayaraghavalu Naidu
Memorial Trust Award for
proficiency in kritis of
Lingappa Naidu Gary

College

1. K.V.K. lyer Memorial
Studentshipin the
Academy’s College

2, Raja Sri Annamalai Chettlar
Prize in the Academy’s
College for Practical

3. R. N. Sharma Memorial Prize
in the Academy’s College
for Theory.

Endowed by Dr. V. Raghavan
Shashtyabdapurti Committee

Endowed by

Teearvee Trust

Endowed by Sangita Kalanidhi_
Dr. M. Balamurali Krishna

Endowed by Sri A. C. Rangarajan

Endowed by Sri V. Ramachandra
Naidu, Sole Trustee of M. R.
Vijayaraghavalu Naidu Memorial
Trust, Sirkali

Endowed by
Sri G. T. Sastri

Endowed by Raja Sir Annamalai
Chettiar & Raja Sir M. A. Muthiah

Endowed by
T. Alamelu Ammal

Prof. Venkitasubramonia kgt
Smt. Sakuntala Narasimhan

Sri Vempati Chinna Satyam

Sri S. R. Janakiraman
Dr. S Ramanatban and -gix stu- -

dents of the Teachm& Colbge of
Music.

Smt. Usha Srinivasan

Kum. S. Malathi

%

© Kum. S. Malathi-



Contribution of Kerala to Kamaﬁc
: Maesic

(DR. V. RAGHAVAN SHASHTYABDAPURTI ENDOWMENT
LECTURE)
Dr. S. Venkitasubramonia Iyer

I

When we consider the contribution of Kerala to Karnatic
music, the very first name that comes to our mind is Svati Tirunal.
‘This is natural because of his rich output and its wide variety and
high quality and also because of his unparalled patronage to music. .
But there are several lesser luminaries who also deserve our atten-
tion and among . them are composers, musicians, musicologists
and patrons of the art.

I

Before we consider the development of Karnatic music in
Kerala, it is worthwhile to note as a background to it the mnature
of the masic prevalent there before its advent. There are some
specialities noticeable in it. '

Even the Vedic chant, the original source of our music, is, in
the Nambudiri recitation in Kerala, in a way, different from what
we are familiar with in the rest of South India. Its distinctive
feature is the stress accent in contrast with the pitch accent we
find clsewhere. KGdiya{tam, which preserves in a large measure
the ancient tradition of acting the. Sanskrit drama, has for its
music certain ragas and talas, but these so-called ragas do not
answer to the requirements of the modern raga. It is significant
that the players themselves call them only ‘Svaras’. They are
mostly confined to four notes and the rendering is very much akin
to-the Vedic chant in essence. The Kugdiyi{tam music seemsto
Tepresent an intermediate stage in the transition from Vedic to
<lassical music.

The original classical music of Kerala §astriyasangita in con-
trast with the folk music (samanya or gramipa sangita) and consi-
dered indigenous to that region, is what we generally refer to as
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-Soplnasadgite. This is mwhm ‘singing of Jaya~
deva’s Ashtapadi snd similar othot items to. ‘The secompaniment of
the deum cailed Edakia in the temples and in: the traditicasl.
method of singing the songs in the dance- drmaeollml Kathakuli-
But ;a:¢lose:cxamination shows that in the basic factors like
Svars, «Seuti; Rags and Tela, this music has very little difSerence
from. the system in voguein-the rest of South India, and the diffe-
rence is. only in the style of rendering. It is marked by simplicity:
-~ in presentation displaying the general aspects of the melody, prac-.
tically without lllpl”, svaraprastira, gamakas or sangatis, gene-.
rally not exceeding in'range one sthayi, in the slow tempo and,
laying stress on the sabitya, - Sopsna is the flight of steps at the
door of the sanctum sanctorum (garbhagrha) in the temple, and it
is standing near it that the musician in the temple singa at specified
times during the ritual. Hence this singing got the name sopdna-
ttilpattu (singing at the sopana), and it was, later on condensed as
‘sopanappit{n, in due course, the torm came to denote this very
way of singing. True that this 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 of music as some
people do. We may, however, note thatsome rare Talas like
Monim talam, Ancham talam, Sambhu talam,  Sakatutilam etc.
are laid down to be played in the drum for the propitiation of
particular deities on particular occasions in the temple ritual.

I

Among the pre-Svati Tirunal composers of classical music
we get some noteworthy figures. Mainaveda of the 17th century
is the author of Krishnagiti which supplies the songs for the dance-
dtama called Krishnanattam performed in the Guruvayur temple.
It contains several unfamiliar ragas like Kanakkurinji, Iundifa
Pantayiriand Kedirappantu. Ramapurathu Viriyar wrote the
Bhashashtapadi, a Malayalam rendering of Jeyadeva’s work with
some changes in the ragas and talas, perhaps based on what was
prevalent in his time. Ridmapaipivada, the prolific Sanskrit poet,
wrote the Panchapadi or Sivagiti on the model of the Ashtapadi,
in praise of the goddess at Mukkola. Kuanchan Nampyar, the
originator of the Tu]lal form of entertainment, and considered as
identical with Ramapagivada by some scholars, has in his Kirdtam
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Tujjal "a song" Srikaptha ditikantha a8 8 ‘Tﬂmﬂh* a
old ‘talus Lakshmi, Kombha, Mdtms;" Kpmlahg. Ghml
Panchari and Adanta. Kottsyam Kerala Varma is tho-authob of ©
a ragamalika kirtana on’Deviin thirty ragas beginning in Kambbvii

(given as Guqb'eaﬁi) “pnd. etiding in - Madbyamavati - {given

as Madhyamgdi) in which' some rare ragas lke P jAKaptharam

and Subhdsgifigure. Viriyar was a protege of . King Martanda

Varma of Travancore (1729-1758), Pagivida was slso pérhaps-one

such, Nampyar doubtlessly so and Kerala Varma was an adoptce

into the royal family of Travancore during the reign of the earlier

queen Umayamma Rani.

. 1v

But classical music in its modern form, what is popularly
known as Karnatic music, was introduced into Kerala only during
the time of Svati Tirunal (1813-1847), and he himself was mainly.
responsible for it. Many were the reasons for this. The famous mu-
sician Shatkila Govinda Marar brought with him a collection of
the songs of Margadardi Sesha Ayyangar and sang many of them
before him. Impressed by their novelty, he adopted them as the.
models for his own compositions and also wrote a tract on the
verbal embellishments like assonance, alliteration and rhyme to be
adopted in musical compositions on their basis. His tutor and later
Dewan, Tanjore Subba Rao, was a lover of music and an adept
in playing svarabat, and he introduced the Maharaja to the Kar-
patic music current in Tanjore. Through his efforts were
brought to Trivandurm from Teanjore and other places many
outstanding musicians. One was a Maharashtrian saint - singer,
Merusvimi by name, who was an expert in both Karnatic
and Hindustani music. The Maharaja took him as his gurua to
learn higher music, gave him several royal honours including a
house and a palanquin and the title ‘Kokilakaptha® meaning
euckoo-voiced for his sweet voice and its high pitch. Another
was Veena Subbukutti Ayya, grandson of Pachimiriyam Adiyap-
payya, brought from Puddukkotia. The third was Kannayya
Bhagavatar, a disciple of saint Tyagaraja, from whom he could
hear many songs of his master. The Tanjore Quartette, Vadivelu
and his brothers, who were disciples of Muthuswami Dikshitar,
came to his court and from them he could : get fine specimens of
the magnificent kritis of that distinguished composer. They









gendrasama wluch :saPada i content dud ¥ Dlu'utlu rlgln\l-
. ika Kamalojasyahtita. which-is a Kirtans, are well :known. Bhive-
yami raghuramam, which was originally a kirtana,  bas oW as-
sumed the form of a popular ragamalika. There are two works
specilly written  fdi. Harikathakalakshepa, Iﬁcchelopa_khm and
Afarnilopakhyana, in the form of slokas and ganas of thé Mahara-

.- bhtra pattern like 8dki, Ovi, Dindi and Abhang The Utsavapra-

dandha, dlso in the form of stanzas and songs, is 8 description of
the ten-day festival ih the Padmanabhaswami temple. gS4ven of
his Svarajatis are known, the Pancharagasvarajati to which'a sahitya
has beca added later on, being the most popular:.

Svatj Tu'unal has preserved in his compositions .some old and
rare ragas like Ghanta, Desakshi, Gopikavasantam, Lalitapancham-
am and Suddhabhairavi. He has devised a new raga Mohapakal-
yani by combining the arohana of Mohanam and the avarohana of
Kalyam. thereby indicating a novel method of evolving new ragas
if such combmauon is pleasing enough. Even with regard to cur-
rent ragas, there are certain specialities such as Tarasthayi  sanchara
in Nathanamakriya, absence. of Panchama in some Todi pieces
and Gandhara in some Suratti compositions. Rare prayogas also
we meet with in some. This aspect.is dealt with in some detail in
my book ‘Swati Tirunal and his Music.

A

Next to Svati Tirunal comes Irayimman Tampi, his -Court-poét
and composer. He is well known as the author of the lulliby
Omanattinkajkitdvo and three Attakkathas for the dance-drama
Kathakali., He has composed five Varnas and a good number of
Kirtanas and Padas in Sanskrit and Malayalam, besides a - Navara-
-sriprabandha -describing the royal Navaratri festival in Trivandrum
in four sections each containing a Virutham followed by a long
song; an innovation of his in Kerald music. One of his ‘nmiest po-
‘puler kirtanas is Karumacheyvin entu t&masam in  Stirega in‘ praise
of Lord Krishna of Guaruvayur: A few are in the dhatusi devised
by Svati Tirunal. The Kalyani kirtana Seve sya@nanduresvara
wrongly fathered on Svati Tirunal by some, is one such. It is in
the same dhatu as of the Navaratrikirtana Pahi mam srivagisvari.
- The context that occasioned this is given in my book refersed to
earlier.

9
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- Yyer, the disciple. of Palghat Parame(wau Bhngwatar, and the
present to the great Vidvan a full set of silver vessels for his puja’
are well knowh.: . The Travaneore royal family has ‘continued this
patronage down to this day as is evident from the honours besto-
wed on eminent musicians like Gayakasikhamani Muthayya
Bbagavatar and Sangitakalanidhi- Semmangudi Srinivasa Tyer, the
appointment of outstanding musicians as Asthana Vidvans and the
establishment of institutions for fostering music. The Cochin

royal family also engouraged music, so too several amtoctatlc
families.

Music education in Kerala has been getting good support at
Government level. Apart from its being a subject of study in all
schools with girl students even from the beginning of this century
it is an optional subject in two academic colleges and at the
Postgraduate level too in one. In the University of Kerala there is
provision for reseaich studies at doctorate level, though a scparate
department for music in the University is yet to be instituted.
There are higher institutions solely for music like the svati Tirunal
College of Music in Trivandrum with courses for high specialisa-
tion like Ganapravina in vocal and iostrumeantal music, and
Music ' Academies in Trippunitura and Palghat. The State Sangeeta
Nataka Akademi honours outstanding Vidvans with awards and
fellowships.

There are several Sabhas also for the promotion of music and
recognition and encouragement of musical talent. The Svati
Tirunal Sangita Sabha in Trivandrum is the foremost among them.
The Fine Arts Society in Ernakulam and the Sadguru Sangita
~Sabha in Calicut, besides several others, are also doing good
work in this respect,

X

In the field of musical research also Kerala has its contribution
T. LakshmanajPillai’s essays ‘Travancore Music and Musicians’
included now in his Collected Essays and ‘Music in the royal
house of Travancore’ published in the Kerala Society Papers
(1931) are pioneering attempts. Dr. Muthayya Bhagavatar’s
earnest and intensive search led to the discovery of some new
compositions of Svati Tirunal. My own work also showed me
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gbout'a dozen such. My Smﬂ Tirunal aml his Mww- the
result of long and intensive study of the subjéct. Doctoral - theses
" Have been produced on ‘Music in Bharatanatys’ by Dr. S Bhlgya-
lakshmi and on the ‘Music of Svati Tirunal’ dby -Dr. . Pushps.
*Research studies on topics like ‘the music of J(pshnanattam,
Kathakali music in relation to Karaatic music’ and’the ‘Varpas of
Svati| Tirunal and theit contribution to music and dance’ are in

progress. o .
X1

In addition to the compositions, musical theory, publication‘
and research noticed above, Kerala bas its contribution in the
form of eminent musicians also. The most outstanding figure in
this field is Shatkala Govinda Marar, about whom mention was
made earlier. He had the remarkable capacity to sing in six degrees
of time and demonstrated this skill before. Saint Tyagaraja. Some
people doubt this origin of the Pancharatna, but we may rely on
the account given by M. S. Ramaswami Iyer in his book Tyagaraj
.wherein he gives ample indication about the source of his informa-
tion on this to be Vedadrisadasa Mudaliar, a_judge of the Travan-
core High Court and son of Nalla Tampi Mudaliar who was with
-Govinda Marar when he sang before Tyagaraja. Ramaswami Iyer
refers also to Vedadrisadasa Mudaliar’s meeting with Tyagaraja
‘later along with his uncle Sudarsana Mudaliar, during which this
-incident was recollected. I do not find any reason  to disbelieve
Ramaswami Iyer’s statement.

The next celebrity was Comibatore Raghava Iyer referred to ear-
‘ler, who actually belonged to Munchira in Travancore, and whose
-eminence got from Maharaja Ayilyam Tirunal a recognition which

squated him in a way, with Maha Valdyanatha Iyer. Kalyanakri-
.shoa Bhagavatar was a Vainika unequalled in his time.
, Xn 2
We may now recapitulate the above brief survey of the contri-
bution of ‘Kerala to Karnatic music. (1) The contribution is
quite large and covers all aspects like production, practices and
investigation. (2) The compositions comprise all forms
like Kirtana, Varna, Pada, Tillana, Ragamalika and Prabandha.



K. V. Srinivasa Iyengar, Compeser.
" HIS LIFE AND TIMES
“'Bavithri Rajan
; With
Michael Nixon

Vidvan K. V. Srinivasa. lyengar is perhaps best known to
musicians and music students as thc author of Sangita Ratndvali
which has been a popular textbook for seventy years or more, aund.
has been reprinted many times. He also wrote Gana Bhdskaramu, an
important work on the theory of music and dance, which also
<contains many compositions in notation. These are but two of
his numerous works on music, albeit his best-known. We propose
to examine his contribution to musicology in a separate paper.
Here we want {to deal with K. V. Srinivasa Iyengar’s composi-
tions and with what little we know of his life and times.

For a man who died as recently as 1929 we know pitifully
little about his life, He was the youngest brother of Sangita Kala-
nidhi Tiger Varadachariar and Vina Krishnamachariar. He was
knowan to his family as Appadurai. These brothers were born at
Kolattur in Sriperumbudur taluk of Chingleput district of the then
Madras Presidency. When the brothers were quite young they
moved with their family to Kaladipet near Madras. We no not
know who the gurus of K. V. Srinivasa Iyengar were. Tiger Vara-
dachariar (1876-1950) learnt under Patnam Subramania Iyer and
“Photographer’ Masilamani Mudaliar, the violinist. 'Vina Krishna-
machariar (d. 1947) learnt under the renowned Vainika, Panchata-
lesvara Nilakantha Shastri.

