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THE 58TH MADRAS MUSIC CONFERENCE

OFFICIAL REPORT
THE OPENING DAY 19TH DECEMBER 1984

The 58th Annual Conference of the Music Academy ‘Madras
was held at the T. T, Krishnamachari Auditorium in the premises
of the Academy, 306, T. T. K. Road, Madras from the 19th Decem-
ber 1984 to 2nd January 1985. The Conference was inaugurated

by Dr. M. A M Ramaswamy, Pro-Chancellor of the Annamalai
University.

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

Messages

Sri S. Natarajan, Secretary of the Music Academy, read
messages received from prominent persons all over India and
abroad for the success of the 58th Conference of the Academy.

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 :

“Dr. M. A. M. Ramaswamy, Dr. Doreswamy lyengar, Ladies
and Gentlemen,

On behalf of the Executive Committee and Members of the
-Music Academy, | have great pleasure in extending a hearty
welcome to the distinguished guests who have assembled here
this evening in response fo our invitation.

It is given to a few families to make lasting contributions to
the shaping of the future of the State or of the country. The family
which produces a man of destiny or a poet who heralds a literary
renaissance or a scientist who widens the frontiers of knowledge
through his discoveries, rarely produces a person of comparable
eminence either before or after. Look at the family of Mahatma
Gandhi or Sardar Patel; or for that matter the family of Bharati or
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Tagore, We see no one who has measured up to at least some
height of these great men in the past or who can outshine them in
the near future, In the case of Dr. C. V. Raman, however, we have
Dr. S. Chandrasekhar, who has risen to the stature of Raman to
share a like glory. Incidentally, the Music Academy feels highly
honoured by the endowment which the Nobel Laureate has insti-
tuted in the name of his father who was one of the great and
highly respected connoisseurs and critics of Carnatic music.
By and large the families of these eminent sons of India appear to
have grown sterile, so far as the production of great men is
concerned.

There are other families which transmit talents, traditions and
wealth to succeeding generations, so much so, we find them con-
tinuing to play a key role in the affairs of the State as of the
society. In the Nehru family, Motilal Nehru has a place in history.
Jawaharlal Nehru made history and Smt. Indira Gandhi has im-
mortalised herself as a Statesman, Administrator and also, alas, as
a Martyr. Today the same family has given us a Prime Minister
in Shri Rajiv Gandhi who, we hope, will embellish and improve
upon the traditions of service set by the distinguished members of
his family.

In the field of business and industry too, we find a number of
families of this genre. Of them, the Tatas and Birlas stand out for
their pioneering role in industrialising this country and founding
and running educational, welfare and research institutions which
have greatly helped to meet the growing needs of modern India.
The role of Chettinad House in Tamil Nadu is somewhat similar to
the role played hy some of these industrial houses | mentioned
just now. Raja Sir Annamalai Chettiar was a magnificent man.
He was regal in apperance, in hospitality and in his benefactions
to deserving causes and in starting and maintaining institutions to
promote educational and cultural causes. Everyone knows that he
founded the Annamalai University, but who will remember how
the made that institution a pre-eminent one in the South? He
sought out and secured the best teaching talents then available.
Also, some of the Vice-Chancellors whom he got for the University
were men of great standing and stature in the country and abroad.
Rt. Hon'ble V. S. Srinivasa Sastri and Dr. C. P. Ramaswamy lyer
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were the most eminent of the Vice-Chancellors Annamalai Univer-
sity has had. The traditions he forged and bequeathed to his family
are equally grand, Statesmanship which silently influenced social
and political trends, graciousness which forged bonds of friendship
with people of opposing ideologies and view-points, warm human
sympathies expressed through spontaneous help, passion for excel-
lence which was not prepared to compromise easily with anything
other than the best notwithstanding considerations which started
governing educational outlook even in those days, policy or prefer-
ence which did not result in exclusions as proclaimed by his prefer-
ences of Tamil Isai, which did not mean exclusion or diflikeof tradi-
tional Carnatic music-thesd were the major stands which constituted
the grand tradition evolved by the first Raja of Chettinad. Some of
the older members of the Music Academy will not forget the fact
that Raja Sir Annamalai Chettiar inaugurated the Annual Confe-
rence of the Academy in 1932. His son Rajah Sir Muthiah Chet-
tiar who inherited this tradition and all the rest that went with it,
inaugurated the Conference in 1934. Exactly 50 years after, we
are having a member of that distingushed family, Dr. M. A. M.
Ramaswamy, to inaugurate this Conference. Dr. Ramaswamy., |
need notinform this audience, has inherited intact the great
qualities of his father and grandfather. It is therefore appropriate
that he should inaugurate the 58th Annual Conference of the
Music Academy. | offer him a very sincere welcome.

The Music Academy this time is bathed in the fading hues of
royalty. True, all arguments are against royalty; but all nostalgia
is for it. If a member of the family of Raja of Chettinad is to inau-
gurate this Conference, a member of the Vidwans Orchestra organi-

-sed by the Maharajah of Mysore, Shri Krishnaraja Wadiyar, that
prince among connoisseurs and king among patrons of talents, is
to preside over it. Dr. Doreswamy lyengar's title to greatness
does not rest on the mere fact of his having been a member of the
Vidwans orchestra during the days when the Maharajah had
created and maintained an Augustan atmosphere in the Mysore
Palace. Dr. Doreswamy lyengar went through the Gurukula sys-
tem of learning music complete with the rigours, the reverence,
the awe and the toil associated with the system. He is therefore
a traditionalist who has been trying his best to preserve and trans-
mit the tradition of Carnatic music with all the purity and richness
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with which it was passed on to him by his Guru. He would there-
fore not pander to prevailing tastes but would insist on improving
the taste of the average listener. He kept his windows open and
allowed diverse musical influences to blow in into him. He had
been a witness to the Maharajah’s grand efforts at evolving har-
mony in Indian classical music and witness too to:its failure. His
fidelity to the Indian classical tradition is therefore unshakable.
He had an opulent listening experience gained in the 20s and
30s when Carnatic music was in its high noon of glory. He had
listened carefully and with considerable devotion to some of the
great masters in the field of vocal and instrumental music.
Coming from a family of musicians trained in the hard gurukula
style, shaped by some of the chaste and lofty influences during his
youriger days, Dr. Doreswamy lyengar today is an integrated per-
son who allowed his loyalty to the Indian musical tradition to
govern his work in AIR with which he was connected for over
two decades. Some of the features he produced particularly two
namely ‘Vaagkeyakaras of Karnataka in the post Tyagaraja period’
and “Gita Bharati’” became famous. Dignity, restraint, deep humi-
fity, diligent research, devotion to his Guru and an assured mastery
over his art have made him the doyen among Vainikas today. Dr.
Doreswamy lyengar comes from a part of the country which is the
Talakkavery of Carnatic music. | offer him respectful welcome.

It is customary to give the Music Academy building a face-lift
on the eve of the Annual Conference. This time we could not
stop just with a face-lift. Every part of the auditorium - the stage,
the seating arrangements, air-conditioning and other associa-
ted facilities - which was built some two decades back, needed a
serious second look. Time had- impaired their usefulness and the
none too prosperous condition of the Academy would allow an
earller look into them, On close examination, it was found neces-
sary to replace the entire stage flooring made up of wooden planks,
1o change the main curtain and the side curtain on the stage, as
well as the curtains outside, to install a new air-conditioning plant
as the old one had become unserviceable, to replace all the seats
©on the ground floor, to repair, the side panelling on the walls of
the main hall and the ceiling and to cement concrete the entire
:space outside the ibuilding including the parking lot. All these
have been]done not by reason of the fact that the Academy has
become suddenly prosperous but because of the generous help of
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well-wishers who still set great score by excellence. Mr. Ram Sha-
haney gifted a Leyland engine; Mr. S. L. Kirloskar gave an alternator
at cost; my friends Ramu and Ramasubramania Raja met part of
our cement needs; and another friend from Bombay, who wishes to
remain anonymous, has promised to help us in regard to air-con-
ditioning. On behalf of the Academy, | offer them our heartfeit
thanks.

Those who were responsible for designing this auditorium
deserve our respect and admiration not only for thegir aesthetic
sensibility but also for their vision, They found that the Guru-
Sishya tradition was slowly fading out, that the communicatian
industry would greatly widen the circle of music listeners, that the
small halls and temple mantapas from where top-ranking artistes
sang or played to the delight of compact and discerning listening
audience would fall out of use, and that the on-coming age of
consumerism would demand more listener-comfort, proper acous-
tics and flawless amplifier arrangements. So they designed an
auditorium to suit the needs of times far ahead of their own. The
improvements that have now been made were possible because of
the far-sight of those who planned this auditorium.

Quite a number of other changes have also started influencing
our life and outlook. Colour TV, Video Cassettes, Home Compu-
ters and similar other gadgets which have become status symbols
are elbowing out serious journals and great books needing concen-
trated study. Pop music and disco music sway listeners - yes,
even literally classical music s taking a back seat. No great com-
posers are seen anywhere. Mr. C. Subrahmanyam, speaking at a
function at Krishna Gana Subha recently pointed out this drift and
wanted the Music Academy to take urgent steps to arrest this
onrushing decadence. You would have noticed that even in the
West there is now a seeking for the higher and more elevating
influences of the past. There is a growing demand for our Scri-
ptures, for our Classical music. | would like to inform my estee-
med friend Mr. C. Subrahmanyam that we too are trying to recover
values and traditions which are facing a serious threat from many
directions. The advent of Sruti, a serious magazine which aims
at promoting excellence, preserving valued traditions and encoura-
ging innovations and adaptation in classical music and dance is
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an indication of this. The Music *Academy‘slown efforts in this
matter directed towards initiating the movement for the acquisition
of the houses or housa-gites of Sri Tyagaraja, Sri Muthuswami.Dik-
shitar and Sri Syama Sastri and making them into live centres of
learning. Some years ago, 8 Trust was formed to collect funds to
acquire their houses and build suitable memorials. Thie Trust acqui-
red the property but further progress in the matter was tardy. Last
year, the Music Academy arranged at its own expense a series
of memorable music pérformances by leading artistes at Tiruvarur.
Music lovers will be gratified to know that this work has now been
taken over by a Committee formed at the instance of His Holiness
Sri Sankaracharya of Kanchi Kamakoti Peetham. The Academy
has offered its full co-operation to the Committee now in charge
of this project.

The Music Academy took another step forward in this direc-
tion. With a view to encouraging young talents, it organised a
mid-year series of concerts in the month of June. Also, it was
decided to arrange monthly concerts by top-ranking artistes. The
concerts of Maharajapuram Santanam, K. V. Narayanaswami, T. N.
Sesha Gopalan and D. K. Jayaraman drew record crowds of rasikas.
The experiment proved so successtul and satisfying that we intend
continuing these monthly programmes from February, 1985. The
Harikatha Kalakshepamson Sunday mornings have also proved
extremely popular. The Academy is also considering instituting
scholarships for young but not very prosperous musically-endo-
wed youngsters to study music at the feetof a master as in
olden days or to join some high-class well-recognised institutions
so that they could develop their musical gifts,

Apart from giving encouragement to musicians by arran-
ging concerts, the Academy has also been thinking of doing
something to ameliorate the conditions of Vidwans who are not
agile enougts to join the competition prevailing in the world of
music. For many years the Academy had been giving a stipend
of Rs. 100/- per month to a limited number of musicians whose
popularity and prosperity are on the wane. For obvious reasons it
has not been found possible to increase this number. We are
therefore working out a scheme in which the Academy will pay a
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premium for insuring the lives of a larger number of musicians to
enable them to get insurance cover. The details of the scheme
are being worked out in consultation with the Life insurance
Corporation of India and we expect to make an announcement
of the results in the not too distant future.

We are also examining the idea of opening a research unit
which will arrange for a systematic collection of palm-leaf and
other manuscripts still in possession of old village houses which
had links with the masters who had contributed to® enrich the
musical tradition of the South and take up research work on
modern scientific lines. We hope this dream too will be converted
into a reality very soon.

A recognition of the Academy’s work and of its standing in
the world of art and culture has come from unexpected but very
high quarters.

The Central -Sangeet Natak Akademi of New Delhi has deci-
ded to hold its annual function of presentation of National
Awards and the subseqneut music and dance recitals by Award
winners in this Auditorium in collaboration with the Music Aca-
demy. This is the first time in the annals of Sangeet Natak Aka-
demi that it holds this important function outside’ New Daelhi.
The function is expected to be held during the third week of
February 1985 and an announcement in this regard will be made
as soon as the date and other details are finalised.

What use is music without Bhakti? Smt. M. S. Subblakshmi
who sings and soars to ethereal heights of Bhakti and soaring
songs to enthrall and elevate the listeners is the President of this

year's Sadas.

An interesting programme of talks and lecture demonstrations
during our morning sessions of the Experts’ Committee has been
drawn up in which about 40 musicians and scholars will be partici-
pating. Special mention may be made of a demonstration by a
Western violinist from Paris, a feature on Mohini Attam and a
presentation of Kritis in the Saurashtra language spoken by about
five lakhs of Saurashtrans. Bharata Natyam will also be covered
by specialists in the field.
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The music and dance recitals that follow will provide a sum-
ptuous cultural fare to our members and the art-loving public of
Madras. Inaddition to the usual Bharata Natyam and Kuchipudi
recitals, a special feature this year, will be the presentation of a
Kathakali dance-drama on the 1st January 1985 by the Margi
Kathakali Centre of Trivandrum with the renowned Kalamandalam

Krishnan Nair playing the leading role of Duryodhana.
7

On our publications front, | may mention that Vol. LV of our
Journal has just been published, thus bringing the position current,
and Vol. lllof the Raga Nidhi was published this year witha
grant-in-aid by the Sangeet Natak Akademi. A reprint of Vol, IV

of this thesaurus on Carnatic and Hindustani ragas is scheduled
during 1985.

My thanks are due to the four Secretaries of this Academy
for cheerfully tackling the ever-increasing workioad and additional
responsibilities placed on them. 1also thank the members of our
Executive Committee for their active co-operation and valuable
advice in the conduct of the affairs of this Academy.

1 now request Dr. M. A. M. Ramaswamy to inaugurate our
68th Annual Conference and the connected festival of Music and
Dance. Thank you’.

INAUGURAL ADDRESS

Dr. M. A. M. Ramaswamy delivered his inaugural address in
which he said :

* Mr. Vasu, President of the Music Academy, Vidwan Dr.
Doreswamy lyengar, President of the Conference, Office-bearers
and Members of the Aeademy, and Ladies and Gentlemen.

I am thankful to the President and Office bearers of the Music
Academy for having asked me to inaugurate the 58th Music Festi-
val and Conference. The Academy has a long record of impres-
sive growth from modest beginnings, and today. it has attained the
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position of being the leading organisation in Tamil Nadu, con-
cerned with the Fine Arts. | see from your programme that a
very large number of music concerts has been arranged. Along-
side well-known musicians, who have established - themselves in
the forefront of the profession, opportunitieg have been afforded to
rriany young artistes to give performances. This is as it should be.
Unless well-known organisations give such opportunities, young-
sters with talent will have to struggle .for recognition. It is not
enough if the Sabhas look only to the box-office. While income
is an important consideration, it is not the only object, 1 art is to
advance. | also notice with pleasure that you have given equal
prominence to dance and notonly to music. These two forms
together constitute the Fine Arts. They have to grow together.

Many things are changing in the world today. These changes
affect every aspect of our life. In the olden days, art was patroni-
sed by the Kings.and Zamindars. Our Temples played an impor-
tant part in fostering music and dance. Indian culture was pri-
marily rural. Agriculture was the main occupation of the people.
Even learned persons lived only in the villages. Life was not
perhaps exciting, but it was steady, and it provided ample lei-
sure for the development of traditional learning and the cultivation
of Fine Arts. But a great change has taken place. From being
a predominantly rural culture, ours has become an increasingly
urban culture. The villages have become centres of agriculture and
no more. The educated classes have migrated to the towns. Many
of the labouring classes have also migrated to the cities, because,
due to the increase in population, all the members of a family are
not able to live off the small income from agriculture. The profes-
sions, industry, and trade, are now the avenues of employment for
all classes, including labour, The kings and nobles, i.e, the landed
gentry, no longer exist. The temples have lost their land and
cannot afford to patronise learning and the Fine Arts. In any case,
the old kind of learning is fast disappearing, and is giving place to
what is popularly known as modern education. In the field of the
Fine Arts, -all this change has had two major effects. The first is
that the old system of Guru and sishya is fast disappearing. Instru~
ction in music also is given in the colleges set apart for the pur-

pose. Although even here the student has to learn from a teacher,
2
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the personal touch is lost and besides, he has to learn from several’
teachers. Such students may become competent musicians, but
they cannot belong to a particular tradition or sampradaya. Besi-
des, many young men who are musicians are also employed else-
where. They consider that music is a risky proféssion. One
cannot blame them. While these persons are more educated than
the older generation of musicians, they are not life-long and single-
minded devotees of the art. It becomes an accomplishment and
not a profession.

This attitude must change. There must be single-minded
devotion to the art. Only that can create perfection in that parti-
cular field apart from progress in that category. Such a tempera-
ment to keep up the tradition, purity and sanctity of the art and also
development of that fleld can fiourish only when there is. security
for those who take up such an avocation. Even in the field of
games such as Tennis, Cricket,Foot-ball, etc., we find professionals.
This single minded devotion is much more needed in the field of
fine arts. This security for those who take up cultural activities
can be very well afforded by academis like the one here. We
-want many more of this kind of academies in different fields so as
to perpetuate, progress and promote many of our fine arts and folk
arts, The yeomen service rendered by the Music Academy, Tamil
1sai, Sangam and various other academies and Sabhas deserves
the appreciation of art lovers.

The second major change that has taken place is that the patro-
nage of music has been transferred from the kings, temples and
the landed gentry to the Sabhas. The Sabhas are all important
now. Even during marriages, music performances are getting
more and more rare. A Sabha can function properly, without losing
money, only in a big town or city. The artistes also live mostly
in the cities. They continue to prefix the name of their villages to
their names, but this is only a continuation of an old practice and
does not correspond to reality.

Apart from the Sabhas, the only important institutions purve.
ying music are the All India Radio & T.V.
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While the Sabhas are reluctant to risk giving chances to bud-
ding musicians and generally play safe, the AIR is to be congra-
tulated for encouraging young artists. Some persons complain
that the standards - set by the AIR are very low, but this is not a
defect. On the whole, the part played by the AIR is to be com-
mended. But there is one big defect that has crept into our music
concerts because of the AIR, and this is the shortening of the dura-
tion of music programmes. In the early days of radio concerts,
the better class of concerts used to last for an hour and a half.
This was not only to give sufficient scope for the artiste to bring out
the full beauty of a raga and a song, especially in the major ragas.
It will also be a guide-line for the younger artists, who will other-
wise be content with singing a bit here and a bit there, and thus
be unable to develop into first class artistes.

There is no doubt that classical music today commands a
wider audience than ever before. This is partly due to the Sabhas
with membership running into thousands, Itis also due to the
spread of the listening habit through radio receivers. The possi-
bility of singing before very large audiences was made possible by
the use of the microphone. Here also this was a mixed blessing.
The advantage was that classical music reached a wider audience
than before. The disadvantage was that the artistes began to lower
their standards so as to satisfy the large crowds. This is definie
tely bad. The normal duration of a concert, but only a half of it
but the discerning listeners were thankful that at least they could
listen to a reasonably arranged programme. There was also a
good programme of ragam, talam and pallavi by eminent musi-
cians, which kept up the old traditions. But the abridged radio
concerts had a bad effect on the public concerts. The tendency
gained ground for reducing the duration of these concerts also, so
that, the artistes began to sing for less than three hours. In fact
in several reputed organisations, devoted to the promotion of
Carnatic music, the rule now for even the major concerts is to last
only for two hours and a half. The artistes have now forgotten
the older methods of singing, and have developed a new style of
short rendering. This does violence to the genius of Carnatic
music. While it should be admitted that it is not possible to
bring back the leisurely days when concerts lasted from four to
five hours, it is desirable that a good concert should last at
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least three hours. This is necessary. The artiste has a duty to the
audience, but he has a greater duty to the art. He must elevate
the audience and accustom them to listen to a better kind of music
He should not look to immediate applause or mere immediate
popularity. It may be readily agreed that what is l;ﬁceptable and
necessary to an elite audience of fifty persons, cannot be made
the standard for a concert for an audience of a thousand persons.
But this is merely a mafter of selection and elaboration. It does
not call for a compromise with purity and tradition. The artist
should not lower himself in any way. On the contrary, the au-
dience should be slowly and steadily educated into a higher stan-
dard of listening. This is not as difficult as it may sound. In this
way, the larger listening public can be turned into an advantage.
In the long run, this will benefit every one.

This brings me to a related and also very relevant subject.
Some persons think that classical music is more an intellectual
exercise than something pleasant that is pleasing to the ear of the
average listener. This is a totally mistaken idea. The first object
of any art is to please, be it the eye or theear. If it does not
accomplish this, it stands condemned on that single ground. It
is not necessary to be versed in the technical details of an art to
appreciate what is beautiful. If the sound of the song is sweet,
and the mridangam follows the song, then, it is bound to please
the average listener. The great artistes of the past were not
merely experts in the science of the art, but were also experts in
the beauty of their singing. The two are not contradictory. On
the other hand, the two must. go hand in hand. Ariyakudi,
Maharajapuram, Madurai Mani Aiyar, Musiri and among the ladies
M. S., and several others have shown that grammar and art go
thand in hand. In literature, music is always referred to as *“‘sweet
music”. And that is how it should be.

Music has in its turn, concentrated on the composition of
songs which have religious themes. The songs of Nayanmars and
Alwars, which dates back to the 5th and 6th Centuries, are music
sung in praise of God. Music with melody meaning and devo-
tional substance elevates one’s soul. If substance is lacking in the
music, however much it is melodious and convey certain meaning,
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it will not do good to build up the character of the Nation. The
influence of the Trinity of Tyagaraja, Muthuswamy Dikshitar and
Syama .Sastri, has been so great that their names have become
immortal. Their compositions have given dignity- to music and
fillip to religion. | wish and hope that our compositions are of
such high excellence so that the traditional character of our Nation
is kept up in a higher level.

It is in this contaxt of wider popular appeal that | would like
to refer to the Tamil Isai movement. My grand-father, the late
Rajah Sir Annamalai Chettiar, was anxious to bring together the
treasures of the songs of the Tamil saints and great Tamil compo-
sers and make them available to the public. This was not in oppo-
sition to any other kind of music, but only an addition to the
extensive repertoire of music that was already current. Any impare
tial lover of music will see that this does not interfere with the
singing of the ragas or swaras, but only brings to the average
listener songs, the meaning of which he can understand. It is
needless to say that such music about Gods and Godesses who
are worshipped in the Tamil country in our magnificent temples
about which we can be justly proud, has an appeal, of its own.
The matchless songs about Lord Muruga in the Tiruppugazh of
Arunagirinatha, the songs of Gopalakrishna Bharati, and in our
own time. those of Papanasam Sivan deserve a place in any clas-
sical concert.

It makes religious emotion more meaningful, and music more
dignified. 1 hope | am not going out of my way, if | plead that
at least a few songs in every concert should be in the Tamil fan-
guage, notin substitution of anything, but as an addition. | am
glad to note that the Music Academy is the first institution to in-
clude rendering of classical Tamil songs in the prepallavi part of
the concert.

| wouid like to say a word abaut the film music. It attracts the
masses but at what cost ? | have known films where this tradi-
tional music, both from fine arts and folk arts, is preserved and
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moulded to suit the present conditions without in any way degene-
Tating to alower level. Film is a powerful medium to educate and
elevate the masses of the country. Such a medium has to be used
to build up traditions, conventions and above all, the character
of the nation, Our musical heritage can be very wéll preserved if
only the film makers have the mind and culture to preserve the
same. In the early days of Tamil films, the music was to a large
extent based on the usic of Tamil stage which adhered to time
honoured patterns. it was light music, but based on patterns
which were true to the soil on which it grew. Their mass appeal
cannot be ‘denied. Even to-day our traditional Ragas and folk
music depicted through films are very much appreciated. But in
some films the music is unrelated to the genius of the people. 1 do
not know who are responsible for this unwelcome change but this
misdirects the taste of the people. The present-day music in some
of the films is neither Hindustani nor Carnatic nor Eastern nor
Western but is a mixture of odd sounds. It is a tragedy thata
great tradition of classical as well as folk music should have gone
in for this kind of no man’s melody. There is no meaning in
saying that this is what the people like. Nothing is farther from
the truth, What is happening is that the people take what is
given to them. 1 hope that better counsels will prevail in the
film world in the future.

We in Tamil Nadu can be justly proud of our cultural heritage.
Whether it be in the field of music or literature or sculpture or
architecture, we have built up monuments that will stand as long
as the world lasts. The bronze statue of Nataraja at Chidambaram
and at various other places, the temples of Rameswaram, Sriran-
gam and Madurai, the Gopurams at Tiruvannamalai and Srivilli-
puttur, the songs of the great Trinity and the religious outpou-
rings of Always and Nayanmars have placed us in the forefront
of those who have contributed to the culture of the world. The
land that produced Kambar and Tiruvalluvar has certainly every
Teason to be proud of itself. We, the present generation have a
very great responsibility to protect and preserve our traditional
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music. Let us hope that we of the present generation will not
fail in this great task.

With these few words, | have the grestest pleasure in inau-
gurating this year’s Music Festival and the Conference of the-
Music Academy.

VOTE OF THANKS

A

Sri T. S. Parthasarathy, Secretary of the Academﬂ}. proposed’
a vote of thanks.

ELECTION OF PRESIDENT :

Sangita Kalanidhi T.N. Krishnan proposed Vidwan Dr.V.
Doreswamy lyengar to be the President of the 58th Conference.
The proposal was seconded by Sri Titte Krishna lyengar. Vidwan

Dr. V. Doreswamy lyengar then delivered the following Presidential
address :

» | deem it a proud privilege to have been invited by the Music
Academy to preside over this year's music conference. | am grate-
ful to the President, Secretaries, members of the’ Executive
Committee and the leamed body of experts of the Academy. This
honour should really go to my father Vidwan Venkatesha Iyengar
and to my guru Vainika Praveéna Venkatagiriappa who taught me
with all parental care and affection.

The Music Academy has been the pioneer in organising
music conferences in the real sense that combine both academic
and performing aspects. The annual conferences have gone a long
way in preserving and maintaining high standards in classical
music. Another important feature of the Academy is the Journal
which has attained an international stature under the able editor-
ship of the Late Sangita Kalanidhi T. V. Subba Rao, Dr. V. Ragha-

van and is now under Sri T. S. Parthasarathy, a musicologist in
his own right.
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We have inherited arich tradition of Karnataka music. The
tradition founded by Purandara Dasa reached its peak in the crea-
tive works of Shyama Sastry, Tyagaraja, Dikshitar and Svati
Tirunal. Tradition has never been static. It has its own process
of evolution. It assimilates the best from each generation, drop
ping the unessentials during its course. The enriched tradition is.
passed on to the next generation providing a base for further
improvement. |t is our duty to further enrich this accumulated
wealth. We must remember that if we neglect this duty and
allow the continuous links to snap, this rich heritage will be lost for

ever and ‘-posterity will not pardon us for this dereliction of
duty.

It will highly presumptuous on my partif | think | can say
anything which has not already been said by some of the illustrious
predecessors from this Chair. Being an instrumentalist myself, |
hope | can take the liberty of giving expression to some of my
thoughts on instrumental music in general and the vina in particular,
As far as | know, it is only in South India that instrumental music
is vocal-oriented. It is probably because most of our great musical
compositions are based on Sahitya. In the North it is more instru-
mental-oriented.. The instrumentalist uses all his skill to project
the personality of the instrument he is playing upon. In Western
music all the creat compositions have: originated from: the piano,
There are compositions specially composed for the violin and other
instruments. One main quality of instrumental' music is that it has
an universal appeal.

Vina, flute and mridangam are the most ancient among our
musical instruments Though the violin came much later, it has
merged itself into our musical system so well that.it has become
indespensable now. The vina occupies an honoured place as it is
an instrument ideally suited to produce the subtle microtones that
are characteristic of our Karnatak system of music, “Vainika-Gayaka”
Dikshitar was first a Vainika and then a Gayaka. It is said that
vina and vocal are so complementary to each other that a Gayaka
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with a knowledgs of vina:is: alwdys. more- expeessive.. The vice-
versa is not ldse tile. Daring: thé processof. evolution, the: vina
has undergone many:changes through the .cemuries befove it
reached the present shape and: form. -, it-is sometimes commented
that the vina lacks continuity, | do notthipk:it-is a mejor draw-
back.. | would rather say-that it is the absente of -this quslity
that lends it a:special charm. Itspesks only ss much as: it is
absolutely necessary. One simple:musical phrate on the vina can
be so meaningful. _ The continuity and loudness of a siren are not
needed to produce soothing music. 2

The vindg is-a- misjor instrument in  Kafttatic music and has
developed distinct styles-in the expasition of its art in différent
areas-of South India. The four major stHools of vina' are the
Tanjavur, Travancore, Andhra ard: Mysore:schools. EacH'- scHoor
has:its own charaetofigtics'and was- great’in its own way. Dhahaim-
mal, Karaikudi Brothbrs, the'Senior Kalyaha: Krishna Bhadevatar,
Venkatadri Bhagavatar, Venkataramana Das: Sangameswara Sastry,
Seshanna diid Subbanna were some of the' eminierit Vainikas of this
century bélonging to these different sthools,

As a-representative of the' Mysore schiool, let me speaki a' faw
words on this tradition. The art of playing the vina has been flouri-
shing in Mysore for over 175 years since the days of Bakshi Ven-
kata Subbaiah who greced: the court of Mummadi Krishnsiaja
Wodeyar in the early part of the 19th century. Sheshanna and:
Subbanna were the most renowned among the later vainikas
who enhanced the reputation of Mysore as a vina centre. They
believed that the scope of the vina would be constricted, if con-
fired purbly to the vocal style. They felt that the potentialities of
the instrurhient should be fully exposed, and a judicious combina-
tion of thé vocal and vina techniques could make a vina concert
more sustaining and satisfactory. They made full use of the tech~
niques mentioned in the Sastras and added a few new ones
tod.

An old-record at- Mysore’refers to vina Sheshanna as foliows :
“In oldén times it was the practice to- play the vina heldin a ver~
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tical position. It was found that this position did not facilitate the
-easy movement of fingers on the finger-board. Besides, a. free
inflection of the string wherever necessay, was obstructed. Pla-
ying the vina holding it in a horizontal position placingit- on the
lap obviated many of these shortcomings. Sheshagna introduced
‘the mode of using different fingers to produce notesin the ascent
and descent. He effected many such improvements in the vina
art and imparted to his disciples.”

The secret of producing a mature sound lies in the ‘Meetu’ i.e
the plucking. Considerable attention was given towards perfec-
ting the plucking technique. A special fingering technique was
ovolved by which a fast musical passage could smoothly be nego-
tiated with a single stroke. Certain nuances were produced by
inflecting the string. There was a balanced use of the different
techniques, each one in the right context. “Chitta Tanss’, spe-
cially composed for the vina, were practised in large members in
order to acquire mastery over the art of playing Tana. These were
in Ghana Ragas like Nata, Gaula, Arabhi, Sri, Kedaram, Ritigaula,
Narayanagaula, etc. Tanas were occassionally interspersed with
passages in three degrees of speed which added colour and five-
finess. The employment of Datu Swara Prayogas while rendering
Kalpana svaras was another noteworthy feature of the Mysore
school. Tomake up forthe absence of Sahitya in instrumental
music the Vainikas devoted a considerable portion of 8 concert to
creative aspects like Raga, Tanam and Pallavi.

Well, each school has its own technique and style and would
help itself by borrowing the best from the other schools. Mastering
the technique is only a means to an end. Only an intelligent appli-
<ation of it can produce real art. An aesthetic sense can be acquired
only by studying compositions of great masters. Practising compo-
sitions of Dikshitar will help Vainikas gain an intimate knowledge
of Gamakas and the correct Kalapramana in which they should be
rendered. Tyagaraja’s and Shyama Sastri's compositions will help
them acquire the vocal technique the importance of which can
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never be minimised. -All this sensitivity, grace and beauty of
the vina art could be appreciated in a close and intimate gathering.
But now-a-days such occasions are rare. The vina has to face
large numbers. A vina recital without the aid of an attached micro-
phone is a rare thing today. Contact mike has become an inevi-
table appendage of the vina, Opinions regarding its use are divi~
ded. Butpersonally | feel that it deprives the vina of its. inherent
"sweetness. Tha genuine quality of the vina can be realised only in
chamber concerts,. The ‘Vadya Dharma” of vina or any instru-
‘ment for that matter, should properly be understood b\{ the player
‘in order that the best could be extracted out of it.

My recent tour.of the United Kingdom at the invitation of the
U. K. University Circuit for indian Classical Music was a rich expe-
rience. Our visiting team consisted of myself, representing vina-
Prof. T. R. Subragganiam (vocal), Miss Anuradha Brahmanandam
(violin) and Mr. A. V. Anand (mridangam).

Our visit to elaven University Faculties of Music, several Poly-
technics and High Schools provided opportunities for British
teachers and students to listen to Karnataka classical music. This
was the very first time that so many institutions in a country had
been brought under one umbrella to create an infrastructure of
hosting bodies, organizers of concerts and worksnops and create
an interest amongst the learners to involve themseives in non-
Western music. The support music received in the schools and
their curriculum in the Uniied Kingdom deserves a special study,
Almost every school provides opportunities for students to learn
music. These broadbased training facilities instill discipline among
the youth to become good listeners and also to develop into perfor—
ming artistes. Broadcasting stations also provide opportunities for
school children to express themselves in programmes specially
designed for promoting music. | feel that this is a matter that
should receive the earnest consideration of Governments and insti-
tutions engaged in education in India.

I once again offer my grateful thanks to the Music Academy.
request all the experts kindly to co-operate with me and help me
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-discharge: the great responsibility that has been entrusted to me
during this conference.
CONFERENCE SOUVENIR

The Souvenir, which was brought out on t‘hé’.‘,opening day,
<ontained an account of the Music Academy from its inception and
its activities and the following articles : Veena Dhanam by T.T.
Krishnamachari :  S&nsitivity and Serenity by K. Chandrasekharan :
The Kshetrajna Riddle - A Fresh Look by Sri T. S. Parthasarathy :
Doreswamy lyengar-A doyen Among Vainikas by B. V. K, Sastry s
The Presidential address by Dr. Mysore V. Doreswamy lyengar I
Mysore Vina Seshanna by Dr. V. Doreswamy lyengar and Maharaja
Svati Tirunal and His Chauca Vama Compositions by Dr. T.S.
Ramakrishnan.

