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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 
o f the Academy, 30JB, 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 o f the Annamalai 
University.

The inaugural function began w ith 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 o f the Academy.

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

"D r. M. A . M . Ramaswamy, Dr. Doreswamy Iyengar, Ladies 
and Gentlemen,

On behalf o f the Executive Committee and Members of the 
-Music Academy, I 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 o f the future of the State or of the country. The fam ily 
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 o f 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 o f 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 o f India appear to 
have grown sterile, so far as the production o f 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 fam ily, 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 fam ily has given us a Prime M inister 
in bhri Rajiv Gandhi who, we hope, w ill embellish and improve 
upon the traditions of service set by the distinguished members o f 
his family.

In the fie ld of business and industry too. we find a number of 
fam ilies of th is 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 o f Chettinad House in Tamil Nadu is somewhat similar to 
the role played by some o f these industrial houses I 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 w ill remember how 
he made that institution a pre-eminent one in the South? He 
sought out and secured the best teaching talents then available* 
Also, some o f the Vice-Chancellors whom he got for the University 
were men o f great standing and stature in the country and abroad. 
A t. Hon'ble V. S. Srinivasa Sastri and Dr. C. P. Ramaswamy Iyer



>�����!�� '�	���' �������%� �!��8����$!��������	� ����'�����C��5��B
	��( � !�	�!���� !�����������	�!��%������������J����!����� � !�	�%�' ��(�
�����J����(������)������	'��	!���>!��!� 	������(� ��%�������� 	������
���� � ��������������	)��������	��		�>!��!�%����������	��%�%�����	!���
> ��! ���������%�����	�������������	� ���� 5��>������	)� >��'�!�'���
	('���!��	��,���		��� �!����!�	���������	�!���)���		���� %����,���B
������>!��!�>�	� ��������������� ���'���'�	�� ��	��(�> ��! � ��(�!����
��!����!����!����	�����>��!	�������� ���	���������	� >!��!� 	�������
��5�������������������������3��5��� ����!�	����(	)� �����(� ������%��B
�����>!��!� ���� !��� ��	���� ����,���	���	��	��������'��� �(�!�	����%��B
����	��%� �'��� �	��)�>!��!����� ����'�����,���	���������	��3���%������B
��� �� ��$�������� '�	����!�	�D�>�����!�� '�7���	����	�>!��!����	��������
�!�� �����������������5��5��� �(��!��%��	 ����7���%�$!��������� ��'�� �%�
�!�� ������'�'���	��%��!��&�	��������'(�> ���� ����%������ �!�� %����
�!� �� ��7������ ����' ����� $!������������������� �!�� ������� $��%�B
������ �%��!�������'(� ��� /0���� ?�	�	�����7�!�� ���&��!��!� $!��B
�����>!�� ��!������� �!�	����������� ���� � ����!����	���!��� >���� > ��! � ��)�
�������������!��$��%������� ��� /0�1�� +,����(�"�� (���	� �%���)�>��
���� !�5���� �� '�'���� �%��!� ����	�����	!��� %�' ��(�� 4��� &�� ��� &��
��'�	>�'()��� � ������������!�	� $��%�������� 4��� ��'�	>�'(�)� ��
����� ������%��' � �!�	� ��������)� !�	� ��!������� ������� �!�� ������
J�������	��%� !�	�%��!������� �����%��!���� ��� �	��!���%���� ������������
�!� ��!�� 	!����� ����������� �!�� "#�!� ������� $��%������� �%� �!��
&�	��� �����'(�� �� �%%��� !�'� ��5��(� 	�������>����'��

 !�� &�	��������'(��!�	� ��'�� �	� ���!��� ��� �!��%������ !��	� �%�
��(���(��  ���)� � ��� ����'���	����������	�� ��(���(F� ���� ���� ��	�������
�	� %��� ���� �%� �� '�'�����%��!��%�' ��(��%� ��7�� �%�$!�������� �	� �� � ����B
��������!�	�$��%������)� �� '�'�����%��!��8��>��	�*��!�	����������B
	��� �(��!��&�!���7�!� �%�&(	���)� �!��� :��	!����7�� G���(��)� �!���
������� �'���� ������		���	� ���� 3���� �'���� ������	��%�������	)� �	�
�� ����	�����5��� ���� 4��� 4���	>�'(� �(�����-	� ����� � ��� �������		�
���	� ���� ��	����� �!�� '����%�����%�!�	� !�5���� ������� '�'�����%��!��
8��>��	����!�	���� ������� �!�� ��(	� >!��� �!�� &�!���7�!� !���
�������� ���� '���������� ��� ����	���� ��'�	�!���� ��� �!�� &(	����
�������� 4��� 4���	>�'(� �(������> �����!����!��!��@���3���� 	(	B
��'� �%���������� '�	�����'������> ��! ��!�� ������	)� �!�� ��5������)�
�!���>������ �!���� ��� �		��������> ��! ��!��	(	��'�� ?�� �	� �!���%����
�� ��� ������ � ��	��>!�� !�	� ����� ��(�� � � !�	���	���� ����	��5������ ����	B
' ����!�� �����������%�$�������� '�	���> ��! ������!�������(� ���� ���!��		

��	� �K��� �����������������	�	��	� =



w ith 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 
fide lity  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 o f glory. He had 
listened carefully and w ith  considerable devotion to some o f the 
great masters in the field o f vocal and instrumental music. 
Coming from a fam ily o f musicians trained in the hard gurukula 
style, shaped by some o f the chaste and lo fty influences during his 
yourtger days. Dr. Doreswamy Iyengar today is an integrated per* 
son who allowed his loyalty to  the Indian musical tradition to 
govern his work in AIR w ith  which he was connected for over 
two decades. Some of the features he produced particularly two 
namely “ Vaagkeyakaras o f Karnataka in the post Tyagaraja period" 
and “ Gita Bharati" became famous. Dignity, restraint, deep humi­
lity , diligent research, devotion to his Guru and an assured mastery 
over his art have made him the doyen among Vainikas today. Dr. 
Doreswamy Iyengar comes from a part o f the country which is the 
Talakkavery of Carnatic music. I 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 w ith a face-lift. Every part o f 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 o f the Academy would allow an 
earlier look into them, On close examination, it was found neces­
sary to replace the entire stage flooring made up o f wooden planks, 
to  change the main curtain and the side curtain on the stage, as 
w ell as the curtains outside, to install a new air-conditioning plant 
as the old one had become unserviceable, to  replace a ll the seats 
■on the ground floor, to repair, the side panelling on the walls o f 
the  main hall and the ceiling and to cement concrete the entire 
space outside the ^building including the parking lot. A ll these 
have been'done not by reason of the fact that the Academy has 
become suddenly prosperous but because of the generous help o f
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well-wishers who s till 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, I offer them our heartfelt 
thanks.