1 B. Krishna Iyer, in his book, Personalittes in Present Day
Music, Madras, 1933 and Prof. P. Sambamoorthy in his South
Indian Music Book 1V, are quite misinformed about Tiger Varada-
chariar’s gurus. He was not, to the best of my knowledge a
student of Panchatalesvara Nilakantha Shastri, nor of the brothers
Tachchur Singaracharyulu, though he associated with them.
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: ‘Though Tiger |Varadachariar .was my. -revered guru,.and
thoygh I learnt a little -from Krishngmachariar, 1 never met
Srinivasa Iyengar. Neither brother talked much: ahout him, though
Tiger said that Appadorai bad a beautifl voice and.. sang superbly.
Tiger used sometimes.to. perform marvellous abhinaya as he sang.
I rememiber: him draping his towel over his bead and performing
*¢ Sarige kongu musaga dani " in Surati in this spontaneous fashion,
On these occasions he would remark wistfully how sublime Appa-
durai’s bhava was and would joke about his own ‘beauty’ and that
of bis brother who had .

@05 wdrs wmuw, P Sisb, &L .pf:baom «®

‘this same Manmatha’s form, with lion’s teeth and a touch

’ of smallpox’.

The script of a talk Tiger Varadachariar gave over the All
India Radio at Trichy some forty-five years agolgives an idea of
the musical impressions shared by these three gifted brothers. The
original is in Tamil.

‘When I was six or seven, all the elders in my family could sing.
There was no-one, including my parents, who did -not know music.
People in the village used to say, “In your home even the. pillars
can sing”. It could be said that my feeling for music started to
grow during the bommai golu [of the Navaratri festival). Our group
of children looked forward to eating the sweets, fruit and sundal
customarily given as prasgdam. After a day or two the attraction
of the sundal waned and the interest then was in listening to the
beautiful group singing; the women would viein individual smgmg
to please those nenghbours and friends who were interested in,
music- Tyagabrahma’s  compositions, Rama Nataka kzrtamus
1ali, unjal, and talattu were sung in the homes on all nine days.
The. Mohanam, Darbar, Bhairavi, Todi and Kambhoji I heard then,
these five.ragas constitute the five clements (Urgss Quer ﬁam)
of my musical memory. A great. love for. . these &rew in me.
“Pendugal Pitty’”’ (women’s music), . some would say in densxon,
I began to ignore these comments. Classical, purity, a divine voice,
and rich. musical experience combined when pieces like Kani
1 T. S. Parthasarathy, ed. Tiger Varadachariar Birth Cente-

nary Commemoration Volume. Madras - 1977.
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"The Sangith ‘Pradayini, a workin Talugs sebtitled 4 ' Fext
Book on' Hindu Music', was published 'in Madras - in 1916, - Jén the
title page we find the 'three brothers,” Varaduchaciar, Krishnsma-
chari, and Srinivasa Tyengar, listed as co-suthors, and ‘they are
réferred to as the ‘Authors of Sengitha Bodhini, Sangithe Ratne-

vali. Sangita Chitrembari etc.’ This establishes thaj fhey ' coliabo-
rated in writing a sumber of publications (including * the famous
Ratnavali) though subsequent editioffs of Sengita Ratniveli publi-
shed by Adi and Company arc attnbuted to Sriniveasa Iyengar
alone.

It is not clear -whether’ Srinivasa Iyengar attended the - musical -
conferences held in Tanjavur under- the auspices of the Tanjore
Sangeetha Vidya Mahajana Sangam at the initiative of Rso Sahib
M. Abraham Pandithar. These six conferences which took place
from 1912 to 1914 led to the first All-Indla Music conference being
held in Baroda in 1916, under the patronage of His Highness the
Maharaja Gackwad.. K. V. Srinivasa Iyengar, in the ‘preface to
Gana Bhaskaramu, says that he was present at the conference’ which
‘revealed for the first time the growing interest in the science of
Hindu music and the existence of savants who have made a life

study of it’t. In 1918 K. V. Srinivasa Iyengar who had “been la-
bouring in the field for some years” published Gana Bhaskaramu
and some of the results of his rescarches are embodied in the book.
He regarded this publication as “the first instalment of his resear—
ches into the existing ancient works'. ’

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

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

1 This and the other quotations relating to Ganma Bhaska-
ramu from the preface to this work, published by M. Adi
and Company, Madras - 1918,
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'The next trace we find of Srinivasa Iyengar is in a8 report'of a
lecture-demonstration he presented at the SummerSchvol of Music *
at 5.30 p.m. on 5th May, 1928 in the YMCA Auditorium.? 1t was’
-cntitled South Indian Musicel Compositions with special réference to
the Padams of Kshetragna. Thereis nothing in' this *‘newspaper "
‘report that is not ‘more fully expressed in his own wfi pgs B

This is the last reference to him found before the report of ‘his
-death appeared?.. He pdssed away at 7.30 p.m. on Thursday, 17th
January 1929 and his body was cremated in Mylapore the same
aight. He had been a life-long bacheloz.

In his latter days he was cared for and nursed by Anandavalli
-and Yatirajamma (the mother and grandmother respectively of the
dancer, Swarnasarasvati, who was teaching until reeently in Delhi),
-Swarnasarasvati wrote that she was too young a child to remember
anythmg much about *Vadysr.

It is in the written word that we find a personal view. C.R
Srinivasa Iyengar (hereafter referred to by his title pKirtanacharya)
made several passing references to his friend and also wrote an arti-
«cle about him. In discussing Raga Ghanta, Kirtanacharya - says *:

‘My esteemed friend, Mr. K. V. Srinivasa Iyengar, pronounced
'my rendering of the raga quite correct; and I need not setk the
imprimatur of a higher critic.’

Elsewhere he refers to the purity of his friend’s singing of the
Shuddha gandharam in the rdgas Vanaspati and Rasali and is obvio-
usly pained that he should be ‘considered by the public and by the
profession a purist, a precision, a faddist, nay, almost a crank’.

! The Hindu 6-5-1928
*  The Hindu 19-1-1929
3 C.R.S.Iyenger, South Indian Music, The Hindu 31-1-1925

4 C.R.S, lyengar, Degeneration of South Indien Music
Purist and Mixed Styles. The Hindu 14-6-1924.
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In his books K. V. Srinivass Ivengar m mchmns
composers who pass off their own compositiona’ss Tyagaraja’s, yot
we find him doing the same thing... Kirtanacharya . is probably . mt-_
in understanding his friond’s motives as_ misehievaps.. Hoe.hag-uo-
derstood Tyagan]n s genius so well that he is . -able o fool even
expert musicians with his ‘forgeries.” These compositions remind
one of Michaelangelo’s imitations of classical Romin'ktutuary some
of which be is said to have sold as genume antiques.,

The three brother; together composed the two krities in Sim-
hendramadhyama. Tiger Varadachariar said that they met and felt
to wondering how Tyagaraja would have handled this mélakarta
raga. Nidu charana mulé, complete with Tyagarajs’s mudra was
the result of their meeting.

It became very popular and was sung in many conceris. Later
the brothers felt that they had done a disservice to their beloved
Tyagaraja and as an act of expiation composed Nata jana paripa-
laka (with the same troubling mudra.).

Rabindranath Tagore so liked the music of Nidu charana mule
that he composed his own text in Bengali for the music of the &riti.
It is entitled Baje koruna shorai. Lakshmi Shankar sings it
magnificently. Tagore has taken the liberty of introducing shuddha
madhyama for effect, but has otherwise retained the structure and
phrasing of the original faithfully, especially in the anupallavi and
charanam.

We have teen unable to trace Srinivasa lyengar’s {compositions
in Ananda Bhairavi ot the piece, Ni balama referred to a8 his in his
death notice. M.D. Ramanathan in writing about Srinivasa Jyengar
in No, 34 of the Carnatic Music Composer  series in The Hindu
asserts that the famous javali (sic) *‘Siva Deeksha Parurale™ is
really Srinivasa lyengar’s composition. This is not so. This
padgm in Kuranji is by Ghanam SInayya. Not only has Srinivasa
Iyengar attributed it to him in several of his books, but it is also
found in Sangita Sampradaya Pradarshini published in 1904, and
there it is also ascribed to Sinayya. M. D. Ramanathan also wrote
that Abhimdna mennadu in Vivardhani and Pardmukha mélara in
Surati are his compositions, Abhimana mennadu is not found in
Narasimha Bhagavatar’s rather authoritative collection of
Tyagaraja’s kritis'. He prints only Vinavé o manasa in Vivardhani.

1 Narasimha Bhagavatar. Sadguru Tyagarajasvemi Kirta~
nalu Madras 1908,
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The first three ettugads svaras owit panchama altogether, while
the first two of them consist entirely of svardkshars. This alankera
can often sound contrived while here it is quite convincing.

Charanam
Movi ydna rd ra, dani
* tips press come come her’
i.e. come,  kiss her lips
Svarasahitya
1. Seriga ma dani
proi;erly our girl’s

This is to be taken with the charanam. It then reads :
Come, kiss our girl’s lips properly

2. n sari sani, dani, ma dani

your equal lady, her our  girl’s
ni garima  sari samdgamamani
your greatness fully equals

i.e. Alady (or dancer) your equal ;
her greatness, that of our girl, fully
equals your greatness.

In Sakhiya, his varnam in Udayaravidundrika, - Srinivasa
Iyengar shows us a very different mood of shringaram appropriate
to the raga’. Here nayika turns to her sakhi in despair. ~ She has
zejected her lover, Krishnarajendra, and he i3 aonoyed. And
Manmatha continues to torment her in her shattered condition. The
all-good Chamundi, at least, must help her. She suffers all the
agony of viraha : the moonlight scorches her and the music of thc
kokilas pierces her ears. She had listened to some others’ gossip
and hastily accused him. Now she realises that he is the personifi-
cation of good qualities. She is a helpless woman and relies on
ber friend to persuade him to come to her. qulckly

1 Raga Udayara.wchaudnka is the: lubject of conslderable
discussion.. K.V.S. lyengar regards it ae a janya rdge of
the 20th melakarta rage - Natabhwravi. o.f > Sangita
Sudhambudhi, -P. 454. :




Evolution of Praﬂmadhyama and
. Pratimadhyama Ragas

8. R. Janakiraman )

The very first attempt to evolve 8 mote as higher variety of
Madhyama could be traced to Madhyamagrima. Buot in the
Madhyamagrama it was not reckoned as a higher variety of
Madhyama but only as a vikrita of Panchama.

In the Madhyamagrama the Panchama was placed in its penul-
timate position (upantya stuti)-16th sruti sthina Sandeepani while
in the Shadjagrama it was fixed in Algpini sthina niyata sruti
sthana - 17th sruti sthana. In the Shadjagrima the. Shadja and
Papchama were Samviadis while in - the Madhyamunm the
Rishabha and Panchams were Samvadls. When the Shadjagrima
Rishabha came to be assessed as Trisruti (Tristri Rishabha Dhai.
vatam) naturally the Panchama of the Madhyamagrama bearing a
‘Samvadi interval of the fourth should be only 40/27 a pramsna
sruti less than the petfect fifth ie., the Panchama. Thus the
‘Madhyamagrama Panchama for that matter the Gandhiragrima
Panchama too came to be regarded as a vikrita of Panchama.

With the advent of the concept of singing ali’ music to one
keynote, the concept of Adharashadja emerged and that itself
constituted the drone the Adharasruti as well, - With the further
emergence of the concept of Shadja and Panchama being regarded
a8 avikrita swaras, the notes round about the tonic.and the fifth
got scparated by an interval of a Purnasruti or even a nyuna Dvis-
Tuti as the case may be from the tonic and the fifth. Itisthus the
note Teevra Pratimadhyama could get itself asscrted 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
<kasruti interval could only be of the three possible sizes-pramana,
Nyuna and Purna. During the process of conducting the experi-
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Pantuvatsli and Ramekriya are‘age 61d Ones hnd * | “be " trdicet
at least from the medieval period of musical history, '11"1:& qven
-earlier. Annamncharya 8 innumerable Sankeertanas aré foudd 1
these three Pratimadhyama ragas as evidenced'by the' coppcr platés -
-duly preserved by the Tirumala-‘ntupan Devasthznams.

The perceptnon of Pratlmadhyama “admits. 8 _further ratnonal
mtcrptetahon The Gandhara Murchana of Maghyamagrama
should give Kalyani (with Panchama of Madhyamagrama) with the
frequency 40/27. Instead of this comphcated process, Kalyam scale
-could be directly perceived as the F sharp counterpart of the
Ranjani Murchana of Shadjagraima which corresponds exactly to. -
our Dhlra Sankarabharanam scale. In other words if the
Madhyama of the Ranjani Murchana is augmented bya dummshed
-semitone or to put it the other way, if the Suddha. Madhyama of
Ranjam Mnrchana or our Dhira Sankarabharnam by a Madhyama
-cxactly a semitone lower than the Panchama, Kalyani would resuit.
‘The application of the well-known intervals of Chatusruti and
Dvisruti to the well asserted notes has always been a sure and safe
process of finding other notes and the tonal system scientifically and
logically evolved. This is how some of our most important ragas
<ould have resulted. The application of the Dvisruti interval
semitone around the notes Shadja and Panchama together with the
self asserted Antara Gandhira the fifth harmonic would immedia-
tely suggest the scale of our S51st Mela Kamavardhani, its old
ancestral counterpart being Ramakriya and the Sadari pann of the
‘music of the ancient Tamils.

A study of the harmonic series would reveal certain interesting
points. The relationship of the 6th and the 7th harmonics suggests
a note as septimal ratio of 7/6. Now this note of the frequency of
7/6 would give another note of another septimal ratio 7/5 by means
of an application of the interval of a minor third "or Sidbarana
Gandhara. This note of the frequency 7/5 could roughly be placed
to the note of the frequency of 64/45. In other words it could
roughly assessed a higher variety of Prati Madhyama.

We have got to take cognisance of Ahobala’s statement that
the 22 srutis-are derived from the Shadja Panchama Bhava which



Madbyama : ragas assuch found greater. favour only nfter the
enuncistion of the 72 mela scheme with dne nglnful place given
to the 36 Prati Madhyama melas or uttara Melakartas, Once the
generic code was struck the gateways _ were opened for a.good
aumber of Prati Madhyama ragas to throng in an a mathematical
basis though it is. oply musical aesthetics that would sanction
their survival for eternity. )

Prior to 18th and 19th ceaturies A.D. only a very small number
of Prati Madbyama ragis were known echiefly Varsli, Pantuvarali
and Ramakriya. Besides these, REmamstya mentions Decpaka raga
as aJanya of Rimakriya. Venkatamakhi mentions again  only
these three with Kalyani as Purva Prasiddha ‘or Kalpita Melakarta.
Amongst his 54 ragas he describes, we find only the four
Prati Madhyama ragas. One Simharavam figures as an off-shoot.
Venkatamakhi goes to the extent of even disqualifying Pantuvarali
and Kalyani as Desya ragas, not lmtable for Glta,-Algpa, Thaya
and Prabandha. Tulajendra mentions Saranga as one of his 21
Melas but either fortunately or unfortunately, we do not have the
description of the same.