58th ANNUAL CONFERENCE®

Experts’ Committee Meetings, 1984.85
Agenda of the Conference
At the T. T. KRISHNAMACHARI AUDITORIUM
8 am.to 11 a.m.
daily from 20-12-84 to 1-1-1986
President : Dr. "MYSORE V, DORESWAMY IYENGAR
Thursday, 20th Dec. 1984

Singing of Ashtapadis by Ramana Kripa Group

Thanjavur Sri K.P. Sivanan- Jatisvaram & Svarajati and
dam

and Sri K. P, Kittappa Tana Varnam & Pada Varnam
Dr. S. Ramanathan The Ragas of the Rama
Natakam

Sri S. R. Janakiraman Annamacharya and Tyagaraja
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~Friday, 2tat Dec. 1984

Bhajans in Hindi & Marathi and Ashtapadis
by the Saraswat Mahila Samaj Bhajan Mandali

Sri R. K. Srikantan Javalis in Kannada
'Sri Titte Krishna lyengar Raga bhava and Svara Kalpana

?ri Tiruchi Swaminatha Neraval in different jatis
Iyer .

Satuiday, 22nd Dec. 1984

Devotional Songs in Kannada
by Smt. Rajalakshmi Santhanam and party

Smt. S. R. Jayasitalakshmi Madhyamakala Sections in Musical

Compositions
Smt. R. Vedavalli The Plage of Tanam in Karnatic
Music
$ri R.V. Sowlee & Ramnad Sangita Ramayana kritis in Saurash
V. N. Nagarajan tra language by Venkata Suri
Pandit Shiv Kumar Sharma The Place of Santoor in Hindustani
Music

Sunday, 23rd Dec. 1984

Songs on Lord Krishna by Sankara Manohari

Sri S. Rajam The Raga Dhenuka
Dr. P, Venugopala Rao The Padams of Sarangapani
Sri B. V. K. Sastry The Vina and Vainikas of Mysore

Monday, 24th Dec. 1984

Hindustani Bhajans by Sri M. O. Srinivasan & Kum. Thara
Gangadharan

Dr. Padma Murthy Paper on Music Therapy
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Sangita Kalanidhi T. N. Pallavi in Sankirna Nadai

Krishnan

Sri V. V. Narasimhacharya The Reading of Tyagaraja kritis

Tuesday, 25th Dec. 1984 4

Panniru Tirumurai by Sri V. Muthukrishnan

Smt. Nirmala Ramachan- Some well-known Composers of
dran Tamil Padams

Dr. (Kum) S. Sita A Study of Panchama & Madhya-
mavaraja ragas

Dr. S. S. Janaki The Role of Sanskritin the Develep-
ment of Indian Music (Dr. V.
Raghavan Shashtyabdapurti En-
dowment Lecture)

Wednesday, 26th Dec. 1984

Utsava Sampradaya Kirtanas by Tiruvaranga Kuzhuvi-
nar and Gana Malika

Sri T. Narasimhachari Pallavi gatilomam

Smt. Gomati Viswanathan Some unpublished kritis of
Merattur Venkatarasne Sastri

Smt. Lalita Srinivasan Abhinaya in the Mysore School

Thursday, 27th Dec. 1984

Devotional Songs from Andhra Pradesh
by Raga Ranjani Group of Hyderabad

Smt. Vidya Sankar The Varnams of Syama Sastri and
Annaswami Sastri

Sri Nedunuri Krishnamurti The compositions of Bhadrachala
& Sri P. Surya Rao Ramadasa
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Smt. Chandralekha The Structuring of the Bharata
.Natya form

Friday, 28th Dec. 1984

Tiruppugazh by Krithike Bhajan Mandali

Or. Gowri Kuppuswami Margadarsi Sesha lyengar and his
Compositions

Sri Tanjore S. Kalyana- Panchama varja Dvimadhyama

faman : ragas !

Members of the Experts ~~ Discussion of Raga Lakshanas
Committee

Saturday, 29th Dec. 1984

Rama Nataka kirtanas by Gananjali

Smt. Geetha Bennett Evolution of the Fretted Vina

Smt. Ritha Rajan The Javali form in Karnatic Music
Members of the Experts Discussion on Raga Lakshanas
Committee

Sunday, 30th Dec. 1984

#Bhavayami Paradevatam’’ by Nadaranjani

Smt. Sulochana Pattabhi- Some well-known Composers of
raman Tillanas

Smt. Sakuntala Narasimhan Voice Culture and Training in
Hindustani Music

‘Sri T. S. Balakrishna Sastri- Values & Trends in Harikatha in the
-gal Modern Society

Monday, 31st Dec. 1984

Songs on Vighnesvara by Sangeethanjali Group

Or. Ajit Singh Paintal The Traditions of Sikh Devotional
Music
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Dr. (Smf) Kanak Rele Lecture demonstratioii 'on: Mohiii
) Attam

Tuesday, 1st, Jan. 1985

. . ',‘:h
Devotional Music by Students of the Teachers College
of Music, Music Academy
Mr. Blasise Calame Compositions of Swiss Composers

Sri Maruthuvakudi Rajago- Traditional way of rendering
pala Iyer Pancha Ratna kritis

Smt, Saroja Vaidyanathan Modern Method of Teaching and
Innovation in Items in Bharata
Natyam

CONCLUDING FUNCTION

Sri T. T. Vasu Sri T. S. Parthasarathy Sri S. Natarajan
President ,» T. S. Rangarajan .» R, Santhanam
Sri S. Ramaswamy Honorary Secretaries

Executive Trustee



Proceedings of thie Experts
Committee

20-12-1984

The first day’s meeting of the Experts Advisory Committee of
the Music Academy; convened in connection with its 58th Annusl
Conference, commenced with the singing of Ashtapédis by the
Ramana Kripa Group. Dr."Mysore V. Doreswamy lyengar, Presi-
dent of the Conference, was in the chair. The songs rendered
included ‘Pralaya payodhi’, the first Ashtapadi, followed by ‘San-
charadadhara’ (Todi), ‘Nindati chandana’ (Kanada), ‘Ksthita sa
maye' (Ahiri) and ‘Vadasiyadi’ (Mukhari).

Vidwans Thanjavur K. P. Sivanandam and K. P. Kittappa,
descendants of the renowned ‘Tanjore Quartette’ presented a
lecture - demonstration on Jatisvaram - Svarajati and Tana
Vamnam - Pada Varnam. They were assisted by Smt. S.
Rajeswari, Lecturer in the Government College of Music, who
rendered the pieces covered by the commentary by the two spee-
kers. She first sang a jatisvaram in ‘Bhairavi’ in the Rupaka Tala
to jatis recited by Vidwan Kittappa. The next was a jatisvaram in
Sankarabharanam in Misra chapu. Sri Sivanandam explained the
lakshanas of a svarajati and Smt. Rajeswari sang ‘Sarojakshi’ in.
Yadukulakambhoji (Rupakam), a unique composition. Sri Sivan-
andam explained the features of a pada varnam and this was de-
monstrated by the singing of ‘Sadaya’ a pada “varnam in Chakra-
vakam by Ponniah Pillai. Sri Kittappa stated that ‘Chalamela’ in
Sankarabharanam was a typical example of Tana Varnam.

The last piece was the Tamil pada varnam “Samiyai azhaittu
vadi” in Khamas, also by Ponniah Pillai, which is full of beautifut
svara patterns and a great favourite in dance recitals:

Vidwan Doreswamy lyengar, President of the Conference, com.
plimented the speakers on their excellent presentation.

4
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‘The Ragas of the Rama Natakam’ was the subject fon which
Vidvan S. Ramanathan presented a lecture demonstration. The
speaker traced the evolution of ragas through the centuries and
how new ragas came into existence particularly after the advent of
Venkatamakhi. Sirkali Arunachala Kavi (1712-1779) the author
of the Rama Nataka kirtanas, was an elder comem’ rary of the
Musical Trinity and was patronized by Tulaja Maharaja of Thanja-
vur. He has composed in a limited number of ragas which were
popular in his time but there is no kirtana in any vivadi raga The
-speaker sang ‘Parabrahma’ in Gaulipantu and -‘Kanavendum' in
Surati which followed the traditional contours of these ragas.

Sri S. R. Janakiraman of Tirupati spoke on ‘Annamacharya and
Tyagaraja’ and explained a number of common features between
the two renowned composers although they' were separated
by nearly three centuries. While Rama was the Ishta Devata of
Tyagaraja, Lord Venkateswara was the upasana murti of Annama-
charya, Tyagaraja‘s song ‘Ni chittamu’ in Vijayavasantam appears
to have been modelled upon ‘Ni chittamu’ of Annamacharya in
Sankarabharanam. There is the same similarity between ‘Makelara
vicharamu’® of Tyagaraja and ‘Nakela vicharamu’of the Tirupati
composer. The speaker sang snatches from a number of kritis by
the two composers which had cemmon ideas and a common
devotionai approach. Annamacharya’s kirtanas in Malahari, Lalita
and Ramakriya, rendered by the speaker, were replete with raga
bhava and sahitya bhava which must have greatly inspired Tyaga-

faia.
21-12-1984.

The Saraswat Mahila Samaj Bhajan Mandali rendered devo-
tional songs in Hindi, Marathi, Kannada and Sanskrit in Hindustani
ragas at the commencement of the second day’s meeting of the
Experts’ Committee of the Music Academy. The compositions
included ‘Gayiye Ganapati’ (Tulsidas-Bhajan-Rag Vibhas), ‘Kaun
batave’ (Kabirdas - Jogiya), ‘Kannare kande’ (Purandara Das-
Behag), two Ashtapadis and a Marathi abhang.

Sri R. K. Srikantan, member of the Experts Committee, gave a
talk on ‘Javalis in Kannada® and sang a number gf such pieces as
illustrations. Sri T. S. Parthasarathy said that from the time of
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Swati Tirunal only Telugu was being used for Javalis and it was
interesting to know that there were Javalis in Kannada also, The
term Javali itself was a Kannada word with different meanings.
Sri Srikantan said that Javali constituted a most attractive form o}
light classical music and their catchy tunes were responsible for
their popularity. The sahitya was sometimes in colloquial language
and Desya ragas like Pharaz, Jinjoti, Behag and Kapi were pre-
ferred. Some songs of Sripadaraja and Purandara Dasa may be
classified as Javalis‘but regular Javalis as such came to be compo-
sed from the time of ruler Krishnaraja Wodeyar 111 of Mysore.
His son-in-law Lingaraj Urs; (of Sringara Lahari fame), a contem-
porary of the Trinity composed Javalis on sringara themes.
Kavi Venkatadri Rama Rao was a noted composer of Javalis in
Kannada. There were nearly 300 Javalis in this language. The
speaker sang ‘Mandagamana (Khamas), ‘Moreya toro’ (Pharaz)
and ‘Bedarabeda’ (Sankarabharanam) as typical examples of
Kannada Javalis.

Vidwan Titte Krishna lyengar. Member of the Experts Com-
mittee, spoke on ‘Raga bhava and Svara Kalpana in the past and
present. The speaker had personally heard the concerts of veterans.
like Poochi lyengar, Bidaram Krishnappa and Veena Subbanna.
He sang snatches from a [number of kritis as handled by these
giants and demonstrated how neraval and kalpana swaras were
sung by them at appropriate places.

Vidwan V. Sethuramiah complimented Sri Krishna lyengar on
his excellent presentation and said that the present generation of
musicians should greatly benefit by such demonstrations.

Vidwan Tiruchi Swaminatha lyer spoke on ‘Neraval in diffe-
rent jatis’. He said the the main object of neraval in music was
to expound and elaborate the raga bhava. By way of illustration
he sang a number of Tyagaraja kritis and said that attention should
also be paid to the emotional content of the portion taken up for
neraval.

22-12—1984

The third day’s meeting of the Experts Committee of the
Music ‘Academy commenced with the singing of devotional songs



28 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol.LVI

in Kannada by Smt. Rajalakshmi Santhanam and Smt. Annapurna
Nagarajan. The programme comprised the compositions of
Vyasaraya, Purandaradasa, Kanaka Dasa, Vijayadasa and Chandra-
sekhara. _

"

Pandit Shiv Kumar Sharma spoke on *The place of Santoor
in Hindustani Music” and gave a demonstration on the instru-
ment. Introducing the subject, Sri T. S. Parthararathy said that
ancient music treatises mentioned a (dulcimer) Vina which had 100
strings made of munja grass. The word Santoor was believed to
have been.derived from ‘Satatantri’ and the instrument was found
only in the Kashmir valley for playing folk music. Pandit Sharma
had modified it to play Hindustani classical music and was its
leading exponent today.

Pandit Sharma said that there wers many types of Vina like
the Rudra Vina and Sarasvati Vina and also an instrument called
the Satatantri Vina. The strings of the Santoor were not plucked
by the fingers but beaten gently by two curved sticks. “Similar
instruments were found in Iran and other countries. In Kashmir
the instrument was used as an accompaniment to vocal music of a
veligious nature and also for playing solo,

The speaker said that he did not alter the structure of the
instrument but made certain improvements to play efficiently alap,
jhor and jhala of Hindusteni music. He played, by way of demon-
stration, the raga Lalit which took both the Madhyamas and
-showed that the instrument was capable of being played at high
spoed.

Smt. R. Vedavalli, Lecturer, College of Carnatic Music, gave an
illustrgted talk on “The Place of Tanam in Carnatic music’. She
-explained that the term ‘Tanam’, in musical parlance, meant
“glaborating’’ or ‘expanding’ a musical idea. The syllable ‘Ananta’
‘was uttered many times over in different combinations with the
result that the word ‘tanam’ kept on repeating. Tanam was of
‘two varieties, the Suddha Tanam and Kuta Tanam. Tanam was
perhaps intended for theVina originally but it was later adopted for
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-vocal mugic and other instruments. It was not cormrect to introduce
snatches of alapana in the middie of tanam singing. The speeker
sang many examples for the correct method ,of singing tanam in
vocal music which she had learnt from her guru ; Sangita Kalanidhi
Mudikondan Venkatarama lyer. The kritis of Muthuswami Dikshi-
ter, who)was essentially a Vainika, had many passages based on
tanam. The Pancha Ratna kritis {of Tyagaraja also provided ex-
cellent material for tanam research.

Sti S. Parthasarathi and Sri Sandhyavandanam Srinivasa Rao
complimented Smt. Vedavalli on her fine presentation.

Sri R. V. Sowlee, assisted by Vidwan Ramnad V. N. Nagara-
jan presented a feature on the ‘Sangita Ramayana kritis of Venkata
Suriin the Saurashtra language’.

The speaker said that Venkata Suri was a disciple of Walaja-
pet Venkataramana Bhagavatar and lived at Ayyampetfai. He
was a scholarin Sanskrit, Telugu, Tamil and Saurashtra and trans
lated the Nauka charitram of Tyagaraja from Telugu into Sans-
krit verse. His magnum opus was the Saurashtra Sangita Rama-
yanam based on the Rama Nataka kirtanas of Arunachala Kavi.
All the songs were couched in chaste Carnatic music. Sri V. N.
Nagarajan rendered a selection of songs from the opera of Venkata
Suri.

23-12-1984

When the Experts Committee of the Music Academy met for
the fourth day on Sunday, the Sankara Manohari group rendered
songs on Lord Krishna by different composers. The compositions)
written by Annamacharya, Purandara Dasa, Narayana Tirtha, Tyaga-
rafa and Papanasam Sivan were in Telugu, Kannada, Sanskrit and
and Tamii respectively.

Sri S. Rajam, member of the Experts Cowmittee, gave an illus-
trated talk on the raga Dhenuka. This was a post - Venkatamakhi
raga and represenfed the ninth mela karta in Venkatamakhi’'s
scheme of 72, Tyagaraja was perhaps ; the first to compose his
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beautiful kriti ‘Teliya leru’ in this raga. Dhenuka was also called
‘Dhuni Bhinnashadjam’. ‘Chidambaresvaram’ was Dikshitar's
song in this nomenclature. Ponniah Ponniah Pillai's song “Sri
Guruguha Murti’ in praise of Muthuswami Dikshitar was a fine
composition in this raga. Recent composers who wgote songs in
Dhenuka included Vasudevacharya, Kotiswara lyer arid Bala Murali-
krishna. The speaker sang six compositions in Dhenuka and ex-
plained how the raga, swhich was a mere scale, came to be develo-
ped into a full-fledged rakti raga of Carnatic music. But it could

not be denied that Tyagaraja gave the raga a unique shape and his
solitary kriti acted as a guide to later composers.

Dr. P. Venugopala Rao presented a paper on the ‘Padams of
Sarangapani’. He was assisted by Smt. Jyoti and Sri Gopalam
who s anga, choige selection of the composer's padams. Dr. Rao
said that Sarangapani (1680-1750) was born at Ponneri neafl
Madras and was patronized by Venkataperumal Raju, Zamindar .of
Karvetnagar. He was considered to be next only to Kshetrajna in
the excellence of his padams. His mudra was ‘Venugopala’'.
Sarangapani was a contemporary of Govindasamayya and Kuvana-
samayya of Karvetnagar, all the three being composers of the pre-
Tyagaraja period. Sarangapani wrote many types of padams and
also some kirtanas. His influence couid be seen on the composi-
tions of many later composers.

Sri B. V. K. Sastry, musicologist from Bangalore, gave an
extempore talk on the ‘Vainikas of Mysore’. He said that Vainikas
in Mysore (Karnataka) had a long tradition behind them and Vina
Seshanna who was a doyen among them, became a legend in his
own life time. He had a number of disciples both in Karnataka
and Tamil Nadu who kept up the continuity of his unique style.
Vidwan Venkatagiriappa learnt from Vina Seshanna and Vidwan
Mysore Doreswamy lyengar was a direct disciple of the former.

Vidwan Mysore Doreswamy lyengar, Conference President,
gave a demonstration on the Vina, of the Chief characteristics of
the Mysore style. He played tanam in ghana ragas and explaingd
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its special features,. He also played 'Koluvamaregada’ in Todi with:
its peculiar sangati-s in the anupallavi.

24-12-1984

Monday’s meeting of the Experts Committee of the Music
Academy commenced with the singing of Hindustani Bhajans
by Mr. M. O. Srinivasan and Kumari Tara Gangadharan, They. were.
accompanied by Mr. Prabhala Subba Rao on the harmonium and
Mr. Dattatreya on the tabla, The songs included ‘Jagiye’ (Bhibas).
‘Ganaraja’ (Behag), ‘Jago Mohan’ (Bhairav) and ‘Tumka chalata’
(Jinjoti).

Dr. Padma Murthy, Head of the Department of Music, Banga-
lore University, read a paper on ‘Music Therapy’. She said that
Music Therapy was the method by which iliness was sought to be
cured by the use of appropriate music. It was a special kind of
psychotherapy that had an effect on the physiological functions of
the patient liks blood circulation, pulse and respiration. In pra-
ctice these have been measured by scientific instruments. Experi-
ments made with six Karnatic ragas showed that they had different
effects on different people.

Sangita Kalanidhi T. N. Krishnan, accompanied on the mridan-
gam by Sri. T.V. Gopalakrishnan, gave a demonstration of a
Pallavi in Todi (Adi Tala) in the Sankirna nadai. He said that such
demonstrations were necessary to keep alive the tradition of
pallavi rendering in concerts. A capacity audience listened to the
demonstration withrapt attention. Sri Gopslakrishnan played a
tani to bring out the rhythmic aspects of the Sankirna nadai. Sri
V. Sethuramiah and Mysore Doreswany lyengar complimented
Sri T. N. Krishnan on rendering the pallavi in a difficuit nadai
which was like walking on the edge of a sword.

Kumari-T. S. Satyavati, Lecturer in Sanskrit in the Women's
College at Bangalore. spoke on ‘Same reflections on the Haridasas
of Karnataka' and rendered a number of Kannada compositions to
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illustrate her points. She [said that the compositiens of Hari-
dasas came in handy for Harikatha performers as the songs con-
tained many anecdotes from the Puranas, the Bhagavata and
religious texts. As there was no continuous sishya parampara for
the Harldasas. the compositions came to be set in gther than the
original tunes. The speaker thought that. there .was nothing
wrong in this practice as it enabled the precious sahitya te be kept
intact,

25-12-1984

S V. Muthukrishnan rendered selections from the Panniru
Tirumurai ‘at the commencement of Tuesday’s meeting of the
Experts Committee at the Music Academy. The items comprised
Tamil verses by Tirugnana Sambandar, Appar, Sundarar, Manikka-
vachakar, Tirumutar and Nakkirar.

Smt. Nirmala Ramachandran, Bharatha Natyam exponent,
accompanied by Smt. Nalini Ramprasad, presented an illustrated
talk on ““Some well-known composers of Tamil Padams’’, The
speaker said that the connotation of the term ‘padam’ kept on
changing from time to time but from the era of Kshetrajna it had
come to mean a musical composition with a Nayaka - Nayaki
bhava, sung in a slow tempo. Ghanam Krishna lyer and Vaithis.
varankoil Subbaramayyar were the leading pada composers in
Tamil while a number of other composers were on the border line
as their songs could also be described as kirtanas., The speaker
sang ‘Ella arumaigalum (Todi) and ‘Yar poy solluvar’ (Todi) of
Krishna lyer as typical examples'of Tamil padams. Some padams
like ‘Tiruvottiyur Tyagarajar’ (Athana) of Ghanam Krishnayyar gave
excellent scope for abhinaya’ the speaker said, and performed
abhinaya, for the charanam ‘Partha kankal’. :Subbaramayyar's
padams were not of the sameliterary flavour as those of Krishna
lyer as the former freely used colloquial expressions. Smt. Rama-
chandran performed abhinaya to ‘Aduvum solluval’(Saurashtram) of
Subbaramayyar. Muthu Tandavar belonged to the 17th century and
wrote padams with ‘Gaurava sringara’. Marimuthu Pillai and
Gopalakrishna Bharathi also wrote songs resembling padams and
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Friday’s meeting of the Experts Committae of the Music Academy.
The ragas employed included Mohanam, Bilahari, Suddha Dhan.
yasi, Sama and Valaji as well as Hindustani ragas like Darberi
Kanada, Desh and Durga.

Dr. Gowri Kuppuswamy, Head of the Departmant of Music,
Mysore University. spoke on ‘Margadarai Sesha lyengar and his
compositions’, and sang a few kritis of the composer who lived
during the 17-18th centuries. He was a pre-Tyagaraja composer
and lived at Srirangam after spending some years at Ayodhya. He
therefore used ‘Kosala’ or ‘Kosalapuri’ as his mudra. His kritis
were all in Sanskrit in the Carnatic rakti ragas of his time. His
songs reached Travancore during the time of Svati Tirunal who
made a thorough study of them and wrote a small manual on the
Yati and Prasa techniques adopted by Sesha lyengar. lyengar also
exerted influence on Tyagaraja and Dikshitar and the former had
even borrowed a few phrases from this predecessor.

Assisted by Dr. M. Hariharan, the speaker rendered four rare
compositions of Sesha lyengar which includcd *’Srirangasayinam™
(Dhanyasi), ‘’‘Rangapate’” (Darbar), *Jayasugunalaya’ (Bilahari)
and ‘Pahi seshasaila’ (Anandhabhairavi). She pointed out that
Svati Tirunal’'s “Bhogindrasayinam” closely followed lyengar’'s
~Srirangasayinam" and its raga had recently been changed from
Dhanyasi to Kuntalavarali.

Sri S. Kalyanaraman presented a lecture demonstration on
“Panchama varja Dvimadhyama ragas”. He was accompanied by
Kum. Mira Narayanan (Violin) and E. M. Panchapagesan (Mridan-
gam). The speaker said that if the panchama svara in an octave
was replaced by the pratimadhyama, a new set of 36 melas with-
out the panchama would result. Hindustani ragas like Lalit and
Dipali were instrumental in his undertaking the experiment of
coining new ragas omitting tha panchama note. By way of illus-
tration, he sang the following :
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~#Gauri Sri Tanaya’ (Gaurisri), ‘‘Kanakasrikulavi’’ (Kanakasri),
“Veeradheera Hanumasri® (Hanumasri), ‘Venkatachala” (Chala-
sri), and ~Purandara Vitthala" (Dheerasri).

Members of the Experts Committee took up ragas for a dis-
cussion of their lakshanas. The lakshanas of Bhairgvam, Supradi-
pam and Kuntalavarali were discussed.

29-12-1984

The Gananjali group provided devotional {music at the com-
mencement ot Saturday’s meeting of the Music Academy’s Experts
Committee. The Tamil songs rendered were from the Rama
Natakam of Arunachala Kavi and had been arranged in the
sequence of the kandas of the opera. The kirtanas were sung in
their traditional tunes.

Smt. Geetha Bennett from Los Angeles delivered a lecture on
the ““Evolution of the Fretted Vina” and gave a practical demons-
tration on the instrument. The speaker said that the Indian Vina
was in existence from the Vedic times before the Christian era.
Bharata, in his ‘Natya Sastra’ mentioned two Vinas, the Chala
Vina and Dhruva Vina. The Yazh and the Vina co-existed in
ancient Tamilnadu during the Sangham period. A wide variety of
Vinas existed during Sarngadeva’s time inthe 13th century. The
fretting principles of the Vina underwent changes from time to
time but the major landmark in the change of its design occurred
in the time of ruler Raghunatha Nayak (1600-1634)of Tanjore
when Govinda Dikshita introduced a vina with 24 frets. This
instrument, called the ‘Raghunatha Mela Vina’ was in existence
even now.

The speaker played the gamakas of Carnatic music by way of
demonstration.

Smt. Ritha Rajan, Lecturer in Music in the Queen Mary's
College. spoke on the ‘“Javali form in Karnatic Music” and traced
the history of this musical form which was later in date even to
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the Tillana. The term ‘Javall’ glso spelt as ‘Javadi’, was @ Kan-
nada word which meant ‘a type of light song’. In the musical
parlance of the present day it signified a miniature padam with an
erotic motif, sung at a brisk tempo. Svati Tirunal of Travancore
and Chinnayya, the eldest among the Tanjore Quartette, were
among the earliest composers of Javalis. Only Telugu and
Kannada appear to have been used for composing Javalis. Patta-
bhiramayya of Tiruppanandsl and Dharmapuri Subbarayar emer-
ged as the most outstanding among Javaii composgrs. Patnam
Subrahmanya lyer, Tirupati Narayanaswami and Poochi lyengar
had also composed beautiful Javalis. The speaker sang “Mutta-
vaddu’’ (Saveri), ““Saramaina (Behag), “Neematalu” (Purvikalyani)
and ~“Sanaro’’ (Khamas) as illustrations.

30-12-1984

When the Experts Committee of the Music Academy met on
Sunday, the Nadaranjani group presented a musical feature on
Devi entitied ‘‘Bhavayami Paradevatam”. A garland of songs
composed by Adi Sankara, Muthayya Bhagavatar and Lalita Dasar
was sung in Kalyani, Hindolam, Athana, Ritigaula and other
ragas.

Smt, Sulochana Pattabhiraman gave a talk on ‘Some well.
known Composers of Tillanas’ and illustrated her points by suituble
examples from compositions by different composers. She was
assisted by Smt. Tara Murali, Smt. Suguna Varadachari, Smt.
Padma Swaminathan and Kumari Sudha Narayanaswami.

The speaker said that the Tillana was introduced into South
Indian music during the middle of the 18th century and its first
composer appeared to be Virabhadrayya who was patronized by
Pratapa Simha, ruler of Tanjore. The Tillana was also known as
Tiri Tillana and in Hindustani classical music it was called Tarana.
The Tillana was one of the liveliest of musical compositions and
was greatly relished by audiences at the end of a concert. Pro-
minent among Tillana composers were Svati Tirunal, Mysore
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Sadasiva Rao, Piallavi Seshayyar, Patnam Subrahmeénya lyer and
Poochi tyengar. Two classlos among Tillanas were Vina Seshan-
na’s Tillana in Jinjhoti and Maha Vaidyanatha lyer's masterpiece
‘Gauri Nayaka’ (Kanada) in the Simhanandana ' Tela. Some other
rare talas were also used in Tillanas .and the’” singers sang
Poochi lyengar's Tillana in Lakshmisa Tala as sty ‘®xample.

Smt. Sakuntala” Narasiman of Bombay spoke on ‘Voice
culture and training in Hindustani music’. She was asgisted by
Sri Dattatreya on the Tebla. The speaker said that the eim of all
music should be to present it in an aesthetic and pleasing
menner. To achieve this, voice culture, training and tonal
modulation were most essential. These were called “Kakn
prayogas’ in the Sangita Ratnakara. Open-mouth singing was
called ‘Khula gal’ in Hindustani music but it became necessary
sometimes slightly to close the mouth. Continuity of sound was
called ‘taila dhara’ (a flow of oil). The singing of Dhrupad,
Khayal, Thumri, Ghazal and Tappa required different kinds of
voice production which could be learnt only from a proper guru.
The singing was also different in different gharanas or schools
of Hindustani music.

Sri T. S. Balakrishna Sastri, noted Harikatha exponent,
delivered a talk on *Values and trends in Harikatha in the modern
society’. He said that story-telling for inculcating morals was a
practice obtaining in all parts of the world. in South India this
art attained perfection in the form of the Harikatha. Great musicians
and scholars took to Harikatha and made it attractive to the scholar
and the layman alike, It was a multi-lingual performance which
could been achieve national integration. All devotional literature
was grist to the Harikatha mill. All forms of music, classical or
folk, were pressed into service for making Harikatha interesting
.and educative. It was thus a self-contained and comprehensive
orm of art which had its value even in the modern society,
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Monday’s meating of the Experts Committee of the Music
Academy commenced with the singing of songs on Vighnesvara
by the Sangeethanjali group. The songs were in different
languages like Tamil, Hindi, Marathi, Malayalam and Bengali, the
composers being Ramalinga Swami, Tulasidas, Tukaram, Kunjan
Nambiar and Anandatmaja. The ragas employed were Bageshri,
Hamsadhvani, Du;gq, Kedar, Desh and Sindhu Bhairavi.

%

Smt. S. R. Jayasitalakshmi, Lecturer in Music, Queen Mary's
College gave a talk on “Madhyamakala sections in Musical
compositions”. The speaker said that ‘medhyamakala’ in Carnatic
Music represented the second degree of speed as compared to the
vilamba kala. It was also referred to as Madhya Laya in treatises.
Madhyama kala sections occurred in several kinds of musical
compositions like Jativaram, pada varnams and kritis and added to
the vivacity of the pieces concerned. The kriti was the most
evolved and sophisticated musical form in Carnatic music and many
kritis contained madhyamakala passages, usually in the charanam.
Most kritis of Dikshitar had such sections, the speaker said, and
sang several examples as illustrations. Tyagaraja, Svati Tirunal
and even modern composers like Papanasam Sivan had introduced
madhyama kala portions in some of their songs. Some Tillanas
“also had such sections which were very artistic.

Dr. Ajit Singh Paintal, Reader in Music. Delhi University,
presented a lecture demonstration on the “Traditions of Sikh
devotional music’. The speaker said that this tradition dated
from the time of Guru Nanak, the founder of the sect who was
also a poet. The songs were in Sanskrit, Persian and Urdu and
were known as Kirtan or Shabad Gayan. Guru Nanak sang these
songs to the accompaniment of an instrument called ‘Rabab’.
Later the singers of the ‘ Gurubani’ came to be known as ‘Ragis’.
The tunes were in classical music like the Dhrupad and Dhama,
and also in simple kirtan style. The music also abounded in folk
tunes. The speaker illustrated his talk by rendering several compo-
sitions from Sikh devotional music.

6
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Dr. (Mrs) Kanak Rele, Director of the Nalanda Dance
Research Centre. Bombay, gave atalk on 'Mohini Attam' as well
as a practical demonstration of this style of dance peculiar to the
Kerala soil. The speaker said that there was an erroneous belief
that Mohini Attam was an amalgam of Kathakali and Mohini Attam.
There was only a superficial affinity to Kathakali bi|f Mohini Attam
had a style of its own which had an individuality. She started
working on this subject from 1966 and had filmed the dances of
the last surviving performers. She had also analysed these dance
technigues in the light of the tenets prescribed in the Natya Sastra
and Balaramabharatam. The Mohini Attam employed the ragas of
the Sopanam style of music and also a fascinating variety of talas
peculiar to Kerala. The dance steps and postures of this style were
interesting and needed further research. The speaker performed
a number of items in the Mohini Attam style as illustrations.



The Sadas

The Sadas (Convocation) of the 58th Annual Conference
-was held in the T.T.Krishoamachari Auditorium of Music
Academy at 4-30 pm. on Ist Janvary 1985 with Dr. (Smt)
M. S. Subbulakshmj in the chair.

R

There was a dislinguished ' gathering of members of the
Academy, music lovers, musicians and scholars.

The Sadas was convoked by Sri. T. S. Rangarajan, Secretary
of the Academy.

Welcoming Dr. (Smt) M. S. Subbulakshmi and others
present Sri. T. T. Vasu, President of the Academy, said :
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The President of the Sadag,.Dr. (Smt) M.S. Subbulakshmi
conferred the title of ‘Sangita. Kglanidhi’ on Dr. Doreswamy Iyen-
gar and presented him with the sanad and the Insignia of the title.

Sn T. T. Vasu, President of the Academy presented to Dr.
Doreswamy Iyengar, a cheque for Rs. 3,200/- being the interest
from an eadowment made by Sri C. V. Narasimban, to be awarded
to the President of each years's conference of the Music Acadcmy.

The Academy had selected three senior experts, who had ren-
dered distinguished services in the field of music, for the award of
Certificate of Merit.

SriR. Santanam, Secretary of the Academy, presented Sri B.
Rajam Iyer.

Certificate of Merit and T.T.K. Memorial Award

VIDWAN B. RAJAM 1YER

Born in July 1922, in a village near Karaikkudi; had intensive
preliminary training in vocal music under Vidwan Ganapati Iyer of
Kunnakkudi; at the age of 15 joined the gurukula of the celebrated
Ariyakudi Ramanuja Iyengar and had his most valuable guidance

7
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for a decade; built up a solid repertoire of the compositions of the
Trinity; specialized in Dikshitar kritis under Justice T. L, Venkata-
sama Iyer; has given numerous concerts at many centres all over
India; served as Professor of Music for 14 years in the Tamilnadu
Government Music College; played a leading role in. the publica-
tion of the Tamil version of the ‘Sangita Sampradaya Pradarsini
by the Music Academy; recipient of many honours; 'noted for his
purity of style and adherence to sampradaya; member of the Advi-
sory Experts Committee of the Music Academy.

Dr. (Smt) M. S. Subbulakshmi awarded to Vidwan SriB.
Rajam Iyer the certificate of Merit and cash award of Rs. 500/-.

8ri U. Ramesh Rao, Member, Executive Committee presented
Vidwan Madirimangalam Sri Ramachandran.

Certificate of Merit and T. T. K. Memorial Award

VIDWAN MADIRIMANGALAM RAMACHANDRAN

Born at Semponnarkoil in the Tanjavur District of Tamilnadu;
-grew up in an atmosphere of rich musical traditions; had his initial
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Sangita Kalanidhi Dr. Semmangudi R . Srinivasa Iyer, Sri
K. Chendrasekharan and Vidwan Sri K. P- Sivanandan offered
felicitations to Sangida Kalanidhi Dr. V. Doreswamy Iycngar and

the Vidwans who received certificates of merit. The recipients of
the awards thanked the Academy for the honour done to them.