Those who were responsible for designing this auditorium 
deserve our respect and admiration not only for their aesthetic 
sensibility but also for thejr 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 fa ll 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 d rift 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. I 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 ie



��� ������������%� �!�	��  !�� &�	���P �����'(-	Q��>�� �%%���	� ����!�	�
'�����������������>���	� �� ���� ��� � � �!��'�5�'���� %� ���!����J��	������
�%��!��!��	�	����!��	��	���	��%����� (�����7�)� ����& ��!�	>�' ��4�3��
	!��������� ���� �(�'�� ��	���� ���� '�3�����!�'� �� �� ���5��������	��%�
���������� ��'��(���	� ���)���  ��	��>�	� %��'����� ��������� %���	��� �
��J����� �! � ���!��	�	������ ���� �	��������'�'�����	�� !�� ��	����J��B
�����!���������(�����%���!���������		� ����!�� ' ������>�	�����(�� E�	��
(���)� �!�� &�	��� �����'(� ��������� �����	 ��>�� �,���	�� �� 	����	�
�%�'�'�������'�	������%��'����	� �(� �������� ����	��	� ��� ���5������
&�	��� ��5��	�> ������������%������ � 3��>��!����! �	�>��3�!�	���>� �����
��3��� �5����(��� $�''������%��'��� ����!�� ��	�������%� ?�	� ?�����		�
���� ���3����!��(�� �%� :���!�� :�'�3���� ����!�'��  !�� �����'(�
!�	��%%����� ��	�%� ��� ������������� ��� �!�� $�''������ ��>� ��� �!�����
�%��!�	����7����

 !�� &�	��� �����'(����3�����!��� 	����%��>���� ��� �! �	������B
������ G ��! � ��5��>���������������� (����� ������	)� ��� ������	��� ��
' ���(���� 	����	��%��������	� ��� �!�� '���!� �%� 9����� ��	�)� ��� >�	�
�������� �� � �������� ' ���!�(� �������	� �(��������3���� ����	��	��  !��
�������	��%�&�!���7�����'� �������')� :��8�� <���(���	>�'�)� �� <��
��	!��@������� ����4��:��9�(���'������>�����������>�	��%���	�3�	��
 !���,����' �������5���	�� 	����		���� ����	���	%(���� �!���>�� �������
������������!�	�� ' � � �! �(� ������''�	� %��' � �������()� /0#"��  !��
?���3��!�� :���3	!���'	��������(� ' ������	�!�5�� ��	�� ���5���
�,���' ��(� ���������  !�� �����'(� �	���	�� ���	�������� �� 	������� � �
	�!����	!��	� %���(����� � �������5��(� ���	�����	� ' �	�����(�����B
>��� (����	���	� �� �	���(� '�	��� ����!��%�����%� �� '�	���� �	� ���
������ ��(	� ����� � 7��� � 	�'��!��!����		�>�����������	��� �� 	���� ��� � 	�
	�� �!� �� �!�(������� ��5����� �!���� '�	����� � �%�	�

?� ��	� :������� �����	� ������� ������ ����	�.� L����� � � �

� ����� %��' � ��5���� ���������'���� �� � '�	�����	� �(� �����B
����� �������	)� �!�� �����'(� !�	� ��	�� ����� �!��3���� �%� ������
	�' ��!������ ��'��������� �!�� ���������	��%�8��>��	�>!�� ���� ����
������ �����!��� �7� �� � �!����' ��������� ���5������� ��� �!�� > ������%�
'�	���� ���� '��(�(���	� �!�������'(� !�������� ��5������ 	�������
�%� �	�� 100R�� ���� '���!� �� � �� ��' ����� ��'���� �%� '�	�����	�>!�	��
���������(� �������	�����(� ���� ��� �!��>����� ���� ��5���	� ���	��	� ���
!�	����� �����%����� ��		����� ��� ������	�� �! �	 � ��'����� G�� ����
�!���%���� >��3���������� 	�!�'�� ��� > !��!��!�� �����'(�> ���� ��(��



TTH56TH MADRAS MUSIC CONFERENCE 7

premium for insuring this lives of a larger number of musicians to 
enable them to  get insurance cover. The details o f the scheme 
are being worked out in consultation w ith the Life Insurance 
Corporation of India and we expect to  make an announcement 
o f the results in the not too distant future.

We are also examining the idea of opening a research unit 
which w ill arrange for a systematic collection of palm-leaf and 
other manuscripts still in possession of old village houses which 
had links w ith  the masters who had contributed to* enrich the 
musical tradition o f the South and take up research work on 
modern scientific lines. We hope this dream too w ill 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 w ith 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 Delhi. 
The function is expected to be held during the third week of 
February 1985 and an announcement in this regard w ill be made 
as soon as the date and other details are finalised.

What use is music w ithout 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 w ill 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 w ill also be covered 
by specialists in the field.



The mu� ic and dance recitals that fo llow  w ill provide a sum* 
ptuous cultural fare to  our members and the art-loving public o f 
Madras. In addition to the usual Bharata Natyam and Kuchipudi 
recitals, a special feature th is year, w ill be the presentation o f a 
Kathakali dance-drama on the 1 st January 1985 by the Margi 
Kathakali Centre of Trivandrum w ith  the renowned Kalamandalam 
Krishnan Nair playing the leading role of Duryodhana.

1

On our publications front, I may mention that Vol. LV o f our 
Journal has just been published, thus bringing the position current, 
arid Vol. Ill o f the Raga Nidhi was published this year w ith a 
grant-in-aid by the Sangeet Natak Akademi. A reprint o f 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 workload and additional 
responsibilities placed on them. I also thank the members of our 
Executive Committee for their active co-operation and valuable 
advice in the conduct of the affairs of this Academy.

I now request Dr. M. A. M. Ramaswamy to inaugurate our 
58th Annual Conference and the connected festival o f Music and 
Dance. Thank you".

INAUGURAL ADDRESS

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

"  Mr. Vasu, President o f the Music Academy, Vidwan Dr. 
Doreswamy Iyengar, President of the Conference, Office-bearers 
and Members o f the Aeademy, and Ladies and Gentlemen. I

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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the personal touch is lost and besides, he has to learn front 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 profession. 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 o f that field can flourish only when there is security 
for those who take up such an avocation. Even in the field o f 
games such as Tennis. ,Cricket,Foot-ball, etc., we find professionals. 
This single minded devotion is much more needed in the fie ld  o f 
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 fo lk  
arts. The yeomen service rendered by the Music Academy, Tamil 
Isai , Sangam and various other academies and Sabhas deserves 
the appreciation of art lovers.

The second major change the? has taken place is that the patro­
nage o f 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, w ithout 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 A ll 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 o f the dura­
tion of music programmes. In the early days of radio concerts, 
the better class o f 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 fu ll beauty o f a raga and a song, especially in the major ragas. 
It w ill also be a guide-line for the younger artists, who w ill other­
wise be content w ith singing a b it here and a b it there, and thus 
be unable to develop into firs t class artistes.

There is no doubt that classical music today commands a 
wider audience than ever before. This is partly due to the Sabhas 
w ith  membership running into thousands, It is also due to the 
spread of the listening habit through radio receivers. The possi­
b ility  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 defini­
te ly 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 a t
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it  w ill 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. I wish and hope that our compositions are o f 
such high excellence so that the traditional character of our Nation 
is kept up in a higher level.