We have the padams of Kshetrajna and the Kirtanas of
Ramadisa again only in these four ragas with Purvakalyani also.
Sadari-pann has been perhaps the only the Pratlmadhyama raga of
the Tevaram hymns.

Though Venkatamakhi could give us the benefit of his 72
melakarta prastira in the 17th century A.D., all the Melas were
christened only sometime after Tulajendra produced his ¢ Sangeeta
Saramrita ’ in the year 1735 A.D. But this work should have been
accomplished by the time the musical Trinity flourished. Thus the
36 Pratimadhyama Melas were named in the earlier Kanakambari
nomenclature. These were for the most part Asampurna scales.
All these were bodily incorporated as Janyas of the respective full
fledged heptatonic scales as given in the ‘Sangraha Chudamani’.
It is only here wefind the Pratimadhyama melas from Salagam to
Rasikapriya. The ‘Sangraha Chudamani’ deals with 77 Prati-
madhyama Janya ragas. Thus 113 Pratimadbyama ragas in all.
“The suthor gives a brief description of the ragas with reference to
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MATHEMATICAL POSSIBILITIES OF THE DERIVATION
: “OF THE PRATI'MADHYAMA RAGAS H

1. Sampurnas :
1. Pratimadhyama Suddha Melas .36
2, Putlmadhyama Misra Melas' ’ 1,260 -

The above 1296 are hepmomc scales w:th 'F’. sharp of
homogeneous and heterogeneous characters.

-

IL It is: possiblo to. conoewe of aome more heptatomc scllas

. of a heterogeneous character, thes is taking both Suddhaand
Pratimadhyama. They would.. number 36:x 36 x2=2,592.
Therefore the total number of sampurna scales with either
Pratimadhyama alone or both Suddhamadhyama gngd. Prati-
madhyama as ¢xplained ynder items I and I would amount
to 12962 592=5,868 in all. -

Janya Ragas :

- Shadsva Prastaras 5
a, Sampurnn Shadava

b. Shadava Sampurna

2. Audava Prastara oes 10
a. Audava Sampurna 10

b. Sampurna Audava 10

¢. Shadava Shadava - 25

d. Audava Audava 100

¢. Shadava Audava 50

f. Audava Shadava 50
Total 255

Janyas from 36 Pratimadhyama
Suddha Melas 255x 36=9180
Janyas from Misra Melas v 1260 %255=3,21,300
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‘1. Sougandhini 20. Demunhmvam
2. Jaganmohanam 21. Dhemavati ,
3. Dhalivarali - Varsli 22. Nishada

4, Nabhomani 23. Kuntala

5. Kumbhini 24. Ratipriys 4

6. Ravikriya 25, Geetapﬁya'

7. Geervani 26. Bhushavati

8. Bhavini 27. Santakalyani

9. Stavarijam 28. Yamunakalyani
10. Souveera 29. Hamveera

11, Jeevantika 30. Saranga

12, Dhavalangam 31. Chaturangini

13. Namadesi 32, Amrotavarshini
14. Kasirsmakriya 33. Santanamanjari

15. Ramamanohari 34. Jyotiragam

16. 'Gamakakriya 35. Dhoutapanchamam
17, Vamsavathi 36. Naszmani

18. Syamala 37. Kusumakaram

19. Sumadyuti - Seemantini 38. Rasamanjari

As a matter of fact, Dikshitar has employed & larger number
of melas chiefly pertammg to Asampurna Mela Paddhatl (both the
catlier and later Kanakambari nomenclatures).

Guide lines helping as contributory factors conducive to the
melodic individuality of the ragas apart from of their academic and
mathematical possibilities of large number, are worthy of notice.

1. Fuolness of the scales and their regular structure need  not
necessarily guarantee the full and intrinsic melodnc worth
- of the ragas.
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The 'Pmtimﬁhyama melas ‘with:their - Janys:. m as . dealt’
‘with in the Sangraha Chudamani are listed below. : o

Salagam Salavi Bhoga Sm’}'eri

Jalgnravam Jaganmohana

Jalavarsgli Kokila Panchama
Bhuplla Paﬁchama

Navaneetam Nabhomani'

Pavani’ > ‘Prabhavati, Chandrajyoti

Raghupriya Ragholeela, Gandharva,
Gopati -

Gavambhodhi Geervani; Kalavasanta

- . Bhavapriya Bhavani, Saraseeruham

Subhapantuvarili Pantuvarili

Shadvidhamargini Thivravali, Srikanti

Suvarnangi’ ' Sauveera, ‘Ratika, Abheri

Divyamani Jeevantini, Suddha  Gaa-
dhari, Amara Panchama,

) Adi Panchama

Dhavalamukhari Dhavalangi, Bhinnapaurali
Devagiri, Dharmini

Namanarayani Narmada, Mandari, Pra-

‘ tapa ‘

Kamavardhani Ramakriya, . Despaka,
Bhogavasanta |

Ramapriya Ramamanohari

Gamanasrama Gamakakriya, Purva-
kalyani

Viswambhari Vaisskha

Shyamalangi Shyamala, Desavali

s_hgnmukhapri)"a Trimurti, Vasukari, Bhas-

hini Gangadhya
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Kuchipudi Dauce

Lecture Dr. Pappu Vgn 2 Rad
Demonstratxon Dr Vempati Chmna s;ty;m

Any dance or: dmnhdrams whu:h 19 bugq on the pnnciples
of Bharata’s Natya-Saestra or any other treatise of ‘\that kind, is
definitely a classical dance. Abhinaya Darpana, Hasta Llhhana
Dipika, Sengita Ratnakara are some of the other'anthoritative

ancient treatises, though of a much later origin.

Kuchipudi is a village in the Knlhna district of Argdhpa Pra-
desh about 32 miles from Vijayawada. During the second dentury..
the capital of Satavahana’s was Srikakulam which. is- six miles from
Kuchipudi. Movva, the birth place of Kshetrayya, the great com-
poser of padams, is ‘also very near to Kuchlpudi “We find that the
vicinities of Kuchipudi are of great histoncal importance and cul-
tural heritage for over 20 centuries, Liké any othér art form, “dance
was also existing in those areas under the patronsge: of rulers.
Before it was gwen the name as Kuchipudi, the rulers were patro.
nising ‘Devadasi’ dances. There used to be 300 families of Deva-
dasis in the Satavahana Empire according to historical records.

In course of time, the Devadasi system was subjected to feuda-
listic abuse. It is in the 14th century that Siddhendra Yogi under-
took the task of reéviving the style of dance, which. later came to
be known as Kuchipudi style of 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 Madhyra-Bhakti, he compos¢d Bhama-
Kalapam a Yakshagana which is being performed by the Kuchi-
pudi School of 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 of 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 ta dance. They were unable to spread and popularise
this dance form in the country because of their tradition-bound

thinking and lack of enterprising abilities.




5. sfEm It is 8 combdastiop-af Udghatti-
: tam end Samam. While the
fingers touch ‘the floor he de-
monstrates how tlifs is inéluded
in dance.
6. HINE: Moving only the toe he demgus:
trates how this is done in Ku--
chipudi.

It takes at least ten ygars for a student to master the delicate
skills of expression and performance with all their intricacies and
nuances. For instance, it requires a lot of training ably to per-
form Rangapravesam.

Kumari Sobha Natarajan, a talented disciple of Dr. Satyam,
demonstrates the Rangapravesam of Satyabhama, Proshita Bhar-
truka in Bhama-Kalapam of Siddhendra Yogi.

One of the most popular lyrics of Kuchipudi is Krishna sabdam
in Mohana set to Aditalam. The composition is generally ascribed
to Siddhendra Yogi*. The script is as follows:

@i T agaw guigh o=
TR GH TEER JaRliE FRTTRR
T Joi&a WRIT

O A A AEReEd R
FRTTAR FER ROATIIER
wagm Ay A
RS QR AR

g FOU AgeF AU

*The adjectives used in this song do not fit properly to Lord
Krishna. Itis my opinion that thisisa song written on
‘some king of a later date and with a little modification used

as an interpolation to Siddhendra yogi’s writings,

15
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R g A
=
TG A |
The music used in the Kuchipudi style of dai';‘ét;, is strictly
<lassical and the lyrics - are of great literary value. The 'letter -wri-
ting scene jo Bhama-Kalapam is considered as a master piece
from the point of viewof music, dance and literature, depicting
Vipralambha Srungara. Dr. Satyam demonstrates the famous
-and evocative letter-writing scene. The script of the letter given
here in Devanagari script, is orginally ascribed to Siddhendra
Yogi. '

of agcAE JERMAE Wgum Rele i |
Faee | g R | aden |
qRgfaa UFIGIHU |
GOy A qa e AR oRRRgeT:
gy @Arg g e ReEReliRe o
a9dg AT MATH T @R TAUT
A AEESI gwer Amfd A
Rafafe FigAT A i 77 S avgn
frsag® gl FES °g MEIRH AR
£ AAyEgE A%

:::; :g}'aiga smge g fee
Asfirga medfe . . .

B o m
;,'E:;i&: mige ey g e N
g5 i@ Fwigg sfFgs FeltT e FAERH
et wgigg €77 Teg @@ R e
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TR ewedz 9%y aIfvge
Wy Sy g

wigA a7 Fefua, {23 Faf,
wia adwag ey AifEf,
g mifdsg g

fragh Ak Ads%

e ofe AfGArg &) aNeq

faaga TS
FaR AT O (Y ange
fyafe adg
®e
G

Satvikabhinaya is taught with great care and delicacy in Kuchi-
pudi Dance. They take minute care, while teaching Satvikabhinaya.
Dr. Satyam demonstrates Satvikabhinaya for TFI¥ HIT AFHAIF
a Javali of Dharmapuri Subbarayar.

The Kuchipudi dance is generally woven around compiete
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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Family
T. 8 PARTHASARA‘I‘HY

- During’ Do’cember .I983 the Music Aeademy -published the
fifth and final part of the Tamil script- edition of the ‘Sangita Sam-
pradaya Pradarsini’ of Subbarama Dikshitar to ~describe which the
oanly approxiinate English expression would be ‘monumental’.. The
two. volumes of the Telugu original, printed with specially-cast'
types at the Vidya Vilasini Press, Ettayapuram io 1904, comprise,
among other subjeéts! the following and extend to 1700Mpages :  °

1). The biographie; of persons noteworthy in the history of
music from the times of Sarngadeva (13th century) to those of
Subbarama Dikshitar himself ;

2) Two sections devoted to the science of music viz. the
Sangita Lakshana Prachina Paddhati and the Saogita Lakshana
Sangraha ;

3) An exhaustive tabular statement of Ragas - Ragangs,
Upanga and Bhashanga - with their murcchanas ;

4) The main text of the work giving the 72 melas and their
janyas with {heir raga lakshanas, explanation of special characteris-
tics, their lakshana gitas, sancharis and illustrative composi-
tions ;

5) 170 gitas of Venkatamakhi, 229 kritis of Muthusvami
Dikshitar, 10 prabandhas, 41 chitta tanas, kritis of various compo-
seys and over a hundred other pieces like Suladis, Varnas, Svaraja-
tis, Darus, and Padams including some in Tamil.

The Pradarsini is thus the most massive thesaurus of informa-
tion on Carnatic_ music and like the Dictionary of Dr. Johnson, it
was compiled single-handed by Subbarama Dikshitar,

With grants-in-aid from the Sangeet Natak Akademi, the
Music Academy commenced publishing the Tamil script edition
from 196! and completed the voluminous work by the end of
1983,



and Subhtrama Dlhhntt. 'Mudaliar'was néﬁ‘hlbthe Secret-

ariat at Madras and his greatest ambition iw'1ifo was to collect and

publish authentic versions of great masters like Tyagataja -in - Euro-
pean notation so that music lovers in the Occident could sppréciate
the beanty of Indian music. In order to achieve this noble  object
Moudaliar started his;quest for authentic versions of Tysgaraja kritis,

He contacted the three main schools of pupils of Tyagarsja,
examined manuscripts and heard versions sung by Vidwans. He

found to his dismay that ip most cases only the sahityas had been

written down and not the notation, which if at all wrifted lacked

exactness. - At last he found satisfaction in the versions furnished

by Walajahpet Krishnasvami Bhagavatar, direct disciple of Tyaga-

raja and son of Walajabpet Venkataramana Bhagavatar. Mudaliar
managed to collect from the Bhagavatar as many as 600 (or 800)

songs with notation. As regards their authentlclty, Mudaliar wrote

in his “Oriental Music in Buropean Notation *

“For the purpose of annotating Tyagarajayya’s works, which
are by far the most scientitic, charming, voluminous and variegated
in all Dravidian music, the services of Krishnaswami Bhagavatar one
of the most intelligent and trusted among the last pupils of the great
master, have fortunately been secured and have proved to be of the
greatest value and utility. The great loyalty and. devotion with which
he has preserved in its integrity every one of the productions of his
Guru, the admirable precision and scientific accuracy with which he
repeats every sangati in the same way as he first sangit, (a rare
virtue among modern vocalists)....... “these are qualifications worthy
only of such a disciple of such a Guru”,

Mudaliar now started publishillg his collection in instalments as
a periodical and sold it for one anna (about 6 paise) a page ! He

set up a press of his own and spent all his savings in pursuing his
self imposed mission.

After completing about 60 kritis Mudaliar happened to meet
Subbarama Dikshitar at Ettayapuram. When he requested Dikshitar
to supply the kritis of Muthusvami Dikshitar, the Iatter pointed
out the futility of publishing Carnatic music in staff notation or
even in the ordinary SRGM notation without suitable symbols for
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thy gamakes, - . Mudalisr 'temparasily w wnvni Wiid
desided to publish. in collsborativewith Dikubitit, mvwvm,
of Muthugvami Diksbitar :atd otheryin the ¢ Tetugs: 'vodpls Wil
gamaks signs evelved:by them. - Thus: came it existenios; ﬁnm
the:most precions of - all: (reatises on music<the - Slngitl‘ SiEmpra~
daya Pradarsini’. But:the tragedy of it -was ﬂu},} Chisnasvami
Mudaliar, who ; iad Jost his sight, “health aud- savings, did - not
survive to see his braia child. Che

The prodigious 1abour involved in'writing the entire notation
with special symbols and secing the pages through the press may
well be imagined.

“ Precious Heritage

The ‘Sangita Sampradaya Pradarsini’ is the precious gift of
Subbarama Dikshitar to posterity. The book opens with biograp-
hical details of about 77 musicians, composers, musigologists 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 Saka 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. Hehas 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 of the Padukottah 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 of Muthusvami
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 Tyagaraja 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.



3) When Subbarama Dikshi¥ét as - yom man, sang his
spmpositions before. M, H. the,;Senkasachanse sk 1Kumbiksnam,
1hic audiencp conaisicd of .. Vina:; Subbulmiti i Ayye:!(seendeen 'uf
Pach mitiam . ,Adl 8). ... Tirumalarsisopattinen 7 ‘Remudo
gavatar. (the,nntlmg of the Bhajana tunes, of .-Ashtapudis) radd
Tirukkadmxur Bharati, chsmplr. of Muthusvami. lehnln 17Ebis
enables bs to decide. tha dates of thm musicians, S RRRD

4) . Subbarama Dikshitar says' that Ghandm Shﬁ h. the
author of padams With the ‘Mananaru rangs’ mudrs, wig a," Sri Vaf-
shnava, patronized by Vijgyaranga Chokkanatha Naysk of” Madnrai
Dikshitar’ quotes from a Telagn prabandha ‘Sasanka Vijayan’
attributed to Sinayya, who was perhaps a contemporary of Kshut-
rajna.