Sri. S. Natarajan, Secretary, introduced the musicians who had
participated in the different concerts of the festivals and had been
adjudged as deserving of special awards, The president of the
Sadas gave away the awards (vide list elsewhere).

Sri P. S. Ramachandran, Member, Executive Committee, intro-
duced the winners of the various music competitions held during
the conference and the President gave away the prizes to the
successrul candidates (vide list elsewhere).

Sri T. V. Rajagopalan, Trustee and Correspondent of the
Teachers College of Music, introduced the winners of the various
college prizes, and the President of the Sadas gave away the prizes-

Sri K. Hariharan, Trustee, proposed a Vote of Thanks.

—o_.



Prizes for Competitions & Concerts 1984-85

Name of Prize Donors Winners
1. Divya prabandham, Lingappa Naidu FEndowed by Vijayaraghavalu Memo- I Prize : B. Lalitha
Garu's Kirtanas & Tevaram - ‘Sri rial )

Vijayaraghavalu Naidu Memorial Prize Religious and Charitable Trust, Sirkali ~ II Prize: Varalakshmi
Rajagopalan

2. Tamil Songs-The Amarar Kalki Prize Endowed by Sri T. Sadasivam II Prize; R. Abbirama-
sundari
3. S. A. Venkatarama lyer prize for Endowed by Smt. (Dr.) S.AK. Durga IPrize: J. Annaji Reo
Mridangam II Prize: S. Krishnarajan
4. Syama Sastri Kritis Sri Uttaram Eodowed by Sri V.S.5.K. Brahma- I Prize: Geetha Krishnan
Thamba Satchidananda Prize panda of Jaffna, Ceylon II Prize: Varalakshmi
Rajagopalan
I Prize : M.V. Usha
5 Purandaradasa Padas Endowed by Sri V.S.S.K. Brahma- I Prize : A.S. Vijaya-
nanda, Jaffna lakshmi

II Prize : R. Radhika
111 Prize: G. Gayatri



10.

12,

13.

14.

Rajalakshmi Jagannarayan
Prize for Tulasidas Songs

Smt. Alamelu Vishvanathan Prize
for Papanasam Sivan’s Songs

Prize for G.N.B’s Songs

Vocal Music - Ladies -

T. R. Venkatarama Sastri Memorial
Prize

Vocal Music - Gentlemen - éangita

Kalanidhi G.N.B. Memorial prize

Veena Dhanam Memorial Prize for

Veena

Tyagaraja Kritis

Vedagiri Prize

Sanskrit compositions

Dr. V. Raghavan Memorial Prize

U. Ramachandra Rao memorial Prize
for Meera Bai Songs

Endowed by Sri S. Jagannarayanao

Endowed by Sri Balasubramaniam
& Kum. Lakshmi Vishwanathan

Not Awarded

I Prize ; R. Mallika
II Prize: Y. Bhagyalakshmi

Endowed by Dr. Sinnathambi of Ceylon =~ Not Awarded

Endowed by Sri T.V. Rajagopalan

Endowed by Smt. Rajeswari Ranga-
nathan

Endowed by late Sri M. Sudarshanam
Iyengar

Endowed by Smt, Lakshmi Vedagiri

Endowed by Smt. Priyamvada
Sankar

Endowed by Sri U. Ramesh Rao

III Prize ; R. Gayatri
I i’rize : Susheels
Krishnamoorthy

II Prize . G. Gayatri
I Prize . Not Awarded

I Prize : G. Lalitha
11 Prize : S.N. Ramesh
I Prize : Suseels
Krishnamoorthy

II Prize ~ G. Gayatri
III Prize : N. Subramanian

Not Awarded

Not Awarded









CONCERTS :

Name of Award
1. Yogam Nagaswamy Award for a
Senior Vocalist
2. Dr. Raja Sir Annamalai Chettiar
Memorial award for one or mere
talented musicians

3. T.T.K. Trust award for meritorieus
musicians

4. Sri P. Obul Reddy and
Smt, P. Gnanambal's award for the
best rendering of Tyagaraja kritis in
monthly concerts.

5. Sarada Krishna Iyer Memorial
award for Mid-year concerts

6. Veenai Shanmugavadivu Memorial
award for a Veena player

7, Smt, M. L. Vasanthakumari prize
for young outstanding student of
music (Vocal and instrument)

Donors
Endowed by Smt. Yogam Nagaswamy

Endowed by his daughter
Smt. Unnamalai Achi

T. T. K. Trust

Endowed by Sri P. Obul Reddy

Endowed by Justic V. R, Krishna Iyer

Endowed by M.S.S. Ladies Felicitation
committee

Endowed by Dr. R. Madhav

Winners

Sri T. N. Seshagopalan

Sri C. S. Murugaboopothy
Smt. Mani Krishnaswamy

Sri U. Srinivas

Sri B. Rajam Iyer

Sri Madirimangalam
Ramachandran

Sri Srirangam Kannan
Not awarded

Sri Ayyalore Krishnan

Smt. Ranganayaki
Rajsgopalan
Not awarded



10.

11.

12

3.

14.

15.

16.

N. V. Raghavan Memorial award for Endowed by Smt. Indira Rangaswamy

a Senior violinist

Smt. Pankajam Rajam Award for a

musician.

Vissa Satyavathamma Award for

best Veena Artiste

M. D. Ramanathan Award for
one male and one lady sub-senior

vocalist.

Sulamangalam Vaidyanatha
Bhagavathar Memorial award for a

Harikatha Performer

Smt, M. S. Sivakamuammal prize for
the best Artiste in Violin

Lakshmi Sundaram Award for a

talented Veena Artiste

P. R. Chari Eodowment for the best
Pallavi singing duriog monthly

concerts.

V. T. Krishnamachari Memorial

Award for Harikatha

Endowed by Smt. Pankajam Rajam

Endowed by Vissa Krishnamurthy Brothers

Eondowed by Dr. Fredric Lieberman

Endowed by Sri M. Ramymohan’

Endowed by Smt. M, S, Sivakamuammal

Endowed by Smt. Japaki Lokanathan

Endowed by Smt. Janakam Chari

Endowed by Sri V. K. Rangaswamy

Smt T. Rukmani
Sri Valangaiman

Shanmuga Sundaram
Not awarded

Stri Mohan Chander

Smt. Rama Ravi
Venkataramana Reo

Sti Mysore Nagaraj
Not awarded

Not awarded

Smt. Kamala Murthy



17

18.

19.

20.

21.

22.

23.

24.

D.K. Pattammal Award for young
lady Vocalist

T. V. Subba Rao Memorial Award
for the best Junior/Sub-Senior
musician

Sri K. R. Sundaram Iyer Shashtya-
bdapurti award for best sub-senior
musician.

Naum Lichtenberg Prize for a
violinist/Junior/Sub-Senior

Palani Subramania Pillai Memorial
Prize.

Sri Coimbatore Ramaswamy Award
for Junior Mridangist

Padmasree P. N. Rajam Ramaswami
award for Vocalist for best rendering
of Sanskrit Compositions

Padmasree Rajam Ramaswami award
for Vocalist for best rendering of
Tamil compositions.

Endowed by D. K. P. Ladies Kum. Kalyani
Felicitation Committee Panchapakesan
Endowed by Smt. T. V. Manjula Sri Neyveli

Santhanagopalan
Awarded by Sri K. R. Sundaram Iyer _Smt. Rita Rajan

Shashtyabdapurti Trust

Endowed by Dr. Johanna Spector, New York Kum. Narmada

Gopalakrishoan
Endowed by Sri Mahalingam Kolappan Smt. Sumathi Ram
of South Africa, Disciple of Mohen Rao

Sri A. V. Raghu Prasad

Endowed by Mridanga Vidvan Coimbatore Sri Umayalpuram Mali
Sri N. Ramaswamy Pillai

Endowed by Padmashree Rajam Smt. R. Vedavalli
Ramaswamy
Endowed by Padmashree Rajam Not Awarded

Ramaswamy



25 Nyayapathi Ranga Mannar Award

26.

27,

28.

29,

30,

31.

32.

33.

34.

Sri K. S. Ramaswamy Shashtyabda-
purti award for a promising artiste
Abhiramasundari award for a Violinist
Junior/Sub-senior,

Nyayapathi Sriranganayakamma
award for deserving junior artiste

Dr. Henry Cowell Prize for the best
junior mridangist.

Chellapally Ranga Rao awatd for a
deserving Veena player.

Semmangudi Nerayanaswamy Aiyar
memorial award for junior violinist
Lalgudi V. R. Gopala Iyer award for
Musician-JuniorySub-senior

V. R. Sambasiva lyer Memorial award
for Musician-Junior/Sub-senior

Semmangudi Narayanaswamy Iyer
memorial award (II Prize)

Endowed by SriN. V. V. J. Swamy, U.S.A. Sri Vijay Siva

Endowed by Smt. Akhilandeswari &
Kum. Chi.ra )

Endowed Late Violinist Abhiramasundari

Endowed by Sri N.V.V.J. Swamy,
US.A.

Endowed by Dr. Henry Cowell, U.S.

Endowed by Sri Chittibabu

Endowed by Sri V. Panchapakesan

Endowed by Lalgudi Sri G. Jayaraman

Awarded by Sri S. Natarajan

Endowed by Sangita Kalanidhi
Semmangudi Sri Srinivasa Iyer

Smt, Sushila Raman
Sri S. D. Sridhar
Smt. Sukanya Prabhakar
S1i V. Ramaigh
Not awarded
Sri M. R, Gopinath
Sri V. L. Kumer’
Sri M. A. Krishnaswamy

Not awarded
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L The history of the evolution of Indian Music covers of -
course a very long period and has undergone many changes due to
political, sociological, and other reasons. For purpose of treatment
of the subject the entire history may be said to have approximately
six phases-the Saman music, the Gandharva system, the synthesised
common old Indian Music, the Hindusthani-Carnatic division, and
the modern development of both the systems on somewhat different
lines of style. To a true student and savant of this hoary art in
this ancient country, a full development through a period of more
than 4,000 years seems absolutely necessary. Nor is sdch a know-
ledge or critical appreciation of all the elements of this art in their
historical perspective without significance for a study of present-
day music. , The role of Sanskrit during this long period of conti-
nuous musical history and tradition is indeed of basic and conside-
rable importance. The ample material in Sanskrit with reference to
both the Lakshana and Lakshya aspects throws much light on the

many distinct strands in the rich and complex structure of our
music.

II. The earliest music of India is in the chants of the Sama
Veda, a work of more than 4000 years ago. Saman recitation, as
part of sacrificial ritual and mystic exercises is frequently mentio-
ned in the Brahmanas, Aranyakas, Upanisad, etc, (for example—
TaitticTya Brahmaga II). 12. 9. 1; Satapatha Brahmapa XI. 5. §3;
XII 3.4.9; Aitareya Brahmapa V. 32.1; Aitareya Arapyaka
II1 2. 3; Chandogya Upanigad 1.3, 7; I, 3. 1.2etc,). These
texts also refer to the Saman-chanters like Samaga and Simasra-
vas, The fact that Sama chanting! is the basis for Indian music
has been mentioned by all musicologists dealing with the history of
Indian music. The Saman notes are well known to be in a descen-
ding series (nidhana-prakrtis). The exact svarasthanas of Siama-
gina being slightly different from the corresponding notes of the

1. See ‘Sama Veda and Music’ by Dr. V. Raghavan, in Journal
of Music Academy Vol. 33 1962. pp 127-33 for a succinct
account of Saman-recitation technique; also Dr. S. Sits, J. of
Madras University, Vol. XLI1II- Jan. - July 1971. More recently
Prof. G. H. Tarlekar has brought out a collected bibliography
of articles with comments on the subject, entitled ¢ Saman
Chants - A Review of Research "(Baroda, 1985).
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present-day music, scholars are not agreed on the exact melody-
type current now that may be equivalent to Samagana. Some the-
orists hold that there are shades of Kharaharapriya or Bhairavi, or
a derivative thereof. According to the late Dr. T. S. Ramakrishnan,
a specialist in the Sangita-sampradaya-pradarginl, the Siman
scale is the present-day 10th mela Natakapriys or -Natibharagam,
but without Madhyama and Paficama. He also quotes the Sampra-
-daya-pradardinl’s view-point that the third mela Ganasimavarali is
derived from Siman music. The correspondence of Siman music
with the present-day musical scale is still problematic and an open
question.

The term ‘Sangita’ comprehended in ancient Indian texts like
Bharata’s Natya Sastra the three related flelds of vocal ‘music, ins-
strumentation apd dance. Besides vocal singing, instrumental
music also formed part of the Vedic sacrifices, especially the more
important occasions like Ajvamedha, and Mahavrata. The
Vigd? or lute is of great antiquity and it has been praised
in the Vedic literature as the very embodiment of beauty and
prosperity. The reference to VIngd in the context of some
higher upasands adds to its spiritual and esoteric signifi-
<cance. For example while giving the details of the dedicated
worship of speech (Vak), the human body, which is the medium
‘through which the wupdsana is conducted, is compared to a lute
(Aitareya Arapyaka III. 2.5). The text here works out a full
correspondence of the body conceived as the divine Vina (Daivi
Viga), after which the wooden lute improvised by man (kagtha-
nirmita-manusl Vipa) seems to be modelled.

orq @fead ¥ Aoy W | aqgeRITE) AN Qo R

The full comparison of the divine and human Vinas in this
connection brings out the similar features between them, the diffe-

2. On the evolution of Vina from ancient himes and its different
types see ‘The Vina® by Dr, Raghavan in the Souvenir of the
20th Conference of Music Academy, 1946
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The Aitareya Arapyaka concludes this upasand by the phalasrus:
that whoever does the updsand in this manner, obtains versatility
and eloquence and his fame is spread all over the earth.

a @ Wi et ogj I3 gaagD e, e Afdef,
91 sIsSAlaT AR g o |

Several Vina- types are mentioned in the Vedas - like Vaga,
Karkari and Kiapgda. “Of Vana we have the information that it con-
sists of a wide plank of Udumbara wood with hundred strings
( & aroRy Jtgras wamegTet gfore - TaittirTya Sambita 7.5. 9.2)
and that there are seven dharus in it (Rgveda X. 32.4). Sayapa
takes the Dharus as the seven svaras (T Ve areq FERyfaT-
FfgawrEauT: )

The other instruments known in the Vedic period are the flute*
types, Nadl and Tupava; cymbal Aghatl to accompany dancing
(Rg Veda X. 146.2); Drums like Adambara ar Lambana, Dundubhi
and its special type, Earth drum or Bhami Dundubhi (made by
digging a hole in the ground and covering it with a hide and
Vanaspati), There are also other obscure instruments like Gar-
gars, Godhi, Talava, Pifigs, and Bakura. A systematic study of
the instruments as referred to in the Vedic period and their identi-
fication will be a fruitful matter of investigation.

111, The primary treatise and song(s) derived from the Szma
Veda are named Gandharva Veda (or s'astra) and Gandharva Gana
reapectively. The New Catalogus Catalogorum Vol. V (Madras
University, 1969) gives a few mdnuscripts with the titles Gandharva
tantra (or s'astra). They seem to be a mixture of agamic, musical
and devotional content. For example there is a2 work *Gandharva-
ragamantra’ prescribing rules for worshipping the Gandharva
Vidvavasu for begetting a female progeny, The Itihasa-Puriga
literature contains references to a Gandbarva Veda in general
terms. According to the Tantra ‘Yamalastaka® the Gandharva Veda
is a treatise in 36,000 Anust{ubh verses 4,

4, See Note 1,p. 6 Preface to G.0.S. ed. of Bharata‘'s Natya
Sastra, Vol. 1 1926 edition.
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mrydaz: wxfhniakwEudRa: |
T greadeafenyd qRERE 1)

In the Mahabharata, Vana, TIrtha {ystia-parva (critical ed,
IIT 89.22, verses 14-4) Arjuna is said to have studied music, dance,
Sama Veda, instrumental music and Gandharva Veda from the
Gandharva Citragena, son of Visvavasu., Here the reference may
be to a particular treatise or ‘the knowledge of music’ in general.
The earlier epic Ramayapa refers to Gandharva more than once as
referring to music. '

There are again the seven types of Gana (Saptaripa or
Saptaiga), or even a larger number, mentioned in texts like the Natya
Sastra (N.S.) of Bharata, said to have been derived from the Sima
G1iti. The seven forms are - Sama, Panika, Aparintaka, Ullopya,
Prakarl, Ovepaka and Uttara. It is noteworthy that the Yijfia-
valkya Smrti(Yati Prakarapa, Yogabhidhana, vv. 110-115~-Ananda-
srama ed. pp.990 ff) mentions these forms as ‘Brahmagitikas’ set
by Daksa Prajapati and as means for spiritual enlightenment.

sgrmiar: gforar gepfafgar amdifasn: |

nEATARFAERRoTFAE R ||

Besides the mythological Dakga Prajapati, an ancient writer on
music of this name is known, as Dr, Raghavan has pointed® out,
from a unique reference by Sithhabhtpala ip his commentary on
Sangltaratnakara, Svara Chaper®,

Ayl SEENGARISEY  CRPEgINIERa; e
arasigaT oElTg: | x X I@wanfa-

g TS GAIEERIEIEG: |

sgrnfadde By Agged )

5. ‘Barly Names in Sangita Literature’, Journal of Music Academy>
Vol. I1]; also in "Sangeet Natak Akademi Bulletin No. 5p. 27
6. P.109 Vol.I Adyared.
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An important point arising from this citation is that accord-
ing to Dakga ‘avadhgna’ or ‘contemplative concentration’ is a chief
constituent of Gandharva or Music. This is reiterated in the
Dattilam also (prayuktad cavadhanena gandharvam abhidhIyate -
verse 8), an early treatise on Music. It may be noted that the
Dattilam refers to Music as Gandbarva Sastra, that was first given
to Narada by Brabma.

ead A mla @A | and
reimedafa; aRalsd  walsad |

In his definition of Gandharva, Bbarata (N.§. XXVIII, 8-11)
traces the common characteristics between the Saman rendering
and later music, gives the etymology of the word *‘Gandharva’ and
the sense in which this term was applied in the early centuries of the
Christian era. Asis his wont, the commentator Abhinavagupta
(A. G.) explains fully the implications in this context. In verse 8
Bharata says that the type of music performed on different stringed
instruments s to be included in the Gandharva-type *“that is
characterised by svara, tzla and pada™.

73 alipd D9 AAREAEa, |
Tredfify A% WIS |)

The expressions ‘Gandharvamiti tajieyam’ have been under-
stood by Manomohan Ghosh (in his translation of N.S) and E.Te
Nijenhuis (in her commentary to her edition of Dattilam, Leiden,
1970 p. 63) that the music pldyed on the stringed instrument, is
“to be known as Gandharva” (Gandharvam iti), But I bhave
rendered this expression as *“included in the Gandharva* (Gandhar-
vamiti as a single compound word) based on the Abhinavabharat
(A. Bha)e Teaet fafanis adwe smawiat a@ Tad, agmeiAiata areg-
p.5. G.0.S.Vol. 1IV). Now, why is only the stringed music
brought under the Gindharva? This is because the whole system
of music is envisaged by Bharata as only a part of the drama-
presentation.



& *- b 9 ! 91

?C? G ??G * cW%
< M+' 2#

&'+% # (4( %; %-%&'( & %% (5 &'+% &%C- '+%
D% &#% 18 (-'(A(&(3 (&# +*A( - &/-, - &I%H# &' *4%&'( & -
4; (& (&# (-& & - &5 - ( %-- 5

# #'('% 1 ($, T ("
Yaefta aara, er aptfftfai x X aaa3 caaiaait d&@
w tiw ti & % ) M> %
1:A&'+% %54 /5 ] &#t+( A(UM+((( 1A% -% O3 -(5-
("% - &1 & - - (Yt 2% (%% ' - 4% + #%- %# 25, (&#
C%(- & +% /(&HH( AT +% % % +% &(4% ][ &#+( AU -
-1& (&
=" (C - (G(0
7 % > %c > M
[ ( % +%% -4% #*2- $++ (-% & * 48&#
%l(# & '+% -4 ('5 2%'$%%& (4( [', +% -* % (&# '+%
[(&tt+( A( #%AY% %# 4 ' *5'+% 4% ( (%'  '+%-%

'$ '5,%- -&"'+% -(4% ,$+t% % - +% &% %--'5 4%&' &
& '+% 'S ' 1%'+%

%7 % %% % ) % > > % & %
&3 5(- (( ( P (CGCPG((!
( (

+% (&$% ' +- - +( (+HH+ +% % - & -

-4 ('52%'$%%& (4( (&# [(&H#+(A(, '+% *' '+% %&#% &/
2 '+ '+%-% 4*- ( '5;%- -'+% -(4%, &4%5 '+(' '+%5 %(# '
)-+(25 & 2% &/ &MY 2 - & ('-F+ *&NY 4

/



> : M aM . L

S b -(C % BT S #- B+ R, wANH &S A (
S0+ * 5 *; hARMbES - #h U A DB+ - #HARY
4% (+h H& R 8* ; W(# &/ wC; -' & (&# -/

(7 %

-8/ & -& " &5 IW(-&/" +h / #- 2% (- " '+
SRSWN A (AF e KRG ARG S H(-* % & (% o
8A ARAUE' (& &B(# & W&’ (&

g”qgjonftfet RqtaqqSWm; SISRT dftttfapjstfq 3

E M+ ; ?

"AG2HE W I - <k % & % % &H#(5
&% W% /+1 +h (2 Ab W54 /5 I[@#+(AC 4
V@#+US *#-%;; "+ # AC & & b ¥ & (2#()(<
T *ACHC [EH(A( - & S+ 2'(8&- &B(# #4 /+ &
(&7 A ( (&# &' *Au&'( 4*-

[ /7% (& (%&C%# AC & (- &'+- &UC'E

B8/ - A% UC; (B & [H#+H(A( -'+( B+ +
(8 & % (P H<hH(G-( 4% (8% #&(5 $ #

- % #w# 25 [ (& '+ 44%'C & '+ - 5(

-G )OCG /M ( (& * W54 /5 '+ L(&H+( A(

4; %eu8s- A (,'55%- 3 (5&/ & &' *Au&- A % (&#
&' *AR'( &



ROLE OF SANSKRIT IN INDIAN MUSIC L1

“Af/ M Rp, A ag EERR e @R,
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After giving this syllable-etymology (Aksharanirukti) according
to Tikakara, A. G.adds that this meaningless derivation of
Gandharva need not be commented upon,

In a later context, under the Dhruvd Songs (G.O.S. ed. Vol,
Iv. pp. 394-6), Abhinavagupta goes into details regarding the
difference between Gandharva and G&na. As these are not necessary
in this outline - history, they are not mentioned. ‘

The SaagTtaratnakara, in the Prabandha - Chapter (verses
1, 2) gives a slightly different conception of Gandharva and Gana.

oIk a3 MFea: TR |
frad Haa) g@gFaT ST )

According to Sarigadeva Giadharva is the music coming
down in a long tradition from time immemorial and contributing
supreme bliss, As opposed to this is Gana, a mortal composition
in Des1 ragas for delighting the general public.

Kallinatha? offers the further clarification that Gandharva is
classical (marga) and with no humaa association (apauruseya) like
Veda; Gana is Des1 and pauruseyu.

Thus about the Gandharva raised to th= status of a Veda or
Upaveda, we have only some general information and references:

7 nFad ARy, mA g 2w s | sARkasaafiaad
el Ageg R giud wal | m g aasTR-
W, qYedanT |
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The Dhruva songs are in Sanskrit and Prikrit and .mostly in
praise of Siva. See pp. 207ff N.S. G.OS. ed. Vol. IV for the
many illustrations. Below a couple of such instances are given—

24 22 dgadfima e didatt Rafl: s |
Yowadgid o TEwEgaTa: 1) ¢

qanfefy andmet W grAEReT

Qx wad woraied T 9 SR |

yanaREt gt A sRafkaaRan

3 ARamfwaged T GEAERE T U 0

-The Bharatabhugya® of king Nanyadeva of Mithila also gives
many such songs with svara-notations and Sardgadeva in the
opening chapter of his Saagltaratnskara draws upon this material
from Niapyadeva. The music notation of these songs is said
to be unalterable and the particular mode of singing is of special
religious merit. It is noteworthy that the first song in the Suddha
SagjT Jati is the following on the deity Agni, the subject of the
yery first hymn of the Rg Veda.

d ATIRAAAFYAEH
angIoEAREagEa |

agFAREFRIEIoT
oA HIARGFATASH, ()

IV. Besides the classification of the Music into Gandharva and
Gina, found in many of the early treatises, another category of
distinction is that between the marga and the desi, the classical

®*Two parts of this work have been brought out from
Khairagarh, M, P.
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a Jain belonging to the last quarter of 12th cent., says in his wark
Sadgitasamayasira (p. 5) that Bhoja, Somedvara (suthor of Mane-
sollasa or Abhilagithirthacintimagi) used the Bhigdira terminology.
Two texts dealing with the grammar of BhipdIra Bhags are said™t
to be available in manuscripts at the Sarasvati Mahal Library.

Now Bhapg¢lka as a DesI Nrtta, is known from texts like the
Nrttaratngvali. As described here this is the dance of clowns
(bbapgas) who shout and cry and make all sorts of noises of birds
and animals and execute movements imitative of the lame etc. It
may be interesting to note in this connection that of the major
rdpaka-types Bhaga is unique in that it is performed by a single
character (who happens to be the sensualist Vita), who passes witty
sarcastic remarks about all the people whom he happens to meet in
the course of his stroll in the city. Abhinavagupta informs of two
Upariipakas Bhipaka and Bhanikd in which there are light
humorous dances with music, and imitations of animals form on
integral part. Now we are able to see some common traits rupning
from the riapaka Bhiga, through the Uparapakas of that name, to
the Dedi nrtta Bhapdika. A dance gets a certain nomenclature
based on its thematic content or the rhythmic pattern, or melody.
A systematic investigation of the dance and music types in a histori-
cal perspective would be a fruitful endeavour.

V. The Sapgitaratnikara of Sarngadeva is a landmark in that
_it gives an excellent summary of ancient music and also ushered in
a new era of rigas and their manifold varieties. In the post-
Ratnaksara period, sometime after the mingling of the Hindu and
Persian cultures, in the North there developed a schism in Indian
music and the two schools of the Hindustani and Carnatic came to
be distinguished. As is well known the two systems are fundamen-
tally the same; the differences could be made out only as based on

the nomenclature of §rutis, ragas, the aesthetics of raga-formation
etc.

""P. 38, Notes to the ed. of Jiya's Nrttaratoavali, by -
Dr. V., Raghavan.
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VL In the field of the thooretical aspects of Music there has
been a loag contiauity of macvollous contribution in Sanskrit from’
mmnta’l Natya $astra down to the 18th cent. Some musnoolomts
in India @nd optside have dealt with this long history although in
parts. A full detailed regnon-wue history dealing with the enfire
material and development of various key concepts critically and
analytically is yet to be undertaken. What could be noted on this
subject in the present context is that the history of South Indian
musical literature dates clearly from the Vijayanagar period. Then
the centre of SangIta activity shifted to the Nayak pnd Maratha
courts of Tanjore. Vidyaragya is a well-known figure in Sanskrit
literature of South India and in the early history of the Vijayanagar
Kingdom. It is known from citations in the Sadgitasudhs' of
Govinda DIkshita (Music Academy ed. pp. 152 ff; 255 etc.) that
Vidyaragys has written a valuable work SadgItasara on music also.
Perhaps due to this contribution by Vidyaragya the southern branch
was called Carnatic.

VII. A thing to be noted in this connection is that amongst the
many Sanskrit writers on musicology a good number of them are
known to be master-minds and specialists in other branches of
Sanskrit as well. For example in the context of Nada, Sarigadeva
(Sadgltaratnakara, prakarapa two) brings in a whole gamut of
Ideas related to physical anatomy, the technique of sound-produc-
tion, the pertinent vedantic, tantric and yogic ideas concerning the
microcosmic individual (pipnda) and the macrocosmic Supreme-
Being (apda). This sort of inter-disciplinery specialisation be.
comes necessary in the Indian context where no subject, art or
science, can be viewed in isolation; and many of our ancient
scholars are known for their many-faceted versatility. Sarigadeva
himself, not only reveals his encyclopaedic knowledge in his treat-
ment of the subject but also refers (Ratnakara, IL.i. verse 119) to his
work on philosophy ‘Adhyatma-Viveka’.

Likewise there have been other writers too who are known'? to
have composed autheatic works on non- musical subjects. To give

© " Pr.V, Raghavan, Journal of Music Academy, XX 1949;
-7 XXKE 1950
11
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In the pre—Trinity period one should note also:the uhique
composer Acunagiringtha (15th cent.), a poet belonging to the
famous Mullandram family of scholars, proficient equally in Tamil
and Sanskrit and who flourished near Tiruvannamalai in the North
Arcot district. Arunagiri’s songs ‘Tiruppugazh’; are composed in
a mixture of the richest Tamil and the most graceful Sanskrit, and
bear the touch of a master-hand. He is also styled ‘*Chandap pava-
lar peruman” on ficcount of his amazing skill in creating a mar-:
vellous variety of rhythmic patterns. We may now see a couple
of samples from his treasure Tiruppugazh from the view-point of
rich expressions and metrical content. The song ‘Dhavalarapa-
sarasvati’ is a famous song in the Anandabhairavi melody on the
deity ‘Tayumanavar’ in Tiruchirappalli. In this composition there
is a beautiful blend of Sanskrit and Tamil,

saarmL wgavar§ wis@eryr 78 LBeurwems SGSSms
FLbem i

wepaCamals sirdans vwukish LjaCarans

WEVET el &8 Lgbuf @uuuria g A @ g csFef

ewwsrw® Baysen @ar_ed eTwosrud

Admas Wl el & Geav~s ew—ish dserh Cas g al 5 sefl awll
N Ins

Sliyeng Fwrwdw uerQur® so6smer opBGGarGer 10

fsy Caryr Q5B waw_ L1 wsy Csryer §5ear
HVEISGS ‘

BAAgmodn syiui arenri@uw QU Gar

The second song “Cinattavar” is in the raga Cencurutti full
of wonderful Jatis set to Adi Tala.

1¢ Murugon3d here refers not to the form of Lord Subrahmanya
with some specific iconographical details and mythological
connections but the trauscendental Supreme Being itself.
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fergsar qudkel umsisui SyssL Gf@ai:wt
e uiié@ Qerwrer

8fuuair swégw uPlual swigw Salysy Qasq;u
Cuer pdBaird wird

ﬂ&ur,s,sgwaﬁagm wear g SYy WHSGLD H8dsHapEGL

I parwed

@rs@Leuyduilég QurGlauyliy &Ew ded pb
qagpmp’écgu‘: Qewey gsrymLy

Mw;smwr.sm SASHLBAERE SSE5S55056
SerQuii

SO BGOCOOT QLT s H1Y QpLpiiGtd Sor it
BLEGL QETRG I

fer g g p suafds wiap g 805065M
Gsres g g & SiCaer

Do s8M GpuCuar sor 5Qsr® &85035 DG Feml
piagw QuapwrGer

It will be interesting to note that the Natya Sastra of Bharats
refers to what are called Jatis or bols in the present day. The
purposes of Bharata in introducing Nyitta is that it may be used
(1) in the dramatic Prologue or Prastavana while introducing
the drama to the audience and create the proper mood and atmos-
phere as required.. (2) in the entry of characters; (3) in depiction
of battles; (4) in change of location etc. In these various contexts
the Nrtta is performed according to suitable instrumental music,
which some times, as suiting the occasion and mood, consists of just
percussion play, Vina music or any other instrument. Such music
without sahitya content or voice is called by Bharata as Nirgita and
Bahirgita. (V. 35, 41).

84 @ Fefla geamisia ader 0
and,

. q& ﬁ"ﬁaaa'—\; %lai’ ﬂ&ﬂ‘[ﬁan |
Rt agRe AR e
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Abliinavagupta callsit ‘Sushkaakshara’ (A. Bhd. on IV. 266:CO0.S.
Ip.179. 11 ed.)

gl goRI: & aRfgEeay  qeeda dwRh
gafdan: | “Foffa g qulad@ gfag’ e » (a1 @
w W)

The Nirgita sometime coasists of the particular Dhétus played
on Citra Vina, with Guru and Laghu Aksharas (long and short sylla-
bles), along with Vargas and alarhkaras. (N.S. V. 42).

grgfafimalona; geoweguFaay |
lzgRdgs 9w IR ||

Explaining the garu and laghu, Abhinavagupta says that gurus
are the syllables played on the percussion instrument Bhanda, like
Dhyt, Drid; and Laghus are like mata, kata, etc: Vamas are Jhaptum
and others (Ibid., p. 223).

amead nAd aier JEOT Y T tim |

ogft Rz R q@RAR | X X X Wi #ogeRe:
racaw |

Later in the 34th chapter dealing with the ¢ Pushkara ’ drum
Bharata defines and illustrates the 18 different Jatis with the possible
combinations of the guru and laghu : he also gives the proper con-
texts in the Saaskrit Drama, in which they are to used. We may
see here a couple of such Jajis.

Ia the Jati called ¢ Vishama * long syliables like Ghetdm are to
be employed ; this is to be used in the context of the naturally slow
dignified gait of a king (Nitya Sastra. 34. 153).
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written a magnificont mahakivya® on Dikshita embodying all the
rescarch material culled by him from various sources about the
saint-composer and his instructive Kritis.

Sanskrit as the language of meditation and the language of
mantra $§3stra, came unbidden to Dikshitar who expressed himself
in it as naturally as the lark in its trills. His songs are moulded in
the classical style, displaying deep scholarship (in many of his songs
he calls himself rightly *Pagditatara’); they are beawtifully worded
and roundly phrased,. well-dictioned, faultless and produce
sumptuousness and richness of fare.

To Dikshitar Sahitya was not an end itself, but-an indispensable
framework of the music, Dikshitar, an ardent Sri-Vidya upasaka
with Siddhis in this direction, relied more on the incantational power
of the word rather than on its emotional content. His Sahityas are
thus in effect dhyina slokas rather than lyrics. To the properly
attuned listner they are a support of contemplation. They start a
train of vibrations which find its consummation in the wordless
ecstasy of the melody. Reverent study and meditation on hi
Sahitya, are thus indispensable for all, who would like to partake
in however humble and fragmentary a manner, in the vital experience
that produced the words aad the music, and their perfect blending.

In this lecture-demonstration there will be a rendering of a
Kiriti “Sri Nilotpalanayike’ in Nariritigaula, set to Ripaka tala. It
may be noted that on the Goddess Nilimbiki at his home-town
Tiruvarur, Dikshita composed a group of 8 songs in the Gaula-series
of ragas—Narayana?, Riti®, Kannada®, Kedara®, Miyamailava®,
Piirva® and Chayi-gaulas, besides the simple Gaula.