It is in this context of wider popular appeal that I 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 o f 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 impar­
tia l lover of music w ill see that this does not interfere w ith 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. I hope I am not going out of my way, if I plead that 
at least a few songs in every concert should be in the Tamil lan­
guage, not in substitution of anything, but as an addition. I am 
glad to note that the Music Academy is the first institution to in ­
clude rendering o f classical Tamil songs in the prepallavi part o f 
the concert. I

I would like to say a word about the film  music. It attracts the 
masses but at what cost ? I have known films where this tradi­
tiona l music, both from fine arts and fo lk arts, is preserved and



moulded to suit the present conditions w ithout in any way degene* 
rating to a lower 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 w£fj 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 music o f Tamil stage which adhered to time 
honoured patterns. It was ligh t 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 fo lk 
music depicted through film s are very much appreciated. But in 
some film s the music is unrelated to the genius of the people. I do 
not know who are responsible fo i this unwelcome change but this 
misdirects the taste of th �  people. The present-day music in some 
of the film s is neither Hindustani nor Carnatic nor Eastern nor 
Western but is a mixture of odd sounds. It is a tragedy that a 
great tradition of classical as well as fo lk 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. I hope that better counsels w ill prevail in the 
film  world in the future.

�@� ��	�:������������	�������� ����������	�.� L����� �.�

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 bu ilt up monuments that w ill stand as long 
as the world lasts. The bronze statue o f Nataraja at Chidambaram 
and at various other places, the temples o f Rameswaram, Sriran- 
gam and Madurai, the Gopurams at Tiruvannamalai and S rivilli- 
puttur, the songs of the great Trinity and the religious outpou­
rings o f Always and Nayanmars have placed us in the forefront 
of those who have contributed to the culture o f the world. The 
land that produced Kambar and Tiruvalluvar has certainly every 
reason to  be proud of itself. We, the present generation have a 
very great responsibility to ‘protect and preserve our traditional
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We have inherited a rich 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. It is otir 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 w ill be lost for 
ever and posterity w ill not pardon us for this dereliction of 
duty.
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It w ill highly presumptuous on my part if I think I can say 
anything which has not already been said by some of the illustrious 
predecessors from this Chair. Being an instrumentalist myself, I 
hope I 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 I know, it is only in South India that instrumental music 
|s vocal-oriented. It is probably because most o f 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 pjaying 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 vio lin came much later, it has 
merged itself into our musical system so w ell 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 o f music, "Vainika-Gayaka" 
Dikshitar was firs t a Vainika and then a Gayaka. It is said that 
vina and vocal are so complementary to each other that a Gayaka



w ith a knowledge o fvina  is always more expressive. The vice- 
versa is  not iSss trbe. During th6 proeesyof evolution, th e 'v in e  
has undergone manyrchangea through the centuries before i t  
reached the present shape end form- J t ie  sometimes commented 
that the vma lacks continuity; I do n e tth io k itis a  mfljor draw­
back., I would rather say that K is the absence o f this quality 
that lends it a special charm. I t  speaks only as much as it is- 
absolutely necessary. One simple'musical phrase on the vina can 
be so meaningful. _ The continuity and loudness of a siren are not 
needed to produce soothing music. •»

v

The vine ie  a major instrument in Katriatic music and has- 
developed distinct Stytee in the exposition o f its art in different 
areas o f South India. The fbur major schools o f vina are the 
Tanjavur,Tmvancore, Andhra and Myeore Schools. Each' scHoor 
has its own characteristics'arid'WBs great in its own way. Dhah&m- 
maf, Karaikudi Brothers, the Senior Kalyaha Krishna BhagavStSrv 
Vehkatadri Bhagavatar, Venkataramane Dae, Sangameswara Sastry, 
Sash anna aftd Subbanna were some o f the’ eminent V&inikas o f th is  
century belonging to these different schools.

As a representative of the-Mysore school, let me speak a fevV 
words on this tradition. The art o f playing the vina has been flouri­
shing in Mysore for over 175 years since the days o f Bakshi Ven­
kata Subbaiah who graced the oourt \ o f  M'ummadi Krishnaraja 
Wodeyar in the early part o f 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
fined purely to  the vocal style. They fe lt that the potentialities o f 
the instrument should be fu lly  exposed, and a judicious combina­
tion o f thS vocal and vina techniques could make a vina concert 
more sustaining and satisfactory. They made fu ll use o f the tech­
niques mentioned in the Sastras and added a few new ones- 
tob.

��'��� �K��� ������������� ����	�	��	� �J

An ofcfrecofd at Mysore refers to  vina Sheshanna as follows : 
"In  oldem tirhes it was the practice to play the vina held in a ver­
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never be minimised. A ll this sensitivity, grsce end beauty o f 
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 w ithout the aid o f an attached micro­
phone is a rare thing today. Contact mike has become an inevi­
table appendage o f the vina. Opinions regarding its use are divi­
ded. But personally I feel that it  deprives the vina o f its inherent 
sweetness. The genuine qualify o f 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 bV the player 
in order that the best could be extracted out of it.

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

Our visit to eleven 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 o f 
hosting bodies, organizers of concerts and worksnops and create 
an interest amongst the learners to involve themselves 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 learrv 
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. I feel that this is a matter that 
should receive the earnest consideration of Governments and insti­
tutions engaged in education in India. I

I once again offer my grateful thanks to the Music Academy, 
request all the experts kindly to co-operate w ith me and help me



'discharge the great responsibility that has been entrusted to  me 
during th is conference.

CONFERENCE SOUVENIR

The Souvenir, which was brought out on the*',opening day, 
contained an account o f the Music Academy from its inception and 
its  activities and the foMovying articles : Veena Dhanam by T. T. 
Krishnamachari : Sensitivity 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: 
The Presidential address by Dr. Mysore V. Doreswamy Iyengar I 
Mysore Vina Seshanna by Dr. V. Doreswamy Iyengar and Maharaja 
Svati Tirunal and His Chtuca Vama Compositions by Dr. T. S. 
Ramakrishnan.
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58th ANNUAL CONFERENCE

Experts'Committee Meetings, 1984-85 

Agenda of the Conference 

A t the T. T. KRISHNAMACHARI AUDITORIUM 

8 a.m .to 11 a.m. 

daily from 20-12-84 to 1 -1 -1985

President : Dr. MYSORE V. DORESWAMY IYENGAR 

Thursday, 20th Dec. 1984

Singing of Ashtapadis by Ramana Kripa Group

Thanjavur Sri K.P. Sivanan- 
dam
and Sri K. P. Kittappa 

Dr. S. Ramanathan

Sri S. R. Janakiraman

Jatisvaram & Svarajati and

Tana Varnam & Pada Varnam

The Ragas of the Rama 
Natakam
Annamacharya and Tyagaraja
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Friday, 21st Dec. 1984