Part V of the Pradarsini, recently published by the Music
Academy, contains a total of 16 ragamalikas, composed by mem-
bers of the Dikshitar family in Appendix ‘A’and 55 variegated
compositions by 28 composers. In addition to the Trinity and
other well-known composers, the following less known composers
are introduced to the music world :

Muthukumara Pulavar
Kuppuswami Ayya
Ayyasami Nattuvanar
Svayamprakasa Yatindra
Venku Bhagavatar
Venkatesvara Eddappa Maharaja
Srinivasayya

Vaikuntha Sastri

Akkul Swami
Jagannatha Chetti
Dorasamayya

Giriraja Kavi
Panchapagesa Bhagavatar



Epifague - :

'Before 1 close this article T wish to give ﬂw ‘reader’ M‘Mne idca
'nf the versatility and industry of the savant Sub‘barama Dikslmar
who was 70 when he commenced .compiling®his magnuri opus. By
then he had emerged as the greatest musicologist of the 19th century,
overshadowing Rajah - Saurindra Mohan- Tagore V. ’N Bhatkhande
Chinnaswami Mudalnr end Abrsham Panditdr. )

He composed sapcharis for all the Raganga and Janya ragas
set to Tala, cight Tana Varnas, - onc -Jatisvaram, one Svarajati,
two Chauka Varnas, one Pada Varpa, one Pada, threc Darus, oné
Svarasthana Pada, 11 Kritis and 10 Ragamalikas. The ragas
covered include rare ones like Paraju, Maruva, Nagagandhari,
Balahamsa, Natanarayani, Nagasvaravali and - Yamunakalyani,
But his master-piece is the Raganga Ragamalika ‘Be Kanakambari’
which covers all the 72 Raganga ragas of Venkatamakhi. One
Krishna Kavi (most probably his Telugu teacher Vilattikulam
Krishnayya Amatya) wrote the sahitya for this Ragamalika. Im
this feat, he stands on a par with Maha Vaidyanatha Iyer who
wrote the ‘Mela Ragamalika’ following the Kanakengi nomen-
clature. Dikshitar also rendered into Tamil prose the Mahabhara-
tam in Teiugu verse composed by the three poets Nannayya,
Tikkana and Brrapragada. But the supreme sacrifice he made in
his life was his parting with his precious musical heirloom.
Mudaliar’s appeal to Subbarama Dikshitar was to put down in
writing and notation everything that he knew “without hiding any-
thing” and Dikshitar implemented his promise to the last letter.

(Courtesy--SHANMUKHA, Bombay)




Sanchari Bhava in Bharata Natyam
Lakshmi Viswanathan

. .Chapters VI and VIl of the Natya Sastra. can.undoubtedly
claim to be vital and indispensable to any serious student of damce;
‘Detailing the concept of Rasa and Bhava, this section of the Natya -
Sastra plays an 1mppqant role in lnstnomcs The impgortance of
Rasa and Bhava in Indian art was given-a multidimens: onal 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 desthete, to the cultivated viewer, to the educated mind,
to the sensitive Rasika, to the Sahrdaya, the concept of Rasa and
Bhava is the soulforce of artistic representation without which mere
skill of techniques however appealing are liable to pall after fleeting
and superficial impressions.

In dance, Bhava and Rasa are "an inseparable twin concept.
The foundation of Rasa (aesthetic experience) is Bhava. Therefore
he role of Bhava in creating a lasting and inexplicably indelible
impression on the viewer, its power to elevate the mind, its ultimate
tgoal of sublime selfless} bliss, cannot be overemphasized. One
recalls to mind the words of “Ananda Coomaraswamy on Rasa—
+Tt 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.

Aecsthetic state of 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 of
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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bave the consequents, (Anubhave) which are the - indiationl of

feeling. Finally and most crucially, the Transitory mental states.
(Sanchari. or.-Yyabhjchari Biavas).:

The Natya Sastra ligts thirty threo tragmsitory mental states as

being accesory and temiporary, which come and 540; wlm; are |

flesting momemts of expressed 'émotion and which " afd " the mani-
fostation of the eight principal: Rasas. The varfety of combing-
tions of light and dark shaded variations of transient mental states
that come into play, to ‘¢stablish a particular Rasa, is like an ' ever-
changing kaleidoscope. Bharata’s list of thirty three is not
‘exhaustive because he himself gives variations which add on to the
number, and later writers have considerably enlarged the list.

From the practical and oral tradition that has come down to
us by way of Natyaebaryas and a few enlightened performing artis-
tes, the concept of Bhava-Abhinaya using Sanchari Bhavas towards
establishing Rasa has established a firm link with the theories of
Bharata as elucidated by Abhinava Gupta. One point cmerges
crystal clear—Srngara Rasa reigns supreme. The Sthayi Bbava of
Srngara is Rati. It is this Sthayi Bhava which through a harmo-
pious blending of appropriate Vibhavas, Anubhavas and Sanchari
Bhavas gets established as the delectable queen of Rasas—Srngara.
The superiority of Srngara’ in commanding the contribution of a
multitude of Samchari Bhavas towards establishing itself as a Rasa
is undoultedly due to its own versatility in presenting the dual pos-
sibilities of Sambhoga Srngara and Vipralambha Srngara - love in
union and love in separation. Further, it is only Vipralambha
Srngara which gives greater scope for a variety of fleeting emotions.
The limitations of Sambhoga Srngara are inherent in its Jack of such
changes in emotion. The spice of change, the mixture of several
fleeting moods and responses kindle certain unfathomable depths in
expression when Vipralambha Sengara is portrayed. This was well
understood and exploited by poets like Amaruka, Kalidasa, Vagge-
yakaras like Kshetrajna, Jayadeva and Annamacharya. The soul
giving force in Vipralambha Srngara which treats of a multitude of
facets in the given situation of separation is the ray of hope where
union is recapitulated and reunion is longed for. The bridge is a
series of trabsient emotional flashes.
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A pasation, mhich wmwm& elnms
ooy it hpabupd
limated love for one's Goc? Ero:c:sm becomes ornamt::l‘on, and
the. Nayika-Nayake relationship, between the devaten.and: the .deity
n; Ahe: Bmh: (fnrm) o.nd Pratibinaba. (teﬂwuon) ol‘ mm-

Wlth a wide gap of uﬂrecorded history of the pructice of danee
any divergence fwm the codes laid down in the Sastras cmo; be
easily explamed “In the recent history of Bharata Natyam the. pre-
valent use of song compqsitions infused with the cult of Bhakti
wherein deities or kings are addressed and praised, brought about a.
certain treatment in the hands of teachers and perfomers which,
adopted what is termed merely “Sanchari” or ‘“Pada Vinyasam®.
Here, in the place of portraying transient mental states to establish
the Sthayi Bhava and thereby the Rasa, personal descriptions.of
dcities, aneodotes and episodes which enhance their stature and
qualities were claborated to create a deeper impression and to esta-
blish 8 pamcular mood

“In the, first line of the Bhaitavl pada yarnam “Mohamana' &
dancer his ampre scape for portraying a series of transient emotio-~
nal states underlining Vipralambha Srngara, Gestures and ' expres-
sions to indicate Sanchari Bhavas such as weakness, exhaustion,
wearineéss, anxicty, agitation, recollection, dreaming, deptession,
discouragement, despair and distraction are appropriate in the situ-
ation which the song déscribes.

Inspired by the Abam and Atrupatai poems of the Sangam age,
we have in our pada varnams the king-God concept. The deity is
addressed, treated as a king doing Reja-upacara, 8 personal devo-
tion is express;e&aud enhanced to the point of speaking of the-deity
himseif a3 the Beloved. The line ““Bhoga Tyagesa Anubhogam
Seyya Vaa Kitta” in the Bhairavi Pada varnam ie illustrative of this
point.

In all situations where a free play of emotions has to be dis-
played, the dancer is required to cultivate an ability to register them
in a visible but suggestive form. It is here that personal aesthetics,

18
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combinied with the fartiste’s own ginatio
Tole. The theory of Rase-Dhvati plays an oqnnlly mpo
in dance as it doesmthepoetrywhwll(hedammo” OW-

A simple phrase like the charanam of the Khlmas pada varnmi
“Rave Na Mata” can be exploited to show the eagern apmion.
persuasiveness, peevishness, restlessness and detern;rthon of a
‘heroine as expressed to ‘her friend, the Sakhi.

In the Tamil padant in Todi “Taye Yasoda”, the phrase “Balan
alladi un magan” is an ideal situation not only to show the magni-
tude of the child Krishna's feats but ' also for the dancer to bnng
-out feelings such as wonder, surprise, shock, disbelief, mock-anger
and consternation,

It is not impossible to find phrases outside the padams, javalis
and varnams of the traditional repertoire, whlch can afford tremen-
-dous scope for Sanchari Bhava. One can be mspn'ed by lyrics like
““Aajanubabu yuta Sri Janaki pati” in Tyagaraja’s Madhyamavati
Kriti “Nadupai’’ to portray a series of Sanchari Bhavas to establish
Srngara, Adhbuta, Vira and Karuna as embodied in Sri Rama.
“The torm *“‘Aajanubahu” kindles one’s imagination bringing a my-
riad of images into play ranging from the physical stature and
beauty of Rama as seen by Sita to the prowess he displays in ben.
dmg the bow arousing wonderment all around, to the devotion He
inspires in Bharata and Vibhishana to ultimately the Karuna He
shows towards Ravana in the battlefield when He spares him at the
<nd of a long day asking him to return on the morrow.

I wish to conclude by emph’asising that the manifestation
of Rasa through Sanchari Bhava is possible only with the dual com-
‘mitment of artistc as well as spectator. As Anaandavardhana puts
it in a pithy phrase in bis Dhvanyaloka - “SARASVATYAS TAT-
VAM KAVI SAHRDYAKHYAM VIJAYA
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oo ; T vopm oBitta syers Gonolos'the ivete mk&%
and Ragamalika. Muktayi svara refers to the gvare passage in the

varnis, sung after the atupaliavi.,” Mukilyi means (mugimpu)

<conclusion or end and the concluding portion of the purvanga

part of the varna is therefoed styled as the Muktayi svark. - The

<Ettugada svaras” refer to the svare passages ocquting after the
charanam in the Uttaranga part of the varoas. , “‘ettugada”

signifies commencement or enteting on something new. It may be

pointed out here that the word chitta svara is ‘not found in the ear-

lier books like Sangita Sampradsya Pradarsini of Subbarama Dikshi-

tar or in the other books of Tacchur Singarachatlu brothers, The

term ‘‘Muktayi svara” is given in Sangita Sampradaya Pradarsini

for the svara.passages in both Ragamalikas and some Varnas. In

the Oriental Music in European Notation” by A. M. Chinngswamy

Mudaliar the term “Muktayi svara and chitta svara’ are meationed

only for the svara passages in the *“Purvanga” and “Uttarranga™

part of the varna respectively.

Evolution and history of Chitta svaras

The historical evolution of musical compositions can be traced -
to the medieval Prabandhas. The form and structure of these Pra-
bandhas are to be found in the structure of our modern composi-
tions. The pallavi, anypallavi, charana, chitta svara, madhyamakala.
sahitya, svarakshara etc. may be seen to have equi ivalent sections
in the Prabandhas. The Udgraha, the commencing section, Dhruvi,
the essential or constant section, Melapaka that connects the gbove
two sections and abhoga, the concluding section, are the four Dha-
tus, or constituent limbs of a Prabandha. Many of the prabandhas
mentioned by Matanga, Sarngadeva and others had svaga passages
as an inherent feature. For instance, the Karana Prabandha aod
Vartani Prabandha had svaras for Udgrsha and Dhruva, and pada
for Abboga, Varnasvara had svaras and Pata i.c. Solkattu syllables
for Udgriha and Pada and Tenaka i.c. auspicious syllables for
Abhoga. Kraunchapada had svaras for Udgrsha and words for
Dhruva. Tribhangi had svaras for Udgriha, Pida 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
sveras, This was the procedure for all the padas that made up the

o
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" section. Thmmmommﬂmhm

or sshitya is repeated after ifs Dbatu.or musis, ., In.the Sddhy ﬁ:
the udgrahp  was sung with Dhatp. In the l)ﬁruv; loeﬁqn,'ﬁu
Dhata’ was_sung. followed by its Matu. )

’ ‘.lu'n

The Vldya Prabandbas or mstrumntal forms may Be $ai

be the forerunners of the compositions without regular sahitya, like’
Jatisvaram. Sarngadeva, Pirsvadeva, Vemabhupala, and Haripsla

bave mentioned about Vldya Prabandhas in their wotk. These are

made up of Hasta gs i.e, the rhythmical sounds of the lnstt‘u-’.
ments or jatis. ‘The Kaivira Prabandha of Venkatamfknf starts
with Patam which is followed by jatis and mnemonics assocnated’
with instruments. The otiginal source for the solkattu svara palsage

of latter times are these Vadya Prabandhas.. The use of svaras atid
solkattus which added excellence to the composition was thus well

recognised éven from ancient times.

Most of the valuable musical comipositions of the present day
originated only after the 15th Century. The emergence of the
technical compositipns with svara passages occupying a significant
plage is an important-landmark in the evolution of angas.

Jdtisvaras which originally existed as aa iteh of dance with &
profusion of jatis, must have bzen replaced by solfa syllables. This:
led to the modern Jatisvaram, which is sung with svara passages
only. Herein, the svara passages are arranged in such a way as to
give importance to the rhythmic coostriction. The seéqusnce of
svara phrases in these compositions present the varied rhythmio
patterns of Tisra, Chatusra, Khanda etc.

The ettugada svaras of varna resemble more of chittasvara:
passages of Jatisvara,

The Svarajati was originally a composition where rhythmic
syllablés and svaras figured in its musical structure. One of the
carliest svarajati in Huseni of Virabhadrayya (1739-86) has svara
passages with its appropriate sahitya amd its corresponding jati
portion. The Tanjore Quartette composed some svarajatis in this
pattern, which are used in dance concerts. Svarajati without jatis
cemerged later and this comprises pallavi and different charanas
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which are sung as svaras and gshityas. It comhhu  jtsclf the
thythmic ¢éxcellence of Jatisvara and also estabms t’he melodic’
mdmduahty of the raga vividly. “The svatajatu ‘composed by Svalj
Tirunal, ‘(Pancharsga svarajatl) Shobapadri, (Ravemaguva in’
Ananda bharavi), Tanjore Quartetts, (Gopala in Dha.nyui). Wala--
jepet Krishnaswamy Bhagavatar, (Manayaks in Senchututl) are
some of the beautiful svarajatis of technical excellende.