2 This - was one of the major writings of Dr. Raghavanin
appreciation of which the Paramacharya H.H. Sri Chandasckharendra
Sarasvati conferred on him the title * Kavi-Kokila * as early as 1955,
This ‘Kavya : was brought out by the present writer on the first death
aaniversary of Dr. Raghavan in April 1980,
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and even in his early days he came into contact with eminent con-
temporary musicians like Maha Vaidyanatha Tyer, Patpam Subra.
manya Iyer and Ramnad Srinivasa Iyengar. Soon he attained good
knowledge of music along with ability to compose Kritis in the 72
melakarta ragas, which have been highly appreciated by musicians
and musicologists for their melodic beauty and lyrical sahitya-
content. Like Dikshita before him he has introduced the riga-name
skilfully in his songs composed in praise of his ishta devata -Subrah-
manya. His Kriti in the 49th mela ¢ Dhavalambari-® may be seen
now, for the harmonious blend of Sanskrit and Tamil, and also
musical assonance.

uWel— sTaTU $55 STEAPSL

WSS ST @UT
I Siudeval— urGrlur® aepGL ys UrsTi-

ueir g8 Aefiev LG

Frewrib— gaior swe arelad Sye wrwenh ¢yayemh
Saeroenl wreddall saarribiidl airemnil
Saerworw Cur gydrerger saiarGuoa-
1A 6ir @D air 65T QT ABOT T 6V
evger wrsal GEFTITeneT ereir mrajo-
der o QelIGs ewr FUCLIGS.

Papanasam Sivan, is known to the present generation for his
high class Sangita and Sahitya, as also deep devotion. He has been a
prolific composer of Varnas and Kritis, mostly in Tamil. However
there is a happy mixture of Sanskrit that runs through many of his
Tamil songs. He has elicited the admiration and appreciation of the
great musicians during the last five decades or more. Sri Tiger
Varadachariar is known to have said—* Many a time have I listened
with rapture to his soul-stirring songs in Tamil and Sanskrit. I have
been deeply impressed with the flawless technique and the elegang
‘'style of his musical output ”.

Amongst his compositions there are quite a good number in -pure
~ Sapskrit liké ‘Patitapavana’ (Todi), Sivagangi-nagara (Punnagavarali),
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"$rinivasa Tava' (Khaaraharapriya), ‘Radhamukha-xamala (Kapi),
and * S sabha nabho-nibhd (Hamsadhvani). A not too well known
song of his on Lord Rama in §ti raga may be now seen in full—

pfi— Ui w=a wgw RgeEew zi?)
iR — &W FRFIITI.
A% EHAFFEE-
W efara-Jeueg-

@ gFedaer- (H)

U — HR  FIRA-§ZT-%-
¥ aRgEla-Agar-
. enfHa-gsian-
=i orgar aRd, (W)

Many musicians and musicologists may not be aware of Sivan’s
Tamil song in Abheri, Adi-Tala, on Muthuswami Dikshitar, in which
he pays a compliment to the finer points in language and content in
Dikshitar’s songs. This has been published with notation in the
Muthuswami Dikshita Aradhana Mahotsava Souvenir*, Coimbatore,
1952. For the benefit of those who may be interested in the song 1
am giving below the s3hitya in full —

udeal— wigvard Suls wsGaEoa
@Y wer gi_Gar L5 wearGio- (B vig)

& giudval— udQuar an_Qurfuild GGG _ _
wdomgyLer selgraps waow QUL wsw)

%] am thankful to Sri N. R. Bhpvarahan who kmdly lent me
his book from his personal library.
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sremiv—(1) - gpf 48 Cuaddiprod sadsan-
. QP afskrys ury. 4 Sens ugeyh
&5 @0ur® wrids mids-
Wb api SBsele wae api §5CW Gith
L& L. (B »sH)
Q) aprs® sewd 8i &S IQuui—gaQerds
8i gser s Bgid yre&LQuuir—wsss
FTv B sQSat Ury@ir—grw
Brevell yeTisd SQw el BoATES LIS
(B vé8)

X. jii. Sanskrit has been the medium of expression throughout
the ages for not only the out-pourings of sincere devotion for a
particular deity but also for secular purposes like national feelings.
As an example under this category we may note Sri Mayuram Visva-
natha Sastri and particularly his popular song * Jayati Jayati * on
Mother India, in Khamas raga.

g, wafy sufy wanm gedlar Fieewams Bt
Fawagfear safy safe safa-

3, agFeegea g agRRa ewfeedsaiua
AAE-EgRa (sTaf)

3. wfaguier afcaens ThRagseT
gfaAmReT (Faf)

Now these songs of Arupagirinitha, Tydgardja, Dikshita,
Kofifvara Iyer, Papanfisam Sivan, and Mayuram Vivanatha Sastri
will be rendered by Vidvan S. Rajam, and his disciples Narmada,
Sowmya and Gayatri.

X.iv We have had a sweeping bird’s eye view of the place in and
contribution: of ‘Sanskrit to the tleoretical and practical aspects,
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of Indan music from' thé prehistoric Vedic age ddwn to-the present
century. In the course of this simplistic survey reference has been
made to some contributions of Dr. Raghavan in whose honoured
name the present lecture is delivered. Dr. Raghavan, hailing from
the holy Tiruvarur in the district of Tanjore, gund endowed with
deep Sanskrit scholarship, brilliant imagination,- critical faculties
and innate love for anything truly Iadian, has made solid
contributions for the many basical and important problems in Indian
music. The present writer compiled a list of all his writings with
summary on the occasion of his Shastyabdapurti in 1968; this book
includes his contribution to the inter-related fields of dance, music
and Sanskrit drama also. This is being updated and will be made
available at the Music Academy shortly for the benefit of scholars
working in these fields.

Many may not be aware of the fact that besides critical,
historical articles on music subjects, Dr. Raghavan has composed
noteworthy Saunskrit compositions for special occasions-like the
Sabdas (dance compositions) on Lord Kapali§vara at Mylapore, and
Muthusvami Dikshitar; Padavarna; Suprabhatam on Lord Rime$vara
and Goddess Meenakshi; songs om the- Musi¢ Academy and
Samskrita Academy (on the occasion of the Golden Jubilee of
thesc institutions), as also on H. H. Sri Chandrasekharendra Sarasvati
Svami of Kanchi Kamakoti Pitha, Syama Sastri, poet Vallathol etc.
In the concluding part of this presentation, Vidvan Sri B. Krishnam-
urthi, who has helped Dr. Raghavan in setting the tunes for many of
his compositions, will render three of them.

‘The first is a Pada Varpa on the Paramichirya H. H. Sri
Chandrasekharendra Sarasvati Svamigal composed on the occasion
of Makara Sankranti some years back. This has therefore been
appropriately set in the raga Siryakanta. The impress of Dikshita
may be seen throughout, especially the Gopuccha Yati in.the
sscond, Cigtasyara-sahitya —§ivabrdayaip, sahgdayam, sadayam and
ayam.
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freRaIit@— aIg9Ea-grRagrisaa-aFE
afamn(t)igsal eevigeeRTIN
gaRiRe oy Bmealy efasen (%)
T — 7 GO FRE-ga ()

fizeraite - edamyd FR¥QEAFLU L 0 ()
fomzd Gezd g wd
owran aRfRgRddegemLy 0 (W)
sgefaeatify agafon afeewi s@a
sfanftaaga sagaseozad afRd-
gasemuriary ) 3N ()
6K - SR - ogd - TFETA - SAURNGHEATIAT
FeORed, gma-gwedd usrasems  RfEa-
e ) e N ()

The second song is on Syama S$astri composed on the occasion

of the Birth-bicentenary in 1977 at the Music Academy. This is
set in Syama Raga.

BR—amamfer afistg A TSR o1 A (F)

A9BSR —ema - Temmeafan- T
7330 -4 T3a- 18- Frrasoraaed (sfeam)

13



98 THE JOURNAL OF THE MADRAS MUSIC'ACADEMY [Vol. LVI

SN L & T . -

T — eRamncaT, el [ v, arge-
B

The third song is on the Music Academy composed on the

occasion of its Golden Jubilee in 1976. The music was therefore

set in the 50th fnela Rama-narayagi By Dr. Balamurali Krishna:
who himself rendered the same at that time.

qefi— ez saly - ax9d
guIikaaEs aFSTERFEAS
U —aFITaga el Rrelaaamaas -

n-Ru-ghiRka ek
ARETIETE T aval adai agam ||

As expressed herein, may the Music Academy continue to
contribute richly to the glorious tradition (Sampradiya) of our
Indian Music !



' S'ri Tyégarajé’s Moods:. Songs. of
‘self-deprecation and songs of’
Confidence and Gratitude

“WILLIAM J. JACKSON

All of Sri Tya'garija’s songs seem to have arisen ffom devotional
moods, but they are divisible in two basic categories, depending on
the saint’s own self-image, negative or positive, within each song,
Tyigarija sang from a stance of cither self-deprecation, or of
worthiness, in his songs, and these different stances create specific
impressions and responses in the minds of his receptive listeners.

1. “ The guilty Tyagarija " : Bhakti Expressed in Songs of
Self-Deprecation.

Onc implication of the large number of Sri Tyagaraja’s songs
expressing moods of confidence and righteous indignation is that the
poet and composer enjoyed a sense of success in his chosen life of
bhakti. The smaller number of Tyagaraja songs expressing self-
condempation would seem to indicate that the self-deprecatory mood
'did not come naturally or often to him, or else that it was not as
generative of songs as other moods. Few songs are signed with
mudras of self-condemnation.

For example. Appa rdma bhakti! ends with the question.
“ Will bliss come to the guilty person (or offender, delinquent)
Tyagardja ?* This song, a tribute of praise to Rima the father,
asserts that devotion to Rima puts a stop to the straying of the
mind, Rama is pictured as the intimate protector who guards
devotees as the eyelids protect the eyes. The rest of the song un-
derscores the greatness of devotion to Rama, asking if without
bhakti Rama’s companions would have fulfilled their earthly
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ers, and if bliss would come to * the guilty pesson, I."
Devobibn'fo ‘Rama, ‘tha song suggests, ‘makes ublikaly or Woén
events possible, and brings a grace which enables: me:ypmble .nd
imperfect Tyagaﬂ]a to enjoy spiritual happmess

L ‘ I

Another song, Dudukugala’ ("So “fall of wnckedness") is the
second in the series of paficaratna kirtangs, the five masterpieces of
Tyagardja whiclr’ are now usually sung as a group. Of the five it is
the only one in a mood of self-deprecation. It is a long, probably
the most sustained lyrical passage of penltence found in all of
Tyagaraja’s works. Sambamoorthy said of this song: “The sdhitya
is confessional in its tones. But the fact is, Tyagarija never commits
ted the sins enumerated therein. Indirectly it provided alesson to
others to desist from committing such sins **2. S. Y. Knshnaswamy
wrote that the song * provides an interesting example of the saint’s
mood of despondency. He has heaped upon himself sins which he
certainly did not commit. His whole life was a contradiction of
this song. It would appear that he was thinking of others but spoke
about himself,” ¢

Musicologist T.S. Parthasarathy has called this song an
introspective song of the type commonly composed by Sanskrit
scholars and saintly poets. In thiss genre the author depicts
himself as a sinner and asks for grace. Examples of this form in-
clude Yamunacarya’s Stotraratna, and hymns by many of the Tamil
saints, including Mapikkavicakar, Some Hariddsa lyricists also
wrote confessional songs. Parthasarathy noted that before the 13th
or 14th century confession of sins to a priest was not a part of
Vaispavism. Vedanta Desika did not mention it in his works. As
least one of the Sanskrit poems attributed to Saikara is of the con-

fessional type.®

The opening line of Dudukagala expresses the doubt that a great
sinner could be protected by any ruler. Each succeeding carapam
bas more syllables than the preceding one, Thus a sense of accumu-
lation is conveyed by the form, the adding of sin to sin, i
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What prince wonld prqtect mg. when I'm full ot‘w much
folly 7 Being constantIy drawhi  to such ‘bad sensual
pleasures.

o moon with rays wh:ch cause. the lily of Laksnu'l heart
to bloom. You are ineffable and unimaginable (What
prince. . . \)

You are pervasive, in all the beings of creation, and I did

. not have ‘the mind to heed you! (What primee. . . .)

Y

Even in my younger days I did not taste the immortality-
nectar of bhajanaq, but instead became a follower of false

logic. (What prince. . . .)

Flattering others to melt their minds for the sake of getting
some of their wealth, roaming around to fill up the belly.
(What prince. . . .)

Telling myself that to live comfortably in this world (is
life’s reason). I spent all my days teaching women, men
of low caste, womanizers, and the ignorant, in order to
become powerful, and I was gloating. (What prince. . . .)

Without even having a grasp of the tones and rhythms,
having a heart of stone, I thought of myself as equal to

the great devotees. (What prince. . . .)

I misplaced my trust, believing, O Lord of Lords, in
limitless wealth, a retinue of servants, children, house, and
women beautiful to the sight. (What prince. . . .)

Never calling to mind your beauteous lotus-like face, I
sought out people whose pride made them blind, and I

Jpiteously was caught up in entanglements, suffering, unable
.+to_stop- doing wicked deeds, and having harmful desires >

4 v goale
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; I became unsteady, wnh an ever~wavenng mind. (Wlufi¥
prince. . . .)

C...9. Forgetting how difficult. it is to be born as a human, in-

' stead of attaining supreme bliss I becamg a slave to arro-

gance, jealousy, lust, greed, delusmn—mloeral_)ly cheating

myself, though I was born to the highest of castes I was

performing the deeds of a low caste man. I kept company

with people of bad character, and further went astray,
conforming to erroneous creeds. (What prince. . . .)

C. 10. Roaming about, some days for women, for children and
property, other days for amassing wealth, O Lord adored
by Tyagarija. (What prince would protect me when I'm
full of so much folly ?)

The length of the caranams mounts, like the serious conse-
quences of continued wrong-doing, conveving the psychological
desperation of the situation. The gravity of a brghman performing
the actions of a low caste man in Tyigarija’s community, was so
great that it was the equivalent of ruining one’s life. At times the
list of sins sounds like those which in some stories the saint’s brother
is said to have committed or to have urged Tyagaraja to commit.
For example, if Tyagarija bad gone to the court and sung for earthly
recompense he could not have sung this song with a clear conscience.
Paradoxically, the worse the sins are which Tyagarija confessess,
the more innocent he seems, and the more guilty and graceless the
real culprits appear.,

Induka ittanuvunu ¢ (* Was it for this that the body was nouris-
hed ? *’) is another song composed of examples of human life going
astray, chasing desires, entranced by sex, gossiping and seeking
worldly possessions, but in it Tyagarija does not express his own
guilt so much as his disgust with worldly people.” In Nénendu
vetukudurd Tyagaraja’s self-accusations are more definite : * where
might I search for you. Lord Haii ?** questions Tylgaraja. In the
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3 It 3 ey
seoond line he observes that the Lord, did not come even when the
high-ranking . crestor-god Brahmi sppealed to him. Whers thien,
;he caragam ash, might “a faulty soul fyll of bad deeds. tpealdng
;vnlly 80’ often yet dlsgmsed in t]us world as_an upper echelon
“devotee " hope to fmd the I.otd'l’ T

, leew:so. thie saint eriticizes hunself in Noreml sri rama® literally
# What .mouth (have I) to. blame you, $ri Rama?” In the second
lmc the singer gdmits that he has tepeatcdly comm:tted sinful
Y mctlons. +The caragam detaals the wrongdoing.

Without controlling the six sins, man’s enemies,
Showing the teeth -(in smiles) {o the ladies

Not knowing devotion to Lord Rima

‘Of Tyagarija and of anyone else (who is devoted)
What right have I to wag my tongue criticizing you?

This moving song is full of sincere repentence for having censur-
‘ed the Lord. Ninnanavalasinademi'® ‘is another song in which the
"devotee adnits his blameworthiness. In it Tyagarija seems to examine
his- conscience, asking if he has yearned for a vision of the Lord in
" his heart, done service to good people, or if instead he has gossiped
"with the wicked, become attached to the wife who came to him with
a dowry, and so on. It seems that these are not very specific confes-
sions of the individual bhakta, though a mood of soul-searching may
have partly inspired them. They are generalized depictions of the
temptations to which any devotee might be prone, warnings to others
and to himself of their seriousness and incompatibility with the
spiritual life.

In another disturbed song of self-blame Tydgarija accuses him-
-self of shamelessly roving the world, after having taken refuge with
Rama, and of wasting time in foolishness, becoming the object of
mockery to others. This wordy confessional song seems at least in
part autobiognphxcal smce Tyagaraja says m t.he ﬁrst caramm,

A. .’i‘



'i&i THE JOURNAL 68 THE MADRK SHid NcADEMY [Vol. VLI

« What you “mercifully’ “said to me hhﬁmt Sothe o pads’ Y yet
perhaps, “ roving the world d meahs * hav!ng *drl’dly eancems."
The tone of the second cam;am conVeys a tl‘lrbulencé ‘6f mind ot
anxiety of conscience. He says’ ‘his_heart " is “not reaﬂ’y ‘siited to
leading a worldly life like others do, and lamjnts that he has not
yot realized in bls heart that Rama and he are one. He complmns
that he cannot bear the misery which results from doing unrespect
able actions, and ‘'says that his mind is agitated. In the third
caranam he says he camnot blame Rama, though he fears the pro-
blems he has suffered have not impressed the Lord’s' mind, " or else
that he does not merit grace. Calling Rima kamnatandri—*¢ natural
father,” this song of sclf-blame depicts the devotee as the erring
child whose only hops is the mercy of the loving parent.1?

In EBtula brotuvs 12 (“ How ate you going to save me ? )
Tyagarsja worries about his life, which is ¢ unpleasant to the ear™.
Waadering, eating like stray cattle in a pound,!® praising all the
well-known misers for the sake of his belly, joining with togueé and
doing- evil deeds, Tyagarija says he has become disreputable, and
‘hence wonders how Rima, who is accessible to one-pointed devo-
tion, will save him. This song teaches that the Lord demands ex-
clusive dsvotion, aad that to one disgusted with his life there is
still some hops for grace, if single-minded attachment to Rama is
"developed.

A number of songs express the thought that the wrong actions
of the past are the source of present sorrow. In Toli janmamunag 14
(* The demerits of my previous births ") Tyagarija states that he
has come to realize the wickedness done in previous births, and
asks if it is possible for crops of coarse grain to thrive alongside the
fine quality rice paddy, or if the glory of Raima’s name can exist
simultaneously with the sins of Tyagarija. We conclade with
~Tyagardja that inferior impulses endanger and orowd out the divine,
‘-but that the power of the name can canquer all.

o In Toli nénu jesiaa the smger wonders “Are the fnuts of the
worsl:up I performed previously such as this?" He asks if moncy can
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buy what he scelcs, and quostions if: his grief will ever be overcoms,
then tolls Rima not to be cancerned, saying that when ho (Tyiga-
1aja) “smumed the role of an excellent bhakia it must have been a
vory inauspicious time.” 1%

. Another song in the mood of guilt is Prarobdhamittundaga ¥*
(“ When tho fruit of my past acts is thus ), in which Tysgardja
-laments.

P. When the fruit of my past acts is thus
I have no business blaming others —
When you are there (my Lord).

A. O Prince of noble character, protector of people
Bestower of boons, Reservoir of compassion, Lord
transcending time, adored by Siva (When. . . .)

C. When I lend a helping hand they become harmful ;
When I show mercy they begin making many accusations ;
Seeing me, people disguised as devotees, whose minds
flicker like lightning, become my enemies,
O friend of Tyagarja (When, . . .)

In the carapam the singer feels unjustly persecuted, a sentiment
repeated in several songs, but in the pallavi he admits this bad luck
must be his fault, the results of previous actions, since Rima has °
the ability to rescue him, but does not.1? Toliné jésina piija phalamu?®
is similar to the three preceding songs, but it places the blame more
on Rama than on the bhakta Tyagarija.

2. Songs of Worthiness. A
A. *Have you forgotten me 7" The Wronged Devotee’s

Impatient Yearning and Questioning.

Tydgaridja's attitude in many songs suggests that he often fol¢
:Qaite poaitively about having fulfilled bis obligations as & servant
14
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and devotee of his ijfadevatd. Lord Rama. In fact, s good nunibed

-of :Tyagarija’a- sangs argue from a.position of fecling wronged of

_neglected .by the Lord, who seems to be the. one guilty of slackness

in fulfilling his duty. In these songs the faithful devotee rdthet

self-righteously maintains that he descrves better treatment at the
-hands of Riama, whom he accuses of forgetfuhim. In these songs

the singer. boldly or subtly urges the Lord to set right the wrongh

and to live up to his promises. These songs are confident expres-
sions of a feeling of worthiness and even intimacy. A strictly formal
relatiopship with an authority figure would :not allow for such
familiarity in the tone of complaint. For example in Sdketa
niketana (*“The Lord whose. abode is Ayodbyi °*’) Tyagarija asks
Rima. *Did you not say, ‘1 will protect you, [ will foster you’ ?
I became enamoured of you alone; how is it that you have this

attitude.? Complaining of such neglect,. 1, desired your arrival so
much! Do not make excuses and stay away. They, will make a
noise. (A Telugu idiom meaning * people will talk,’) ** 1* Here the

bhakta sings in the voice of a jilted lover.

In another song 2 Tydgaradja asks Rima if he has forgotten the
words he spoke when Tyagardja was a child. ‘¢ Over and over,
you bestowed such respect, and you said : < Why this worry? When
such good fortune is yours!.” The caranam offers a glimpse of
‘Rama’s court, in which Rima was watching * the fine dances of the
‘blossoming maidens ** and Tyagaraja was gazing upon his Lord’s
feet with adoration, and melting, as it were. Then, it is said Rama
‘stopped his brother Bharata from waving the yaktail fan, « and
with compassion said: ‘[ am the giver of boons to Tyagarija. **
Then, again and again, Tyagaraja asks if Rama has forgotten that
he said those words. As is the case with other songs referring to
experiences of seeing Rama, it is not clear if the occasion referred
fo was.in a dream; in.a meditative trance, or otherwise.

_ Righteously and impatiently Tyagarija _ask§ in Ela ni daya radu,
¥“How-i¢ it thatyour. grace has not come? Will you neglect me ? Is
thiis ‘1ot :the:.proper time to protect:mo? "**Id a siiilar mood, bus

Lo



seemingly -in more. desperate straits he asks.in Enduku daya sddic®-
# Why has your mercy pot come? O Ramacandral **

A, Thinking (my pleas) mere noise, bave you forgotten
me? Are you not there? (Why has your mercy not come?)

C. 1. Unpable to bear the uscless and ceaseless ocean of
existence, I have become terrified and I tremble like
droplets on a lotus leaf—seeing me like shis, cloud-hued
uuequalled hero—(Why has your mercy. . . .)

C. 2 I cannot form friendships with people who experience
over and over the ocean of evil things ! My body, O
Rama, has become half of what it was! Seeing me

like this, O Lotus-eyed, immaculate form (Why has your
mercy not come?)

C. 3. Why this delay? Do you say this is not the time? If you
do, then say, which way shall I go sir ? Without you
there is no protection. You are the shelter of the poor,

Lord adored by Tyagarija, your life enables the crossing!
(Why has your mercy not come?)

This song suggests a mood of disappointment, and depression,
as if sung in difficult times —the people around the singer
are characterized as habitually engaged in evil, the weight of the
singer’s body is said to be half its previous amount, and protection
in this dark night of the soul does not seem to be forthcoming,

Tyagardja prayerfully complains that he has been faithful and
deserves to be better cared for.

Another song also depicts the mood of pleading for succour,
standing firm amid tribulations, expressing uncomprehending be-
wilderment that Rama should be so unobliging. After an obeisance
,angl_ three epithets of Rama. Tyéagarija begir'xs the interrogation:
“ Why this argument with me ? Does it give you happiness 2 Is it
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stich a butden to save mo? Should I send a messenger 2™ In the'
third carapam he dsserts : ** [ believed in you, I seid * I take refage’
in you.’ I said ‘Come!’ " In the pext, he promises that he will
not run away, or give up his devotion, or approach others for relief,
Next, he requests that Rima ask for sweet bbtel leaves (which
Tyagarija can then offer) and then offer boons. Then he asks
** What is the profit of this to you? Do you think me vile? ”* Asking
Rama to *““look upon us, save us, join us willingly,” reminding
Rima of the supposed power of his name. Tyagarija demands
with full confidence in his right to expect fulfiliment, ‘ Come
quickly, Ocean of mercy, Dweller in Tyagarija’s heart ! *” 24

Another song expresses puzzlement as to Rima’s whereabouts,
asking ¢ Where has he hidden himself? He has not come here 1
when will his grace come, O mind ? Why this fickle unsteadiness ?
Hear my request! Just as in the old days, in order to save devotees.
he has now hidden himself—where ? He has not come here ; when
will his grace come, O mind?” The first carapam recalls the
story of HirapyakaSipu putting his son Prahlada through ordeals;
the Lord, unable to bear the thought of the steadfast devotee suffer-
ing, emerged from a pillar. But where has the Lord hidden himself
today, Tyagardja asks. Then Rama is pictured as hiding behind
the palmyra tree when he rescued Sugciva. Aﬁain likening
Rama’s hiddenness to a dramatic incident, he pleads for Rima to
come out.s

Such insistent songs, demanding the appearance of the Lord,
whom the devotee feels is obligated to demonstrate his presence,
are plentiful in Tyagaraja’s corpus of works. “Again and again |
am crying to you alone, but your mind shows no pity on me,” the
singer complains in Mari mari ninné® Afier mentioning Purapic
characters who enjoyed the Lord’s protection, he demands thas the
Lord make known his glory, saying he cannot bear the neglecs and
‘that he will not listen to any cxcuses. Thus, in a confidens mood
fe often makes his demands known with bolduess of tone.



i-: . some .songs Tylgardja enumerates his worthy qualifications
snd feelings of having been wronged or forgotten, usueally including
an interrogatory exclamation. Singing in bewilderment he demands
& resolution to the unjust situation, or at least an explanation, In
Kyirasdgara $ayana ¥ (“ Lord: who reclines on the ocean of milk ™),
Tyagaraja asks * Should you put me in such grief 7 In the anu.
pallavi Tyagardja speaks of the legendary elephant Gajendra whom
Vispu once saved with alacrity, and in the caranam he recalls the
tales of Draupadi (though the Mahabhiarata heroine is not mention-
ed by name) belng given a sari by Krishna, the courageous Bhadra-
cala Rimadias who was rescued by Rama from a life of imprison-
ment, and Sita, for whom Rama crossed an ocean. Reminding the
Lord of these acts of mercy the saint pleads with Rima to acceps
bhim with compassion also. The melody of this song is a reflection,
as it were, of “ the still, pellucid depths of the milky ocean on which

Vispu was reposing,”?®

A suspicion crops up in Evarimdta vinndvé® that someone has
been giving Rama misleading information about Tyagaraja. * The
great bhggavatas have said * He is one who is dependent on the
devotee,” Tydgardja asserts, and he has believed in this; is Rima
now going to make this contention untrue ? In O ranga $§dyid*
also he complains: ‘¢ When I call you, cannot you say ‘I ’ m coming,
and then come” He complains that he has suffered much among
people jealous of others’ good fortune.

In another song complaining of neglect®? Tyigarija asks:
“ Seeing me among peeple who look on with contempt, should you
hide your mercy?’ The carapams remind Rima of incidents in which
Tyagardja’'s worthiness was recommended to Rama by Sitd, by
Bharata (who is depicted in the song as having said, ¢ Tyagarija
is every bit as. much a devotee as [ am’), and by Laksmana,
Riama’s brothers. When these events took place is not mentioned.
Elsewhere, Tyagaraja speaks as one harrassed:

Why does that compassion of yours not come today, Sriraghu-
vara, Ocean of mercy? Having taught me with joy the secret of
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true devotion. . . Did youw not say that all sie Mirih daused
to me. by beating and abuse was done (as if) to you¥ Did you
not say to bear the suffering of couatless abuses? Did you no¢
oonsole me? Did you not make my body shine, giving me
sustenance, giving rice and betel? You said ‘We are your parents,
who gave birth to you.’ Did you not give coutage to Tyagarija?

Why does that compassion of yours not come today?**

One could present maay songs by, Tyagarija in which he
complaias of feeling neglected, reminds Rima of previous moments’
of mercy or promises, and demands affectionate reassurance. The
situation is almost paradoxical, the devotee is more faithful to vows
thaa his Lord is, and seemingly has a superior memory. As we
have seen, carried to one extreme this mood of disappointment
sinks to despair, Wearied and exasperated in a more whimsical
direction, Tyagardja’s spirits rise, and he is able to bring out the
humour of the situation, in the form of nagging ninddstuti.

B. *Is it your rage at being called a woman 7"
Nindastuti—Sarcasm and Good-Natured Protests.

The arguments mounted by Tyagarija in his songs of complaint
sometimes show a further ploy to win the attention or grace of his
his deity; they highlight the absurdity of the predicament aad
cajole by the device of needling accusations to precipitate soms
sign of protection from Rima. Some of these utterances take the
form of clever lines with a touch of sarcasm embedded within
otherwise serious songs, others are in the mood of desperation,
when if the tension is not broken by laughter it would be brokea
by weeping.

In this form, the ninddstuti (“‘ praise by means of blame ) the
devotee is still thinking of, and depending upon, his or her deity,
and is still reverent, but patience is beginning to wane, and this
shows in-the mildly biting attacks. In a sense, the questioning songs
-dré an ‘emotional secries of irritated recoguitions that God is
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inexplicable -atid does aot always aot as one would wish. The facy
has not been gecepted with resignation, and the devotee feels inti-
‘mate enough with the Lord to ¢ry out complaints in a-bittersweet
<yoice, and sometimes in a tone of gentle humour.

For example, in one song Tydgardjd tries to puzzle out the
*-feason Rama *does not cooperate and come to him, and he humor-
-ously asks: ** Why does your grace not come ? Is it because of your
-rage at bemg called a woman?* ¥ referring to jhe Ramayana
‘episode in which Siti called Rima a woman when he would not
«fulfill her wishes. Tyagardja is being impolite to bring up thie in-
-cident, but that is a means to emphasize his urgency. He further
.asks Rama if he is out of sorts from baving had to fast while exiled
‘or from some other annOyances In this mood the singer will act
paive and use ‘any means as a lever to move his Lord and get a
response, even embarrassing him with reference to an insult.

In one song, he asks “If you were to come stand before me,
what wealth would be lost 7°* Literally sommu means ¢ money pro-
perty, goods, jewels” and, by extension, status or prestige. Thus
Tyagardja is implying that the Lord is miserly, worried about los-
ing his goods, hesitant to make expenditures. Tyagarija, in this
song, sincerely and reassuringly promises he will not exceed what is
his due. He asks Rima whbat kind of heroism he is showing in this
matter, says that “in days gone by this neglect of me did not exist,"”
and he asks why Rima is now exhibiting such injustice (harami-
tanamu).** Though the mood is one of impatient accusations, the
sound of the song is sweet, with much ornamental alliteration and
thyme, making the sound of the words fascinating and rich rather
than harsh and bitter, hence it is a true mindgstuti, praising through
‘blame,. and it shows not only Tyagaraja’s seeming familiarity with
l'us deity, .but also the- musical artistry which made his complaints
palatable

zlbam. o mak appropriate - words .in Jthq._ song Sadhficené, one of
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the saint’s masterpieces in the palicaratna group.® The Telugu verd
sddhificu means “to achieve, accomplish, effect, master, overcome,
to insist, to obtain something by perseverance.” Thus the paillavi
simply meaans, * He persisted, O mind!” or “He won out!” The
anupallavi goes on: -“Making a mockery of his own persuasive words
of righteousness, he made his will prevail. e won out!)’* Next
there is a line in the text which functions as the pallavi to be repested
after nine proggessively longer and more complex caranams. That
line is the somewhat ambiguous exclamation: ‘‘He spoke words
which were suitable to the occasion,” or “convenient to the moment.”
In most of the situations covered by the ¢aranams, this line comes
as a complaint or sardonic commeat on the uareliablity of the Lord.

C. 1. He saw Devaki aad Vasudeva off to their ordeal,?’
speaking words suitable to the occasion.

C. 2. The Lord of the world-stage, Source of the holy Ganges,
is a traditionalist in music,?® speaking words suitable to

the occasion.

C. 3. Without fulfilling the hearts desires of the milk-maids
he made jest of them, speaking words suitable to the
occasion.

C. 4. He always mado the ladies become love-tipsy and he
made them surrender to him; also, the Supreme Being,
when he was Ya$odi's son laughed.when she gave him
kisses, speaking words suitable to the occasion.

C. 5. I was searching in the lotus of my heart for one who
could dispell the pains of the kali age so dark, one was
sinless from birth, an ocean of virtues, with love like a
mother’s —a supreme affection for those who are devoted
aad he spoke words suitable to the occasion.

C. 6. “Lord Ramacandral Lord of the Raghu clan ! Soft-spokea
One | Lying at ease on the coamic serpent ! Brother to .
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all women, Unborn Lord, Rider of Garuds ! Rmperor-
adoted Lord ! cverlastingly youthful | Your lotus oyes"
] was speaking thus, calling out to him, and he, without
saving mo spoke words suitable to the occasion.,

C. 7. *O $ri Vedkatééa: Self-shining Brilliance! Highest of
all gods, whose abode is the heart of the good, wearing
cloth of gold, dazzling in bright crown and eatrings! Lord
Ramacandra, Emperor of men, sung by Tyagarija—"’
when thus I praise, he speaks words suitable to the
ogcagion.

C. 8. He said : “ Those are true devotees whose charactes is
i8 good,” and he accepted my worship loviogly ; he said
¢ Never lose your temper, nor associate with the god-
less.” He said, “If sorrow comes to you, take the
rough with the smooth, bearing it manfully.”” As giver
of the happiness of self-mastery and tranquility he is
worshipped by Tyigarija, but without coming near, he
won out, speaking words convenient at the moment,5°

This song is a good example of the celebration of the irrepres-
sible cleverness of Krishna and Rima, affirming that the Lord
prevails in his charming and unpredictable, if sometimes maddening
ways, regardless of what anyone thiaks or plans, Krishna is known
for the quality of playfulness, Rima for his appropriate speech.
*“He won out .. ." reveals a Tyagarija on a firm enough footing
in the realm of bhakti to jest with his Lord, teasing him about his
teasing qualities.

‘C. * 1 am convinced ! *’—Songs of Certitude,
Gratitude, Ecstasy and Vision.

A number of Tyigarfja’s songs celebrate the certitude, thank-
fulness and ecstasy which the saint experienced. These songs are
fully positive, ‘with no régrets or misgivings, no anxietiés or doubts.

15
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. ... In. 8 song. whichdescribes Rima’s assurances and Tysigarija's

fearless . certainty, . Sitdpati nd manasuna (** O Sitd's Lord, in my

mind. . . .””) Tyagardja employs a philosophical term meaning

¢ demonstration, established truth, principle, conclusion, result

decree ”—siddhantamu. In philosophical parlante this denotes the

conclusive end which follows the demolition ef objections to the

commentator’s interpretation of a satra. Thus the Telugu opening
line means: “ O'Rama! I am saying in my mind ¢ It is the esta-
blished truth ! * ** or ¢ ‘I am convinced in my mind ! * * The nex®
line adds ‘—of all the words you spoke to Hanuman and others.”