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

S ri R. K. Srikantan Javalis in Kannada
Sri Titte Krishna Iyengar Rage bhava and Svara Kalpana

S ri Tiruohi Swaminatha Neraval in different jatis 
Iyer

Saturday, 22nd Dec. 1984

Devotional Songs in Kannada 

by Smt. Rajalakshmi Santhanam and party

Smt. S. R. Jayasitalakshmi

Smt. R. Vedavalli

S ri R.V. SoWlee & Ramnad 
V. N. Nagarajan

■Pandit Shiv Kumar Sharma

Madhyamakala Sections in Musical 
Compositions

The Place o f Tanam in Karnatic 
Music
Sangita Ramayana kritis in Saurash 
tra language by Venkata Suri

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 o f Sarangapani
S ri B. V. K. Sastry The Vina and Vainikas o f Mysore

Monday, 24th Dec. 1984

Hindustani Bhajans by Sri M. 0 . Srinivasan & Kum. Thara 
Gangadharan

Paper on Music TherapyDr. Padma Murthy



Sangita Kalanidhi T. N. Pallavi in Sankirna Nadai
Krishnan

Sri V. V. Narasimhacharya The Reading of Tyagaraja kritis 

Tuesday, 25th Dec. 1984

Panniru Tirumurai by Sri V. Muthukrishrian

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

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

Dr. S. S. Janaki The Role of Sanskrit in the Develop­
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 

Smt. Gomati Viswanathan

Pallavi gatilomam

Some unpublished kritis o f 
Merattur Venkatarams Sastri

Abhinaya in the Mysore SchoolSmt. Lalita Srinivasan

Thursday, 27th Dec. 1984

Devotional Songs from Andhra Pradesh 
by Raga Ranjani Group of Hyderabad

Smt. Vidya Sankar The Vamams o f Syama Sastri and 
Annaswami Sastri

Sri Nedunuri Krishnamurti 
&  Sri P. Surya Rao

The compositions of Bhadrachala 
Ramadasa
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Dr. (Smt) Kanak Reis Lecture demonstration dn Moh'mi
Attain
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Devotional Music by Students of the Teachers College 

o f Music, Music Academy

Mr. Blasise Calame Compositions of Swiss Composers

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

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

CONCLUDING FUNCTION

Sri T. T. Vasu 
President
Sri S. Ramaswamy 

Executive Trustee

Sri T. S. Parthasarathy Sri S. Natarajan 
„  T. S. Rahgarajan „  R. Santhanam

Honorary Secretaries



Proceedings of the Experts 
Committee

20-12-1984

The first day's meeting of the Experts Advisory Committee o f 
the Music Academy;.convened in connection w ith its 58th Annual 
Conference, commenced w ith the singing of Ashtap&dis by the 
Ramana Kripa Group. Dr.' Mysore V. Doreswamy Iyengar, Presi­
dent o f the Conference, was in the chair. The songs rendered 
included 'Pralaya payodhi', the first Ashtapadi, followed by 'San- 
charadadhara'fTodi), 'N indati chandana' (Kanada), 'Kathita sa- 
niaye' (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 
Varnam • Pada Varnam. They were assisted by Smt. S. 
Rajeswari, Lecturer in the Government College o f Music, who 
rendered the pieces covered by the commentary by the two spea­
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 
Vadukulakambhoji (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 r varnam in Chakra- 
vakam by Ponniah Pillai. Sri Kittappa stated that 'Chalam ela'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 fu ll of beautiful 
svara patterns and a great favourite in dance recitals;

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

4
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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 w ith different meanings. 
Sri Srikantan said that Javali constituted a most attractive form ot 
light classical music and their catchy tunes were responsible for 
their popularity. The sahitya was sometimes in colloquial language 
and Desya ragas like Pharaz, Jin jo ti. Behag and Kapi were pre­
ferred. Some songs of Sripadaraja and Purandara Dasa may be 
classified as Java|i? but regular Javalis as such came to be compo­
sed from the time o f ruler Krishnaraja Wodeyar III'*o f Mysore. 
His son-in-law Lingaraj Urs.t (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 o f 
Kannada Javalis.

Vidwan Titte Krishna Iyengar. 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 Iyengar, 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 Iyengar on 
his excellent presentation and said that the present generation o f 
musicians should greatly benefit by such demonstrations.

Vidwan Tiruchi Swaminatha Iyer 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.

2 2 -1 2 —1984

The third day's meeting o f the Experts Committee of the 
Music Academy commenced w ith the singing o f devotional songs
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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 o f 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 fo lk music. Pandit Sharma 
had modified it to play Hindustani classical music and was its 
leading exponent today.

Pandit Sharma said that there 0���  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 tw o curved sticks. Similar 
instruments were found in Iran and other countries. In Kashmir 
the instrument was used as an accompaniment to  vocal music o f a 
religious nature and also for playing solo.

The speaker said that he did not alter the structure o f the 
instrument but made certain improvements to play efficiently alap, 
jho r and jhala of H industani music. He played, by way o f demon­
stration, the raga Lalit which .took both the Madhyamas and 
showed that the instrument was capable of being played at high 
speed.

Smt. R. Vedavalli, Lecturer, College o f Carnatic Music, gave an 
illustrated talk on “ The Plage of Tanam in Carnatic music*. She 
-explained that the term 'Tanam*, in musical parlance, meant 
“ elaborating** or 'expanding' a musical idea. The syllable 'Ananta* 
was uttered many times over in different combinations w ith  the 
result that the word 'tanam* kept on repeating. Tanam was of 
tw o  varieties, the Suddha Tanam and Kuta Tanam. Tanam was 
perhaps intended for theVina originally but it  was later adopted for
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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 w*ote songs in 
Dhenuka included Vasudevacharya, Kotiswara Iyer arid Bala Murali- 
krishna. The speaker sang 6ix compositions in Dhenuka and ex­
plained how the raga,.which 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 angat choiqe selection of the composer's padams. Dr. Rao 
said that Sarangapani (1680-1750) was born at Ponneri near 
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 o f Karvetnagar, all the three being composers of the pre- 
Tyagaraja period. Sarangapani wrote many types of padams and 
also some kirtanas. His influence could 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 Iyengar was a direct disciple of the former.

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

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 'J a g i^ “ (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 illness 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 with rapt attention. Sri Gopalakrishnan played a 
tani to bring out the rhythmic aspects of the Sankirna nadai. Sri 
V. Sethuramiah and Mysore Doreswany Iyengar complimented 
Sri T. N. Krishnan on rendering the pallavi in a difficult 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 'Some reflections on the Haridasas 
of Karnataka' and rendered a number of Kannada compositions to
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Friday's meeting of the Experts Committee of the Music Academy. 
The ragas employed included Mohanam, Bilahari, Suddha Dhan. 
yasi, Sama and Valaji as well as Hindustani ragas like Darbari 
Kanada, Desh and Durga.