The three varajatis of Syama Sastri in Todi, Bha'iravi and Ya-
dukulakamboji form # separate class of unparalied beauty. The
chittasvaras are beautifully conceived and bristle with the essence of
raga bhava. The graha svaras, riga chhaya svaras, amsa svaras,
samvidi swaras, and visesha prayogas are superbly illustrated. For
cxample, in the Todi svarajati, the panchama varja prayogas and
the svara passages with ga and dha, which are the ragachhaya
svaras of the raga figure prominently. In the Bhairavi svarajati each
charana commences in the ascending order of the sapta svaras
(s, ., g m, p, d, n) and ends with the Tara Shadja.

The svara passages in the Pancharatnam of Tyagaraja may be
seen closely resembling the svarajatis of Syama Sustri, The princi«
ple of svarasahitya finds its fullest application in them. These are
typically in the Tana style and woven with distinct patterns of
rhythmic beauty.

In the Varnas excepting the Pallavi, anupallavi and charanam
the remaining angas are rendered as svara passages. These Chitta—
svara passages are the prominent angas of a varna composition.
Muktayisvara i.e. the chittasvara passage occurring after the anupal-
lavi mostly resembles the chittagvaras in the kritis. They are usually
in two avartas and sometimes in four as in the varnas ‘Jalajaksha’
in Hamsadhvani and *Sarasuda’ in Saveri. Some Muktayi svaras
have the decoration of makutam or crown-like ending. A few ins-
tances are -

1. Ninnukori-Vasinta-Adi Tala-Tachur Singaracharlu Sndm.
nDmg-dMgrs.

2. Sarasijanabha-Nata-AdiTala-Paramesvara Bhagavatar
rSt-nPp-rSs-rgmpdn









wm lyer, And G, mn of the present genentnon have alt ,’mrlched

oomgyeliivis Wik hitts tviiras, tiouglh some proaiseike’tom-
Povers liké Pagtnasent Sivan do not appesr: t6- have “baen keloH

compomg chittasvuus Yet they too havé ¢omposed afew:

Tymuja , doda hot seemnto bave composed - cw for
his kritis. , Those that arq sung now have been composed and added
by lus dwcnpjes and others, chnttasvaru came to be ad ed 4o his
kritis even during his time and they are beheved to have been .eee-
pted by Tyagara;a.

The following are some of the kritis of Tyagaraja for whicix
chittasvaras haye been introduced by composers of aon earlier gen-
m- IR - :

' Ktitis figuringin the book ‘Oriental Music in European
notation® of A. M. Chinnaswamy Mudaliar.

1. Mariyadagsdura ..  Sankarabbaranam.

2. Cherardvademira ... Ritigaula

3. Sariyewnre ..  Sriranjani

4. Tappi bratiki we  Todi

5. Raghupaté Rama - Sahans

6. Dorakuna Bilahari-Chittasvara com-

gosed by  Walajahpet
enkataramana Bhagava-

7. Sogasugs mmudanga- ...  Sriranjani-Chittasvare
composed by Walajshpet
Krishnaswami Bhagava-
tar.
8. Karuvelpulu-Kalyani-two chittaswaras, one composed
.by Krishnaswamy;Bhagavatar and the other by Sebba-
Tamayya.
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Sndm-Mgsh. _

There are instances of chittasvaras with some phrases: after the

pattern of a yati. The chmasvaras of the followmg krms may be
mentloned as examples

Srotovaha yati i.e. phrases progressively increasing in magni-

Amba Nilambari-Nilambari-Adi Tala-Ponmah Pillai mgrg
S-pmgrgS-npmgrgS-snpmgrgS.

. 'Stingaretéhari-Nilambari-Adi-Lingaraj  Urs-

pmgS-npmgS-snpmgS.

Marsakoti-Bahudari-Adi-G.N.B.
mgs-pmgs-npmgs

Sri Sankara guruvaram-Nagasvaravali-Rupaka-Maha Vai-
dyanatha lyer.
mgs-pmgS-dpmgS.

Gopuccha Yati i.c., phrases of diminishing magnitude,.

1.

1.

Dorakunl-Bnlahm-Adl-TyagaraJa
sndpmgr-ndpmgr-dpmgr-pmgr-mgr.

Some chittasvaras are made more captivating by the use of
*Svarilankars.” Here the same svara or same svara phrase recurs at
the commencement of each avarta or half avarta, Some examples
are ;—

The phrase grg M in the chittasvara to the kriti, Intapars-
kelanamma in Bilahari of Vina Kuppayyar
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2. Bhaktapalans - mmani-nupaxdaponﬂﬁ;{‘md; o

Here it may be pointed out that, in the chittasvaras composed
by Kotiswara Iyer for his kritis in 72 melakarta ragas, he has
purposely introduced the- kramd sampuma Sanchiras. ‘This is to
illustrage dhat all the ngns could be melodious in the kramc um~
pumé’ ‘order also.-

-t AgtlonesVilerns Chittasvics is:a patteen of chittasvare . which
cln be:sung both in the forward and revetse ordar without: offem
ding the rapa lakshana. : Such chittasvaras can be composed onlnis
raghs with symmetricé]l drohana and avagchena, krama ssmpurens,
Krama shadava and Krama Audava. Instances of this type are mas
with in the chittasvaras of Dikshitar’s kritis, ‘Kamalsmbam bhaj-
ard ih Kalyaui atid ‘Sadaviouta “sudare’ in Revagupti. Another
instance in‘the chittasvara composed by Balaswamy Dikshitar ‘for
“Todi Svarasthana ‘Adiyaramba’. the sahitya written. by Kadikai
Mukku Pulavar.

sRgmPdngdrgh G /régRodn/SrenSnd//
dnSnsrsndpRgulG mgceSn/dPmgRn.//

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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In some chittasvaras an additional embellishment iy introduoed
in the form of jatis or golkattua In some portions of a regular
chittasvara instead ‘of svara’ ‘sytabies,” soitable jatis'ade mﬁodneed
These varieties of chittasvaras with jatis in the mndst ;,qf svaras are
called Solkattu svaras. '

Muthuiswami Dikshltar may be said to be the earhcsc t:omposer
who introduced these sblkattu svaras in the kriti composition. Some
of his kritis baving good -examples of solkattu svaras are.:

1. Vallabhannyakasya-Begada
2, Visélakshim - Pantuvarali.-

3. Ananda natana prakasam - Kedaram.

Some of the other ‘composers who have attempted this are
Subbarama Dikshitar (Parthasarathini - Yadukulnklmbho;x) Krish.
naswsmy lyya (Palaya Paramesvari-Athana) and Pallavi Sesha Iyet
(Sri Raghukulabdhi Soma-Suddha Saveri). .

A further development of the chittasvaras in kritis -is the addi-
tions of appropriate sahityas to.it. The combined section, in
knownp as svara sahitya.  In kritis having this section . the chitta-
svara part is sung after the anupallavi, and the" sahitya part after
the charanam.

Syama Sastri was the foremost composer to mttoducc nt in the
kritis. _Some of his compositions with svara sahitys are :

‘Marivere 'gati' - Ansndahhairavi.
2. ‘Sarievvaramma.’ - Bhairavi
3. ‘Durusugs’ - Saveri
4. ‘O Jagadan_lbl’-lnanda Bhairavi.

The kritis of Subbarkya Sastri and Mysore Sadasiva Rao also
contain fine examples of svara sahitya.

‘Janapininuvind, - Ritigaula - Subbaraya Sastri,
‘Emanine, - Mukhari »
‘Saketanagara, - Harikambhoji - Mysore Sadasiva Rao.
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and pa‘tivm‘“bf ehittasvatasifrom m&wm oGt REABAl ks,
The earliest Ragamalika - compoumwméﬁwﬁﬂ’vmj
composed by Virabhadrayya is & fine piece-: with: /i chitdive 8 for
each section.

Ragamalikas may be olawﬁed mordmg to: M pnhnunf v
svanpusagesmto s L

) Those th.hf chlttasvara.s only
(2) Those with chnttasvaras and vxlomn chlttmaras
(3) ‘Thase thh chittasvaras and makma svara

(4) Those with chlttasvaras. makumvu'u and vxolomﬁ.
chittasvars.

1. .Some instances of Ragamalikas with chittasvaras_ only.

1. Simhasana sthite-Chaturragamalika-Muthuswamy ~ Dikshi-
tar. toE

2. Tyagarsja pancharatnam in five ra 3
Muthuswami Dikshita cbaritram ia | Ragamalikas by
8ix ragas r Mysore Vasu-
Syama sastri charitram in six ragas devacharya.
Jeyachamaraja pancharatnam, I.

3. Mirsjanka in five ragss. - Papanssam Sivas.
4, Kar viriyum in eight Ruas - Tanjore Ponmﬂl Pillsi

(A noteworthy featute in this compontwn isthe 'solkatto
svaras at the end in the last raga and also in the commencing rage

ofthecqmpomion’)

II. Jostimces of some Ragamalikas with sahitys for chittas—
vara but without makuta svara vilomg chittasvaras,

1. Endukurira 1 kopamu .
{Navaratnamalika in nine ragss) Subbarama Dikshitar

2. Nisarilerani

3. Valapu miri todi
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.ol Elamples of Ragamalikss with chitta svars and viloma
chlttsvara wnthout makuta gvara. ’

1. Chaturdasa ngamuhka (Sri Viswapatham) in. 14, Tagat,
by Muthuswamy Diksbitar is a classlcalmshnwof N Eaga-
- _malika. with cluttasvau and vxlomn chnttuvam and, with
' Sabitya for these sections. . Each raga has ome syarta.of
Sahitya followed by one avarta of chittasvara with sahitya
There is_also the.practice of singing only.the Sahitya of
the second avarta of the Pallavi. A viloma krama chitta,
svara with ulntya is introduced after six raga! ahd again

L at thé end of the'tdth rags.

2. Guaravamuganna dora - Subbarama Dikshitar -~ wnth sglmya
for chittasvaras and viloma svara sahitya.

3. Kaminchina Kalivati- Subbarama ' Dikshitar 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 of
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 of that
section is repeated. Theo the Muktayi svara partin sung, which
has again two parts. The first part consists of svara passages. in the
same raga and the second part has the solfa passages in the
commencing Raga and Tala i.e. Nata raga Dhruva tala,

2. Ee Kapakambari, 72 Raginga Ragamalika of Subbarama
Dikshitar (Dhatu) and Krishna Kavi (Matu) (makuta
svara at the end of cach chakra).

3. Pranathartihara-72 Mela Ragamalika of Maha Vaidyana -
tha Iyer.
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The chitta svara section for each raga consists’- of . one. mm'u

#ara passage in that raga then the ‘opening’ Saliftya™ hé ‘same
section is sung. This is followed by & half * avarta “chittasvara of
the same raga while the secoqd avarta is in the suwgdms raga.
This gives the impression of araga ‘section begifihing iﬁd ending
with the chittasvara. At the end of each chakra a lqu avarta mak-
uta svara passage i.c. in the Pallavi raga (Sn ragaﬁ.'bocuts but the
svara phrase -differs in each section.

4, Sinandam in ,four Ragas by Svati Tirunal.

5. Manasaveritarula-Ramaswamy Dikshiter .
(Makuta svara at the end of Pallavi, anupnllun and chara-,

nam).

6. Malai Suthuven in five ragas by Papanasam Sivan.

V. To give instances of Ragamelikas with chittasvara, Maku-
tasvara and viloma chittasvara, the following can be cited.

1. Nityakalysni in eight Ragas-Todi Sitaramayya,

2. Dassvatara Ragamalika (Kamalajasya)-Svati Tirunal in ten
ragas.

3. Pannagendra Sayana in cight Ragas-Svati . Tirunal.

These svara sections in these Ragamalikas have a certain com-
mon structure. The first avarta of the chittasvarais in Vilamba-
kala and the second avarta in the madhyamakala followed by the
makuta svara which is also in the madhyamakala. .

The Viloma chittasvara figuring at the end is also set in madh-
yamakala.

This structure is a unique pattern of its kind and a most artis-
tic and highly evolved one,

Mangaladayini (Pancharsgamalika) Omkaresvara ganga sasi-
dhara (Saptaragamalika) and Svarnakarshana ganapati (Navava-
rana ragmalika) composed by Muthayya Bhagavatar are other
instances.









Lesser Known Composers of
Andhra Pradgsh

Dr. PAPPU VENUGOPALA RAO

During this century we have seen many musicians, vocal and
instrumental and composers. With the advent of the gramophone,
many of them have become famous., A good understanding hes
been brought about between the northern and southers schools of
music. People like Srl Abdul Karimkhan have endeavoured to bnng
about a proper accord between the Hindusthani and Karnatic
styles of music. People like Dwaram Venkataswami Naidu have
tried to bring about this understanding without ' prejudice to the
prevailing tradition.

Composers and musicians, famous in their days before the
invention of the gramophone, are slowly going into oblivion, while
others, though not famous, whose voices were recorded, remain in
the minds of music lovers. For example the names of Bidaram
Krishnappa, Rachappa, Bangalore Nagaratnam, Coimbatore Tayi,
Govindaswamy Pillai, Adibhatla Narayana Das, Hari Nagabhusha-
nam and others, all of whom were considered epochemakers in their
own days, are slowly being forgotton, because their recorded voices
are either not) available or their records are not reproduced.
There are still many more in the previous century about whom there
is neither history nor any recorded voice. It is with this background
that I venture to deal with some of those composers whose com=
positions are available but yet they are not very much known to

“the present generation.

Even before Sri Tyagaraja many Vaggeyakaras blossomed in
Andhra Pradesh and nurtured music with their devotional or roma-
ntic Kritis. Kshetrayya, Narayana tirtha, Bhadrachala Ramadasa
and Tumu Narasimha Das are some whose names and compositions
we remember even today. After the fall of the Vijayanagara empire
Karnatic music continued to live, thanks to the patronage of Tamil
Nadu.
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}ncluded m the ‘Charanam, Incldentally Sri Sangitaras’ md Kumari
Padmavati, who will render this composition here, are the son_and
the grandaughter respectively of Sri Patrayani Scetharammuy.

Among his many composmons, he mamtained 8 umque feature
throughout. Sometimes it is in the content, sogigtimes in the
Ragam, sometimes in both the content and the Rngam .For mmpb
he composed a Kriti in Lalita Ragam, which is a Janya of Surya-
kantam. Tt is closely ‘allied to Vasanta. Lalita takesthe full
fledged Chatusruti Dhaivatam whereas Vatanta for the most part
takes the Trisruti Dhaivatam.

-

. Sri Seetharamasastry composed this kriti on Goddess Lahta and
aptly used the Raga with that name. We find the dedicated and
devoted soul of the composer in this composition.

In yet another composition Sri Seetharamsastry deals with
subtle philosophic truths. In a composition he deals with aahata
nadanandam achieved by pranayama or yoga and anahata nada-
nandam attained through Sangita Sadhana. Though the ways are
different, the ultimate goal is the same. This composition is in
Mukhari,

Sri Seetharamsastry used to sing some Telugu poems composed
by him during his concerts. Ope poem specially needs to be
mentioned here out of 25 and odd composed by him. This poem
deals with various musical aspects, each one as an ornament for
the goddess of learning. We find in this poem Sri Sectha-
ramsastry’s version of Saraswathi Sakshatkara. He finds her

* smiles in the Raga *,

her movement in laya and tala

her sweet words in Svarakalpana
her meditation in Sruti

her benevolence in Rasa prakatana™.