Finally the caranam reveals exactly what coaviction it is that Tyaga-

rija is speaking of : ‘. .. looking upon me with love, acting
magnanimously, showing me your glory in all its magnificence, you

said : ¢« Why is there fear in this world ? * O Ramacandra adored by
Tyagaraja! (I am convinced. . . .)” 4 This mood of steadfast
faith and fervent coatentment does not seem to have produced as

many songs as the mood of discoatent. Similarly, in the lyrics of

the Alvirs, and in those of Northern bhakti poets such as Siirdas,

the journey is suag of more often than the arrival.,

D. <« I became an cver-blissful person ! **
Songs of Gratitude.

In a song which rejoices in a mood of gratefulness, Nidayace
Rdma (* With your grace *'), Tyagarija exclaims :

P. With your grace, O Rama, I became
an ever-blissful person !

A. Your form is full of the essence ef
the divine bliss of musical sound. (With your. . . .)

C. Noble Lord of gentle speech,
your ornaments are the concordant notes;
You wear the cloth of the utterance
of the good Tyagarija. (With your grace. . . )¢
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~Thus, the-saind expresscs comviction and' sasisfaction - in an
elegant simplicity.

In another song which expresses gratitude and joy both
muslcally and lyrically, Enta bhdgyamu, Tyigarija celebrates Rima’s
presence: * What great fortune, that you appeared in our midst!
Coming near, speaking in a familiar way as a friend, happily ending
our anxiety, you saved us!” In the caranan Tyigarija hearkens back
to the past, and also insists on the identity of Rima’s gracious
actions - then and in the present. * Long ago You saved all the
great sages who lived in your vicinity, granting suitable protection,
with your lilas (playful sportings), giving them the power to become
small, and other abilities, and similarly you have saved me, O Lord
adored by Tyigarija.” 42 This proclaiming of the continuity of the
access to the divine presence is an important feature of Tyagaraja’s
popularity, and constitutes an important reflection of Tyigaraja’s
self-image. He is recalled by many today as the saint of the last
century who sang *“O Rama!” and caused Rama to appear and
ask, ¢ What is it 7"

A common Telugu proverb meaning “Whatever comes, whatever
goes,” i.e, ‘ regardless of the consequences, forms the beginning
of the pallavi of Entarani.

Come what may, go what will.
Can [ forsake the nearness of you,
§ri Rama?

Throughout the rest of the song, images of steadfast servants of
Rama are used to emphasize the privilege it is to serve faithfully the
Lord.# Similarly, a note of satisfaction is sounded in Intakanha.

‘P, “"What bliss is there greater than this? O Rimal ,
A.. ‘When there is unanimity among all devotees (What., ,f:)
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G - 1.~ Fa. dusse, 1o sing thaefully, & puey this the L.0at éFpear,
to absorb one’s mind in the Lordwiiug i plegty
(What bliss. . . .)

C, 2 If you say “I am He” forgstting the bundle of senses
and body by singing of the glorics 6f tha Lord—that is
plenty | (What bliss. . . .) ‘

C.- 8, At the time of repeating your name, O Lord whose lifo has
been sung by Tyagarija, these worlds shine as you |

P. What bliss is there that is greater thaa this 4

These songs of satisfaction and enjoyment of the positive as-
pects of bhakti show that Tyagardja appreciated the refuge and
happiness which this path afforded him. But, just as the path of
bhakti largely consists of spiritual striving, and the attainment is
the crowning moment, so Tyigardja’s lyrics reflect the bhakti’s trial.
filled journey more often than the glorious arrival.

E. ‘¢I gazed upon Sri Rama today [ *
Songs of Tyagarija’s Visions of REma.

“, . . visions do not come to the unworthy.
But to the worthy man who shows himself
humble there comes a dream. And the
dream always contains a song.” 4

In a popular song attributed to Tyagardja, Kanugontini $ri-
rdmund, the saint exclaims ‘I gazed upon Sri Rima today! Rama,
who was happily born to the solar race, Sitd’s beloved, on earth,
today!” As wo have scen, Tyagarija reminds the Lord of promises
made in several songs, presumably alluding to moments of trance,
visinon, or dream. As we have seen, Tydgartija’s religious experi-
ences, including visions of Rama, were said to have been precipit-
ated By twenty years of intensesp iritual practives, especially the
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repetition of the.. iawke - menkre,. The. dssams and cvisions of
mystics in vegious W are. well kuown, though in modern
times they may not be understood T. S. Eliot wrote.

. .. W have ao.thiu but dreams, 98d wo have forgotten that
seeing visions, a practice now relpgated to the aberrant and
uneducated, was once a more significant, interssting and discipl-
ined kind of dreaming. We take it for granted that our
dreams spring from below: possibly the quality ef our dreams
suffers in ¢onscquence, .

Purandaradasa specifically mentioned having scen Krishna in
a8 dream: * I bave sighted Govinda in my dream, I bave seen his
feet and clothes and ornaments ... Light opens my eyes...and
the mind is tireless looking at the little one. How beautiful is his
form. .. " Apda], Appar, Sundarar, Mirs, and many other bhakti
saints also bave sung of such dream experiences. Ordinarily,
Tyigardja does not use words suggesting dream-experiences in his
visionary songs, saying instead simply that he ‘¢ saw * Rima, and
describing the vision.

One example is Bhavanwta ® (* Lord adored by Siva *).
According to tradition, on the day of a quarrel between Tydgsraja
and his brother, it wag decided that the house in which they lived
should be divided, A partition dividing a family house was a
serious matter—something of a scandal. According to legend,
later that night Rama, Sit3, and Hanuman incogaito visited Tyiga-
raja’s half of the house to bless and comfort him. A phrase, bada.
lika dira, is repeated cight times in ecight llnes, as well as being
repeated each time the pallavi occurs. This ambiguous imperative
phrase means *“finish fatigue.” It is not always clear whose weari-
ness is to be done away with, and this is the playful intention that
gives for the possibility of devotee and Lord both enjoying re-
freshment.

P. O Lord adored by Siva, come sport in my heart,
- dping away with weariness !
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A. - OLstd, you help us crom over (life's sea)— -
you have said so yourself ! (O Lord. . . )® 4
. Yy T
C. 1. O Beloved of Hanuman, you wandered for my sake-—
to end your weariness, you came here to my house -
—you surprised me ! to do away o
with weariness ! (O Lord. . . .) '

C. 2. You did'not accept my offering to you to do away
with weariness, you spoke agreeably, saying
it did not matter, doing away
with weariness! (O Lord. . . .)

C. 3. You said you would protect me, making my very strong,
you’re Lord of Tyagaraja, getting rid of weariness,

The music of this song is peculiar, described by one musico-
logist 50 as trancelike and mystically serene, with an unusual begin-
ning, Many have noted the experience the song seems to describe :
Rima appeared to Tyigardja and spoke ; Tyigarija offered him
refreshments ; Rima promised to make Tydgarija very strong or
«great.” 5t The playful employment of the idea of replenishing
spiritual energies through contact with the Lord is a special feature
of this song, which would fit well at a time of exhaustion in Tyiga-
raja’s life, when needed spiritual sustenance was finally forthcoming.
The mystical music portrays well the quiet joy of a conscientious
bhakta who has received succour,

In another song the saint recalls :

On the hilltop sat Lord R&ma—
Unerringly I saw him. . . .
I was thrilled with ecstasy—
Tears of bliss welling up. . . .52

In this song Rama is said to have promised Tyagarija, who
was so moved he could not speak, that he would attain d:liverance
in ten days’ time. Similarly, in another song Tyigardja describes
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scoing Rama in “ the loveliest: golden boat,” and hearing
Riama promise him deliverance in ten days. According to tradition,
the visionary experiences alluded to in these songs were premoni-
tions of the saint’s death, which he welcomed as the opportunity
to merge with his vision of the divine. The proof of this attitude
is said to be found in Tyagaraja’s insistent remindings of Rima
about the promise he had previously made, referring specifically
to the “‘ten days ” which were supposed to elapse before his
deliverance. These songs are made all the more intriguing by their
mysterious references. .These hints are a form of dhvani or suggesti-
veness, alluding to experiences which the listener cannot fully
fathom, but only partially glimpse. \

CONCLUSION

Through songs of self-deprecation Tyagaraja gives voice to
penitent moods which exist in the jlives of sensitive bhaktras, and
by a public recitation of sins and their results he cautions others nog
to stray. With his songs of confidence he encourages other
devotees on their own individual paths of love.

We could consider the positive and negative songs as examples
depicting some of the archetypal relationships of the bhakta and
bhagavan: the blessed devotee thanking the Lord, the pining servant
feeling neglected by his master, the familiar friend, the beloved of
the divine lover in separation, the chosen disciple blessed with a
vision. . . The songs of confession and repentance may be seen as a
variety of the relationship of the servant, the erring servant of the
divine king Rama, or the prodigal child of the divine father Rama,
or the forlorn lover of the beloved, fecling repentent and asking
for mercy. These songs show the soul in the experience of perceived
alienation from true religious life and in separation from the
divinity at its center, and they enact sorrow at the lapse, and contain
hope for renewal and fulfillment. The constancy of Tyigaraja’s
one-pointed devotion shines through his many lyrics of worthiness,
and his compassion for other humans flows in the sohgs of
humility.
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SHT —The Spiritual Heritage of Tyagarafa, by C.Ramadojs-
chari and V. Raghavan (Madras: Sri Remakrishna Math, 1966;
KVS I & I1—Tyagaraja Keertanalu (vols. I % 11), by Kallati
Veéetabhadra Sastri (Madras. Kranti Press, 1979): GC l1—Greas
Composers, Book Il: Tyagaraja, by P. Sambamoortily (Madras 'l'lie
Indian Music pul':lishmg House, 1970).

1 Apparama bhakti, SHT p. 105; KVS I p. 257.

8 Dudukugala, SHT p. 261; KVS I p. 229

S GC I p. 41.

4S.Y. Krishnaswamy. Thyagaraja. Saint and Singer (Madras:
Orient Longmans, 1968), p, 175.

5T. S. Parthasarathy, in an interview, Madras, 1981, See
Robert Erwin Gussner’s Thesis: Hymas of Praise; a textual critical
analysls of selected Vedantic Stotras attributed to Sankara, Harvatd
University Ph. D. thesis. 1974,

¢ Indukd i tanuvunu, SHT p. 17.

7 Sambamoorthy remarks that the tune reflects the ¢¢ pathetic’’
state of mind of the composer at the time of compesition. GC 11
p. 48.

8 Nénendu vetukudurd, SHT p. 264-265; KVS II p. 21. The
anupallavi tefers to the creation myth recorded in the Bhdgavata
Purdna, which is related to Vidhura by Maitreya: Brahma, finding
himself in a lotus stemming from Visnu’s navel, became bewildered.
For a century he practiced austerities, then saw Visnu reclining on
the cosmic serpent and received instruction from him concetning
creation. Cited and discussed by E. N. Parushothaman. Tyago-
panishad (Hyderabad: Andhra Pradesh Sangeéta Nataka Akademi,
1975), p. 193.

® Négrémi $ri rdma, SHT p. 268, KVS, IL, p. 24,

1° Ninnanavalasinademi, SHT p. 266—26 7.

11 Sjggumdli ndvale, SHT p. 263—266.

13 Etula brotuvs, SHT p. 263 ; KVS I p. 308.
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13 Here Tyagarija uses a Tamil term. paffi goddu, meaning
“cattle in a pound for strays,’* an unusual deviation from his
usual Telugu and Sanskrit vocabulary.

¥ Toli janmamuna, SHT p. 257 ; KVS I p. 424,

18 Toli nénu jésina. SHT p. 256—237 KVS 1 p. 425.

18 Prgrabdhamittundagd, SHT p. 356. KVS II p. 37.

17 Sambamoorthy, in whose book GC II the opening word
of this song is incorrectly printed, placed this* song early in
Tyagaraja’s career, séeingit as a complaint about his brother‘s
treatment of him. '

18 Toliné jésina pijd phalamu, SHT p. 255; KVS 1 p. 428.
1% Sdketa niketana, SHT p. 382 ; KVS II p. 225,
20 Ndtimdta maracitivs, SHT p. 310; KVS I p. 454; 1908 p. 112,

31 The camaramu is the tail of the yak of Tartary, Bosgrunniens,
which is used as a whisk. Thus, the yak-tail is an insignia of
royalty, anaccoutrement of the court.

22 El@d ni daya radu, SHT p. 322; 243.

® Enduku daya radu. SHT p. 357 KVS 1 p.229. 1908
Pp. 41 - 42,

2 Vandanamu, SHT p. 464.

% Endu daginddo, SHT p. 575; The episode in which Rama
hides behind the palmyra tree to save Sugriva is found in the
Aranyakanda of the Ramayana.

28 Mari mari ninné, SHT p. 303. KTSII p. 70. It is said that
Tyigardja sang this song at his teacher’s request during the vidvdn
concert early in his musical career.

% Ksira sagara, SHT p. 331; KVS II p. 254,
38 GC1I. p. 93.
20 Evarimdta vinndvo, SHT p. 276; KVS I p. 323.

% O ranga $dyi, SHT pp. 66, 275; KVS I p. 352-353.
16
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31 This very popular song, a mature piece in ** a grand, majestic
and learned style ”” (GC II p. 36) is thought to have been composed,
by the saint at Sriradgam.

3 Jdaya Sriraghuvara, SHT p. 393; KVS1262. KVS divides
the text following the anupatiavi into two carapams, while SHT edits
it as one unit, a single carapam. Many other songs of ** grievance
anger, remonstrance >’ are found in SHT pp. 331-388.

83 ddaya $riraghuvara, SHT p. 393,
M Rdmacandra ni daya, SHT p. 414.

35 Eduta niliciteé nidu, SHT p. 343; KVS I p. 310-311. The
first repetition of the pallavi has been incorrectly placed after the
Second line in KVS, rather that after the first and third as found
in SHT.

% Sddhificené, SHT p. 427; KVS I p. 232,

37 Vasudeva and Devaki, the parents of Krishna, were im-
" prisoned by King Kamsa.

3% Sangiia-sdmpraddyakudu means * a traditionalist in music.”

% Sadhificené is one of the masterpieces of Tyagarija in the
<stimation of many musicologists. E.g. T.V. Subba Rao SIM p. 149.
GC. II p. 39.

4 Sitdpati n@d manasuna. SHT p. 395 ; KVS 11 p. 235 ; C. Nara-
'yana Rao op. cit. pp. 28-29. .

41 Ni dayace rama, SHT p. 230 ; KVS II p. 6.

42 Enta bhigyamu, SHT pp. 497-498 ; KVS I p. 295.

43 Enta rani, SHT p. 240 ; KVS I p. 293.

4 Intakanna, SHT p. 508 ; KVS I p. 264.

45 Ruth Murray, Singing for Power (Berkeley : Underhill,
1968), p. 7.

46 Kanugontini, SHT p. 495-496: KVS I p. 358. T.S. Eliot,
.Selected Essays, (New York : Harcourt, Brace and Co., 1932, 1944),
P. 204. Eliot was writing about Dante’s visual imagination.



SRI TYAGARAJA’S MOODS 123

47V, Sitaramiah, Purandaradasa (New Delhi : National Book
Trust, 1971), p. 73.

s Bhavanuta» SHT p. 320-321 ; KVS II p. 52.

¢ The last four syllables of the anupallavi, when added to the
first word of the pallavi change the meaning from *¢Siva-adored **
(Bhavanuta) to * Brahm3-adored ** (Kamalasambhavanuta).

50 T, S. Parthasarathy, in an interview, Madras, 1981.

5t Sambamporthy sees these lines as ¢ valuable internal
evidence " of divine visitation and believes Tyagarajd wrote Kalugund
pada niraja, SHT p. 127, at the same time—a song to Hanuman.
GC I pp. 20-21.

82 Giripai nelakonna, SHT p. 493; KVS 1 p. 391. The image of
the mountain, as well as the image of the river in the following song,
are ancient symbols associated with death, as noted by Mircea
Eliade in Patterns of Comparative Religion (New York: New American
Library, 1974) pp, 101-102, 188-212,

5% paritgpamu ganiyadina, SHT p. 394; KVS II p. 29,

s Qe



Study of Panchama Varja Ragas and
Madhyama Varja Ragas

DR. S. SEETHA M

With 72 melakarta ragas as the basis, this paper works out
the computation of the possible varieties of shadava scales with the
Panchama notes as varja and of audava scales with Pa and some
-other note as varja. Similarly the possible number of madhyama
varja shadava and audava varieties have been worked out. Only
non-vakra ragas are taken up for study. Again, the ragas taking
two varieties of a note (bhashanga ragas & vikrita panchama
ragas) are not taken up for consideration as this class of ragas
calls for a detailed analysis separately. Though inaumerable
ragas without Pa and Ma can be calculated by way of Prastara-
permutation under the above categories, the present paper focusses

.attention on the krama shadava, krama audava panchama varja
.and madhyama varja ragas and attempts to analyse the form of a
few of these ragas as signified by the combinations of notes used in
them,

During the last few centuries, series of publications on music
with long lists of ragas arranged according to their scalar type in a
highly systematic manner have been brought out. The arohana and
avarohana of the ragas are available in these works along with the
melakarta to which they are assigned. To mention a few of the
«<arly publications, we may refer to the following works :

Sangita Sampradsya Pradar$ini (1904)—Subbarama Dikshitar
Sangita Chandrikai (1902) by S. Manickamudaliar

Gayaka Siddbanjanam (1905) } Tachur Singaracharyulu
‘Gayaka Lochanam (1902) }

Sanglta Svaraprastara Sagaram (1914)—Nadamuni Panditar

Sanglta Prathama Siksha prakaragam (1913)—
C. S. Krishnaswamy
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Karupamgta Sigaram—Abraham Panditar
Gitoa Bhiskaram—K. V. Srinivasa Iyengar
Sangrabachidimani—Govindacharya

When the 72 melakarta ragas came to be defined as scales
having a krama sampurpa arohana and an indentical avarohana,
the possibilities of computing new ragas with scales of six notes and
five notes in ascent and descent by dropping one or two notes be-
came evident and were fully explored. Varja ragas are thus the
derivatives of the 72 melakartas, in which one of two notes are
deleted (made varja—i.c.. note not sounded or employed in the
scale). Actually this class of ragas relates mainly to the number of
notes figuring in the ascent and descent of the raga and has noth-
ing to do with the subtleties of the notes in different prayogas
which are vitally important in the formation and character of ragas»
Even in sampurna ragas like Todi, Kalyani and Sankarabharana.
the note panchama and shadja are temporarily omitted in certain
characteristic sancharas just to enhance the raga bhava. The omis-
sion of a certain note or notes in a sampurna ragas even for a short
while in the melodic context, is only to emphasise the musical
value of the note sounded after a brief spell of absence in the raga
sanchara. Such panchama varja prayogas are consciously resorted
to in perhaps certain melakarta ragas for the above reason. The
arohana and avarohana of a raga are at least helpful in pointing
out the kind of notes, and the notes which are varja or dcleted
either in the ascent or descent or both and the manner of ascent
and descent. Just like a dictionary of terms, katakas of arohana—
avarohana of a number of ragas exist. But the employment of the
svaras in the sanchara krama emphasising the strong notes, the
samvadi relationship of notes and many other manifold subleties for
generating the raga expression is something beyond the scope of the
arohana - avarohana of a raga. It is the diagnostic phrases or
sancharas in a raga involving the ascending, descending and a
combinational movements of the svaras in a melodically acceptable
manner which really constitute the substantial part of a raga.

HISTORICAL

Historical svidence points out references in Vedic literature to
the terms Shadava, Audava and Sampurna in the context of num-
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ber of notes used in Samagana. From a nucleus of a five note
scale, the sampurna form of the scale is achieved as the final in a
series of Trisvarya, Chatusvarya, auduvita and shadavita of notes.
Reference to the three sthanas each consisting of seven notes is
-found in Rkpratidgkhya. S. M and G gramas were sampurna’scales
with a definite allocation of sruti intervals. The faurchanas derived
from the gramas had the full complement of seven notes with a re-
gular ascent and descent. By dropping one or two notes from the
murchanas, the tanas with six and five notes were derived. Shadja
grama has four tanas when sa, ri, Pa and Ni are dropped successively.
M-grama has three tanas when sa, ri and ga are dropped successi-
vely. When these are performed in all the seven murchanas of
each scale, they give rise to 49 tanas, which are shadava in nature.
According to Matanga, the audava tana is to be obtained by omit-
ting the consonant notes and sometimes the apuvadi notes. For
instance sa-pa, ri-pa, and ga-ni (the samvadi pairs) are dropped in
S-grama and ga-ni, and ri-dha in M-grama to derive audava tanas.
From the seven murchanas, a total of (7x5) 35 audava tanas is
derived. 49 shadava and 35 audava tanas make 84 tanas. In the
ancient gramic music, sa-pa were dropped and madhyama note
was never dropped in shadava and audava tanas and it was a
note of vital importance for indicating the murchanas of Sa-
grama and ma-grama. The ten characteristics of jati include the
features of alpatva, bahutua, shadavita and audavita. Of these,
alpatva, indicates the use of a note in a small measure which is
done by shadavirkrta (hexatonic) or audavikrta pentatonic treat-
ment of the respective note i.c., by skipping over the particular note
or notes. Shadavita refers to the employment, of six ootes, by drop-
ping the amsa svara and instead, using, the consonant of that drop-
ped note. Shadava and sudava ragas were mentioned by Narada,
Parsvadeva, Sarngadeva 'and other medieval lakshanakaras. The
ancient Tamil Music also refers to Pan (sampurna), Tiram (audava)
Panniyam (shadava) tirattiram (four note scale). Ahobala and
Srinivasa mention sampurna, shadava and audava melas.

The practice “of classifying the jatis, ragas and even melas
according to the number of notes in them was prevalent. With the
emergence of the 72 melakarta ragas, fresh scales were derived by
finding the possible varieties of shadava and audava combinations
of notes under each melakarta.
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COMPUTATION OF JANYA RAGAS :

It is well known that eight kinds of janya ragas are derived
from each of the 72 melakartas and these are (a) Shadava-sam-
purna, (b) Audava-sampurna, (¢) Sampurna-shadava, (d)
Sampurna-audava, (¢) Shadava.shadava, (f) Shadavaaudava,
{g) Audava-shadava, (h) Audava-audava. According to
the above scheme of computation, the total number of janya ragas
will be 483 derivable from cach of the 72 melakartas. The possi-
ble permutation-combinations that could be derived from the 72
melakartas would thus be 483 x 72 = 34,776 which figure does not
include those of vakra) bhashanga and svarantara ragas,

Working out the panchama varja shadava or shadava-audava,
audava-shadava or shadava-sampurna or sampurna-shadava janyas
that can possibly be derived from each of the 72 melakartas, in a
similar manner, we get a grand total of 3,456 ragas-1728 Suddba
ma and 1728 Prati ma. These do not list the stupendous varieties
of vakra, svarantara and bhashanga ragas.

Likewise, the madhyama varja shadava, audava and their
subvarieties as above, give rise to the number of 1728 janya ragas
{being half that of Panchama varja ragas) that can be possibly be
derived from the 72 melakartas. The scheme of the computation
of the Panchama varia and madhyama varaja ragas is shown
below :

(Please note that the note panchama which is constant in each
of the 72 melakartas is to be omitted completely i.c., is made the
varja svara in the shadava type and in the audava type along
with the deletion of another note.)

1. Sampurna-shadava 1= 72
2, Shadava-sampurna )= 72
3. Shadava-Shadava 1= 72
4, Sampurna-audava 1= 360
5. Audava-Sampurna 5= 360
6. Shadava-audava 5= 360
7. Audava-shadava 5= 360
8. Audava-audava 25= 1,800

—_————— - ——

=72 x 48= 3,456
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From cach of the melakartas, 48 janyas withpa as a varja
could be derived. 48x%72=3456 total number of panchama varja
combinations of different types are possible. Of these in 1728
combinations, suddha ma and in the second set of 1728 combina-
nations Pratimadhyama figure. The madhyama Ayarja janya ragas
that are possible from each melakarta are computed in the same
manner and a total of (4886) 1728 combinations are derivable,
As madhyama note is responsible for the formation of 72 melakar.:
tas by multiplying the 36 ri-ga-dha-ni combinations (36x2=72),
its omission brings the number of Madhyama varja ragas to 36
only. The 36 uttaranga melakartas are only the pratimadhyama
oounterparts of the respective suddha madhyama melakartas.

The above calculation of the possible number of panchama
varja and madhyama varja ragas from the 72 melakartas is based
mainly on theoretical consideration and there is bound to be a
number of ragas repeating under different melakartas. Prof. P,
Sambamoorthy had dealt with this subject in full measure in his
Book-]1I-Chapter III.

From an analysis of the shadava types of Pa varja ragas, it is
found that since Pa which is omitted has no varieties, the scale is
not repeated under any other melakarta, For instance-Sri Rajani.
with the arohana -avarohanasrgmdn-sndmgrs(22nd)
is not repeated in any other melakarta for the this reason. If the
varja svara admits of three varieties, then the raga is put a possi-
ble janya of three melakartas. If the varja svara is a avikritasvara
as Panchama, without adrni'tting varieties, in such Panchama varja
shadava ragas, or shadava -audava or Audava - shadava
ragas of a melakarta are not repeated under any other melakarta-
Ex: srgmds-sndmgrs-(22nd) Jayamanohari. A Pan-
chama varja audava raga of a melakarta, is repeated under
another melakarta-For instance-

1) stmdns-sndmrs(15th) can be repeated in
Dhenuka (9th) and Ganamurti (3rd).

2) sgmdnse-s ndmgs (34)-repeated in Harikambhoji
(28) and Chakravakam (16)
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3) srgmds-sdmgrs- (5]1) - repeated in Namanira-
yani (50) and Dhavalambari (49)

4) srgmne-snmgrs-(57) (Simhendra madhyama)
repeated in Dharmavati (59) and Nitimati (60)

PANCHAMA AND MADHYAMA VARJA RAGAS:

Needless to mention that the notes Panchama and madhyama
and the interval between them are pivotal points in the scale, The
octave is divided into two tetrachords, the madhyama svara is the
upper terminus of the lower, while the note pa is the commencing
point of the upper tetrachord consisting of p d n. PaginIya Siksha
refers to sa, ma, Pa as the svarita svaras. The relationship of sa-pa
and sa ma is one of most concordant in effect and any two notes
related as sa-pa and sa-ma with an intervening distance of 9 to 18
srutis between them are samvadi to each other. Of the two notes
ma and pa, the former is considered the prathama and
most important in the descending scale of the Samans.
Pa being the swayambhu and fifth note from sa is
the most meaningful interval in the ascending scale.
The 22 srutis have been derived from sa-pa and sa-ma basis.
The octave or the sthayi is made up of a sa.-pa and sa-ma intervals
i.e. 3/2 and 4/3 intervals. The fourth interval is also called the
underfifth and in the madbyama sruti, the note ‘ma’ is made shadja
and the tara sa becomes its Panchama . or fifth, Of the seven
notes, sa and pa-came to be defined as nom-variant or avikrta as
they do not admit of varieties. The remaining five notes ate termed
vikrta as they admit of varieties, Before the determination of
svaras in terms of the vipa frets, even sa and pa were viewed as
admitting of varieties. Once the open string of the vina was tuned
either to sa or ma the consecutive svarasthanas in the finger board
denoted by the corresponding frets gave only notes of higher pitch
avd exactly at half the length of the speaking wire of the vina, the
tara ea and at 1/3, 1/4 and 1/5th fractional length the notes pa.
ma, antara ga were heard respectively. Sa and pa thus came to be
considered as avikrta. The analysis of the suddha—vikyta theories
of lakshanakaras reveals that the M-grama panchama (a pramiapa

sruti lower than the sa-grama panchama) was variously referred to
17



130 THE JOURNAL OF THE MADRAS MUSIC ACADEMY ([Voli. LVI

at various stages as vikrita pa. Chyuta pa, mydu pa, pata pa,
chyutapanchama madhyama, varsli ma and prathimadhyama. It
was the fretting of the vina finger board which put an end to this
kind of thinking and Ramamatya could easily recognise Chyuta pa
of Sarngadeva-only as a variety of ma which has the quality of a
fallen or reduced pa. The suddba madhyama angd its position is
well defined. In the scheme of 72 melakartas this fiote is the cen-
tral point and is the fulcram, occupying a role which is responsible
for the second set of the 36 prati madhyama melakartas,

The omission of any one of the four vikrita svaras viz, ri, ga,
dha, ni for deriving the shadava and audava scales from the mela-
karta ragas, does not make such a pronounced effect as when
either ma or pa is made varja. Between the two notes ma and pa,
the deletion of Pa, which has the highest amount of concordance
next to the octave with:sa, either in the arohana, avarohana or
‘both, for getting shadava and audava patterns of notes contributes
-a remarkable transformation to the scale, like for instance in Sri-
Tanjani derived from the 22nd melakarta by the omission of Pa in
the latter. If this note is made varja, its omission is amply substi-
tuted and compensated by other similar concordant notes (amsa
svaras of the deleted note) mainly by the occurrence of madhyama.
Audava scales without ma and pa lack stability devoid of the two
‘basic consonances in the structure.

There are four broad categories of these kinds o! ragas :

I. Panchama varja shadava ragas
II. Panchama varja dudava ragas
III. Madhyama varja shadava ragas
IV. Madhyama varja audava ragas

Ia the panchama varja shadava ragas like Sricanjani, Hamsi-
nandi, Lalitd, Jayamanohari, the note is deleted completely in
-gancharas. Even the slight shade of the flavour of Panchama is
.avoided in such varieties of ragas. In some Pa varja rages, the
-omitted note though absent in the prescribed aroha or avaroha de-
finition, figures in rare and characteristic prayogas. (For instance
Ritigaula, Natakuraniji).
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The arohana and avarohana can be described as a simple,
gross-formula derived from an experience of the abstract form of
the raga in full and it has necessarily to be so and not complicated,
In order to accommodate the rare usage of some notes in vakras
prayogas in varja ragas different versions of arohana - avarohana
have been thought of. One version of Ritigaula-sgrgmndmn
ns-sndmgrs does not prescribe pa. Another gives sndm
gmpmgrs. Anyway such prayogas do figure and in rare and
characteristic movements. The ascent of the scale. remains in fact
and avaroba phrases include pa onlyin gmpm, gmpndm,
gmprsndm, pdndm phrases. However nishada in ascent,
occurring in janta prayoga is sung with a long ascending glide from
ma only. In Natukuranji, the note pa is found in the alpa prayoga
(g m p g r ) but unlike Ritigaula, it is weaker still and cannot be
used cither as a dirgha or ending note. In Vasanta, a touch of
panchama is however felt in certain prayogas. ‘

The character and form of Pa varja ragas can be studied with
respect to the svara combinations in them under following heads.

1. Those in which suddha ma is used and those with Prati
madhyama.

2. Those with 'suddha ma ip successive combinations with
suddha dhaivata, chatusruti dha and shatsruti dha respec-
tively.

3. Panchama varja ragas with Pratimadbyama in svara sequ-
ence with suddha dha, chatussruti dha and shatsruti dhai-
vata respectively.

4. Similarly pa-varja audava ragas with either suddha ma or
prati ma, omitting dhaivata, nidhada, rishabha or gandhara
svara in succession.

In melodic music, the interval precedes the note and in pan-
chama varja sequence, the interval between the two neighbours ma
and dha is augmented and assumes a new dimension following the
preceding interval betwen ga-ma or ri — ma and this kind of change
tn the order of intervals and their size and intonation are most
vital for the raga expression. The interval between ma - da now
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‘becomes the centre in the new structure linking the upper tetrachord
with the lower. The pa - varja in the 72 melas thus give rise to
interesting varieties of scales. However the panchama varja ragas
in which the interval between ma - pa is to be totally avoided -are
very few and form a class by themselves, Thesg are Hindola,
Lalita, Sriranjani, Ravichandrika, Jayamanohari, . Abhogi, Megha-
ranji, Kumudakriya, Bhogavasanta, Hamsanandi. Sri Ranjani is the

only popular shadava-pa-varja raga of the Suddha ma category in

which we have have quite a number of compositions by Tyagaraja
and Dikshitar, In this context, it is to be noted that Dikshitar has
not composed any song in Kharaharapriya raga. In quite a number
of ragas like Vasanta bhairavi. Kalyapavasanta, Ritigaula, Nata-
kuranji, Kanada, Kokiladhvani, Lalitapanchama, Saramati, pa is

used either in aroha or avaroha or in sancharas with vakra
features.

The ‘Nada - tanu’ created by the progression of musical notes
according to the aesthetics of melody is termed raga, The raga
form is created by conceiving innumerable sancharas with frequent
-emphasis on the amda svaras of the raga, either by dropping the
Jopya or weak notes or by the repeated usage of the strong notes in
<characteristic phrases and the gamaka assumes a unique role in ex-
pressing the subtleties of each svara as intoned in the raga. Ragas
-with adequate pairs of samvadi svaras (consonant notes) give scope
for better expression as various agreeable combinations of notes are
-easily possible. Even with the availability of the two fundamental
consonance in the melodic structure, the scale of Kanakangi and
other such melas cappot’ stand in comparison with others like
Kalyani; Sankarabharana, and Todi. The grouping of other notes
accordingto rules of melody is therefore equally important in
addition to the pa and ma in determining the raga form in full,
‘The scale of Navarasakannada with a g m p s, and supplemented by
the sampurna descent sn d m g m g r s is an instance. Such scales
<an be used as material for compositions of different types and
alapana in depth in the sastraic or scientific way cannot be success-
fully performed.

In pa varja ragas, the fundamental consonance being absent,
-other stable and enduring notes which naturally become, the jiva
svaras in the raga must be identified from among the remaining
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notes. A shift in the position of stable notes and other svaras is
perceived in the new sequence. (for instance Kharaharapriys -
Sriranjani; Mayamalavagaula, Lalita, Jayamanohari - Ravichandrika
- Harikambhoji). Raga development of these raga-s (alapana) can
be done only if there are strong points of consonance in them, as
every phrase or combination should necessarily have at last one
am$a svara. Raga alapana presupposes an aesthetic succession of
such phrases according to the melodic context. In panchama varja
ragas, such prayogas sanctioned by traditional handling by vidwans
and accredited practice alone can be easily pert‘o'l"med with con-
fidence and melodic ease. Singing kalpana svaras in such ragas is
a joy and very often chittasvaras are introduced in compositions in
these ragas and is a pointer to this fact.