Dr. Gowri Kuppuswamy, Head of the Departmant of Music, 
Mysore University, spoke on ‘Margadarai Sesha Iyengar 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 Iyengar. Iyengar 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 Iyengar which included "Srirangasayinam" 
(Dhanyasi), ''Rangapate" (Darbar), "Jayasugunalaya" (Bilahari) 
and 'Pahi seshasaila' (Anandhabhairavi). She pointed out that 
Svati Tirunal's "Bhogindrasayinam" closely followed Iyengar'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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the Tillana. The term 'Javall' also spelt as 'Javadi', was a Kan­
nada word which meant 'a type o f 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 Tiruppanandal and Dharmapuri Subbarayar emer­
ged as the most outstanding among Javaii compoqprs. Patnam 
Subrahmanya Iyer, Tirupati Nerayanaswami and Poochi Iyengar 
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 entitled "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 suitable 
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



Sadasiva Rao, Pallavi Sesheyyar, Patnam Subrahmanya Iyer and 
Poochi Iyengar, tw o  classlos among TiHanas ware Vina Seshan- 
na's Tlliana in Jlnjhoti and Maha Vaidyanatha Iyer's masterpiece 
‘Gauri Nayaka' (Kanada) in the Simhanandana Tala. Some other 
rare talas were also used In Ulianas -and the'.singers sang 
Poochi Iyengar's Tillana in Lakshmlsa Tala as an example.

Smt. Sakuntalr Narasimhen of Bombay epoks on 'Voice 
culture and training in Hindustani music'. She was assisted by 
Sri Dattatieya on the Tebla. The speaker said that the aim o f all 
music should be to present it in an aesthetic and pleasing 
manner. 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. A ll 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 meeting of the Experts Committee of the Music 
Academy commenced w ith  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, 
Hamsadhvanr, Dutga, Kedar, Desh and Sindhu Bhairavi.

Smt. S. R. Jayaeitalakshmi, Lecturer in Music, Queen Mary's 
College gave a talk on "Madhyamakala sections in Musical 
compositions". The speaker said that'madhyamakala' 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.

Or. 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 Dhamar 
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.

-
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Dr. (M rs) Kanak Rele, Director of the Nalanda Dance 
Research Centre. Bombay, gave a talk 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 b i|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 
techniques 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.
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îaiQSer>i—uj ^jribusireoib (y>$& Qjdrjpiajm jr lS&u  
Q uifliu QpiremaaHifr mdrQaireDL-iuires aiffiiiiS  uev B&ieo airifl 
luiu&igrpdgf p-^aSiLfmeiTTir. jfrirjbjpiaaenBraairetsr s&Q&rft

4 1  THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LV I



85*7G#@����6�3; � � ��9������ ������9+� ���� �������"� � �� �� ��> "  
,� ���,N����� � � � � � � � � 9 � � � � $ � � � 	 	 � � � � � � 1 � 	 � � 1 	 	 � � �

O� � �� �L ! �D� �<L�  j ja j / r /f t l’ Q «r(S i<euuL li_
� � � � $ � � =� �� � �	 �� � � � � � � - ' � �� � �� � ��� �� �3� � � � � � � � � 	 6 ; $ � � � � �  

9 �	 � � � � � ' � < � � , 5  afarns/fiigp/f. � � � � � � � � � � ? ; � $ � � � � �� � J � � "  

�$ �� � � �� � � ) � � � � � � � � � � � & � � �8 ! � � � � � � ' � � ' � ' � � � I � � � � �

� � � Q & iOi & i , JMgrQ*ra»t_ 
�����,�� � � � 	 � � � � " � � � � � - � !  A_jriA-li_«//r 	 � 1 � J 	 � � � 9 � � � � � � � �  

� � � � � � � � � �

� � �  � < > � � � � �1F< �9' ��FP;�' �� 	 $ 	 � � � � � @)ib& � Q ' � ' � R����6  

^ ldjt� � � � ' � � � � � � � , �<�� � >. � ' ����  *_6B>i_ttjai/r ercsrjj/ *.̂ < 5 
� � �� ' � %� �0 <  Qu@«9)ui � � 9 � � � � � � > . 	 > � � � = � ; �

� �7<J � �� � 9 � � � � � � � � � > � � 	 � < � � � ) � > � �� ��� � � F � � ��9 � 9 �� �  

� �-� � � � � 	 � � $ � � � � �� � ��� �9 � � � 	 � � � � � � � ! ; � �=� � �S<;,��K<� � � � � � � � �  

� �T � � � 9 K > 9 � 4 > � � � � � 6 � � #� � �$ �� � ��  t//A /s^oi0 u> %�	�	+�� � � � � � � ' � 	 � � �  

� � �� �� � � ���� �� � _« , � 9 6�� �; 	 � ; �- ' � Q u q $ ss)Ld � � � � � � 	 � � � � @ � � � � �  

$ � � � � � � � � � 	 - � � � � $ � �

DE1	�8<�� � � 9 � �� � � J �� � � � � � � - �  <si_a/o/h_(y>(i>, �� � � �! ��� ��  

<3�� � + � � �� ��>� � � � � � � � �$ �� � � � � � � � � � � � �	+ � � � �+ � � 	 � � =1 	 ��� � � � � � ' �  

� � � � � �� � � � 	 - � � � � � � � � � � % �� � � $ � � � �3�� � �  � 6 � ; $ � ����9�� � ��0 �1$��  

$ � � � � � � � �� � � � �! $ ��� � /# g )« )  ^ ® ld̂  � 8 � 	 � � � � � � � ^ o jir 
<s«/)«jr � ; �  a � 	 � �� � 	 �� � $$ ��9 � ' �� � O � � � � � � � � � � ' � � � � #� �F����� �  

� � � � $ � � $ � � � � � Q � ; � L � � � � $ 	� �9 � � � 	=8 %��� ; � ,5 � �� ' ��=  

� � � � � � ; � � � � � � � � � � � � � 	 � � $ � � Q� � � � � � � � � � D 6�� � � � � � � �$ $ � � � � � � - . � '  

� � � � � � � � jd � �U � ' ���J � �9 � � ��� �� 	� � �� ��� 	�6�� �� � � � � � � � 9 � � � � � � � �  