He wonders whether a musician who does not feel her dancing
steps in his ears, can be called a musician at all.



100 ol wee i ek Sk s Mpkgatujammay’s
“Nndamdlutmﬁhm nerakioti aye.*’:

v Sl eatifcamastry Joft 8 madki-of hinOvn 88.a Veggoyskara of
eminenogsiwell ds asianiof goesd humamwquelitien. .

o iAnothe. Yeggeynkera-who remains.in the minds of mpgiciany i
Sti AkosdiNamyans Satsy,. - He. was ‘born in 1898, and. wps. &
disciple.of Sel: Vaea.Venksata Rao. (A man_of great inteliect hoth,
in musio:and:literause, ihe was: omployed:as a music teacher. in; the:
sisla’ erhaok at. Bobbilioy Ha.had 6.7y 80odcommand:ig .compoes;
ing:meteical:postry.., There, was bardinisny musigal instrament: thay,
he could not play. 1In connection with the coronation seremony. . of
Sri Ramakrishna Ranga raja, Raja of Bobbili 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 of the popular Nitya Kalyani Ragamalika on
this. Some rare ragas like Deyamruta 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.2 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 Singaracharyulo in
1912 at Madras. Among 50 or more compositions written by him
we find * Tyaga Yoga ' as his 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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Hari: Nagabhushaham Tomposed in Samskrit also.: Hm M s i the
year 1959,

In the Sampradays Pradarsini :of Subbarama . Dikehitas:only
ancient Vaggeyakaras .were mentioned. . In: the - Vaggeyakars
Charitramu of Sri Rajam Kanta Rao a few of the recent prominens
‘Vaggeyakaras figare. I must mention - here, that dficept Sei'Hari.
Nagabhushnam, all others of whom I spoke do not figute in- either
of the books mentioned above. There are dozens of otber Vaggeys.
karas, who do not have any history not do they-figuie ih any of the
books. Research scholars in music should take  up  this noble task
of bringing to light' the life and works: of those forgotten

Vaggeyakaras,



The Musical Structuré of mams
| | R»1'1'HA RAJAN Lo s

Much has already been said about Padams and much wnmn
and discussed about them. I am therefore confining my lecture
deinonstration exclusively to the musical aspects of Padams. -

.The Padam, which was origipally & dance form, later emerged
as an equally developéd musical form, and this is its unigue ‘feqture’
The practice of singing padams in music concerts was started by
Veena Dhanammal. Dhanammal used to sing and play many
padaime--that weré taught to her by Padam Baldas. The: practice
continued with her daughters and grand-daughters. . Tiruvarur Raja-
yee, ‘& noted-Vidushi during the beginning of this century, also. used
10 sing Padams in her concerts. The famous Kanchipuram Dhana-
koti sisters popularised many Tamil Padems through their music
concerts,

‘Kamalambal Charitram’, a Tamil novel written by B. R. Rajam
Iyer in 1896, makes a reference to Padam by saying that a Vidushi
sang a Kshetrajna Padam in a music concert held at a marriage
reception,

It is noteworthy that Padam singing in music concerts was star-
‘ted by women singers and they also dominated this field right from
the beginning.

Subbarama Dikshitar, who could not publish Kshetrajpa-
Padams as a separate volume, along with the kritis of Tyagaraja and
Syama Sastri, has however given in notation, some Padams in his
‘Sangita Sampradaya Pradarsini,’

. Some of'fhem are:
“*Aligite’ & *Telise nee nenaruleni Jjade’ —Kshetrajna Husem.

The Pantuvarali Padam ‘Vaddante’ by Kuppusaml Ayya and
‘Nadiro,’ a pracheena padam in Natakutanji.
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MpllavarijMyaro’s ?Mosaip™V|B;AWn-r
‘Dani Prayamu*—Sarangapanis’ Svarasthana Padam in Kalyani.

The famous Sivadiksha Parural :->}Z“u/|ranji Padam of Ghanan
Seenayya.

tayy;\tntichakkadanamu' a Padam in Mohahamby ~avl Mafhibira-

. '®&#uQu@ fnw\ a Tamil pad™in by &Uf<aax
in Malavasri.

-Vidwans like the late Ariyakudi Ramanuja Iyengar, . Maharaja-
puram Viswanatba lyer & Sathur Krishna Iyengar opcassionsl| sang
-one or two padams in their concerts, My;gum.the. late JUmna
Ktishnan also used to sing some padamain his concerts. Thereis a
galaxé/oflllustrloua adamexponents in,Andhra, Our esteemed
rre%%e?'r}]t Dr. S. Pinakapani is noted for his excellent padam

Ing.

Sri Munuganti Venkateswara Pantulu of Kakinada had a re-
gertowe of more than 100 padams. Sri Rallapalli Anantakrishna
arma, Sri Parupalli Ramakrishnayya Pantulu, and Sri; Manchala
Jagannatha Raoare noted exponents, Sri Patvatanen_l 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 pad?_msj" - v
- XE

Subbarama Dikshitar says that the dhatu repeats many times in
a padam, whereas thereis no such dhatu repetitionin kritis. Dhatu
repetition is not seen in Dikshitars’ Kritis, and in many Kritis of
Syama Sastri like ‘Nannubroyu Lalita’, ‘Ojagadamba’ « “Sarojadala-
netri.’. . In most of Tya?araja’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 of dhatu repetition :



Suum in pmdnms are said o be later additions, - Sangatis” are
mthetics—oricnted andj can “apily be called subtle nuances. San.
ntu are geneully few in'padams with the exception of one or two
pcdams llke 'Rama Rama Prmmkhn in Bhairavi : i

- ‘_"um nm umranmﬁ Gm_u:raﬂ
jrtr@@l_@ «Qei 5rGGsr (ymg
A gavr- s sOG RS oy GarQe
SOV UGS Giuori,p s Gur”

Padams are mostly in the Mmachnpu and Triputa talas. These
talas go-well with the composition and give the required thusical
gait. The Triputa tala padams are worthy of special note." “The
eduppu in a Triputa tala padam is after 1§ aksharakalas in the first
avarta (vadaraka) and after § an aksharakala in the second avarta.
Sometimes the eduppu of the first avarta may be after two akshara-
kalas as in ‘Payyeda’ or after 2§ aksharakalas (Pusadaramu). Some-
times the eduppu of the 2nd avarta may be sama also:

“yssasgy GuEssCas”
A similar rhythmic structure is found only in Tevaram hymns :

“Qenpur@u wi_sDefBu QriGsar CEA@PLITSD
o purle e ardsmedsr Quriiuaer SQ0sr@ srerb”.
The Triputa tala padams are sung in an intermediate Kalapra-

~manam 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 besi
exponents of padams.

1..In Dhanam’s school, padams have been mostly sung in duets.

(Dhanam’s daughters Lakshmiratnam and Rajalakshmi, grand
daughters Brinda and Mukta, Jayammal and Balasarswati.)
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Raga flooding his ears all the while. Wordsrase: st ‘oub::
strong and soft accents Occuf in betw’een o

EA P . R e ,7-’("';;_‘) Pt vy
“udiQuis eu s ERA .

3. There are long pauses whnch are not left as silence, but.
filled with music. This glves a contmmiy to the ‘Paddms’ throughout:

“ LGS UM@W,&.WQ?S FEQ Q-
. G 8 Caur #-QuEgss
w@ﬁeurrﬂ gl & dg/@,_"

4, A hlghly cultwated voxce ‘alone can do full Justlce to the
padam rondltlon of this school ‘

5. Itis mext to mpossnble to transcribe padaml mto notatxon as
well ag to learn them from books.
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Lthhana gves thc gmdmg prmcnplea. mges ud mlel ‘which.
pvm Laksbys;: It:selatos (0 what Lakshys is- and:not:iihas. it
oughit: o e, Tt-dins also:the funésion‘of: dxplaining the sehsony, K5
the usages and rules. For this purpose it may be necessary:do.ge-
**"into the past and look into their evolution. With this background.
i ﬂew, the Paﬁcﬁmptthaﬁ# Mela Ragas afe to be considérsd.”

After the seventy-two 'melakarta scheme of classificition
propounded by Govinda in his Sangraha Choodamani, the arohana
and avarohaoa of -ragas - assumed -great .importance, ; Their- are:
triodasa (13) Lakshanas for a raga. And the description of itis
not eompiete ‘anless farther the. position  of -the notes ' withih its
coinpass, the gamakas; the special sancharas and prayogas, ahé:
other lakshanas are given. Even then, uoless the ragas are heard as’
by the ttadmon of gurp to sishya, the raga will not be full under-
stood, ‘Butas the sg.aTe has assumed & special status, it would be
well to'study the cliaracteristics of each scale.

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

The mme!lanal hate been applied to the seventy two melasi Of
‘thcse ‘sikteeti ¥re sterile, that is, they yield no new scales capable of -
producing a raga. Ofthe rest twenty melas produce one scale,
twelve yield two scales'and six produce five scales. These are called
Ekamurchana, Dvimarchana, Trimurchana and pancha murchana

melas. There is o heptatonic scale which bas murchana producing
raga for all the seven notes.

The Panéhilminchana Melas or scalcs are six, namely Hanumat
Todi, Nathabhairavi, Kharaharapriya, Harikombhoji, Sankara-
bharpa and Mecha Kalyani.



These are related by srutibheds. The Smm of. R
of Dheera Sankarabbarsa wilf f4solé in Kt T, ‘
Todi, Mecha Kalyani, Hmkmbhoﬁ lnd thhibhami remetl-]
vely.

Similarly Srutibieda of the notes of Kharaharpfips. except D:
will give Hanumat Todi, Mechakalyani, Hamhnbhop, Nathabhai-
ravi, and Smkmbhqnnam 3

The notes of Hammut Todi expeszwnll result in Mecha-
kalyani, Harikambhoji, Nathabhairavi, Dheera Sankuabharunam
and Kharaharapriya.

Mechaialyani omitting M will produce Harikambhoji, Natha-
bharavi, Dheera Sankarabharapam and Hanumat Todi.

Harikambhoji notes omitting G wili produce Nathabhairavi
Sankarabharanam, Kharaharapriyas, Hanumat Todi and Mecha-
kalyani.,

Finally Nathabharavi notes omitting R will result ‘in Dhéerh
Sankarabharana, 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 onc note in each scale that does
not produce a scale which can result in a raga. These notes are the
Nishade of Dheerasankarabharanam, Dhaivata of Kharaharapriya,
Panchama of Hanumat Todi, Prati Madbyama of Mechakalyani,
Gandhara of Harikambhoji and Rishaba of Nathabharavi.

The Melaragas of these scales arc at present major or more
prominent ragas compared to the other Mela ragas. But .not all
of 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 avarehana
as SA, DHA,  PA, MA, GA,  RI, SA. .. Tho phrase






lw.rﬁ“ﬁ o »_.;:.._,: rw:m e e R

‘ﬂn(h ahonbtewonhy’thnt riragh, whichwas AP
220d meln has Alps Dheivita, nieuhacﬁt” prehoi oM 2
“Kharaharapfiya. : msml"mnwmﬂ“ pRgsoRin i
not contain DHA at. allu ‘

Similarly, Bmkamhhoy mela, whick is the Hmmﬂw of
Venkatsmakhi tradition, is;also a.sage which: emmorged Y Measan::of.
the 72 melakarta scheme. Kedaragaols; is-; sangbara ;. vagjh .in- the
arohana

On a consideration of all the above f:acts about the Panchama
murchana mela ragas and remembermg that'-' ‘évery otle of the
murchana nofe will be the statting point of ranjd -aJonhd, it can: ha.
reasopably concluded that the Murchanas of the Swaras have a
bearing on the elaboranon of the raga. it seems aldo cledr that the
Non-murchana notes have to be used spmngly accordin; to' the
principle of Varja or Alpatva of by Kampits. “Every ™ rags -is
governed by the Triodasa (13) Lakshanas which, ‘fnclude Aipatva
and Varja. These are brought into play ‘by the présence or absence .
of murchnnas of the notes of the scales of the ragas. .
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. Deccmber 13 1893 : Vldmln Srinivasa Iyengar

This is the name of Samsthana Sangita Vidwan. He owes alf
his education to the patrooage of darling cousin, the Zamindar
Avargal of Palavanatham. He passed the middle examination in-
the first class. Next my cousin had him apprenticed to the
celebrated songster Pattanam Suliramasia Iyer who made our young
vidwan an expert in the musical art. He has a silvery voice, a
golden character andis an. mﬁtlmable gem in his contsnted and
humble yet devoted behaviour.
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NOTATION AND TEACHING OF GAM:

'expenenoed as ‘pa ma - pq ma - pa ma’,  Fere, M- ume ‘number of
oscillatiops. gxun to’ the svara ‘ma’ be reduced to'bae, the embellish-
ment given to it is uuf a pll or a stress. This is ‘nokku. THif goniaka
is. nptenented i notation by 'a symbol like the letter “w* whitten-
above the svara. The kampita-gamaka is represented by & wavy line
consisting of three cuves ‘~wa’ above the svara to whid!t  this

kampita is applied.

Here, I wish to make some observations. There are instances
of oscillations of the, svara-s, where the wavy movements occur from
the lower to the higher svara, and also on the svara itsely -

In the phrase ‘pankajasanadi’ (Anupaliavi - Kamalambae - nava-
varana-kriti _in rdga Sankarabharanam), the letter ‘na’ takes the
svara ‘maa’, with oscillations. ‘This madhyama svarais not like the
one presented in the earlier example given, where the oscnllatlons
start from the higher svara panchama. Here, the start is from the’
lower svara gandhara. The ‘maa’ is experienced as ‘ga ma - ga ma -
ga mea’. This can be taken as a second variety of the kampita -
gamaka and represented in notation bya wavy line of two curves-
«RA~A’ above the svara.

“rii 1l rii rii pamarii’

In the phrase ‘Dhar ma sam var dha ni’, all the first four:
letters take the svara rishabha with oscillations on itself. The
svarupa of the raga Madhyamavati cannot be presented without this
type of wavy movements. This can be treated as the third variety
of kampita-gamaka and represented in notation with a single curve
“mn*  above the svara,

These two varieties of the kampita-gamaka may come under
other gamaka-s also ; but, by grouping them under a prominent
gamaka, we do minimize the number of gamaka-s and thereby their
symbols aiso,

The jgru-s, éttrajdru and errakkajgru, as the names themselves
suggest, are slides between svarg-s either from the lower to the
higher, or from the higher to the lower. These are represented in
notation by oblique lines ¢/, |\ * respectively. In cases where
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the starting syara oi the glide is perceptible, as fa "Rktijjj&jtyP*"
(Kambhoji) “where the *Q* takesthe svard ‘rit\’ _

a definite"landing on the, sadja” its lower svgra thisdm-svafa in ;thf»
case ‘sa’, can be written in the line above the jvara-line, aCfcbrtpdiii®
ed with the ettrgjaru-sign. :

sal

rii
0 00 rangarfayl

Generally, theawsvara-$ are not pronounced while rendering
a svara-phrase, but the svara-s are rendered with the embellishments
Broyldedby"the anu-svara-s.  The anu-svara-S are silent workers-
ehind the screen, lending life and strength to the swra-s* while
merqm% with the gamaka-totuu. For” example, “nii;; dajia *
(the Tas svara-passage in Begada-raga - adi-tala-vaman), the *nil
IS rendered as *sa ni - sa ni” which brings out the "raga-svarupo
with the kampita-gamaka; here the anusvara *a’ in not pronounced.