(a) Panchama varja ragas with Suddha madhyama :

Sriranjani with chatusruti dha - Kaisiki ni
Lalita with suddha dha - Kakalink

1

2

3. Hindola with suddha dha-Kaisiki ni

4. Vasanta with chatusruti dha - Kakali ni

5. Hamsavinodini with chatusruti ri - antara ga - kakali ni’

It is observed that in the above ragas ma is never subject to
kampita or shake and it is as a rule performed as a plain, unador-
ned note. Madhyama in Sriranjani, Abhogi, Lalita and Vasanta
may be sung with a glide from dhaivata or gandhara or rishabha
and never rendered with gamaka., In the absence of Pa, the note
*ma’ assumes the unique position and actively functions as undes
fifth and it occurs as the bahula svara, amsa svara and a dirgha
svara and a stable note. ga and ni, ri and dha arc related as the
fifth notes. R and dha are also not shaken, while ga and ni are
rendered with gamaka. Since the [chatusruti dha is at a antara
gandhara interval from madhyamas, it is a good anuvadi interval of
9 srutis (13th sruti) ri, so a halting on dha, is quite welcome as
ingmD-ndmgrgmD-ngrN D. Chatusruti ri, chatusruti
dha, sadharana ga and Kaisiki ni, suddha ma in the beautiful
sequence are most stable notes in the raga and the pa-varja is
thus responsible for projecting a new raga expression.
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In Lalita, suddha dhs snd kakali ni succeed sudba ma. Suddha
dha having a samvadi in suddha ri is sung without perceptible ga-
maka but with a glide from other notes. Ma is a plain note. Riis
occasionally sung with a brief shake, so also ga and ni-Dha and
ma are the most characteristic notes and are: graha d M gR -
Sn D M. The svaras are sounded in the respective svarasthanas.

The raga evekes a pensive mood suggested effectively by the
phrases gm DNs-ndMG-srGMD.

Vasanta is bright as it takes chatusruti dha and kakali ni
next to suddha madhyama. Dha is sung with a large shake
m D N S is a jiva svara, amsa svara, like madhyama. The raga
identity is easily revealed even at the outset by singing the phrases
with ma and dha. Dha is sung from saD,ndM, DmG. ga
is antara and is freely rendered with gamaka. G M actually
sounds as m gm. The essence of Vasanta is available in
phrases like gmnddmgMgRandmdNddmG.

Hindola : A famous popular audava raga with a number of
samvadi pairs related as fourths and fifths in its structure. Com-
binations emphasising these consonances lend an attractive form
to this raga. M is not shaken while ni is subject to some kind of
grace glide which is resorted to. Suddha dha is performed without
touching panchama sthana.

PANCHAMA VARJA PRATI MADHYAMA RAGAS:

It is generally observed in practice, the two notes Pa and ma
make a whole complex utterance in Pratimadhyama ragas. Pratima
is invariably sing with gamaka, for instance in Kalyani, Ma is
virtually sounded in the sthana of Pa itself. Ma of Kalyani has no
independent existence without reference to Pa and in almost all the
36 Pratimadbyama melakartas the madhyama’s nature remains
identical. The behaviour of Pratimadhyama as an interval in
pa varja ragas needs special analysis.

In order to avoid the trace of Pa and not to encroach on the
Panchama sthana as a rule, the prati madhyama, svara is rendered
a3 3 plain note gliding directly from dha, completely avoiding pa.
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The following ragas are taken up for discussion :

Hamsanandi (53) Bhogavasantam (51)
Ranjani (59) Gopriya (62)
Kumudakriya (51)

Gamanasrama melakarta without Pa gives rise to the scale of
Hamsanandi - suddha ri, antara ga, chatusruti - dha and kakali ni
in addition to prati ma are the notes of this raga. Prati mais not
a samvadi of sa and hence ma is never used as a halting note or
dirgha svara instead ga, dha and ni figare as kampita and stable
points in the raga. In all prati madhyama ragas deleting Pa, ni-
shada claims greater importance than shadja. Ni is the most
characteristic note in Kumudakriya and Bhoga vasantam grouped
under 51st Kamavardhani - and take respectively the svaras;
sgmds-srgmdnsin their arohana, Even in Kamavardhani
pa - vatja prayogas are introduced occassionally as in Todi,
Kalyani. The omission of Pa and ni in Kamavardhani gives
Kumudakriya in which Dikshitar has composed a beautiful song.
These ragas have to be carefully handled in view of the note
sequence Prati ma - suddha dha without Pa as the intervening
note.

To negotiate Prati ma, without touching Pa is difficult in a raga
and therefore it figures very often as a non-kampita note. In Ranjani,
suddha ri-sad. ga-prati ma, chatu dha and kakali ni figure, The prati
madhyama is subject to a small shake in its sthana in such a way
that even a shade of Pa is not felt. The dha is sung with a swing-
ing gamaka from tara sa and also rendered pure sometimes as in
srgmd. Dhaivata is a characteristic note and the phrase com-
mencing from dha below as d s R G m D points out the importance
of dha and ga in the raga. Attempting to find a Pa varja janya of
the 45th mela, we get the sequence suddha ri-sadharana ga-prati ma
Suddha dha and kakali nishada. Pa varja phrases are intro-
duced in Subhapantuvarali and have become part of the raga
material. Such ragas cannot have distinct individual raga status,

In the case of madhyama varja ragas, in ascent or descent, the
svara is omitted completely as in Bhupala, Malayamarutam, Reva-
gupti, Hamsadhvani, Mohana, Valaji. The presence of Panchama
and the fifth interval compensates for the absence of ma in the
scalar structure and these scales have always been popular with a
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stable panchama to take care of the notes in both ascent and des-
cent. In the case of Mohana, a popular ma-varja raga, the touch
of Prati madhyama ijs felt in certain descending prayogas d p G as
a sequel to s n D phrase in the upper tetrachord.  This is a matter
of technique and cannot be viewed as its lakshana. This is however
due to the influence of the Bhup of Hindustani music and we have
a raga called Mohanakalyani with these featdres. Appropriately
Mohana has been designated as the janya of Kalyam melakarta

and hence the license to give a glimpse of prati madhyama in some
phrases was allowed.

The madhyamavarja ragas of the shadava and audava types
happen to the quite pleasant ragas because of the strong and stable
notes in their scalar structure, BEg. Hamsadhvani, Malayamarutam,

Valajl, Mohana, Bhupala. Bauli, Revagupti, Sivaranjani, and
Kalagada.

In madhyama varja ragas with Pa as a leading interval, the ren-
dering of the sequenee of following notes shatsruti ri-antara ga,
shatsruti dha and kakali ni can be done without much difficulty.
But in Panchama varja ragas, the handling of shatsruti dha either
from suddha ma or Prati ma is however not easy in voice but in
instruments dha can be played in Kaisiki fret as it is done in the
case of twin nishadas of Ritigaula raga. Melakartas with vivadi
combinations of svaras have become acceptable scales by omitting
one or two of these notes. For instance in Kanakangi the omission
of ga and ni’serves to reduce the vivadi effect in the scalar structure.
In Nata, dha and ga are dropped in the descent. The melodic idea
which constitutes the raga, is the main concern and strict rules ree
garding sampurna, shadava add avdava of notes in scales of vivadi
category could not be followed.

Possibilities of finding infinite varieties of scales exist, but their

‘ragatva’ or abiding musical quality is something that is to be diag-
nosed by the test of time.

—_o——



The Music of the Tiruppugazh

T. S. PARTHASARATHY

Among the ancient systems of music in India was the musical
system of the Tamils. Most of its musical forms later merged into
what came to be known as * Karnataka ’* music, but valuable refer-
ences to the old music of the Tamils are available form Tamil
works like the ¢ Silappadhikaram * (2nd century A.D.), ¢ Tolkap-
piyam ‘ and ¢ Kalladam ’, from inscripitions and individual treatises
on music. These show that the Tamils were a highly musical race,
had a limited but fairly well-developed system of music and were
familiar with the ‘ Solfa’ method, concordant and discordant
notes and other acoustic phenomena. Their scales or modes were
known as ¢ palals ° and their equivalent of the modern raga as
¢ pann ",

KARNATAKA MUSIC:

Till about the 13th century, there appears to have been practi~
cally a single system of classical music followed throughout the
length and breadth of India, with natural local variations. The
¢ Sangita Ratnakara * of Sarngadeva, one of the most authoritative
works on Indian music written in Central India before 1250 A.D.,
does not mention the bifurcation of Indian music into the two
system : ‘ Karnataka ° (South Indian) and * Hindustani ® (North
Indian)* The * Gita Covinda * of * Jayadeva’ (12th century) the
first Indian opera containing the earliest regular musical composit-
ions now extant, is 8 work written before the bifurcation of the
two systems. The cleavage come into vogue after the advent of
Muslims at Delhi and Hindustani music became more proncunced
during the regime of the Moghul emperors. The music of the
South continued to proceed along its traditional lines, undisturbed
by exotic influences.

EARLY FORMS:

There were several varieties of the ancient musical forms in
Karnataka music like the * Prabandhas * which gradually disappea-
18
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red with the eflux of time giving way to modern compositions.
The ¢ Dasa Kuta’® composers of Karnataka were perhaps the
earliest to, writa ¢ kriti * - like compositions .in addition- to other
types like ¢ Suladis ¢ and ¢ Ugabhogas’. Narahari Tirtha (cicra 1330)
and Sripadaraya (1442) were the early composers ‘of this tradition.
and the great ‘Purandara Dasa’ (1484-1564) was veritably the Father
of Karnataka Music. Tallapakkam Annamacharya (15th century)
was a senior contemporary of Purandara Dasa and was the earliest
koown composer of kritis in Telugu with a ‘pallavi’, ‘anupallavi’
and ‘charana’. The other composers of kritis like Margadarsi
Sesha Iyengar, Narayana Tirtha and Bhadrachala Ramadasa lived
between the 16th and 18th centuries. The kriti form, however,
teached its acme of perfection at the hands of Tyagaraja, Muthu-
swami Dikshitar and Syama Sastri, the immortal trio of Karnataka
music. Cultivating the 72 ‘melakarta’ scheme by Venkatamakhi
{1650 A.D.) Tyagaraja aad Dikshitar invented many new ragas
.and composed kritis in them.

Although the ‘lakshanas’ of the present day ragas of
Karnataka music are described in Sanskrit works written after
'the 14th century. there is no doubt that some of them have
their basis on the ‘palais’ and ‘panns’ of the old ‘Tevaram' music,
‘The earliest record of such a transformation of the panns into ragas
is the Kudumiyamalai incription of Mahendra Varman (600-630
A.D.), the Pallava king of Kanchi. This inscription is invaluable
-as it indicates that the solfa letters of ‘sa’, ‘ri’, ‘ga’, ‘ma’, ‘pa’, ‘dbha’
“ni’ for the seven notes were used in Karnataka music even in the
7th century. The palais referred to in this inscription are those used
for singing the Tevaram music during that time. For example, the
first raga mentioned in the inscription, viz,, ‘Madhyama Grama’
refers to Sembalai : the Suddha Mela of Tamil music which is
equal to Harikambhoji, the 28th mela of Karnataka music. Simi-
larly, Sikamaram is identical with Nadanamakriya, Sadari with
Kamavardhani and Panchamam with Ahiri.

There are long gaps in the history of Karnataka music, parti-
-cularly from the 7th century till the 14th century, after which Sans-
krit treatises came to be written by South Indian authors like
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Ramamatya, Venkatamakhi and Tulaja. The only interesting and
useful historical account is the story of how Sriman Nathamuni
(circa 823 A.D.), the great Vaishnavite Acharya, collected the 4,000
verses collectively known as the ‘Divya Prabandham’ and set them
to music. This account is found in detail in the ‘Guruparampara
Prabhavam’, ‘Koil Olugu’ and other Tami! works. Nathumuni
rendered for the Divya Prabandham the service which Nambi
~ndar Nambi rendered for the Tevaram.

Nathamuni, . who was a native of Kattumapnar Koil near
Chidambaram, once heard some verses of Nammalwar being recited
by some Vaishnavites and finding that they were part of a thousand
proceeded to the birth place of Nammalwar and collected the ver-
ses of that Alwar and those of others. He brought them to Sriran-
gam where he discovered that duriog the time of Tirumangai Alvar
(7th century) the verses used to be sung in what was known as the
‘Deva Gana’ style of music. Nathamuni himself bhad a sound
knowledge of music and with the assistance of his two nephews.
Melai Ahattalvar and Kilai Ahattalvar, he set them to raga and
tala. As Vedanta Desika says that it was Nathamuni who first set
the verses to ‘tala’, we may infer that before the latter’s time they

were being sung as “Viruttams® or ‘Suddhanga’ as it is called in
Tevaram terminology.

From early printed editions of the Divya Prabandham, we
find that 19 panns and 5 Tamil talas have been employed. Later
editions, however, show both panns and Karnataka ragas for the
varicus decads of verses. The system of singing the verses of the
Divya Prabandham with raga and tala by the temple miastrels at
Srirangam and other centres, called ‘arayars’, fell into disuse after
the invasion of the South by Malik Kafur around the year 1327
A.D. and his sack of Srirangam in particular., The Prabandbam is
now being recited in temples in the chant method.

There is little doubt that our saint-composers originally com-
posed their devotional outpourings in a muscial garb. It is well-
known that even the -Valmiki Ramayana’, a purely poetical work,
was set to music by its author and sung by Lava and Kusa. lnthe
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fourth sarga (canto) of the Bala Kanda, Valmiki himself says that
he composed his epic in seven ‘suddha jatis’ and three ‘Kala Pra-
manas’in the ‘Margi’ Style of Deva Gana.

In the Tamil country, the ‘Pasurams’ of Alvars, the ‘Padi-
kams’ of Nayanmars and the ‘Tiruppugazh’ of Arunagirinatha are
representative specimens of sacred music. There is evidence to
show that they were set to music even as they were being composed’.
All the saint composers might not have been competent musicians.
but some of them were good vocalists and instrumentalists.
The Guru Parampara Prabhavam says that when Periyalvar, the
author of the ‘Periyalvar Tirumozhi’; was taken in procession on an
clephant at Madura by King Vallabha Deva he sang the ‘Tiruppal-
landu’ using, as cymbals, the bells tied to the elephant’s neck.
Saint Tiruppanalvar was a professional musician who sang the
praises of the Lord at Srirangem witha ‘Vina® in his hands.
When Tiru Jnanasambandha, the Saivite boy-prodigy, was singing
a Padikeam at Sirkali keeping the time with his hands, the Lord
presented him with a pair of golden cymbals. Tirunilakantha
Yazhpanar used to accompany Jnanasambandha on his
*Yazh’; on ome occasion, when he was unable to play a
certain pann sung by the latter due to the limitation of the strings
in his instrument, he wanted to smash the Yazh on the ground. All
these ancedotes show that many of the writers of our religious
songs were able musicians.

ARUNAGIRINATHA :

Arunagirinatha lived during the early years of the Vijayanagar
empire and was the contemporary of a king whom he mentions as
Praudha Deva Mabharaja in more than one Tiruppugazh. The Vijaya
nagar kings were great patrons of art, literature and music. Bba-
rata‘s system of music had reached its zenith during this time and
the patronage extended by Deva Raya I1 (1421 - 1448 A.D.) to
Chatura Kalinatha encouraged the Jatter to write his monumental
commentary on the Sangita Ratnakara of Sarngadeva around the
year 1420 A.D. The Vijayanagar rulers patropized not only
Sanskrit, Telugu and Kapnada poets but also Tamil poets and
Aronpagirinatha was obviously the recipient of patronage from
Praudha Deva Raya.
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It is not clear what exactly were the compositions sung in
music concerts in Tamil Nadu during this period. Many varieties
of Prabandhams are mentioned in treatises and an artificial langu-
age koown as the ‘Bhandira Bhasha® appears to have been used in
the ‘Sahityas® or compositions. Great emphasis was being
laid on the ¢ alapana’ of ragas, some of them being rendered
for hours,

It was in this atmosphere that Arunagirinatha composed his
Tiruppugazh songs in the style known as the ‘Chitra Kavitva’.
As he himself mentions in a Tiruppugazh as ‘Aparimita Viddaika-
lum’, Lord Subrahmaiya had blessed him with a profusion of lear-
ning in so many branches of human knowledge that he was
veritably a ‘Sarvatantra Svatantra’ (A Master of all Arts and
Sciences.)

CHANDAM METRE AND MUSIC ¢

‘““Chandap-pavalap-peruman” is one of the many appellations
conferred on Arunagirinatha by Tamil scholars who were astounded
by the breath-taking rhythm of the Tirappugazh songs. ‘Chandam’
is a Tamil word derived from the Sanskrit expression ‘Chandas’
which has many connotations. It means the Vedas, a particular
Sanskrit metre, prosody and one of the six vedangas or auxiliaries
to the Vedas, the other five being Siksha, Vyakarana, Kalpa,
Nirukta and Jyotisha. The word was later adopted in Tamil
prosody to mean metres which conformed to beats or rhythm as
different from ‘viruttams’ which can be sung without tala or as
“Suddhanga’’. The ‘Chanda Viruttam bas an advantage over the
other metres in that it is more suitable for being set to music and
words to be remembered by singers. In fact, many composers of
kritis in Karnataka music adopted the chandam style in the chara-
nas of their compositions, particularly when they changed over to
the madhyama kala.

The first Tamil poet to compose in the chandam metre was Tiru
Jnanasesmbandha. In a decade, he himself mentions that he was a
competent composer in that style. The ‘Tiruchchanda Viruttam’
of Tirumazhisai Alvar, so named because of its metre (120 verses)
is a fine example of chanda viruttem. In the eleventh Tirumurai



142 THE JOURNAL OF THE MADRAS MUSIC. ACADEMY [Vol. LV}

of the Saivites, the ‘Koil Nanmani Malai’ of Pattinattar (10th
‘century A.D.) includes some verses in chandam metre and it is be-
lieved that Arunagirinatha drew inspiration from this ‘Nanmani
Malai’ when he commenced composing his ‘Chandat Tamizh® as
he calls it. The ‘“Takkayagapparani’ of Ottakkuttar (12th century)
also contains ‘Talisai’ verses in chandam metres {and Arunagirina-
the must have been fully familiar with Ottakuttar’s classic.

In music, wotds set in the chandam metre sound euphonically
more pleasing than those in ordinary metres. The Ashtapadisongs
figuring in the ‘Gita Govinda’ of Jayadeva are good examples of
how jingling verses add to the beauty of the tune to which they are
set. There arc many Sanskrit compositions set in metres similar to
the chandam metre. The ‘Siva Stuti’ of Patanjali and some com-
positions of Uttukkadu Venkatasubbier, Tyagaraja and Muthu-
swami Dikshitar have been éomposed in this style with pleasing
alliteration.

While it is comparatively easy to acquire a knowledge of
music, it is difficult to master ¢laya’. - Tala’ often proves
a stumbling block to many an aspiring musician. Training in
singing Tiruppugazh songs early in life will secure one an unshak-
able foundation in tala. ‘The Tiruppugazh is thus a unique amalgam
of poetry, philosophy and tala’ says the Tala Dipikai. The mixed
(sankirna) chandams found in some Tiruppugazh songs lend them-
selves for separating the angas of the talas and forming new
chandams. The late Vallimalai Swami, of revered memory, used
to sing Tiruppugazh in intrigate talas like Lalita and Sankirna Jati
Dhruva and spellbind savants in percussion instruments who used
to accompany him.

As regards Tala, the Tiruppugazh songs are the only authorit-
ative ‘lakshyas’ for most of the talas in our system of music, named
and unnamed. No music scholar has yet been able to analyse all
the talas used by Arunagirinatha and equate them with those
described in standard works on tala.

Since the original music of the Tiruppugazh songs has,
Jrretrievably, been lost to posterity, it has been the practice among
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Oduvars and others to smg them in improvised tunes. There is
no doubt, however that Arunagmnatha composed his songs in the
ragas and panns cprrent in his time. ' But due to the ab;énce of a
system of notatlon to write down the music and the lack of a con-
tinuous- tradition in singing them, the tunes have been lost to 1s.
In fact, the music of - Tyagaraja, Muthuswami Dikshitar and
Syama Sastri swept the music world like a great deluge, leaving
little trace of the musical forms that were in existence before their
time. The Tiruppugazh, however, continued to be sung in impro-
vised tunes by Oduvarg in temples and by others in ‘bhajanas’.

TIRUPPUGAZH IN THEIR PRESENT TUNES :

The following were the ragas and talas of 25 popular Tirup-
pugazh songs as they were being sung during the early years of this

century.

Apakara nindai

Chakravakam

Eru mayileri Mohanam Khanda Chapu
Nadavindu Kuranji Adi

Maruve seritta Harikambhoji -Do-
Tondisariya Anandabhairavi -Do-
Kariviguruvagi Chenchuruti Khanda Chapu
Padi madi nadi Sindhubhairavi  Adi

Sinattavar mudikkum Anandabhairavi  -Do-
‘Tirumagal ulavu Kharaharapriya  Adi
Valavayadagi -Do- Khanda Chapu
Naveru pamanatta Chenchuruti -Do-
‘Olamitta surumbu Sindhubhairavi  Adi

Isainda erum Devagandhari -Do-

‘Vangara marbil Sindhubhairavi  Khanda Chapu
‘Viral maranaindu -Do- Adi

Seer sirakkumeni Kuranji Kbanda Jati Triputa
Muttaitaru Mohanam Triputa

Avani tanile Chenchuruti Khanda Chapu
Kaitala nirai Nata Adi

Pattiyal unai Navaroj - Do-
Unnaittinam Chenchuruti -Do-

Umbar taru Anandabhairavi  -Do-

Chaturasra Jhampa
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Sivanar manam Yadukula Kambhoji Khanda Chapu
Mundu Tamizh Navaroj Adi
Tullu mada Hamsanandi Tisra Mathya

While ragas like ‘Nata’, ‘Mohanam, and ‘Devagandhari’ are tine-
honoured ones, ragas like ‘Harikambhoji’ ind ‘Kharaharapriya’
came into existence after Arunagirinatha’s time. ‘Sindhubhairavi
and ‘Hamsalnndl are ragas that came to existence only. during the
present century. ‘Chenchuruti’, ‘Kuranji’ and ‘Navaroj’ are llght
classical ragas ideally suited for singing compositions like Tirup-
pugazh and Kavadichindu.

The above mentioned tunes, however, did not last long and
were being gradually changed by eminent vidwans who made it a
practice of singing one or two Tiruppugazh songs towards the end

of their concerts. For example, ‘Seer sirakku meni’ was set up in
Nalinakanti, ‘Muttaitaru’ in Hamsadhvani and Pattiyal yan upai,

in Begada to make them more suitable for being sung in Karnataka
music concerts, New songs were taken from the repertory and
set up in uncommon ragas like Regupti, Dipakam, Pushpelatika,
Hamsanadam, Kamalaptapriya, Jalakesari and Kusumavichitra,
The tunes thus Jost all sanctity and also relevance to the period in
which Arunagirinatha lived. The talas were also equated to those
mentioned in tala treatises, like ‘Chachchatputa (one of the five
‘Margi’ talas), Vishama tala, Antarakrida, Rangadyotam and
Simhalila (included in the 108 talas); and Somadi tala, Chalama-
thyam and Nissankalila (aPurva talas not mentioned in texts.)

THE TALAS OF THE TIRUPPUGAZH :

The tala system is perhaps the most difficult and complicated
branch of Karnataka music, There is no comparison to it in the
other musical systems of the world. The timemeasures used by
all the nations put together will form but a small fraction of the
innumerable varieties of rhythm used in South Indian (Karnataka)
music, The only musicians who make a counter claim in this
respect are the Gurus’ of the ‘Manipuri mridangam’, called the
‘Pung’ who aver that their ancestors used to play 116 ‘desi’ talas
on the instrument, starting from ‘eka’ tala and ending with the

“tala patanga’.

t
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Aancient works on music refer to the classification of talas
into Margi and Desi and epwmerate the classical 108 tslas. Lat-
terly, a system of 35 talas was developed and Purandara Dasa gave
prominence to this simpler system by composing ‘gitas’ and
‘suladis’ in them. While the 108 talas make use of all the six angas
(shadangas), the 35th talas use only the ‘laghu’, ‘drutam‘ and
‘anudrutam’. In addition to these, a system known &s the ‘Naya-
sandhi talas’ has been in use in South Indian Temple ritvals from
ancicnt times. *There are also the ‘Chapu tala’ with: their varieties
and the ‘Desadi® and ‘Madhyadi’ talas.

The seven principal talas give rise to 35 varieties on account of
the ‘Pancha Jati Bhedas’, the five kinds of the laghu. Each of these
35 talas again give rise to five varieties on account of the ‘Gati
Bheda’ or the change of rhythm., Thus we have inall 35%x5=175
talas. Even as there are the Pancha Jati Bhedas, there are also
the Pancha Gati Bhedas. Therefore, each of the ¢ Sapta talas’
comes to admit of 25 varieties as a result of the Pancha Gati
Bhedas.

In the sphere of tala, Arunagirinatha stands supreme as the
unsurpassed master of rhythm. Although he follows the basic
principles of the Sapta tala-Pancha Jati scheme, many of the talas
that figure in the Tiruppugazh defy all classification. There are
songs which come under the 35 tala scheme, the 108 tala scheme,
the 52 tala scheme and the Navasandhi pattern. There are many
songs which do not fall under any of these tala classifications. The
following are some of the talas in which the songs have emerged
when they were set up in their modern garb.

Misra Chapu Chacchatputam Misra Ekam

Tisra Dhruvam Kbanda Chapu Kbapda Rupakam
Tisra Mathyam Misra Jhampai Sankirna Triputa
Chaturasra Vishama Talam Misra Rupakam
Somadi Talam Khanda Triputa Kbanda Jhampa
Chaturasra Ata Adi Chaturasra Dhruvam
Tritiya Talam Sankirna Jhampa Kaittalappidi
Tisram Tisra Rupakam Tisra Jhampa

19
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Antarakrida Khanda Ekam Khanda Dhruvam
Rangadyotam Magana Mathyam Nissankalila
Simhalila Ananga Talam Chaturasra Triputa
ARUNAGIRINATHA ON MUSIC : 4

Fortunately for us, Arunagirinatha has himself mentioned a
few talas and some ragas in a section of his compositions called
the ¢ Bhuta Vetala Vaguppu ° and these give us a clue to the ragas
and panns popularin his time. 1t is strange that he chose this
section for presenting the list of ragas and talas because tho
* vaguppu ° describes how the * Bhutas ’ (devils) and ° Vetalas®
(ghosts) performed a terrible dance in the field of battle between
‘Lord Muruga and Soorapadman. In the beginning, Arunagirinatha
mentions the talas thus ;

(1) ¢ Kaichchadiyina murai vidittava murghatita
Chachchaputa Chachaputa Chatpita puttrika
Kandachchampatip padamambala
Kanchap panchakattala mambadi ’

The talas enumerated here are the five Margi talas known as,
the Pancha talas, viz, ‘Udghatita’, ¢ Chachchatputa °, Chachaputa’
¢ Shatpitaputrika ’, and ¢ Sampadveshtaka ’, These are stated to
thave been born from the five faces of Lord Shiva, viz, * Isana’
(Udghatita), °* Sadyojata’ (Chachchaputa), ‘ Vamadeva ’
(Chachaputa), ‘Aghora’ (Shatpitaputrika). The lakshanas of these
‘talas can be found in any treatise on tala.

Later in the same vaguppu, Arunagirinatha lists more than
15 ragas and panns, thus :

(2) ‘Kalamarada Varali Sikhandikai
Pala Sikamara mana Vipanchikai
Gauda Bhairavi Lalita Kaisikai
Gauli Malahari Bauli isaivana
Ghana Varadi arum Patamanjari
Tana Dhanasi vidambadu Panchami
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Kaichchulavu kon murai viditta ragattadaivil
Uchchamadu sadikam eduttu mel ettuvana
Kanjak kanja Natresi Ranji Ku-

Rinjippann kurittiyazhai yenduva’

The ragas and panns enumerated are as follows :

1.

10.
11.

12.
13.

14,

Varali, tbe 39th Melakarta raga, is an ancient raga.
Arunagirinatha says tbat it should be syng only at the
appropriate time (Kalamarada)

Sikhandikai, or ‘Sikhandi’ is a Tamil tiram (audava raga)
of the ‘Palai Yazh’ variety.

Sikamaram or * Kamaram *is a pann, the equivalent of
the raga Nadanamakriya.

Vipanchikai, a Tamil tiram of the * Kurinji Yazh * variety.

Goud and ¢ Goudi’ are unfamiliar ¢ Hindustani * ragas,
falling under the ¢ Kharaharapriya’ and * Sankara_
bharanam ‘ melas respectively.

Bhairavi, is the popular ¢ Bhashanga raga ' of the 20th
melakarta.

Lalitai is the raga * Lalita ’.

Kaisikai is the pann * Kaisikam °.

Gauli is the raga * Gaula °’,

Malahari is a * janyaraga ’ of the 15th melakarta.
Bauli is a * janya raga ’ of the 15th melakarta.
Varadi is a Tamil tiram of the * Palai Yazh ‘ variety.

Patamanjari is the probably another name of the raga
* Phalamanjari .

Dhanasi (Raga ‘Dhanyasi’ ) is a Tamil tiram of the
* Palai Yazh * variety.
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15. Panchami or ‘ Panchamam ’, is an oquivalent of the raga
¢ Ahiri °.

16. Desi raga.

17. Ranji or the pann * Kurinji *. %

The fact that Aranagirinatha was fully acquainted with the
art and seience of ‘music can be gleaned even from a casual perusal .
of his Tiruppugazh: He mentions a number of musical iostru-
ments like the Yazh, flute, Kombu, udukkai, tavil, dol, bherigai
and ven'kombu. In addition to the ragas already enumerated in
the ‘Bhuta Vetala Vaguppu’, he mentions Indalam, Gavadi and
Sriraga. He refers to dance with the accompaniment of golden
anklets, nupuram and salangai made of pearls.

Arunagirinatha was thus a rare musical genius and his Tirup-
pugazh songs will continue to influence musical thinking for
centuries to come. Several hundreds of them have alrcady been
printed with notation and are spreading fast among musicians and
music lovers. A number of Tiruppugazh bhajana parties have
come into existence even at cities like Delhi and regular group
singing is conducted on occasions connected with Lord Muruga.
The cultis growing and will continue to dominate the religious
music of Tamilpadu.



The Tillana and some of its Well
Known Composers

SULOCHANA PATTABHIRAMAN

Classical Carnatic music has many musical forms like the Dary,
Gitam, Svarajati, Tana Varnam, Pada Varnam,, Kriti, Rags-
malika, Padam, Javali,and the Tillana, which comes at the tgil end
of a music concert. The Tillana is a very lively composition,
colourful and melddic and is & very popular item both ina music
concert and a dance recital. This is the only musical farm which
i$ common to both the systems of Hindustani and Carnatic music.
In Hindustani music, the Tillana is known as the Tarana. In some
of the old books this composition is known as the Tiri Tillana.
There are a‘set of syllables like 86 Sr@, s15GsTal, G5
srab, Qamd Br®, 36 ey, M9, s@uDawr Garu etc.
which are used in the Tillana format. The Tillana is principally a
dance form and the name Tillana is constituted of the rhythmic
syallables ti-la-na, The Tillana employs meaningless syllables
expressing rhythm especially suited for laya instruments and dance.
It is said to have found its origin in the Hindustani system of
music and later on made its appearance in the classical Carnatic
system. The Tillana was actually Konnakol fitted to particular
ragas and talas and it could be traced to those sections of kirtanas,
which had separate jati prayogas —Eg. Narayaoa Tirtha's Taran-
gam. The Tillana is one of the liveliest of musical forms, and in
a music concert, after the long drawn out Pallavi, it comes as a
refreshing breeze with its lilting jatis, swaras and sahitya. [n dance
concerts it comes as a pleasing variety after the abhinaya for the
long drawn out padam. The Tillana is carlier to the Javali. In
Hankatha Kalakshepams also, the Tillana is sung by some Bhaga-
vatars in certain situations like the running of a chariot, The
Tillana was originally composed as a musical form and later on
adapted for dance like the Javali.
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The music of the Tillana is normally brisk and its tempo is
madhyama kala. although wé’have several Tillanas in the Vilamba-
kala also. The popularity of;this composition is due to the fact
that it has got in it 1. the solfa syllablas takatariki ta na ka 2.
the ordinary syllables and 3. @& small messure, of sabitya. The
sollu kattu was a feature of the early Prabandhas.- It was referred
to as Patam. Thé;e was a section in the mediaeval Prabandhas
called the Patava Khanda. Jatis are fascinating by themselves and
when they were hitched on to sahitya, the result was a lively and
attractive composition with a sonorous melody of its own. One
may broadly classify Tillanas into two categories, as those intended
for singing in music concerts and those for dance recitals, though
the distinction is not very rigid. In Tillanas intended for concert
forms, composers have pajd attention to the raga bbava and at
times have made the tempo rather slow. The Vasanta raga Tillana
by Pallavi Seshayyar is a typical example. Beautiful sangatis are
mounted in an attempt to elaborate and define the quintessence of
the raga in which the Tillana has been set. In this type of Tillana,
all the kinds of syllables pertaining to the Patam will occur. Tillanas
which are intended for dance forms are generally in medium tempo
and the jatis are arranged so as to give scope for display of a
variety of footwork. The Tanjore Quartette who had composed
Tillanas for dance recitals have taken the medium tempo with the
intricate svara and sollukattu passages closely woven to enable
dancers to prove their skill. The drum syllables are mostly used in
Tillanas, beloaging to the group of dance fqrms.

There are Tillanas with Pallavi, Anupallavi and Charana,
others with only Pallavi and Anupallavi and some others with only
Pallavi and Charana. The signature of the composer occurs in the
Charana. Where there is an Anupallavi and Charana, the Anupal-
lavi will consist of jatis alone, but where the composition consi-
sts of only Pallavi and Anupallavi, the latter will bave the jatis,
svaras and sabhitya. Whenever thereis a distinct Charana, it will
have the words, solfa syllables and jatis.

The Tillana is a constant item in dance concerts. In Hari-
katha, the tradition has been to sing the Tillana after the purva-
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peetika was over, as it would ensure the creation of musical atmo-

sphere and the subsequent enjoyment of the Harikatha is
assured.

Tillanas figure in the post pallavi session of a music concert,
usually signifying the end of a concert. Itis said that the great
musical maestro Ariyakudi Sri Ramanuja Iyengar would refuse to
sing any other item for the sake of Jove or money, after the Tillana
had been sung. .

The sahitya of the Tillana is invariably in praise of a deity or
a ruler who patronized the composer. There are many popular and
scholarly Tillanas. The singing of a Tillana gives good training to
the vocalist, since jatis in the fourth degree of speed have to be
sung with a great deal of clarity. The practice of Tillanas gives
good training to the Violinist and the Vainika, since they acquire
proficiency in swift bowing and fast plucking,.

The Tillana Daru: This musical form also belongs to the
family of Tillanas and has the angas, Pallavi, Anupallavi and
Charana. The major portion of the Tillana Daru consists of words
on the model of a Daru with a few jatis. Tillana daru is therefore
a Misra Prabandha. Krishnaswami Ayya’s Tillana daru in
Surati raga, Adi tala beginning with the jatis Nadiri Dhani
Tomtari Dhani, is said to be an *excellent example.