V	�8 � �� 	7 �� � � � J � � � 	+ � � � � � � � � � � � " � � � 9 � � � ' � � � � � � � � � � � � � � � � � �

� ; � � � 9 � � 3�� �$ � � � � � �$ � � � � � � � � � � ! � Q � �� � � � � #� �� �� $ � �8 � � �9J

� � � E ; � � � �� � � - ��� � � ; � ���9+� � � � � � $ � � � � � 4 � � � � � � �E� �	 � � � � � � � � � �  

�B���J�4���9$�;$� � �' ����� �� �9� � � �� 		�� ���������� ��1���')  
����' �01�	���

THE SADAS 45



@?� ��	�:������� �����	� ������� ������ ����	�.� L����� ���

( ����+ � � � �? � � � ��� �@��1� �)44�������8� A�� ���!+� ������)��@  
B��&#)8!/�� 9 � �. � 9 � ��C�� � �=+�������� ( �� �+ � � � ��� � �� C � � �� ���  
� �� �D��C � ���� �� � E / � � 9 �� ��� ��+ ��� � + ' F+ �� ������� ��� � G�4?��4����� �  
�����9�����9����#��//H� C � �4�� C �� � 9 � �5C� �C� �� ��E �� � � � �� �  
� � ��9 �� �� � C� ���� �� � ��� & �� �%�� +��(+��D������CC � �� � � � I� /.��43�4�  
=D���*J��� �����  ! ��&� jrsor jya//r<s®rr, �(+����/�� ��&�
������������  jyaj/f<^«r C*=��� C+����+�/4��  j f � �� �$�'�%���  
���������� ���!��� �� � 44�� C �/ �� � �� � B���9���'�!���.� �� �=+�������  
( �� �+�� � � ��) �C �4��� � ��� �� �� � � � �� � �� ( ( ��� ! � C� K � �9 � � ���  
�44��������+��1������� �% + � ��C � 5 C�� � �5��EI' &����� �� ���I��
�)������� �� ���)��! �����5 '&&�L� + � � �� �. � �% + 4��) ' F�� ��� +  
�&5M��8������� �� ���	 � �� �� ������� C( + �� � �+ � �. + � C���4?==��/?  
�� �� �9 � ��� � �9 � ! � ��� � �#�� !� ��� +��8��� �/������7�8� ��/.(�  
��)4�!���� � �4=�� ���� � 5 & + ( �� � 3 �� C � $��� ��%5C��C� . ^a/rf- 
+��9����9���)��������/�� /������@��4?��� �����(�9 ������ ��>I� �L � 44�� !  
���4�68� � �� � � � ����4���� �E � ���( �� � �� �� � �9 + ( �� � ��+ �( �I  
�������� ' ���� 9!��.�!�+�N;��� ��$�&�9 ���> ! �" ! �� �7   
��� ����� �/���/2���4��+��������I

9 �� ��� ��+ ��� + ���� �� � � 9 � �� � C9 � � �L��� ��!������
����� ����((���/�� ���I� �� ��/ ! ���) ��� ��I� ���������� ��� � � �� �E+��EC/�  
��� �� � � � � ��� �5 �8� 9��9�����/.���� C �4�� � ���� 9�������������  
/ 44���( �9 � �� � � > � � �9 C�� ���� � �

9�����+�/?�!�� � �� � � � �� � � ��� �������+ �� � ���/�������
����8!�5���)O' � 0+� ���)��>/�� ��#P8!I� ��������?=�� ��� ��5�E��  
(��E�� 19 � �+ ��4������ ��I� ����� ����C�� � ������ �� �Q4�54! �� � �� � � �  
�/4*��������� ��� ��� � �� � �� � ���� �%+���� ��C! ��� ��� �� ��'��  oS^/a^ 
� C �� � � ���� � � �*����+�� ��44��������� ( �� �49 � �+� �9����������@
� �� �=��� �R � �4�� ! � � �4�38� � �2 ����� �� ���� � ( �� ���/1������� ��� ���� (�  
9����:��$������� � ��� � � �� �� /��� ������� ��L9'�R���� ���� 6�4����5(  
������������ ���� � � � � �� � � � �4� C � ! � � �4� � � � �8��( �9 ���#� �>  
4����� �C � �� / � � � �E �4+C� �� � �� �� 9����4�����>� �C�.���)��/������



THE SADAS 47

g }t ��� �� wC.tq.tu i8m(pmfflm$$m{§u ueMmfijrmmessrm 
miresr jra 8*uQu(n>u>&*dr m s&qsm gi gjetomesmu uqs& g ih , 
iBL.esrium8arm messr®u> m &yxipesrir. m&Q&fimeifigjiib, tsirC. 
iq.tuinmafl&iu) utiiQmjbjD aS jsa isaraat. s&giQflmdr, �� �� � �  
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3L. pe3m$sir& Q&uh jp  ajQ$®J6SipiLiih, ^ffapestmtu' eSpajtrm  

INSURANCE 'U ir g i 'X ir u L i  ^ e t f lu u js j b ( $  @<3 $ C .  

L -& eop  c_(5 Qj/r<iS mqtfOiesiptLiLh, g j i ip  mm!rmtrthq.esr
Q gE<ri_mm aSyureSeb mtresr ^ p jf l tu  m jjrQ&ijbq ^.enjraSA
(9j j6lu i3C.QL.esr. gjihpm  mqtfpaojsu iS aru jb jS , Qmesrfl 
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for a decade; built up a solid repertoire of the compositions of the 
Trinity; specialized in Dilcshitar kritis under Justice T. L, Venkata* 
lama 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 i^  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 Sri B. 
Rajam Iyer .the certificate o f Merit and cash award of Rs. 500/-.

Sri U. Ramesh Rao, Member, Executive Committee presented 
Vidwan Madirimangalam Sri Ramacbandran.

Certificate o f  M erit and T . T. K . M em orial 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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�' �5 � i8fr*ani3ps> s p a p fiG r � � J5 � � 1� 5�H7GB159��� MJSrmutf. 
A-GBsrir*jpjb<3 Q im h ^ m w p p �K77"**�"������ JkLQ &adr Jtfmru 
ui&tb t - p * 0  qfiummnuiTQib.� 5J9'2� QpuImuAinb aojrsktoijd 
u9m ^u n h s p  -3t($a>id a iirp iu ib  dJtbkr.
isirpQus X-i—eorrsor u jrQ u&m ijr&nb
lijtftfi isib A-drorib� 8!9117�6.�#�� � 3��3!�3�� $‘enb fflm jD ts* 
<s3Boost K^&&(§QlD,' ert&rutnr ^uusrts^s&r.� L' �5� rteixo 
eSBSssr pi—@3" erdrjpi eroibuiipu Quells  or�J % �3' �11�17 

useafips <sirg)i<&(9> {gjsn&iip ^ s d u u m rq  Q*tr«osrb- 
oSSsssruSeb uu3jb& gjjQsrBptra) a jiru h iju m lQ u  uaSecu&iir 
Gtgnjib / i jn h u u  u u jm Q u jp w n -& a r. tpggtu Qppgitto&inA  
JS&Qpjrojiradr u>irp@jriAmj£l sBBssar Qfissfi is irjrpfii—iblqsissi 
Qisjtits suuGp&th Qujdjd� 5�M�44� ptu ira jrirg } ehaiiriA 
Gqsrjii <s3Bmr (a jir& lpp iu uiru^iu&iGjr eresrjp Qeireoevi 
QsLLui-CS&SQjDar. isirQpirurr&oBssnuirQeoQiu Q p a fiQ u jp  
*]68>p<i ob-jpiih “ (3u>ir^,(ipaeopir” � 5A2""�!@� *9/ajir “ eSogg) 
GiirpiB GeoirgnQL-eirN� eresrjpi <s jSul9lL($^ Q&itm&j s i 
&Qjesrpp i'i(§ rfiiup i.

<4f ip  sqaJSuHa) *9fajir e S s^ im o irs i A .jfitL ja ra r

@jmG<gS)ir a^edsrenwmiuiqib ^ L J s ^ i a ir ih — o3(§ibi-i8Qpm, 
s p i r a l  p i .