. Inthe gamaka-s, ravai and khandippu, the anusvara-s make
their presence prominent. In the charana-ling of the Begada-varna,
‘nagavari bodhana vim’, in between the words ‘bodhana* and ‘vini’,
a sinra-phrase ‘pa ma gaa- maa ri * occurs. Here, while render-
ing‘pamaga 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.

a
, "pap ma ga
pagavaribodhana. . . .

In the phrase ‘pa ma rii sa’ in raga Kalyani, the presence of the
svara ‘ga’ IS felt between ‘ma* and ‘ri”. So also in the phrase
‘ma ga pamarii’in Surati-raga. This form of dropping is called
khandippu. Here, the auusvara- ‘ga’ is written above the svara-line

between *ma’ and ‘ri” with its symbol " v .

V

V
oama ’rii sa: ma gapama o sa









The Violin -

- Blai-e Calame
1. Its History |

Even though the Violin, as we currently know its - cotipleted
form, 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 strmg‘ above a resonating box, en idéh ts 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, 8s much in
thc Near East as in Africa or in the Far East, it is interesting to
note that it evolved differently in each civilization and that thc
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 resemblcs the human voice, thus transmitting
the inflexions of human emotion in a particularly semsitive way.

It is in Europe, however, that the violin reached its sltimate
form, 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-Buropean 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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It is probably to the Italisn: Remaissance -that we owe. the
encounter between composers, makers and performers, which
enabled the development of the violin: . This is the time at which
it moved forward a decisive step, becoming a solo instrument with
all the richness of expression theretofore unknown, An uninterrupt-
ed succession in Jtaly, was also neccssary to obtain the perfeotion
of Stradivari’s instryment.

2. The Basis of Violia Technique

Violin teachnique is based on the tonal system, constructed on
the succession of *“fifths’”” and on the subdivision of the octave into
twelve half tones : -

do, do sharp; re, re sharp; mi; fa. fa sharp; sol, sol sharp: ls, la
sharp; si; do (Figure 1).

The fundamental element of this technique is the “scale” built
on each of the twelve notes of the system (Figure 2).

Tuning through successive fifths figure (3) allows for the con-
struction of these twelve scales, beginning with sol, and continuing
in the order of succession of the four strings, by ascending or
descending with the four fingers of the left hand. This very same
basis allows for the construction of arpeggios (figure 4) and inter-
vals, beginning with the unison and going to the twelfth, using two
neighbouring strings each time (Figure 5), It also allows for the
construction of chords with three and four notes (Figure 6).

It must be observed that writing played a determining role in the
entire development of violin technique. It allowed theoreticians,
who based themselves on mathematics, and composers to transmit
their intentins | ona precise manner to the performers,

3. Role of the Violin in Western Music

As it improved more and more in terms of technique, composers
became increasingly interested in the violin and wrote some of their
most beautiful pieces for it; this was especially true of Bach,
Brahms, Beethoven, Mendelsohn, Tchaikowsky and Bartok. It
must also be noted that the constant, mutual stimulation tbat
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- The violin makes a gigantic leap in terms ‘of techaique. - This
is reflected in the growth of virtuosity and in:‘the search for: new
musical forms such as the ‘‘fantaisie”’, the ‘'nocturne”, “prelude’’;
“caprice”, *“romantic poem™, or “esquisse”’, all of which revedl  the
composer’s liberty of expression. ‘

It is to Paganini that we owe the evolution of the art of violin
playing, with respect-to. both- technique and.expression. He also
developed in a unique-way the virtuosity of the instrument. -

¢) The Twentieth Century

This century sces the achievement of instrumental technique to™
its most perfect degree, and the flowering of the greatest violinists
in terms of both the instrament’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 of dodeca-
phonism, avant garde mausic is no longer interested in the violin ag
an expressive instrument. Although Bartok, the greatest composef
of the twentieth century, signed some of 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.



(Kaynote addregs, egf,&lm g1 S Parthasarathy. quvatqq. At agﬂ
~4th Acharys Brahaspati Memorial Seminar held under the mpieu
of, NAAD TAN (Rewarch wing of SUR-SINGAR §A
- &svﬂombupn mh Spupary 1984).

‘a1 At is.most-epprapsiste. that this Seminar is hld mory »I
the late Acharya Kailash' Chandradev Brhaspati whowuonnof
outstanding scholars and musicologists of this century. I had the
gaed ;fortupe . of . knowmg him pqrwnally when he was the Chief
Producer of Music. (Hindustani) of All India Radip at, New pellu.
The <Achasyn. bailed from. the Rampur State in Uttar Ptadeah nd
was an. M.A. . of the, Agra University. He was an nnnvnl!ed
scholar is Sepekrit.and Hindi. For some years he was tbopwt‘essot
for Dharma Sastra and Hindi literatore at the Sanatans Dharms
College at Kanpur, Early in life, the Acharya bad the good fortune
to sit.at the.feet of eminent maestros of the Rampur Durbar and
lgarn the intricacies of music. He later studied works like the
Nitya Sistra of Bharats- Muni and the Sangita Ratnakara of
Sarngadeva and became a master of musical theory, His monumen-
tal work in Hindi, * Bharat Ka Sangit Siddhant ™ was published
in 1959 in the series Hindi Samiti Granthmailj as its 28th publication.
May his spirit guide the deliberations of Naad-chintan and Sur-

Smp.tsamudl

It is onstqmry for Indian writers on music to say at the outset.
lhat the mhu& ;nmig pf [mlh is to be sought in Vedic literature,
the Samans representing the earliest songs, This is becayse no
earlier specimens of music are available. But it is clear that the
sarliest notes (Svares) of Indian music appeared from the S8ma
Veda. To be;m with, the Saman was sung to three or four nofes
but from’ later trntilu like the Naradiya Sikiba we find that écven
aotes soon ctup into existence. It is from this Siman music tlm
the later music of India developed. '
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Glndlmve ar- H&"im the
sacred music and repmented a counter-pm of &e
When the seven motes weze known, Mmmuﬂ'ﬂh

three mma&'eudhue, yme ud Shldjt.

Tié “most distmgﬁiﬂn; Mtui'e oi”ﬁb ﬁiﬁ of Indis 1§
wealth of melodic forme called Rags by vittuo of Mrobldorﬁhin.
But the concept of Taga as such had not developed mm%
time. During the carly stages there -weré oty jatis or the: piirens
scales, o

The history of raga music appears in jts fulliicss in. the
Brihadden of Matanga who expreeely mtﬂthethe doals with the
faga-marga not dealt with by ‘Bharata. - - Mittahga's Work was cathed
Brihaddexi becauss it was the first bng ‘tieatisé or Desi rigermusic,
The Desi- raga gana is the next, the third mgemm hutoqof
hdian Munc

As the number of rdgas gtew, they were classified into ‘various
categories. An. inscfiption of the seventh century [in the romots
village of Kudmmyamam in South India gives syera-groapings for
an emgmatne eeven and eight on a lute Ot Vina called the Parlvldm-

A series of commentaries and exposmons of thé Nlty‘a sttre of
Bharata appeared and the ‘most famous' is the commentary o!‘
Abhinavagupta., But an excelient epitome of all sangl'ta Jiterature
is the Sangita Ratnikara of Sarngadeva (circa 1240 A.D.) which
has' stood the test of time. In the post-Ratngkara’ period ‘thero
developed 2 dmsnoﬁ of the munc of Indu iﬂfo Sbuth“lndumtnd
North Indm.n schools a

AT S SN f' s Thee g T Uy
- The hnstory of South Indmn muneal literatm:e dates from tﬂ
,Vusyanazm “period (c. 13%0). anyﬁranya, ‘stated to be the fodﬁdet
.of the empire, wrote the ‘o Sgnglusirg" and a!thou th no eop

‘this work is extant now, ‘it is quoted by do jd; D ﬁw
who says that he had thoroughly stodied the ‘reatise’ ol"‘ﬂ
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P Raghsm reRAIEd fo by AUWSysii Beikidpets wid b
mjes. of ur, Raghuaatha Nayak (1614~28.A0.). The work
is cafled  Sangiia Sudh& ~ and it was published by the Music
Academy, ‘Madras in 1940. Although it bedrs thy tanié of Hhgha:
nitha Nayak as its author, it has been established that it was written
by Govinds : Dikshita, e Miinister of the ruler and the fatber of
Veankatamakhi, who revolutionalized C‘aruquc nasic by .introd
his 72 mela karta scheme. In the ** Sangita Sudbz ® Govin
mmmenuommuhemmom.uymm“mm
Sira ' of Vidysranya. ' gvftn wr wwiee frerevrtoe ot ‘v
sofiog . Venkatainakhi cxpresaly states in his * Obatardandi Praks-
siki " that the work * Sangits Sudh3 ** was written by his fathes
QGovinda Dikshits and was fathered upon Raghonitha Nayak.
Unfortunately the ** Sangita Sara " of Vndylruygu not available
now but Vidyiranyu viewd havé been summarised by Govinda
DriShita #nd it is ohily: frém him that we come t§ know of the IS

The * Sangita Sara ” of Vidyaranya has'a véry important ikl
in the history of Indian music especially of ooth. s serves
4s 8 Bnk Ueétween the “ Sadgita Ratndlaks » N (13ta
century) on the onc hand and the ! Svarpmels: Kallmdln
Rimimatya (16th century) on the other It was generally snpbbwd
that Ramamitya was the originator of the concept of mela and
fatiya ‘Tegas. Padit Heluger *Kishaathar) the: chainens: musico-
logist of Hubli whom I had:the -privilegs. of knowing, tried to
credit Pundarika Vitthala with the idea, but the credit is really due

to Vidyaranys. ‘This;is-also supported by, the,yiews MW
which I read carlier |n Hindi.




by m thu, ﬂlﬂan rulerof the anayanwﬂplb‘ m
worki was: ﬁm#yzamya .tthaumdnduoﬂimmh'“
that: g Work: retoncilis
omm Mxh writtea by the former. Aceotdhglb :
&MMWhmfoonﬂMm August 21 1850- a0,

" THE ttle of.thd hook is umamm,forthemdm.
word ¢ Mela " is used in'a title. Doubts regarding dil'om
between theory and. practice appear to surface in. lndu.n mugsic now
and then because Pundarika Vitthala and Somsnitha repeas
the same . complaint In their works Sadrégachandrodaya and
‘Wh& '

let!a (3 genus-lpecm system eonm of 20 melas and 64

m g against 15 and 50 of Vidydranya. All the 20 melas of
y havebeenidendnﬁedvmh the modern meolas of Carnafic

m;nc and a fe_w with' Himiultam ‘Thats like Bhairav, Ka8, Bil‘vni.
Allvedlndl’nrw Anmﬂmtedlﬁon of Ramamaitya’s "svm-
melakaltnidhi”, ably edited with an introduction and trin
By the late mwcologut M. S. Ramaswamy Aiyar, was publuhed I!y
th Annlmhl Umvcnlty in 1932.

ma. Somtanitha snd Venkatemakhi were sll Sduth
Tndias mﬁam and wrote for South Tidia. RAmamittya Wwakf tie
t 5 {6 break awiy from Sirngadeva’s theory of twelve Vikifia
Jvi!-‘@ Ehd o1k then to sevén. As for fe Melss, Rimaditya
rightly discarded the antiquited théthod of deriving rigas from rile
complicatéd system of Gréma-murchans-jati as well as the later
tshethod’of ragi-igidl-patra. - On the other hand, he bad the -genivs
-t0: ‘Jjscovei: wnity in variely i.c. a unifying priaciple in the variety of
fyfigmn:that camie under- his notice;. He was the first to open in bis
.Scek ¢ adperate chipter on Meia called the  Malaprakarana * -and
" Somsnfitha and Yenkatamaihi followsd him..  His work, . thersfore,

14 adapdmearhin the history: df thé Mela Siddhista.

S

:the many differcnces in lakshiye; soondd =



......
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ley 8- hundred yoans: afior. R Lol
mulakaldidhi ", there appoated o flie mabioal hasikon WS
* Indis (c..1650) another troatise:that was Wk pevoletidastitn
the mela system of Carnatic musis, - Ihbodhmmr‘ Chates:
dandi Prakasika” end its suthor was. Venkatamakhi;fe
Govinda Dikshita, the author of ** Sangita:Sudha”’. Aomﬂuz«tt'

tho ** Sangits Saramrita *’ of Tulajs,:the. Mauﬂwmﬁk of Thanjsvas; '
thmm“cmurdmdi" significs gita, dlipa, thiga and peabasdhe
—the four:poasible ehmeh through whioh.s: skga.: w:
Vonka.tamakhl says ‘in the colophon to his book that he wrote it at
the instance of Vijayaraghava Nayak who raled Thxsjaver from
1633 to 1673. Venkatamakhi's' séhems ‘of 72 melu holis swiyia
Clmutxc music for nearly two hlnd.ﬁd yﬂn now '

*  Venkatamakhi says thiat e was the disclple ofono Mpﬂts
charya (also known as Venksta Mantri) who wis' tHE' s6iiof
Honnayya from the North, Both the names sound like taka
.namqs apd Venkatamakhx’i work deﬂs vh“‘m'* only ‘Soht dian
mumc ° mont lmpornnt part of the book u tl'le bne ré'ﬁmhﬁ to
the nc].;eme of 72 melakartas Venknta;naklu was m sbted’ Qﬁhﬁ-
natha for ‘the’ ldea of evolvxngla schame of g:e-las ;ﬂ;e léhcmeit
72 melakartas comtmltes 8 dlstmct landmhrk in" the ‘B

Indmn music, It is of mterest io stqdeqts of comjparatif}e mmiéc‘ilo
of ‘other countries ‘as well, lmcet he scheme is ba;ed n th ’n‘ﬁw"e
sally recognised 12 notes of the gairt. " VenkatdinarhiKhs iﬁreﬁ is
Aos thp first, time g systematic clpssifieation of melgy bage
JSvamps, 'I'hq g9 melqs wpu:l;were dwadymvomm lo
Sim, g8 Knlplta malnk;n'tu {plrpady made) and tiw n;qn!q,mg
.wers, classified by him as Kalpyamana (npmed:atg possn,bnl%tnus), md
Kalpayuhxamana (remote. ponsibilities).

ookl nasn
¢ Ahholgh Vanhumaﬂnmamthatm MSinmllnoe he
“bold enomgh. to attempt & scheme like this (na hi tatialpans. phala-
«lochsnopi pragalbhate) he was fully .sware that.his scheine wns 8
bvague one at his time. - He says “I have no doubt wocked: it 2
“gmelas ‘but - - might be saidl thet this permutation is o waste.sieos, df

these only a few are known:aad found in.practies: ;: Mysegigis thet

P!



iti glababis Snddnmmmmtum dlma,p., ;t m;v
loft to m composers. like - Muthuswami  Dikshita, 1'yn|an}t.'
‘Sabhe % Dikshita and Maha Vajdyanatha fyer to write compmi-
_‘ﬁpa in; fome or all the 72 melas of Venkatamakhi, -

Caznatic, music of today, all thess melas m&edynz.,dm
nnnhetofoompm wmin*mpinthemin by day.