Tarana: The Tarana is the counterpart of the Tillana in
Hindustani music and is considered to be a classical item.
Occasionally a Khyal singer will sing a bada Khyal, followed by
a Tarana. The rhythmic syllables are usually, ta, ri, da, ni, ta, ni,
Sometimes a Tarana will have a Persian couplet as the sahitya.
Tarana is both a vocal solo and dance number in Hindustani music.
Singers like Nissar Hussain Khan had specialized in the art of
performing the Tarana. Tarana singing requires great skill in
thythmic manipulation and ability to sing the syllables rapidly.
The Tarana is a composition whick does not use meaningful words.
It is generally accepted that the rhythmic syllables are borrowed
from the strokes of the tabla and sitar. But, the Tarana has
become part of classical Hindustani music as will be noticed from
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the fant that it is sometimes sung immediately ofter the msjor
Khyal. In Carpatic music, however, the Tillana is treated as light
classical music.

EMINENT COMPOSERS : )
h ]

1 shall how go on to some éminent composers of the Tillana.
There has been a galaxy of composers who have composed some
very beautiful Tillanay, but for want of time I shall dwell on only
a few of the great masters.

First and foremost is Sri Veerabhadriah of Merattur, who gave
shape to the Tillana as a separate musical form. Veerabhadrish
tived during the reign of Pratapa Simha Maharaja, the Mahratta
ruler ot Tanjore in the middle of the 18th‘century. He was the
Guru of Sri Ramaswami Dikshitar, father of one of the Musical
Trinity, Sri Muthuswami Dikshitar, Veerabhadriah greatly enjoyed
the patronage of the Mahratta ruler who was an ancestor of Sara-
bboji. Tillanas came to be popular during the reign of Tulaja, the
son of Pratapa Simha and as an early example, we have on record
a Tillana in praise of Tulsjs Maharaja, in the raga Kalyani, Adi
tala, composed by a North Indian musician beginning with the
syllbles thai thai and which used to be sung in dance recitals.
Veerabhadriah composed Varnams. Darus, Padams, the first ever
Svarajati in raga Huseini and Titlanas with the Mudra Pratapa
Rama, the deity of the Mahratta kings. He also systematized the
madhyama kala style in Carbatic music. Subbarama Dikshithar,
the adopted son of Muthuswami Dikshithar’s brother and the
author of the incomparable “$angita Sampradaya Pradarshini*,
held Veerathadriab in very high esteem. He has said that
Carnatic music owes a deep debt of gratitude to the contribution
of Veerabhadriab. All his compositions were in praise of his
patron Pratapa Simha Maharaja.

2. Svati Tirunal : Many royal personages have adorned the
pages of India’s musical history, but nome so brightly as Svati
iTirunal whose position is unique. He was a great scholar and
Inguist being fluent in Sanskrit, Persian, Kannada, Marathi, Hindi
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and English. He was a versatile genius, a gifted musician, a com-
poser of a high order, an erudite lakshanakara, a sterling devotee
and a liberal patron of music. Svati Tirunal was a contemporary
of Sri Tyagaraja and though his life span was so short, barecly
thirty-four years, his contribution to Carpatic music has been
something remarkable and unparalleled, He has composed many
Varnas, Kritis, Ragamalikas and also Dhbrupads, Tappas and
Khyals. His Tillana in the raga Dhanasri will be rendered today.

3. Mpysore Sadasiva Rao was a Maharashtrian who belonged
to Chittoor. He became a disciple of Walajapet Venkataramana
Bhagavatar and thus belongs to the Tyagaraja Sishya Parampara.
He was patronized by the then Maharaja of Mysore and was
known as Mysore Sadasiva Rao. He was a great scholar who has
composed many Telugu kritis in rareragas and also quite a few
Tillanas,

4. Pallavi Seshayyar also belongs to the Sishya Parampara
of Tyagaraja and came from Neykarappati. His Tillanas io
Dhanyasi and Vasanta were popularized by Professor Sambamurthi.
He was reputed to have sung the raga Saveri for nearly eight hours
during a concert in the house of Thiruvotriyur Tyagayyar. It is
said while singing kalpana swaias for kritis, he used to sing kalpana
jatis also. He has left a manuscript containing the arobana and
avarobana of more than a 1000 ragas, arranged in the order of
melakartas, Seshayyar was a past master in the art of Pallavi
exposition. In his compositions there was a natural flow of music.
Easy diction and sweet singing words were distinct characteristics
of his compositions.

5. Maha Vaidyanatha lyer or Maha Vaidyanatha Sivan, as
he was popularly known, lived between 1844 and 1893 and belon-
ged to the village of Vaiyacheri, near Tonjore. He studied music
under Manambuchavadi Venkatasubbaiyar, a relative of Tyagaraja.
He was one of the immortal vocalists of all times and his music
was described as Gandharva Ganam. The title of Maha or great
was conferred on bhim in 1856. when he was barely 12 years old.
Iyer was an erudite scholar in Tamil and Sanskrit and was also a
composer. His well known compositions include a Telugu Pada

20
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Varnam, Pahimam Sri Rajarajeswari in the raga Janaranjani and
some Tamil songs. His monumental composition was however the
72 Melakarta Ragamalika as interpreted by Govindacharya in the
“Sangraha Choodamani.” His Mudra was Guhadasa. The Tillana
in Kanada in Sanskrit, ‘Gowrinayaka®’ in the Simhanandana Tala;
consisting of 128 Aksharas is a magnificent contfibution unmatched
for its excellence; its words and Sollukattus, The entire composi-
tion consists of only two Avartanas. The first Avartana has the
Sahitya in Sanskrit in praise of Lord Nataraja and the second'
Avartana, made up of beautiful Jatis, There are no Swara passages.
Maha Vaidyanatha Iyer has also composed a Tillana in Mohana
set to the Hanumat Kumbha Tala.

6. Patnam Subramania Iyer was a brilliant composer of
<Carnatic music and was even known as the second Tyagaraja. He
was not only a great vocalist patronized by Maharajahs but was also
.a great composer, who followed closely the style of Tyagaraja. He
‘has composed numerous Kritis, very popular on the concert plat-
‘form and also some brilliant Tillanas in the Ragas Khamas, Sindu-
bhairavi etc.

7. Ramnad Srinivasaiyengar was a great vocalist and
talented composer in the field of Carnatic music. He was patro-
nized by the ruler of Ramnad, Sri Bhaskara Setupati, who placed
‘him under the tutelage of Patnam Subramania Iyer. Poochi Srini-
-vasaiyengar as he was known, imbibed the inimitable style of his
-Guru and also acquired a Capacity to compose various musical
forms like the Tana Varna, Pada Varna, Kriti, Javali and Tillana.
He had a special flair for composing Tillanas and not less than
twelve of them are available ia print today, thanks to the efforts of
Sri C. V. Narasimhan, Former Under Secretary General of the
United Nations. One of his Tillanas, Taradipanana in the raga
‘Kapi has been set to the Lakshmisa Tala, which is a very rare time
:measure and is the 106th Tala in the scheme of 108 Talas. He has
.also to his credit another beautiful Tillana in Pantuvarali, set to the

Raghavananda Tala. Most of his Tillanas have the Sahitya in
Ppraise of his several patrons.
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8. Veena Seshanna of Mysore was one of the most celebrated
Veena exponents of an carlier generation, who bad the patronage
of the then ruler of Mysore and also that.af; other ruling chiefs alt
over South India. His name is a legend in the world of Carnatic
music in Karnataka. Seshanna was also a composer and his com-
positions include a Tillana in Senjuruti, which has become a classic
in that raga. This composition in Carnatic music brings out with
regal splendour the individuality of this desiya raga.

Among other composers of the Tillana, Mysore" Vasudevachar,
Tluppur Ponouswami Piflai, Moolai Veettu Rangaswami Pillai, the
great Tavil Vidvan Ammasathiram Kaonuswami Pillai, Venkatagi-
riappa of Mysore, Veena Krishnamachariar and Mysore Chenna
Kesaviah, deserve special mention. The Tillana in Mohana begin-
ning with the Jatis ‘*Dhim Dbim Kita Taka Dhim” and its cres-
cendo of Jatis and Swaras is a masterpiece composed by Harikesa-
nallur Sri Muthiah Bhagavatar. Ariyakudi Ramanuja lyengar and
Mudicondan Venkatrama Iyer have composed a couple of Tillanas
each,

The practice of composing Tillanas continues in full swing
today and some modern composers have infused a great degree of
sophistication in the framework and have combined both. sonorous
melody and such intrinsic and intricate rhythmic patterns that the
finished product is a real treat to the ear. Among the notable
contemporary composers are Dr. Balamurali Krishna, Thanjavur Sri
Sankara Iyer and Lalgudi Sri G, Jayaraman.

—)—



The Javali Form in Carnatic Music
RITHA RAJAN

The Javali is-a.recent composition which came into existence
in Carnatic Music in the 19th century. The correct meaning of the
word Javali has still not been finally established. But the word can
be traced to the Kannada language in which it means a “kind of
‘Gita’. In Kannada it is also spelt as ‘Javadi’. In any case. in
in preséht day musical parlance, it has come to mean a musical
<omposition of a light nature and with an erotic motif. In some
respects Javali can be compared to Padams, but they lack the
grandeur and the stately movement of the latter. Javalis are com-
‘posed in bright, attractive and catchy tunes and this explains their
popularity. The music is usually in the madhyamakala, but some
_Jjavalis are also sung in the fast tempo.

The same characters as in padams viz the Nayaka, the Nayika
-and the Sakhi figure in Javalis, but these love-lyrics are clothed in a
lighter and popular style, The deep and penetrating ideas char--
acteristic of padams are absent in the javalis and the characters
-often indulge in banter. Sometimes Javalis are even conceived in
a humorous way and one Sivaramayya has composed a javali with
4 mixture of English and Telugu words. This shows that the com-
posers of Javalis took a light view of the compositions and inten-
dedt hem for the popular taste,

The ragas selected for Javalis make an interesting study.
Usually Desya ragas like Pharaz, Jhinjoti, Kapi, Behag and Hamir-
‘kalyani are selected for Javalis. Khamas, particularly with the free
-use of the Kakali nishada, is a favourite raga among Javali com-
posers. This is because the Khams of this type is specially suited
for love songs and is freely used on the stage and in motion
pictures. The raga Yamunakalyani with a Hindustani touch has
‘been used by Dharmapuri Subbarayar for one of his Javalis.
Pharas is another common raga used in Javalis,
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This does not mean that composers of javalis have not used
Rakti ragas of Carnatic music. There are javalis in Darbar,
Kedaragaula, Kalyani, Mukhari, Kambhoji, Bhairavi, Bilahari,
Surati, Athana, Saveri, and even in a heavy raga like Todi. But
these rakti ragas are handled by the Javali composers in a peculiar
way and they project unusual angles of these ragas which are not
commonly found in Varnas or Kritis. In this respect Javalis can be
compared to the ghazals of Hindustani Music in their treatment of
raga svarupa..Some Javali composers like Dharmapuri Subbarayar
and Pattabhiramayya possessed an extraordina‘i'y capacity for
spinning out sparkling tunes out of ragas already used by greater
composers as in “Narimani.”” In a way these two composers may
be called masters in their own field.

Most Javalis have a Pallavi, anupallavi. and one or more
charanas. The charanas have the same dhatu. Some Javalis have
no anupallavi, bant only charanas, where the music of the anupallavi
is repeated. As Javalis are light pieces it has been the practice in
music concerts to sing them towards the end of the concerts.
Later, the Javalis were adopted for Bharatanatya and there also
they find a place only towards the end of the recital. In spite of
these, Javalis show that till recent times the creative power of our
music composers was active in putting forth new and delightful
forms of composition.

The earliest composers of Javalis appear to be Chinnayya of the
Tanjore Quartette and Swati Tirunal of Travancore. Chinnayya
was the cldest of the Tanjore brothers and served as the Asthana
Vidwan of Mysore for some years. During this period he com-
posed Javalis on Chamaraja Wodeyar, ruler of Mysore. Among
these, Elaradayane in Bhairavi, “Vaunipondu'. in Kannada,
*“Muttavaddura” in Saveri are some which are attributed to
Chinnayya,

Chronologically Swati Tirunal emerges as the next composer
of Javalis (1813 - 1847), This ruler was a versatile composer wiih.
an output of nearly 350 compositions comprising different musica)-
forms of Carnatic and Hindustani music. Among the sparkling
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javalis composed by this ruler, ‘Itu Sahasamalu’ in Sgindhavi and
‘Saramaina’ in Behag are popular today. It is noteworthy that
Swati Tirunal selected an uncommon. raga like Saindhavi for a
Javali.

Later composers of Javalis include D,harmipuri Subbarayar,
Tiruppanandal Pattabhiramayya, Vidyala Tirupati Narayanaswami
Naidu (1873 - 1912), Patnam Subramanya Iyer (1847 - 1902) and,
Ramnad Srinivasa“[yengar.

Without meaning any disparagement to Javali composers I
must say that Dharmapuri Subbaraya:, and Pattabhiramayya are
the most gifted in composing Javalis. It is a strange fact that both
these composers were not professional musicians but held clerical
posts. Subbarayar’s father engaged a tutor to teach Telugu to his
son, who left his job as a clerk in the Taluk office at Hosur, and
spent most of his time with wealthy nobles composing Javalis. He
did not give concerts himself but taught his Javalis to front-rank
musicians of his day, Vina Dhanammal’s family learnt about sixty
Javalis personally from Subbarayar.

Some of the Javalis are eminently suited to be sung in the
madhyama sruti. The Jinjoti Javalis by Subbarayar have been
composed in haunting tunes. Of these two Javalis “Pran sakhudu”
which is more popular was the swan song of Subbarayar,

Javali composers freely borrowed tunes from folk music and set
them up in the fast tempo.. The Javali ‘Samiradayagade’ set in
Tisra gati, by Subbarayar, though its raga is shown as Behag, it
will be seen that it is.a folk tune. All the Javalis have an under.
current of bhakti and in this Javali the composer says that the Lord
of Dharmapuri was the only wealth he possessed.

We now come to Pattabhiramayya who signed his Javalis-as
!Talavana’ or '‘Taladipa.’ the Sanskrit names for the village of
Tmlppanandal near Kumbhakonam. He was born around 1863 and
was also known as Pattabhirama Iyer. He belonged to a family
which.spoke. both Telugy and Kannada. Like Subbarayar: he
startod his life as a clerk and served in several Taluk Offices in the
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Tanjore district. But his taleats as a composer attracted the
attention of Sri Chamaraja Wodeyar, Maharaja of Mysore,
who offered him a job in the Mysore Secretariat.
Pattabhiramayya appears to have had a good command
over the Telugu language ‘and uses uncommon words like
takku, and ‘tatotamu.’ He has a fine sense of humour and in the
Javali “Neematalemayanurh® in Purvi which is one-of his best he
makes the nayika accostthisLord of Talavana, and take him tb-fask
for promisitg Wer three different jewels, on three obcltswm, ‘which
never materialised. The song is also full Of Yati and Prisa
beauties.

‘He has also-composed Javalis in rakti ragas, which show his
command over classical music.

Among the later composers of Javalis, I may mention Patnam
Subrahmanya Iyer (1845-1902), Tirupati Narayanaswamt Naidu
(1873-1912) and Ramnad Srinivasa Iyengar who have contributed
some sparkling pieces to Carnatic Music. Patnam Subrahmanya
Iyer was a versatile composer and his Javalies are in the true style
of that composition. His Javali ‘Samayamide’ in the raga
Mayamalavagaula is a rare piece not commonly sung in concerts.

Tirupati Vidyala Narayanaswami Naidu, commonly known as
Tirupati Narayar aswami Naidu, has composed the Javali ‘Vagaladi’
in Behag which has become very popular in the music world.

Poochi Srinivasa Iyengar, who was one of theleading vocalists
and composers of the 20th century, has composed a few Javalis in
the style of his guru Patnam Subrahmanya Iyer. The Javali
“Sanaro’ in Khamas brings out the nuances of the raga with the free
use of Kakali nishada.

—0—
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NATYA SASTRA

(The text as accepted by Acharya Abhinavagupta)

¢ st srearam:

Trans : -

Idanim (now) vyakhyasyamah (I sball state) arodyavidhim (the
rules regarding 8todya).

IN PRAISE OF SARASVATI

I bow to Sarasvati, the creator of many a universe, remover of
all obstacles, sin and suffering, our saviour from the ravages of

Kaliyuga.

-

ABOUT THE COMMENTATOR

In Rampura, a state in Uttar Pradesha, lived a learned Brah-
man called Pandit Datta Rama, who was highly esteemed at the
royal court. He was a devotee of Shiva, an export astrologer, adept
in Tantra and Mantra, poetics and VIna playing. He taught many
scholars and raised a temple for Lord Shiva.

His son Pandita Ayodhya Prasada was also honoured at the
royal court for his excellence.

To him was born Pandita Govinda Rama who earned a name
for himself in literature aund living not far from the royal palace
instructed many able scholars. He was popular and genial but so
detached as if he was another Shankara.

To Narmada Davi, the wife of Pandita Govinda Rima, was
born a son, Brhaspati, who is here commenting upon Bharata’s
Natya Sastra.
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THE PURPOSE OF THIS COMMENTARY

There are many who are -Over anxious to propagate Sangita
(music). They have been misled by shoddy annotations, and are
unecquainted with Grima-Rules. To help them bave a closer look
at the truth and to pay homage to the anciont sage Bbarata, .is the
purpose of this commentary named ‘Sanjivanam®.

It is on. account of his mother’s blessings, at the direction of
the learned masters; enabled by the knowledge idherited from his
family; instigated by the ill-conceived commentaries; moved by his
respect for ancient sages and scholars and inspired by the text of
the sage Bharata, that this bumble Brhaspati has presumed to un-
dertake this work and not because of any scholarly pretensions.

THE AIM OF THE TRANSLATION

That which has been conceived and handed down as °Sastra”
is relevant not only to one period or place, but is applicable and
useful to all and ever. It is in this faith and for the love of his
teacher, that Bharat Gupt has put into Eaglish this text and com-
mentary for Western readers.

Sonjivanam : the word d+5dya is derived from the root ‘tud’
which means to hit or strike. Instruments which are struck by
finger, breath or hand are called ‘asodys’. Strings, pipes, drums
and cymbals qualify to be called 4¢6dys. And so does the human
body, says the venerable Acjrya Abhinavagupta. Impelled by
powerful emotions, that must bg expressed, the breath hits the body
at a certain place and in this manner produces the musical notes.
For this reason the human body has been named body ving,
gatra-ving or 4driraki ving in the older texts.

The human body thus included all musical productions and is
coveged under the rules of d1odya or dtodya vidhi, as it has been
called in the text.
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FOUR: KINDS;OF ATODYA..
. W YEN v gRae 9
afta § Ao egwmtaayg
Trans : Lakshananvitam (consisting ot’ miany atmbutes)
atodyam (atodyas are of) chaturvidham (four kinds), vijayeyam
(known as) ratam ca eva (strings and) avanaddham (those bound up

with skin i.c. drums). ghana (solid, - i.c. cymbals). sushiram eva ca
{and the pipes or reeds).

SANJIVANAM ‘Tata’ denotes vinas and all rnstruments
usnng strmgs. Sushrra mdlcate reeds and plpes that sound under
pressure of breath *Avanaddha’ llterally only means cover-
ed; but is here meant to denote the instruments which are covered
with skin to he hit directly with hand or sticks. ‘Avanaddha’
indicates the drums. The last catdgory of ‘ghana’ is that of solid
plates or cymbals are hit with each other or the sticks that can
produce only one sound,

‘This order of classrﬁcatron denotes the relative importance of
each kind, ‘Tata’ and ‘susha‘ra are both capable of producing
more than one note and through them only the ultlmate purpose of
*rakti’ sweetness is achieved. The sound of strings and pipes, when
properly tuned is naturally pleasing and these can be uted to
cultivate sweetness in the human voice too, ‘which in its "natural
condmon is generally rough and unmusncal Practlsnng wrth 'tata‘
_nnd sushu'a thus perfects vocal expressnon ‘Tata has an added
ndvantage thatin a well-tuned stnnged instrument the stnngs do
not get. varned in length on their own accord and therefore even a
person wnth a httle musncal trarnmg can for the purpose of practlce
hear the scale to Whlch the vina has been tuned This is not possrble
in the reeds, hence the strin gs are primary, says the venerable
Acharya Abhinavagupta, Itis however to be remembered that
Acharya Abhinava has in mind the ancient vina called ‘martakokila’
in which twentyone strings were tuned one for each note of three
octaves and not the ancient one-stringed vina, where the notes were

obtained by varying the string length.
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"The vina and thié strings dré 4186 ¢apableé of reproducing most
accurately the rise and fall of voice, but not so the teeds.

For this reason the human body has also been. called ‘garra
vina’, the wooden one being. named ‘ddravi’. The same thing is
repoated in the Natya-fastra by saying that the ’svaras’ have two
places of origin, the vind and the human body.

Just as the string instruments cover a greater range than pipes
and needs, the ‘avanaddha’ or the drums encompags the ability of
‘ghana’ or solid instruments, The drums follow and also imitate
the ‘Dhatus’ (specific stroke combinations played on the strings).
In a rhythmic cycle, ‘ghana’ instruments only make time. The
Avanaddha which produce a variety of sounds are of greater
importance.

3 & eI JINTAE g feay |
94 atee] AR gid 43 Isad 1

Trans: Tantrikritam (oo which strings have been mounted)
tatam gyeyam (are called ‘tata’); avanaddham (those tied up, with
skin are called avanaddha) ru paushkaram (they are drums) talastu
vijnyeyam (and cymbals that matk time arc known as) ghamam
(the solids ot ghana) sushira uchyate (thos¢ with holes are called
sashira) vamsha (they are the reeds).

SANJIVANAM : Instruments like sitay, sarangl and violin are
‘tata’ , and pipes with holes are called sushira like the fahnai.
Because the skins have been tied over them the drums such as
mrdanga are named avanaddha, or pushkara, as they imitate the
sound of rain drops falling on the lotus petals in a pushkarin
(lake). Tt was Svati Muni who first heard this sound and was ins-

pired to invent the drums.

THREE KINDS OF ATODYA USAGE

e SAMRARD v R aRwNa: |
RATAAYY T ATIBASIC |

22
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Trans : Esham (of these instruments) ndgakdshrayah prayo-
gah (use in nataka, drama) rrividho hi (is of three kinds) vijnyeya
recognized as), taia, avanaddha ca (tata and avanaddhe) ce aparah
(and also) ndgyakrita (dramatic). SANJIVANAM : During a
dramatic performance when the string Instruments are used with or
without vocal accompaniment, not as part of tlge plot or characteri-
zation, then such an application is called rara - prayoga. Similarly
the drums can be used independent of the play. But when both
tata ot avanaddhg are used to support dramatic action, then we
call it matyakrita prayoga.

. Employment of TATA KUTAPA

w. aq AR e qafme |
Yofa dforEy qgageadT I 0

Trans: Tatah (string) Kutapavinydsa (instrument ensemble
consists of) gdyanah (the vocalist) saparigrah (along with fellow
singers), vaipancikah (vipanci player), "vainika (vina i.c. mattakokila
player) tathaiva ca (and also) vanshika (the flutist).

SANJIVANAM : An cnsemble of instruments is called kutapa.
This orchestration can be of two types, one'in which string instru-
ments only accompany the vocalist and the other where only drums
arz used. That which brightens (sapari) the stage (kum) is kutapa
as well as that whioh nurtures (pdti) the words (kutam) is  kutapa,
If ‘word’ is to mean the totality of sound (ndda) kutapa becomes
an essential part of any dramatic performance.

{n the tata kutapa, the ‘parigraha’ of the vocalist mean his wife,
says Acdrya Abhinavagupta, It also means vipd and vip@nci players
and the flutists.

By vipd, one should take it to be the instrument called ‘*marta
kokila’, which has been described by Acarya Abhinavagupta as
made up of twenty one strings which can accommodate three septet-
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tes. By its range it'can facilitate the playing of all the jatisin
their full form of maximum ascent and descent. The vainika here
is none other than the martekokila player, and his vipd is the full
sharira (body) of music. The other string instrument vipanci is
only an anga (limb), a partial instrumeant limited by its nine strings.
The flutist, similarly, is a helper.

AVANADDHA KUTAPA

§ WRWE: qroRiweadr ZiERAISR 4
AIAg AT gau: aggEa |

Trans : mardangikah (mrpdanga player), papavikah (papava
player), tathd aparah (and the third), dardarikah (dardara player),
eshah (this), kutapa (ensemble), samudahriah (has been called),
avanaddhavidhau (of the avanaddba category).

SANJIVANAM : Pangva drum is shaped like the instrument
called *hudukka’ and it has strings inside its drum. Dardara is
shaped similar to a huge pitcher. Cymbals and other instruments

of solid category are also part of ‘avanaddha - kutapa’. Here the
mrdanga player predominates.

9. Famgausqifreaqr spfargar |
AN AZIAN q AARIAGIAR 1)

Trans : Tatha (And), natyayoge (In natya kutapah (kutapa)
uttama adhama maddhyabhih (consisting of excellent, mediocre and
low), prakrtibhih (types of players), nanadesasamudbhavah (born
and trained in various regions), rw yutah (are employed).

SANJIVANAM : The quality of nagya kutapa is dependent
upon the actors. These initiated and trained in an excellent tradi-
tion, will comprise an excelleot kutapa and the mediocre and lowly,
trained, likewise. At the time of dramatic action, the acting is

done by ndsya kutapa for which purpose tata and avanaddha kutapas
are not used.
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UNIFICATION OF-VOICE, INSTRUMENTS AND ACTING

<. u¥ WH AN | Agd @ fAfeaag |
AStrIwA e waed mzTReafn i

Trans : Evam (thus), ganam cq vadyam ca ndtyam ca (singing,
instrument playing and actiog), vividhdshrayam (are to be dooe by
different persons), ndgyayektpbhih (but by the nRtya producer),
kartavyam (they are to be combined), aldsa cakrapratimam (so that
they seém one like a circle created by a revolving fire-brand )

SANJIVANAM : Although gana, vadana and natya are separate
in themselves and are to be performed by different people yet they
must combiae into a unifled whole., The three kutapas are to be en-
joyed by different senses and abiliities. Yet it is the work of a suc-
cessful producer to see that gana, vadena and natya are intertwined
and complementary, and that for the audience they create a unified
experience; just as in a revolying fire-brand, not the points but only
the circle is seen. The simile of 8 fire-brand demands careful con-
sideration. The fire circle is an optical illusion but is nevertheless
quite wonderful. The three constituents thus should merge their
separate identities for the creation of something new that is born
on the stage.

DEFINITION OF GANDHARVA

. 7Y tefhpa N ATATEATIY |

Wl aeld WAEIRRTSY

Trans : Yattu (tbat whickh is), na@rdtodyasamasrayam
(dependent on various &todyas), tantrtkrtamproktam (is known to
be consisting of string instruments), svaratalapaddatmakam (has
svara, tala and words as constituents) rat jneyam (that has been
called) , gdndharvamiti (the measure of gandharva).
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‘That which is not eternal is not ‘Gandharve and should be
called gane, and though its invisible rewards are mooted, it is tem-
porarily pleasant to the car. ’

ORIGIN OF GINDHARV’A
Q. Fg PlaaRT WA i F9@ET 9
739 S Fwarly Rfq avaghaag o

Trans : Asya (of this, gandharva)® yonir bhavet (the womb or
originators are), ggnam (gana, i.e. the songs of Sama Veda). vipa
(audumbari vipa) vansah (tradition of guru and disciple). Etesham
ca (and now of these), vidhim (rules), svarasamutthitam (relating
to the notes), vakshyami (shall be spoken of by me).

SANJIVANAM : This verse names some of the earlier and

simpler traditions which led to the intricate form of Gandharva.:

‘Gana‘ indicates the songs which 'were used in the Sama Vedic
chants, The vipd referred to was made out of ‘udumbara’, a
variety of wood, and was used in special devotional rituals. Vamsa
bere does not mean a pipe but the tradition of musical knowledge
and the practice of the sages like Narada. Itis said that Matanga
invented the flute to worship Shiva and not pnly the instrument but
also his tradition was named vamsa. The ‘audumbari® vipd later
developed into the complicated twentyone stringed ‘mattakokila’.

The Sama Vedic gana does not admit of any classification
into Gramas, as it is too simple for it. But the notes used in these
chants were later developed into Gramas. The present forms of
Gandbarva are not used in the production of plays, yet they are
indicated here by Bharata as precursors.

CONSTITUENTS OF GANDHARVA

QR Wead Bifind g EATaTS TSy |
ey aearfy agoi @t Sq 7 1

Trans: Svaratalapadatmakam (The soul of which is svara.
tala and pads i.e. words), gandharvam (such gandharva), trividham
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(is of three constituents i.e. svara, tala and pada). Tividhasyapi
(of thus three portioned gandharva), lakshanam (attribute)-
karma ca eva (and practices) , vakshyami (will be given by me),}

SANJIVANAM : It will be a mistake to take *¢rividhe’ to mean
‘of three kinds’. Because the text does not wish to say that
gandharva is of three kinds, but that it has three constituents i.e.
svara, tala and pada. Vishikhilacirya has also said, ‘‘Svara, pada
tala samavaye tu gandharvam’’”, i.c. gandharva is a unification of
svara, tala and pada. A similar injuction is found in Dattila’a
collection of svara, arranged in words (pada) and measured by
tala is gindharva’. It should be however noted that of the three
svara is of primary importance. Words are meant to give a basis
and tala by giving it a regulated measure creates a form in
gandbarva,

By ‘lakshana’ the various attributes of the notes such as ‘four
sruti®, ‘sadharana’ etc are to be understood. ‘Karms’ indicates
conventions such as ‘graha’ and ‘amsa’ and nydsa, the practice of
which created Jatis like Shadji.

(to be continued)



Svati Tirunal’s Treai;ise on
Sabdalankaras in Compositions

(The Musio’Academy has great pleasure in reprinting below the
MUHANAPRASANTYAPRASA VYAVASTHA, a short Sanskrit
treatise by Mabaraja Svati Tirunal on the principles of using the
sabdalankaras - mubana, prasa and antyaprasa - in musical com-
positions in Sanskrit.

The work was first published in 1946 by the University Manus-
cripts Library, Trivandrum. The excellent introduction fully ex-
plains the keen insight which Svati Tirunal had in some of the .-
subtle factors relating to musical compositions. The Academy is
thankful to the present Director, University Manuscripts Library &
Rescarch Centre, University of Kerala, Trivandrum for his permis-
sion to reprint Svati Tirunal’s work and the Introduction.)

— ) ——



INTRODUCTION

In tha Intfoduction to his edlhon of }Iu -mugical. compegitions
of Sri.Svati Tirunsl Mahirsjal, the late Mr. K. Chidambara Vadh-
yar has mentioned Muhaniprassatyaprasavyavastha as .one of
His Highness’ works. He has also quoted the first sentence of this
work?, which gives an idea of the subject it deals with. This work
in Malayalam has been subsequently published by Mahakavi Ulloor
S. Parameswara Aiyar in the Sahityaperisqt .Traimasikam,
Ernakulam 2.

There are two manuscripts of the workin H. H. The Maha-
raja‘s Palace Library, Trivandrum, both of which are in Malayalam.
One, No. 3510, is written in paper of size 10” x 8" bearing the
water-mark of the date 1830, and contains several scorings and

corrections in the same hand as the rest of the manuscript, and
hence it is most likely that this is the aurograph of the work. It con-
tains 18 folios, the first seven of which are taken by the text; folios
9 and 10 contain an abstract of the work, and the rest are left
olank.

The other manuscript, No 3511, is also in a paper measuring
12" x 8" and with the water-mark of the date 1836, and appears
to be a fair copy of the former manuscript (No, 3510), This also
contains 18 folios, the first eleven of which are taken by the text and
the rest are left blank.

In the University collection of manuscripts [in this Library
there is a manuscript (No. 4522) of a Sanskrit version of
this work procured from Tanjore by Pandit R. A, Sastri in the year
1939. It is a paper manuscript in 4 folios measuring 9" x 5§"
and is written in the Devanagari script. This is the basis for the
present publication.

1. Published by the Government Press, Trivandrum, 1916.
2. Ibid, pp. x-xi.

3. Vol. VIl, pp. 287-292.
23
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In none of these manuscripts is there any explicit mention of
its authorship of Svati Tirupgl, but the tradition attributing it to
him is sttong, and the date in the paper of the two manuscripts of
the work in the Palace Library lends suiaport to it, for Svati Tirunal
Yived between 1813 and 1846 A.D. ? 1

Whether the Sanskrit version is His Higboess® or not, one can-
not say for certain. It is likely that it is also his work.  Sistce it'is
certain that the Malayalam version is the original, as we have the
autograph of it, this is at the best only a translation. Whether. the
language is His Highness’ or not, the actual matter in itis, no
doubt, his, and so we have named the work to be his. The well.
known fact that several musicians from Tanjore lived in . the court
of Svati Tirunil Mahsraja explains the occurrence of a manuscript
of this work at Tanjore.

The work deals with the principles of using the abdalankaras-

muhana prasa and antyaprasa in musical compositions in Sanskrit a
subject not met with in any work oa the theory of music, and hence
original in itself.

Muhana is the $abdalankara by which the same letter as in the
beginning of an gvarta, or any of the substitutes for it in accor-
dance with the rules undermeantioned, occurs in the beginning of
the second dvarta in a musical composition - Kirrana, pada or
varps.

Letter in the beginm’n'g Substitute in muhana
of the dvarta.
a a, ai, au, y, h
i 1, e 1
u u, o
Consonants of the five The other consonants of the
groups (other than nasals) same group excepting nasal

1. For an account of the life and works of Sr1 Svati Tirunal, vide _

the Introduction to Pudmanabhadataka in 1.2 of this Journal.
(Journal of the University Manuscripts Library, Trivandrum.
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Conjunct consonant The first letter or the last
Jetter of the conjunct con-
sonant.

‘Nasals excepting o The same nasal. -

n »
Sibilants Consonants of the palatal
group excepting . nasal.
v Consonagts of the labial
- group exc]epting nasal,
r

Prdsa is the repetition of the second letter in the first gvaria
in the same position in the subsequent dvarras. This is concerned
only with consonants, not vowels. Prasa can be for a single letter
or for groups of two or more letters, If a conjunct consonant is
used as prgsa in the beginning of a carapa, then throughout
that carapa the same consopant should be used in prasa.
Also if the syllable in the beginning of the pallava or curapa
is short like vimala. kamala etc. then the prasa letter in
the subsequent dvartas should not have a long preceding
letter like kamita, samaja etc. In carapa either muhans and
prasa should alternate or the whole should have prasa but the
whole carspa should not he confined to muhana. The beginning of
the anupallava should have prasa, with the beginning of the pallava,
but prdsa in the beginning of carapa is optional. In the same
carapa between the former and latter halves difference in prasa is
sometimes met with, but this should not be taken as a rule.