••iS ew puagj sroiiiSpggtgjiriB
aS ptSj£jeo(§ (2u>/r<»$(zp«Gtf;Sfr?'’

“ sssrssfii—ih a^mresiLDturresr u£$i< liu ir®  at-Vj-iu {gftesj&iujflQLj 
@j®)eoirpirQ5<£(9) Gimit^ ll @lLQ ldt,>? srmjps� �	 �� � Qqpit. 
jgjt&jajtrQjD� " ismiiiSp ggtgiriBQp uafiaS iB ir" Qppeorrasr 
u iri—*>aetfl£}]Lb us@(Stuir® s e c iiS ’ a& fiiss i, aenjrihp 
gft&si&uLfQOesiUiGiu ĵesfleBiLBtuirssr eroisiSpib e rrn jp i u jr  
ai—Orib Q&iihS(n?ir. ^a o s tu irA  e to ia S p p ^m  QpaiuiDirssr 
eo&Qiuib udsgjQuj <ormjD� 5>B3��176��'�6.�� uuSeouui—
8)8�3!O�B��%� 8!9'�'P�6D� <oresrjpi pesfiiura �D3���3?1� jr irs  ^eo ir  
u&sruSgyih, 60iudiihiwren)iii£erflg£iib. aoajjr u jre ivp irjn ii 
& effigy d> gglQSUUSi b-essresHL. ^uSgpjLb @ir� 31����177D�7�
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g fisvpenp ^ m riL tp e )- u<&@ *at@ nyatpenfiO
±jQ^as^ Q&uli'gjiQ&tr&rGuem&QtLi Qpq^Jirm QispaaLDirai
& & p m e a G & e fr® w r  p ira r^ e p i- iL fib  u i f i .
{gjgn&Qpeoib - ifjD(§L-gpiii) u@it(î $iQ<ssrreirm ■ <2&iemQtb.
^jesreppiu  a -e csp^e d  a irgspitb ^ jm e s ra }a ^u >  jg m m a & U i 
it iiiQ  iBsoib Q u(vj& u & fiu jG srjfl Q ejjp i e� �� � 	� � � � �� u a j&  
am iruu<£,jb<g j^jsa&QuirGO gftesftiu e i/f l ■ er^/a/u9aj& i). 
® e o a a  adscxgjir&m u & $  m s iiQ p p fim  Qpeoib p is ja a rg i 
,�( ����  iSempmaJU Q ujQ iw gjiiD LL® iB asr$, asoS^uiJb u & $  
u jru L fib  u ira iu & a h p  < l̂ss)i—iuG eieisr® ib. � ��� %�  e resrug i 
u p itiae trira e yu ), uaxrigspaajLD ��� % � � � ���� � �  u ir iD &pii—esr 
Q u & ia jp tra , u jr iL ^ ta a ir a i a p jp a j'S ira , c®/&j.sp/®ni_uj
îSsssr Qairifl i^u3pir(fip^s9($is^i Gairiftaens aSQajpira 

^fSDLiituQlajesBrQib,

{g jenetu ib&peap e re iffp iraS  ^ ip e s r Qpeoth g ^m p m  
esresranu G D Q iu u Q p ^p p q rje ig ! ugg&sr ^ebsD ^i ������  
en iiiS irppesnh . ������  e rv iii8 ir& pe jrp@ a) fF ® u ® u e iira a r 
^f&sraj($<i($Lb ^m peaesR i-W  ereifigta) p tiia a r  9 > pp p ea p  
eotuib Q a iu g iQ a irm e ir Q jiueb& jvg t. Q u iflQ iu irira  eirir&> 
^P U p u n re s r uggSisr s L Q e iir& a u u il.®  emisirpesr
p tT inp ^e sr ^iB&unrQ u9q!f&S}jD gi. e resr^eaLJU  ^ e n a -  
e S ^ ^ ru & s n b  eresrpnb Q&ir&jeoeomb - isibQpeai—iu  e S p e ip  
em siuuSm it eu ffiaa iD irm  a&G &ifi a p ira ire o G a ^ u p ^ ii—m  
LDirpQLDITQTiQpaD/D ISITLD etVIElSirppSST l8& ffi& 8 lL /lh  ISL.&P  
GeuismQQLDssTUgi. iDia&rSssreiQ^ih i3esrQ<^)® G a ir ii^ i 
� � � � <x&_if_(Lr (LfionpuS®) erafiaDLDiuirasr isiriLireieifl&qsip&igi 
Q piS iup& nh  p is ^ i ifi<xy)&&l ^ e a m u u ^ i t t - f f lp ii.  p ir ia  
&asri)Lb u&mirBssru uirL-Qfiisf-iLfib, (^sssriEidi&fl^jLb
<s88soaeifl epuh ^ S s irp ^ e a rq p  QfiDf.iL/LD ereap  £-& pu>  
m-mriraDQj� �� <£<*<&£(§ s m iL Q a ]^  �� ���� � ������  e n iaS irp  
pesrib. LDS&ar ® is p u  G u jrirssrisp ib  Q u p  eU paipem enu  
Q-paSL/tfluj� �� �� �esmiLDtriLijk G a iL Q a  Q&ir<sir@GjD6ir.

assfhojrrjr ugfSssr f f lp u iJ p ^ ii Ja.puu®&}pgii- 
u u rp p ^e a  ^pessri—ire i&esfla@ ifi<snLD  QuQSibuirQeoiTQ^ai^
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Sangita Kalanidhi Dr. Semmangudi R . Srinivasa Iyer, Sri
K. Chandrasekharas and Vidwan Sri K. P- Sivanandan offered 
felicitations to Sangida Kalanidhi Dr. V. Doreswamy Iyengar 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 bad been 
adjudged as deserving of special awards. The president of the 
Sadas gave away the awards (vide list elsewhere).

Sri P. S. Ramachandran, fylember. 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.
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Name of Prize Donors Winners

1. Divya prabandham, Lingappa Naidu 
Gam's Kirtanas & Tevaram - 'Sri 
Vijayaraghavalu Naidu Memorial Prize

2. Tamil Songs-The Amarar Kalki Prize

3. S. A. Venkatarama Iyer prize for 
Mridangam

4. Syama Sastri Kritis Sri Uttaram 
Thamba Satchidananda Prize 5

5 Purandaradasa Padas

Endowed by Vijayaraghavalu Memo­
rial

I Prize : B. Lalitha

Religious and Charitable Trust, Sirkali II Prize: Varalakshmi
Rajagopalan

Endowed by Sri T. Sadasivam II Prize; R. Abbirama-
sundari

Endowed by Smt. (Dr.) S.A.K. Durga I Prize: J. Annaji Rao
II Prize: S. Krishnarajan

Endowed by Sri V.S.S.K. Brabma- I Prize: Geetha Krishnan
nanda of Jaffna, Ceylon II Prize: Varalakshmi

Rajagopalan
�( � Prize: M.V. Usha

Endowed by Sri V.S.S.K. Brahma- I Prize : A.S. Vijaya-
nanda, Jaffna lakshmi

II Prize : R. Radhika
III Prize: G. Gayatri
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8. N. V. Raghavan Memorial award for 
a Senior violinist

Endowed by Smt. Indira Rangaswamy Smt T. Rukmani

9- Smt. Pankajam Rajam Award for a 
musician.