Once the 72 melakarta scheme of Venkatamskhi became an
established fact, other musicologists attempted to improve upon it
and discover more melas. One Krishna Chandra of Kerala read-
justed the svara sthinas of Venkatamakhi snd produced a scheme
of 84 melas. Some others made the prati madhyams as the fifth
note and tried to add-another 36 mela karta ragas. . It is well known -
that the Venkatamakhi lcheme dwidu mela kartas into water-tight
compartments viz those with Suddha Madbyama and those with
Prati Madhyama. Unlike Hindustani  music, there are only a
few ragas in Carnatic Music, like Siranga, which take both the
Madhyamas.

As 1 observed earlier, the fact that there were yawning
differences between theory and practice in music had exercised the
aminds of rulers like Rama Raya and Burhan Khan who commis-
gioned -scholars to write works to reconcile them. The thought
aled’- exercised: ‘the mind - of Vishnu Narayan Bhatkhande; the
Lakshanakara of Hindustani music, towards the end of the: last
century. “ Is there any connection between the theories of texts
and the art we consider today as music 7’ he asked and added
¢ Such thoughts often used -to -arise in my mind. Some friends
suggested that I should take up a tour of the Madras province
where some solution of this important question may be obtained ™.

Bhatkhandeji’s first tour of Tamilnadu took place in 1904 and
he visited Madras, Thanjavur, Madurai, Ettayapuram and slso



visited hbmnes At Bttayapnnm he met m ',
the grand old man of Carnstic music, and colledted a mmump of
the Chaturdandi’ -Prakasike,  Later: heé" lwquéé “ve - Séareimels
Kalanidhi and the' Sasgita Sarattirita. Ho took thom to m
_ sot them pﬂnud and*aold them for 2516 50 -paise, per cbpy.

' Bhatkhandejl xippearsf ‘to ‘have aypl‘ecfatecf the' ﬁww
gystem of raga- clnasxﬂcatmn current i ‘Souith Indid‘add tried to/\
introduce Qﬂn Hmdnstam migsic. " He arranged all the Fagas oF that
system under ter Thats and nathed’ thém aftet the best-known ragas!

The ten parental sciféﬁ are :—
Bilawal That (Sankarsbbargnam)
Kalyan or Yaman That (Kalyagi)
Khamaj That (Harikambhoji)
Bhairava That (Mayamalavagaula)
Poorvi That (Kamavardhani)
Marawa That (Gamanasrama)

- Kaphi That (Kharaharapriya)
Asavari That (Natbabhairavi)
Bhairavi That (Hanumatodi)

Todi That (Subhapantuvarali)

He thus paved the way for a mutual understaading of Hindusteni
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.



Boek: Review-

“Waradiyhsikia by 'Séres Chandés Banerdi. * Publiskied; by
‘Ribitidia Bhareti University, 674 Dwarakasatk Tagors Laie,
Etéork 100007 °1D83, Re. S2/-; -

The text of Nassdiyaiikis with an English translation rorma.
ajor content of this work. The translation will be whole-hea

0inéd’ by téhichéss &hd stmdonts’ of masis. Usfamilibirity with
sheit s’ depriveg ‘matly’ ah’ edger studont 'of direct agosss 1y
dhekrit" Works.” Bven’ thoughz a tratisiation is no suls Sor tire
original, it takes the student closer to the text than do inhapréhﬁm
writings. And as the auther himself points out in the preface, his
translation is fairly literal. Many of the techmeat terms have been
left untranslated and- their meanings saplained gsparately in the
notes. While the translation leads one directly to the text, the
author sums up the musicological conteat of the wosk ia the intro-
duction and intwo essays * Musicology in the Naradiyasiksa” and
«Musioology in the works on Siksa”. The appendix which contging
this seoond essay also includes the essay *‘ Origin and Developmesng
of Indian Music and Musicology * select bibliography and the
tot of ‘¢ Pakcamasarasambita *’ a work attributed to Narada.

i

This is the first time that a translation of the entire Naradiya-
§ikga has been published.though the translation of selected verses is
found in * A Historical Study of Iadian Music * by Swami Prar
jnanananda aad *“Bharatiya Sadgita Ka Itihasa ** by Ds. S.S, Perane
jape. While the present work does attempt to fill a gap in Musi-
cology, mmely, the musicological speculation in the related field of
Vedic recitation, its usefulness would have been enhanced by
thoroughness in editing and the prevention of errors.

In the introduetion the author attempts to determing the date
of the Naragdjyaéikes. He feels that the Naradiyasiga antedated the
Natyasastra, heause *‘it mentions neither Bharata nor the Natya-
dastra® (P. 1), . Bmt then the reverse too ig partly true. There is
mention of one Narada but not of the Naradiyasiksa in the Natya-
fastra agd this personage seems to have been a writer on Gandharva

26 L M .



202 THE JOURNAL OF THE MADBAS wm ACADEMY - Yok LV -

and monﬁih-(mms.at.!g;ah!ﬁhoum
in the Naradiyasiksa (1, 7, 12) and in ooe.of the mumuscripta of
Nutyniastra (29, 57) e alike, sad the editor.of 1he 50,8, sision

of Natysfastra has stated that the vores bas besn. gueted from
Naradiyafikea. Bot this suggestion itscif is.-based. Q:ﬂbm_
thas the Naradiyadikya is carlier. Atpmentnoe ® is available
deﬂnuytodemmmumdu h. S

While eonpmu the werk . vith the Wﬁouﬁu
(P. 2/ points out a merse of Sikss (1, 2.4)omium in the
Puraga with a single difforence. Instoad of the word “ tspa * the
word * tala’* occurs in the Pursna.

T g am TRAEEafy; |
AT TR R il

The author attributed the difference to scribal error but confesses
that it is difficult to decide which of the work is errant. But it is
evident from the context that the correct word is “ tana **. Futther
as Alain Daniclou and N. R. Bhatt have suggested, in two of the
manuscfipts of Vayupuraga the reading is “ tana ” and thoy have
naturally accepted this reading (See Textes Des Purapa Sur La
Theorie Musicale Vol, I. P, 24).

"While desctlbing the contents of the work the author
Dr. Banerji, lists the Saman svaras with the equivalent svara-s of
Laukikagana.

In Saman o In Laukika-gdna
1. Krugta corresponding to Sadja
2. Prathama » Rgabha
3. Dvitiya . Gandhara
4. Trtiya ”» ‘"Madhyama
5. Caturtha - Paficama
6. Mandra » Dhsaivata
7. Atisvarya » Nisada

But such an cquivalence is nowhere to be found in Ntudiylﬂhl.
The above table is thus very misleading. (seo P. 4).



4!!(!”%4" the NWJ"‘”"‘

He explains the torms  Taiia, Roga) Oraila nd' milkohible
Wiile: apiling. of grwncs ho famseks (p: §) : “ In Sadja, Nigada is
slightly touched, Gandhara is ezocessive and Dhaivata is tremulous.
In medhyama there is excessive effort rehtu;g to Gsndlura I“_indn

and disappers and Dhaivata {5 weak. % (p. 8) 4 From 'these
&ewrif;hons it dppears ds though Sedjigrama * and- “¥Medhyama-
iﬂdﬁa"‘ ‘meiifioned refér 16 the two giame-s. -‘They dre'Based'on
Vmeh 1, 4 7' and’1, 4, § of the Siksa which ere dmong the seved
verses ‘1, 4 5-!!) describing the scven Raga-s. Thus * Sadja * and
¢ Madﬁyama ‘tefer to Sadjegramaraga and°Madhyamagramarags
and not to the two grama-s. This is obvious sinée grama merely
reférs to an ordered scheme of svara-s and not to a melodic entity
with weak notel otc. Again in the statement * Sadharita takes
place ‘where ' Knhl!ilpomudofanurssm-o” (p. 9), the term
Sadharita refers to the gramaraga of that name (see 1, 4, 9): In
fact the names of the seven raga-s mentioned here correspond to
those of the seven Suddhagramaraga-s given in Saigitaratnakara,
Though the references to the relevant verses of Saigitaratnakara are
given by the author himself in the * Notes’ (p. 6-7), the statements
in this essay and also the language of the translation leave the
reader confused. That these verses of Naradiyasiksa refer to the
Gramaraga-s is also corroborated by the fact one of them (1, 4, 8)
is..quoted in the Bharatabhasya (7, 86) in the description of
Sadjagramaraga.

While speaking of the two varieties of Vipa—Daravi and
Gatra, the author remarks, * Daravi scems to have been made
of wood(daru). . The form and material of the other one (Gatra)
are not clear.” * Gatra” meaning the body, prefixed to the term
Vipa, indicates the process of singing the Saman and the indication
of the svara-s on the fingers of the hand, in-particular. Bharats
100 mentions “ $ariri viga  along with * daravi vips . su-ln



204 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LV

nnu pertalnlng to “l‘ll'l or * thﬂ'humn‘body - %w
from the following mmi& Abﬂmmm.-g bt m'!

SRORsd o R mi i 'naqtm
ot g e Wl fon g |
(Ammuummwnm

fhe Text of Mrdtﬂyaiﬂcab

1. Coming to the main work it is strange to note that the
suthor has not mentioned the source. of the taxt of the Nuadlylﬁikol-
which has been taken up for translation. Several prmted edmom
of this work have appearcd and the anthor has himself listed_ fom'
editions in the * Select Bibliography . The preface states that the
text has been presented *‘with Variae lectiones, followed by Sobha-
km s commentary” but neither the variant readings nor the com-
mentary is present. Bhagta Sobhakara’s commentary Snkaavwama
on Naradiyasiksa appears to have been printed for the first time in
the Siksasarigraha, a collection of a number of Siksa-s of different
Veda-s, published in the Benares Sanskrit Series in 1893, In 1964,
the Sri Pitambara-Pitha-Sarhskyta-Parigad of Datiya (M.P.) brought
out an.edition of Naradiyasiksa along with the commentary of
Sobhakara, Dr. Bagerji has perhaps relied on this edition for his
text of the Siksa. This is suggested by the fact that some of the
mistakes in the Datiya text have crept into this edmon too. For
instance, in the verse given below

orgendT q@At 9 FfaEmANE
(N, Sik 2, 2, 11 ab)

inftead of the word *ca’, pridted in Datiya edition and -bur
R.B: University text, the WOrd ‘ta’ should vcdur as i clear from
the commentary and the Benares edition. -

: . -Again the phrase *igat sprsta’ (in 1,4, 8) occumng mﬂw
Bradres adition and in another edition published from Mesmt Jl
printed wrongly as ““igat spasta’ in the Datiya edmon, a mistake
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Techmcally and metrlcany the reading the ebovv verse 1 wreng: S
it should be

e ‘

. T g Wuﬁ %at a a@q "

Thns is the readuig found in the Meerut editidn, - And strafigely the
translahon represents ‘Dot the text in its own R. B. University) editfon
but the corrected readmg “Do not keefi the fingers widely apant
from one another, do not touch them at the roots”. ‘Fhe defective.
readmg wOuld have given the opposite sense-* . .- ., touch'ihém
at the roots”. - o

Similarly in the verse 1, 3, 7 the text reads “Frear reraThtBe:"
whereas the translation mentions *bela, tala, aupanaya”, which
conforms to the text of other editions like those of Benares and
Meerut. There is another such instance, in the “Notes™.

In page 8 while giving notes the author explains the phrase
< atisandhiyate”, which does not occur in his text but only in the
commentary in Datiya edition and in the text of Mosrat edition.

At places the translator seems to have used a text diffecsnt
from the one he has edited.

(6) There are also lacunae in the translation. Parts of verep
and sometimes whole series of verses have been left untransigsed.
For instance, ton verses Nos. 8 to §8 im the I] kandika of the If
prapathaks have been left untranslated. Again in the verse 2, 6, 3
ghe transiation for the second balf is missing,

In verse 1, 5, 5 the translation has left out a few words of the
4est and copvoys a wrong meanisg, “ Frem the throat. prises
-Rsabha 7 should aetwally be * From the throummﬂ
from the head Ryabha is known (to arise) ”. - DN



Again. for. the varse 15 5, 10 the trapslation has missed out two
heart.” sheuld be *. . . strikies against chast, heart, thragt and, head ..

la the verss 1,7,10 a single letter “ g.” (abbreviated from of
wqw). has beca overlooked which leaves the translation incemplete..
“ Dipta is in mandra, the second, as well asin the fourth * the
translation, which should actually be ¢ Dipta is in mandra, the
second, the firsz as well as in the fourth (svara) .

It is also not cléar why the word *“kuiijara” in 1, 5’,4 simuld
ave been translated as  deer”* and not as * elephaat ™.

Notes

The notes actually complement the translation and without
secourse to them the reader cannot grasp the purport of the text.
The author bas cited the meanings of terms from other Siksa-s,
Pratisakhya-s and other works. However the meaning of * Krugta’”
(p. 3), given as “a loud accent’ perhaps based on the commentators
explanation (e :'.) is a bit odd. It should have been ** a high
accent *’,

Appendix

1. In the two essays included in the Appeadix, the first one
is_on ‘Musicology in the works on Siksa”. In this the author has
presented the musicological references found in Siksa works, viz.,
Papiniya, Yajiiavalkya, Magpdaki and Naradiya. This essay provides
usefal information for the students of musicology. It would bave
been helpful if the author had also mentioned the edition of the
Siksa works. The author could also have included the information
given in the *Siksa adhyaya” of Bharatabhasya of Nanyadeva.

2. In the second essay on the “ Origin and Development of
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,
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. While* the - effort: faken by the - suthor: is bound to benefit the

muslc world, the work itself falls short of one's expectatlons of a
scholarly: treatise. : .

8.

9.
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Sunil Kothari and Mohan Khokar. Published by Ravi Shankar
on behalf of RIMPA and the Uday Shankar Festival 83 Committee.
Price not indicated.

The book under review is a gorgeous tribte to 'Udaii ‘Shankde
who strode the world of Indian modern dance like a colossus for
nearly four eenturies: He had no formal education in the sense
that he did not enter the pOrtals of an University to come ont with
a paper scroll called a ‘degree’. 1In this respect he can be compared
to the literary genius Rabindranath Tagore who always struck
out along new lines in the field of literature. Uday Shankar was
a restless soul with en unquenchable thirst for discovering new
forms and shattering the prejudices ageist an art which had been
relegated to the status of entertainment of a dubious nature.

The book opens with a short but excellent biography of Uday
by his brother Rajendra Shankar uader the caption ‘Personal Remi-
niscences of Uday Shankar’. Uday Shankar was born in Udaipur
as one of the four sons of a Bengali couple, Pandit Shyam Shankar
and Hemangidi 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
*of 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 of 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 of Indian musical instruments.
On the advice of Sir William Rothenstein, the Principal of the
Royal College of Art, Uday went to the British Museum at London
to study the magnificent Indian paintings there, specially the mmla.
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