Antyaprdsa is the repetition of a letter or group of letters at
the end of the gvartas. 1t differs from prasa in this respect namely
that while prasa is confined to consonants alone, here the vowels
also should be considered; thus, for instance, a word like nerram
can have gntyaprasa only with words like ga@tram, sitram etc, and
not with words like datrum, atrim etc., where the vowel is short
or with raktam, saktam etc., where the consonant is changed. The
same antyaprasa can be used throughout a kirtana. In the same
dvarta sometimes two antyaprasas are also met with.
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In bis musical compositions Svati Tirunal has closely followed
the principles he has enunciated in this work.

There are two passages in this work v?rlnch are not quite clear,
Ofie is the illustration of e as mihana of i*, where e occurs in the
first line and i in the second instead of being the contrary, and the
other the illustraiion Ksarajemurcchitadagagrivam’ for the last letter
of the conjunct consonani being used as a muhani for the conjunp;
consonant itself. But the work, though small'is, on the whole,
impottant, being the only one of its kind known, and gives us an
idea of the keen: insight which Sri Svati Tiruna had i in some of the
subtl¢ factors relating to husical compositions.

Kundadamakrtakau tukavego
gopagodhanavyto yamunayam

nandasiinuranaghe tava vatso
narmadah pranayinam vijahara.

Jayati te' dhikam janmana vrajas—
Srayata indird@ sasvadatra hi
dayita drsyatam tva didrksatam
tvayi dhptdsavastvém vicinvate’
1. Vide infra. P. 2.
2. Vide infra. P. 4.
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Book Reviews
THE PHILOSOPHY 'OF MUSIC’

THINKING ABOUT MUSIC (An [ntroduction to the Philo-
sophy of Music). By Lewis Rowell. The ngiversity of Massa-
chusetts Press, Amherst, Massachusetts 01004. -308 pp. Illustrated.
Paper $ 9.95 Cloth $ 25-00.

There is a plethora of literature about the art and science of
music but only a few authors have written about the philosophy of
music designed to stimulate readers to explore their own music
experience acquired through a lifetime of concert going, amateur
performing or professional training and to consider solutions to
traditional problems of musical aesthetics. Lewis Rowell is
eminently qualified to write on this subject and the book under
review is a systematic introduction to the philosophy of music
The holder of a Doctorate from the Eastman School of Music,
University of Rochester, Rowell is professor of music at Indiana
University and is also a composer and organist.

The proper method of philosophy is the posing of questions
rather than a search for ultimate, universal answers. Selecting the
short menuet K. 355, which Mozart wrote sometime between 1780
and 1790, the author poses 48 questions on (1) the composition
tself (2) its value (3) its impressions on the observer and (4) the
context of the piece. These ‘meditations’ form the background for
the chapters that follow.

The most fascinating chapter in the book is the four thentitled
‘Dionysis and Apollo’, in which the two central impulses in Greek
culture are discussed, Apollo representing all that is orderly
rational and comprehensible; Dionysis standing for everything that
is manic, ecstatic and disorganized. The Greek concepts of
Harmony, Beauty, Mimesis and Ethos are discussed in this chapter
with great clarity and insight. The reviewer is tempted to quote the
following passage regarding musical orthodoxy: *’Musical orthodoxy
carried a clear mandate of lawfulness. To be a good composer
one had to know the theoretical system, be able to select proper
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In the chapter on ‘Values’ Rowell tries to meke his readers
recognize existing values by which he means the ‘worth’ of mausical
works from the aesthetic angle. The question is discussed under
the headings of tonal values, textural values, dynamic values and
temporal values. The best performance is that which best arti-
culates and balances the properties of excellénce. This subject is
continued in the last chapter ‘Clotho and Atropos’ which discusses
New Music and its implications for philosophy. Rowell concludes-
“‘What seems certain is that both music and the idea of music will
continue to evolve, perhaps in quite unexpected directions, addiag
new dimensions and sloughing off others, in a persistent develop-
ment of what is surely one of the most ancient, complex, profound
and sensitive creations of the human intellect’”.

By way of comparison, the traditional musics and .musical
philosophies of India and Japan are discussed in the last but one
chapter., The author feels that ‘‘although Indians think of theim
music as one-dimensional, the varied timbres of the different
drumstrokes provide a counterpoint to the main melodic line”.
Quoting from Sarngadeva the author adds that “the theory of Nada

demonstrates how strongly the music of a culture can be influenced
by its philosophy'’.

In Japan, many of the key words in aesthetics are basically
affective and are used metaphorically. Generally the tendency of
the Japanese is to resist any innovation in performing the tradi-
tional repertoires, thereby encouraging their traditional veneration
of collections of old, beloved objects.

The range of the book under notice is enormous, its scope
‘breathtaking and the scholarship of the autbor enviable. The book
is intended for readers who are insatiably curious about music,
whose musical concerns are more humanistic than technical as well
as those preparing for careers in music. Musicologists and
philosophers will also find something of value herein,

T.S. PARTHASARATHY -



A REVIEW OF RESEARCH IN SAMAN CHANTS

THE SAMAN CHANTS: A Review of Research by G. H.
Tarlekar. Published by the Indian Musicological Society, Jambu
Bet, Dandia Bazar, Baroda-390 001. Price Rs. 85/- or US $ 15.00

When Veda Vyasa divided the original cqrpus of the Vedic
Jiterature of ancient India into the four great branches, Rig Veda,
Yajur Veda, Sama Veda and Atharva Veda, he did matchless
service to the cause of Vedic studies and Vedic culture in India.
This division has enabled thousands of devoted students of the
Veda to achieve, in strict accord with the ancient tradition of
India, a high degree of mastery of at Jeast one of the four Vedas.
For centuries the Vedas were transmitted solely through oral instru.
ction of Sishyas by venerable Masters of the Veda who thought
their lives nobly and purposefully spent in their own mastery of the
Vedas and in its transmission to posterity through carefully chosen,
rigorously trained pupils. It was possible for some of these sages
to achieve mastery in more than one of the four branches of the
Veda. The Chaturvedis, the Trivedis and the Dvivedis represent
the sacred band of Vedic scholars whose devotion has enabled
the accurate oral transmission of this ageless monument of India‘s
glorious cultural tradition. Alas! Of these savants, the bulk of
survivors have gained little more than the honorific suffixes of
their own names. That great savant, Prof. Max Muller, when
working on his classic edition of the Rig Veda, relied on a select
band of these scholars, whose spiritual home was Viranasi. The
compilation of Vedic variations which is so important a feature of
Max Muller’s edition of the Rig Veda was based on strenuous.
systemati correspondence with the Varanasimasters of the texts.
Textual variations, proceeding presumably from the fact that some
of jhe Vedic scholars had their Veda adhyayena under different
gurus are not to be dismissed [as mere pedantry. In our own
time, we have the Andhrapatha and the Dravidapatha and we
are face to face today with variations not merely verbal but related
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to the svaras. In Maharashtra and ia some of the other parts of
North Iadia, one notes that svara variations are signified by waving
the palm of the hand across one’s breast. Other customs govern
Vedic chanting in other parts of India, It is a matter for thank-
fulness that the heritage is not altogether losf though several
sakhas of the Sama Veda (originally 1000 sakbas) have been
irretrievably lost and in regard to Atharva Veda, the genuine
chanters are steadily dwindling away.

The recent massive effort of the great saint, the Paramacharya
of Kanchi Kameakotipitha to recover and preserve the Veda and
encourage the traditional adhyayana mode of the study of the
Veda has come not a day too soon.

It is, in the present context of a revival of interest in Vedic
studies, (extremely gratifying to find Sri G. H. Tarlekar, engage
himself in what is unquestionably an important braach of Vedic
studies, a study of the relationship between the Sama chants and
the highly evolved Sangitasasira, Gandbarva Veda as it is called.
The book under review is a critical survey of the various studies
of various scholars in the field. The schol.rs whose studies are in
English include Dr. A. C. Burnell, M. Seshagiri Sastri, A. H. Fox
Strangways (a great Western musicologist) Erwin Felber,
S. Sankaranarayanan,” M. S. Ramaswami Aiyar, Alain Danielou
(the great French Indologist) Dr. V. Raghavan (one of the pillars,
until his untimely demise, of the Music Academy of Madras),
J. F. Stall (the Dutch Indologlst) S. Seetha (a Madras Univer-
sity musicolugist and earnest disciple of the late lamented
polymath, Sri T. N. Ramachandran of archaeology fame) and
Sri S. V. Iyer. The studies of these scholars and others cover
various aspects of the relationship between Sama Veda and music
and coustitute the first part.

Part II surveys the contribution to the subject in Hindi,
Gujarati, Marathi and Sanskrit. Here one finds the great
mimamsaka, A. Chinpaswami Sastri writing on the Tondyamahi -
brdhmana and Sri Ramanatha Dikshitar on Samatantra.






THE DANCE HERITAGE OF TAMILNADU

BHARATA NATYAM (The Tamil Heritage) By Lakshmi
Viswanathan. Sri Kala Chakra Trust, 74, Kalakshetra Colony,
Madras-600 090 Illustrated. Rs. 90

-
o

Only a few front rank artistes in the fields of music and dance
are blessed with the gift of articulation and the ability to put down
their thoughts in writing with clarity and force. Fewer still are
those who have a flair for research and the desire to investigate
and learn. Lakshmi Viswanathan is a happy combination of a com-
petent exponent of impeccably classical Bharata Natyam and an
avid researcher into all aspects of her art. In the book under
review she has delved deep into the ethnic roots of Bharata
Natyam which is almost entirely a product of the Tamil soil.

The fact that this precious art was, till the third decade of the
present century, the exclusive monopoly of a particular community
in Tamilnadu led Lakshmi to undertake research into the Devadasi
tradition of dance in the temples of South India.

Two important sociological studies of the Devadasi system had
been published earlier. In 1945 Santosh Chatterjee, the author of
‘The Art of Hindu Dance’, published his ‘Devadasi - Temple
Dancer’ in which he declared *‘the institution of Devadasi in India
is as old as the hills,” In 1973 the renowned scholar Moti Chandra
wrote the book ‘World of Courtesans’ a scholarly probe into the
institution of courtesans from the Vedic times to the medieval age.
He declared that courtesans had also been the custodians of the
highest traditions in music anod dance and played an important
role in the social and cultural life of the people. Courtesans like
Amrapali of Vesali (a coutemporary devotee of the Buddha),
Vasavadatta of Mathura and Kosa of Pataliputra are mentioned as
women of lofty character. The play Mricchakatika of Sudraka
has as its central theme, the life of a noble courtesan, Vasantasena.
In Tamil literature Madbavi of the Silappadhikaram stands out in
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bold relief as a typical example of a noble courtesan-cum-dancer of
Tamilnadu,

These two studies, however, project only the sociological angle
of the system and do not link up Devadasis and their dance tradi-
tions in temples. The Devadasi (Servant of God), in her role as
the ‘Temple Dancer’, is the main character in Lakshmi’s present
research work..

The relationship-of dance with religion was the foundation
upon which the structure of the Temple Dancer system was built in
Tamilnadu as well as in the other parts of the India. Primarily a
part of the Hindu ritual worship, the system of dedicating young
girls to the service of the temple in mentioned in cave inscriptions
of the 3rd century A.D, In Tamilnadu an inscription -of Raj8
Raja Chola (1000 A.D.) indicates the dedication of 400 ‘Talicheri
pendugal’ to the Big Temple at Thanjavur. Buchanan speaks
of a hundred dancers attached to the temple at Kanchipuram
A study of the history of the temple dancer system in Tamilnadu.
must, therefore, be placed in the perspective of and ancient
heritage of professional dancing women and their many-faceted role
in society ranging from service in temples and royal courts, their
skills in music and dancing and their status in society which was
governed by their own laws and customs protected by the king and
the temple. This the authoress does in an ample measure with the
support of her deep study of ancient Tamil poetry, temple sculptures,
inscriptions and works of scholars. Her own interviews with
some erstwhile Devadasis have enabled her to place on record their
reaction to the abolition of the system and the anti-nautch move-
ment of the so-called social reformers. It was only when better

sensess prevailed that Bharata Natyam was accepted as a respect-
able form of art.

The book traces the 20th century developments in the sphere
of Bharata Natyam and the emergence of a large number of dancers
from other communities.






A LEGEND IN HER OWN LIFETIME

KALAKSHETRA - RUKMINI DEVI;
Reminiscences by S. Sarada.

Kalamandir Trust Madras 41. 1983, Price: Rs. 125.

Inexplicably, leaders of great destiny, draw' various people
towards themselves. . Such people seem to have been in a
place, at a time, only to serve the cause of this destiny.
However remarkable their contribution may be in the shaping of
this destiny, ultimately they remain in the barkground, faceless,
nameless, contented by the knowledge that they have played their
role. They are only parts of a whole; they themselves could
probably have never imagined themselves as stars. They never
questioned. Their fulfiliment comes from the knowledge that they
bad to do what they did, with dedication and sincerity; it is not so
much that they were indispensible to the process but that they never
let such thoughts retard the generosity of their conmtribution.
S. Sarada has been one such vital part in the pattern which has
emerged as Kalakshetra, synonymous with Rukmini Devi. Rukmini
Devi, the leader, realised her destiny as the queen of the renais-
sance of Bharatanatyam. She also realised, back in the thirties,
that to fulfill her (adventure into the realms of creativity, she
needed people. She chose them, encouraged them, displayed an
affection which commanded respect, demanded tbeir involvement
and made their destiny serve her own.

Sarada’s book does not explode any myths about the grand old
lady or Kalakshetta. as might often be the case with the writings of
people who have had a ring-side seat in the unfolding of a great
life. A major part of Book | consists of reminiscences. These are
loosely strung together, anecdotes and episodes which would have
made interesting topics for what the English call “‘fire-side chats’’.
If one looks carefully enough, a few instances stand out as sigoifi-
cant events in the evolution of contemporary Bharatapatyam.
Other than the obvious importance of Rukmini Devi taking to

26
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dance herself, the way she boldly dispensed with the services of a
professional caste nattuvanar is worth noting. Expediency was
the cause then, of what was anyway a natural follow-up to taking
the dance from where professional caste dancers had been forced
to leave it. Although it is known to many pqople that great com-
temporary musicians were associated with Kalakshetra, it is still
significant to read about their role in composing scores for the
dance-dramas produced by Rukmini Devi. Music, and literature
are clearly scen as sources for her inspiration. The fact that
stalwarts like Tiger Varadachariar, Vasudevacharya, Papanasam
Sivan and Veena Sambasiva Iyer, were among the mapy doyens of
Karnatic music who were associated with Kalakshetrs makes us
wonder at Rukmini Devi’s powers of persuasion, in first of all
bringing them to the Kalakshetra fold, and then the respect she
obviously commanded, to make them help her with unstinting zeal.
Perhaps it was another time, with another life-style, with all vid-
wans not clamouring for a performing career, and finding the time

as well as the inclination to be part of an institution of the
Tenaissance.

A product of Kalakshetra’s school of music was the inimitable
M. D. Ramanathan, who, like his great predecessors, played a key
role in the institution. Sarada speaks of her association with all

these maestros, and gives us an idea of the knowledge she must
have assimilated in such an atmosphere,

She also gives a picture of the current scene, and the involve-
ment of artistes like Sitarama Sarma in composing music for the
productions.

Book 2 explains the process of putting together the dance-
dramas, from the earliest “Kutrala Kuravanji’’ (1944) to the latest
Mira of Mewar (1984). A major tour de force in the Kalakshetra
repertoire has been the Ramayana series, Sarada gives a detailed
account of the process of production, ranging from the acquisition
of manuscript material to enlisting the help and advice of scholars_‘_
linguists, and musicians. The ultimate master touches which
Rukmini Devi gave each production in all its detail are mentioned
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‘Nrittaratnakara’, with explanations in mixed Tamil-Malayslam,
was in the Travancore palace collection. Io the first 43 pages the
author presents an interesting description of Kartikatirunal and
his works as also the general cultural mileiu of the period in

Kerala.

In the next 30 pages Dr. Nampoothiry gives an excelient
general survey of our vast Natya literature. The Natya Sastra is
the undisputed source book for all Natya topicy and it is essential
to know them for understanding any Natya treatise. As the
Balaramabharatam mainly lays emphasis on Angikabhinaya, the
author summarizes Bharata’s description of the three kinds of such
abhinaya viz, mukhaja, sarira and chestakrita as also the six
angas (major limbs) and upangas (minor limbs). The other types
of abhinaya are summarized with relevant quotations from the text
and commentaries by later writers. The author stresses the fact
that the distinguishing feature of the Balaramabharatam is-that,
unlike the other works on abhinaya, it deals, besides the definition
of each technique of abhinaya, with a number of viniyogas or
actual uses,

For a comparative study of Balaramabharatam Dr. Nampoot-
hiry has consulted the relevant chapters of not only the Natya
Sastra but also of other major works like Abhinayadarpana,
Sangita Ratnakara, Nrittaratnavali, Bharatarnara and Sangita-
sudhakara. The work will, therefore, be of great use to scholars
and to those actively engaged in the study and practice of Bharata
Natyam.

In Chapter 111 Dr. Nampoothiry summarizes the contents
of the Balaramabharatam and traces the sources to which
Kartikatirunal was obliged for his material. The ruler himself
salutes many purvacharyars, mostly mythological figures, whom he
calls “bharata pradhana purushas™. He exhibits deep knowledge
of the aesthetic theory of Sauskrit literature, the rasa factor,
iconography and even the panchasabhas at Chidambaram. The
ruler cites certain authors by their names and there are quotations
which are anonymous. He faithfully follows his elders in the field
of Natya and his work is therefore backed by authenticity.
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Part It of the present work discusses in detail the technical
topics as dealt with in the text, comparing them with discussions
in standard works like the Natya Sastra and Sangita Katnakara.
This is done under the headings of Head Gestures, Hastabhinayas,
Rasabbavas, Nayanabhinaya etc. There is a Yoalescence of the
Sanskrit traditionh of the Natya Sastra and the local indigenous
developments in Kerala, The chapter on Angabhedas, with
perticular reference to the movements of the knee (Janu), is
interesting. The ruler makes significant departures because his
sastra is obviously deduced from the actual practice.

The last chapter deals with some art forms mentioned in the
Balarambharatam and there is an interesting list of desi dance
forms like Perani, Jaggininatana, Mohininatana and Nishada-
natanam prevalent in Kerala from early periods. On strong textual
authority, Dr. Nampoothiry refutes the view that Mohiniyattam
assumed it present form only from the time of Svati Tirunal. The
dance form is mentioned as ‘Mohiniyattam’ in a8 Malayalam
commentary (1709) on a Dharmasastra work of Narayanan
Namputiri (16th century).

Kartikatirunal Balarama Varma has also several Kathakali
plays to his credit like Rajasuya. Bakavadbam and Panchali
Svayamvaram. With a view to reconciling the techniques
mentioned in the Balaramabharatam with the practising tradition,
Dr. Nampoothiry got them confirmed by consulting Mankulam
Vishnu Nampoothiry, a famous Kathakali dancer.

The appendices include illustrations of hand-poses, a select
bibliography and an index of pose-namss. The work bears the
imprint of a seasoned scholar and trained rasearcher.

T. 8, Parthasarathy
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Many of the great and worthwhile treatises od music were
written under the patronage of rulers and some of them were
fathered upon the patrons, the real authors remaining anonymous.
Two factors stand out in bold relief about, these works. The
language used throughout the length and brkadth of India was
Sanskrit which enabled music scholars in all parts of the country to
keep in touch with what was going on in other areas. Manuscripts
travelled far and wide when travel was primitive. Secondly, Hindu
rajas and Muslim sultans vied with each other in patronizing
musicians and getting treatises written with a mention of their
names. There was no communal discord in the realm of music.

The work under review traces royal patronage to music from
the times of the Guptas and Mauryas and highlights the Kudi-
miyanmalai inscription engraved by a Pallava ruler in the 7th
century A.D. (The entire inscription has been reproduced in
Appendix IIl (A) and details of the distribution of notes in each
section given in the form of a chart). The later chapters in the

book, written in a chronological order, in fact, read like a history
of Indian music as there had been hardlly any musical acitivity
outside the courts of rulers with the exception of saint-composers
who made their monumental contribution to music spurning royal
patronage.

The long and colourful history of Indian music contains
certain  bright “landmarks. The production. of the ‘Sangita
Ratnakara by Sarngadeva under the patronage of Singhana of
Devagiri (1210-1217) is one such. As regards Jayadeva, it may
not be correct to say that he was patronized by Lakshmana Sena
although this is the common belief. The poet makes no mention
of the ruler in his masterpiece. Simhabhupala (of Mithila?) became
famous by writing a commentary on the Sangita Ratnakara. The
other authors in North India are too numerous to be mentioned
here.

Coming to South Indian music, Vidyaranya (1320-1380?)
emerges as the first author although his ‘Sangita Sara’ is not avai-
lable except for quotations in Govinda Dikshita’s ‘Sangita Sudba’,
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Vidysranya’s work was followed by the ‘Swasamela Kalanidhi®
of Ramamstya (1550) sad e hundred years later by the epoch-
making teestiso ‘Chaturdandi Prakasike’ of Vepkatameakhi. The
last of these classics was tho ‘Sangrahs Chudamani' of Govinda
written slightly abead of the time of the Trinity. -

The book under notice also deals with patrons of music in
Mysore, Travaacore, Tanjore, Etteyapuram like Krishnarsja
Wodeyar, Svati Tirunal. Serfoji and the Zamindare of Ettayapuram,
In fact, no part of India has been left out and practically all the
works on music have been mentioned and their contents sum-

marized. These summaries will serve as excellent guides to students
and researchers in music,

As the material has been presented under the headings of
patrons, the authors of treatises have been given only a secondary
place and a glaring instance is that of the versatile Pundarika
Vitthala who has been dismissed with a short reference under
‘Burhan Khan' his patron. Pundarika was the author of other
works than the four mentioned here and his theories on Hindustani
and Carnatic musics deserve a more elaborate treatment.

There are some questionable statements like Svati Tirunal
having been an intimate childhood friend of Serfoji. And it is
amazing that the authors have suggested that Shatkala Marar might
have been Govinda, the author of ‘Sangraha Cbudamani’. This
(Akalanka) Govinda (or Govindacharya) has been identified as an

asthana Vidwan of Tanjore who lived at Kakavattaram near
Tanjore.

The appendices bear ample testimony to the unremitting
industry of the two authors.

‘Swati Tirunal Compositions’ is the second of the publications
recently brought out by the authors and maintains the same stand-
ard of editorial efficiency. It is well-known that Swati Tirunal
has composed more than 80 pieces which can be used by dancers with

great advantage, These include pada varnams (chauka varnams),
27
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~ The lives and works of composers form a very important part
of agy stady on mmsic and this volume présemns ia dotail sise lives
of the leading composers of Casnstic music. These imolude
Purandara Dasa, Kshetrajna, the Trinity, Svati Tirunal and modern
composers like Vasudevacharya. On thq theoretical side, the
<ontribution of Veakatemikhi and othicr musionl thiskers of Indian
mueic has been Giscussed in detail.

s
There aré also acticles on Hisdustesi maesic, its ghuranas, rags
presentation, rsga-ragiol system, dhtupad, asd the vocal style of
musjc. There is an article on Rabindra Sangit, its source and
philosophy.

The evolution of musical instruments, the folk music of diffe-
tent states and changing values in the music field make this volume
a self-contained one. The fact that this veritable Thesaurus has,
been priced so low shows the Vivekananda Kendra‘s anxiety to
make the publication available to the common man and music
student.

T.S. PARTHASARATHY



THE TWO STYLES OF INDIAN MUSIC

INVITATION TO INDIAN MUSIC By Sakuatals Narasimbso
Arnold-Helaemann Publishers (I) Pvt. Ltd., AB/9, Safdarjsng
Enclave, New Delhi-110029. Rs. 100

So many books have appeared in recent years on Indian music
and s miuch has béen writtén on its tlicory aad practices that the
présent and fature writers on the subject cannot help repeatifig
what has been said before by others. Hut the %huthiors were either
foreigners or Indian musicologists belonging to one ot the othér of
two styles viz, Hindustani and Carnatic. Even a knowledgeable
writer like B. C. Deva, a South Indign himeelf, is found shaky
whilé dealing with some aspects of Carnatic music as he was
esse¢ntially a Hindustani musician. Sakuntala’s strong point is that
she is an exponent of both the styles and is well-versed in their
theories, This makes hers the book with a difference. Her long
and distinguished career in journalism has enabled her to put forth
her views and statements with the utmost lucidity.

The book is a crisp comparative study of the two styles, their
origins, characteristics, similarities and dissimilarities. Although
both the styles (they are not two different systems) have stemmed
from the same source, differences in presentation have grown over
the centuries, partioularly in the North. It is dosesworthy that Sans-
krit was the lingua franca of music theory and no writer till the 20th
century mentions ‘two styles’ of Indian music. But the differences
are undoubtedly there in raga presentation, tala structure, gamakas
nature of compositions and concert patterns. The instruments
also preseat a wide divergence in construction and modes of
playing.

The authoress discusses these points against the background
of theory and her own long experience as a concert artiste in both
the styles. The concert patterns difter widely. In Hindustan
music, the Khayal, which occupies the pride of place in present
day recitals, starts in a slow tempo and is worked upintoa
crescendo of speed. In the Carnatic style, the fast kritis are sung






OUR ECLECTIC BHAJANA SAMPRADAYA

. Bhajenotsava Manjari: (lith Edition) [Published by Sri
Ramakrishna Bhajana ‘Sabba, Nehru- Street, Udumalpet, Coim-.
batore District, 642126, Pp. 360." Rs. 20

In her presidential address at the Music Academy’s Sades held
on the st January 1985 Sangita Kalanidhi M. S. Subbulakshmi
made a fervent plea for the revival of our Bhajana Sempradaya and’
suggested that the Academy took the lead by organising Bhajana
performances on holidays. Thanks to the rapid urbanization and
the depletion of the elite population from villages, we gradually
lost the Bhajana tradition which was one of the treasures of
congregationa) rural life. The periodical bhajanas on Ekadasi days
and the annual Radha Kalyana celebrations represented the - eream
of the cultural activities of our villages in the not distant past. And
a glorious bhajana tradition was built up over the centuries of
which any nation in the world can be proud.

Tallapakkam Annamacharya is said to be the ‘mula purusha’
of the South Indian bhajana sampradaya but his contemporaries in
Karnataka viz. Sripadaraya and Vyasaraja were eqally responsible
for spreading the bhajana cult and establishing what came to be
known later as the ‘Dasa Kuta’. The singing of the Lord’s names
was the essence of this tradition and it came to be known as ‘Nama
Siddbanta’ in Tamilnadu after the time of Bodhendra who wrote
00 less than eight treatises on the subject. The Sankirtana tradi-
tion established in Bengal by Chaitanya and by Sankara Deva in
Assam found its echo in Tamilnadu when Narayana Tirtha organi-
zed a bhajana sampradaya at Varahur. But the real - lrinity’ of the
tradition were Bodhendra of Govindapuram, Sridhara Venkatesa of
Tiruvisainallur and Sadguru Swami (Venkatarama) of Maruda-
pallur, all the three centres being in the heart of the Tanjore
district, a few miles away from each. The short work ‘Bhakti
sandehadhvanta bhaskaram’ written by Sadguru Swami describes
the essentials of the sampradaya. It was he who compiled the
present songs of the tradition from a vast corpus of devotional
songs in Sanskrit, Tamil, Telugu, Kannada, Marathi and Hindi.
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The credit of printing the first collection of these songs in the
Grantha script goes to Tillsisthanam Narasimha Bhagavatar who
also published, in 1908, the first éver full collection of Tysgaraja's
kritis in the Telugu script. This was followed by the ‘Bhagavad
Bhajana paddbati’ of T. P. Kodandarama lyer ((1910) which is a
treasure-house containing more than 1000 songs: The most com-
prohensive among the later publications of this nature is the
‘Bhajana Ratnakaram’ (1972) compiled by Anantanandendra
Sarasvati of the Kaachi Upanishad Brahmendra Mutt which, most
unfortunately, is out of print.

In these circumstances, it is heart-warming to see the Sri
Ramakrishna Bbajana Sabha in remote Udumalpet conduoting
bhajanas regularly and keeping up the  tradition., The Sabha has
aso published the book under review and the very fact that it is
its 11th edition bears testimony to its utility and the support it has
received from lovers of the bhajana paddhati.

Inspired by saints like Swami Jnananandagiri and Swami
Abhedananda, the compilation has been done by Sri T. M. Rama-
krishna Iyengar actively assisted by Sri V. Srinivasan, President of
the Bhajana Sabbha. A noteworthy feature of the South Indian
bhajana tradition is that it cut across language barriers and absorb-
ed devotional songs from all languages including some North
Indian languages. Adherence to the Nama Siddhanta concept is
the main criterion for including songs into the tradition and in
this respect the South Indian sampradaya stands supreme.

Great care has been taken to check the correctness of the texts
of the songs and there are many new songs not found in other
compilations. In part two of the book the correct sequences of the
Sita Kalyana and Radba Kalyana celebrations have been explained.
The book is a 1abour of love and is priced low to suit the pocket of

the average reader,
T. S. P.
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In the literary section the *‘Bhakti Manjari’ occupies the pride
of place and rightly too. This monumental Sanskrit . work of Svati
Tirunal of more than 1000 slokas is alone enough to secure for him
a niche among the devotional poets of India. The ‘Syanandura-
pura varnana prabandham’ is not a stotra but a champu kavya and
deals with the legendary history of the Sri Padmanabhaswami
temple at Trivandrum and the festivals celebrated there. The {act
that Svati Tirunal was also a literary critic is evident from his
short work ‘Anyapadesa sataka avataranika’, a,proge introduction
to each of the bundred slokgs in the well-known work of the
celebrated poet Nilakantha Dikshitar. (Incidentally, in his
*‘Gangavatarana Kavya’ Dikshitar calls himself a disciple of
Venkatamakhi). The ‘Mubana prase antyaprasa vyavastha’ is the
only work of its kind dealing with the use of sabdalankaras
in musical compositions. The literary compositions of the ruler,
with the Malayalam translation and notes by the author, occupy
557 pages of the book.

The appendices which include a list of songs, a list of ragas
(104), bibliography and other dectails make the book complete in
itself, a veritable thesaurus of information about Svati Tirunal.
Although much of tbe work is in the nature of compilation,
the author’s decp study and unsparing diligence have made the
book a unique document on Svati Tirunal, an equally unique
personality. As the book has been printed in the Malayalam
script, its utility is restricted to only those who know the language.

T. S. Parthasarathy



THE MUSIC OF THE SANTALS

SANTAL MUSIC : By Dr. Oonker Prasad. (A Study -in
Pattern and Process of Cultural Persistence). Published by Inters
India PubHcations, WZ-96-V, Raja Garded, New Delbi-110015.
Price Rs. 180 (8 36).

Only a féw countries of the world can boast of having deve-
loped and nurtured classical systems of music. But almost every
country in the world, big or small, has folk music and tribal music
which are, in most cases, centuries older than classical music,
Tribal music may be defined as music of some antiquity and song.
of unknown authorship handed down orally for generations ina
community speaking the same lauguage. Tribal music develops
among the less sophisticated peoples and the songs are artless poems
dealing with various phases of every day life. Ethonologically,
tribal music represents the general character of the people and has
certain regional traits not easy to describe.

Ethnomusicology is a new subject in the Indian music world
and many of the early researchers in the field of tribal lore were
foreigners. Such studies involve extensive field work in remote
corners and writing down of songs from tribal folk who are often
too rustic to tackle,

Santals are one the largest tribal communities in India and
are spread over Assam, Bihar, Meghalaya and West Bengal. Their
love of music is well-known and their songs and dances are full of
vigour and charm. The author of the present work is a post-
graduate in anthropology and is now associated with the Centre
for Rural Studies (Palli Charcha Kendra) Visva Bharati as a
lecturer. The book is an in-depth study of Saotal music in all its
aspects. After a general introduction the author takes up fifty-
three Santal melodies, collected by him personally, for a critical
analysis to explain the structure and meaning of Santal music,
‘The occasion associated with each song, the text of the songs,
translation into English, notations and the relation-ship of musical
notes both in quantitative and qualitative terms are then furnished






SANSKRIT STUDIES IN JAFFNA

When Sanskrit is being given a Cinderella treatment in South
India, it is heartening to find an active Sanskrit department fun-
ctioning in a University in distant Jaffna ugder the able leadership
of Mr. Sivasami, Head of the Department. We have recently
received a few booklets published by this scholar and these include:
(1) Samskrita Natya Manjari: (2) Samskrita Sangita Manjari:
(3) the Renaissance of Bharata Natyam and: (4) the Karanas
in dance.

The Samskrita Natya Mapjari contains an excellent introdu-
ction in Tamil onthe history of Indian dance, its literature, the
many writers on dance and the evolution of Bharata Natyam-
This is followed by extracts, in the Devanagari script, from the
Natya Sastra, Abhinaya Darpanam, Dasarupakam, Sangita Ratna-
karam, Nritta Ratnavali and Vishou Dharmottara Puranam on
various aspects of dance. Later, Sanskrit compositions by Jaya-
deva, Narayana Tirtha, the Trinity, Svati Tirunal and some modern
composers are reproduced. Sabdams, the Todaya mangalam, pada
varnams and Tillanas are furnished next. The pamphlet concludes
with extracts from the Malavikagnimitram and Abhijnana Sakun-
talam of Kalidasa. For want of printing facilities, the Devanagari
portion has been written by hand and cyclostyled.

The Samskrita Sangita Manjari follows .the same pattern and
furnishes the Sanskrit’ compositions of a number of composers,
At the end, slokas from a number of works on dance have been
reproduced. Both the pamphlets contain excellent bibliographies
of works on Indian music and dance.

The two pamphlets on the Renaissance of Bharata Natyam
and Karanas, though short, are interesting and well-informed.
Mr. Sivaswami deserves to be congratulated upon his zeal for
carrying on Sanpskrit studies in Sri Lanka despite printing and
other difficulties.

T. S. PARTHASARATHY



RARE PIECES OF SYAMA SASTRI

SYAMA SASTRI'S RARE COMPOSITIONS : (With nota-
tion and translation into Tamil). Edited by Dr. S. Ramanathan,
Kalaimagal Isai Kalluri, 65, T. P. Koil Street, Madras-600 005.
Rs. 12.

Despite the small number of pieces composed by him, Syama
Sastri has been included among the Trinity,of Carnatic music
because of the musical excellence of his compositions. The three
svarajatis composed by him would have alone entitled him to
immortality.

Thbe present book is a reprint of the one published by Dr.
Ramanathan in 1962 on the occasion of the second centenary of
the renowned composer. Ramanathan had learnt the pieces from
authentic sources and his versions deserve respect. In addition
to the three Svarajatis, 15 kritis have been printed with a clear
notation and word for word meaning in Tamil. The author has
been doing signal service to Carnatic music by such publications.

T. S. PARTHASARATHY
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