Endowed by Smt. Pankajam Rajam Sri Valangaiman 
Shanmuga Sundaram

10. Vissa Satyavathamma Award for 
best Veena Artiste

Endowed by Vissa Krishnamurtby Brothers Not awarded

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

Endowed by Dr. Predric Lieberman Sri Mohan Chaoder 

Smt. Rama Ravi
12. Sulamangalam Vaidyanatba 

Bhagavathar Memorial award for a 
Harikalha Performer

Endowed by Sri M. Rammohan Venkataramana Rao

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

Endowed by Smt. M. S. Sivakamuammal Sri Mysore Nagaraj

14. Lakshmi Sundaram Award for a Endowed by Smt. Janaki Lokanathan Not awarded
talented Veena Artiste

15. P. R. Chari Endowment for the best 
Pallavi singing during monthly 
concerts.

Endowed by Smt. Janakam Chari Not awarded

16. V. T. Krisbnamacbari Memorial 
Award for Harikatha

Endowed by Sri V. K. Rangaswamy Smt. Kamala Murthy



17. D.K. Pattammal Award for young 
lady Vocalist

Endowed by D. K. P. Ladies 
Felicitation Committee

Kum. Kalyani 
Panchapakesan

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

Endowed by Smt. T. V. Manjula Sri Neyveli 
Santhanagopalan

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

Awarded by Sri K. R. Sundaram Iyer 
Shashtyabdapurti Trust

Smt. Rita Rajan

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

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

21. Palani Subramania Pillai Memorial 
Prize.

Endowed by Sri Mahalingam Kolappan 
of South Africa, Disciple of 
Sri A. V. Raghu Prasad

Smt. Sumatbi Ram 
Mohan Rao

22. Sri Coimbatore Ramaswamy Award 
for Junior Mridangist

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

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

Endowed by Padmashree Rajam 
Ramaswamy

Smt. R. Vedavalli

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

Endowed by Padmashree Rajam 
Ramaswamy

Not Awarded
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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-pradar^inT, the Siman 
scale is the present-day 10th mela Natakapriya or Natlbharapam, 
but without Madhyama and PaScama. He also quotes the Sampra- 
daya-pradartfinl's view-point that the third mela Ganaslmavarali is 
derived from Saman music. The correspondence of Siman music 
with the present-day musical scale is still problematic and an open 
question.

The term ‘SaAglta’ comprehended in ancient Indian texts like 
Bharata's Nafya Slstra the three related fields of vocal music, i n ­
strumentation and dance. Besides vocal singing, instrumental 
music also formed part of the Vedic sacrifices, especially the more 
important occasions like Atfvamedha, and Mahavrata. The 
Vipfi * 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 Vina in the context of some 
higher upasanSs adds to its spiritual and esoteric signifi­
cance. For example while giving the details of the dedicated 
worship of speech ( V a k ), the human body, which is the medium 
through which the upBsanS is conducted, is compared to a lute 
(Aitareya Aranyaka III. 2.5). The text here works out a full 
correspondence of the body conceived as the divine Vina (DaivI 
Vlpa), after which the wooden lute improvised by man (klgtha- 
nirmita-minusl Vlpa) seems to be modelled.

aw g f M  i qfon m fe  ■

The full comparison of the divine and human Vinas in this 
■connection brings out the similar features between them, the diffe- 2

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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rest parts of the Vioa as known even in those remote ages, and 
also reiterates the keeping of the Vina in vertical position while 
playing. The following is the concordance as given in the text—

Body as D a iv i V ip d  M a m $ i V ipS

'  Siras (head) diras® (the top portion)
udara (belly) ambhana (sounding board in the

centre)

jihvs (tongue) vsdana (plectrum)
angulyab (fingers) tantryafe (strings) ’

svaras (jatfja etc. produced svaras ($adja etc. produced by 
by the human offort) plucking)

spar&fe (consonants) sparSsfc (contacting of fingers
with strings)

iabdava tl  (produces sounds) sabdavatl (produces musical
sounds)

tardmavatT (body is tight tardmavatT (is tight with the 
and well stitched by the strings) 
cords of veins)

lomadena carmans apihitfi lomarfena carmans apihits (cov- 
(covered wirh a hairy ered with a hairy hide) 
body)

Regarding the last item above, the text adds that in days of old 
it was the custom to cover the vina with a hairy thick hide—

estoipT *  I  stjfon g q  e rfaw fa  I

Ssyapa adds here that although this custom is not prevalent during 
his own time it was the practice in days of yore in the celestial world.

fSFfow a f|w n  f in  3

3. Ssyana commenting on this word says that this is the gourd­
like upper part of the vertical Vina that is held slantingly by 
the singer so as to touch his left shoulder.
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is the proper sacrifice offered to gods without, emending material 
wealth;truly the Supreme Being is delighted more with this divine 
music rather than the Purfipic reading or exposition and Yogfc 
practices.

q*R qqi 3̂ apJtqif̂ vqtsft|qn jftfanNqHjf*#fcr |
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The* singing is not only pleasing to the gods but also to  the 
singer; he acquires unique pleasure on account of his deep 
involvement and inward concentration.

q^qqjonftfet RqtaqqSW m ; SISRT d ftttfa p js tfq  3

*1135 1
— A. Bhs. p. 6

It may be noted that ‘Gandha’ is used here in the secondary 
sense of 'delight'. The above etymology of 'Gandharva' from 
‘gandha’ would support the derivation in the lexicon Sabdakal- 
padruma that Gandharva is one who obtains inward delight in 
hearing vocal and instrumental music.

A. G. gives an alternate derivation also in this context—

arenfras q| qrq qiwrfiili qpwfq. 1

According to this vague explanation Gandharva is that which 
sustains in itself all words-perhaps all musical and ordinary words.

As recorded by A. G. another commentator on the Nsfya 
dsstra, the Jlkakara, gave a fanciful etymology that Gandharva 
comprehends vocal, types of playing on instruments, voice and 
instrumentation.
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The G&ddhftrvas figure in the early VOdic literature but nbt in con* 
nection with • music. The Rg Veda speaks mostly of one- 
Gffndharva, and it is only in the later epics and purge as, that the 
Gfindharvas figure as a class of beings. It is noteworthy however 
that in the Rg Veda, the Gandharva is called *Viifavasu’ in some 
instances. It is interesting that a ViSvavasu is referred to in the 
beginning of Sadgltaratnskara as one of the early authorities in 
Music (Vayui Vidvavasu Rambba). There are also three verses as 
from Vidvavasu, on the question of the number of Srutis on the 
basis of Svaras as quoted in the Bfhadde^I (p. 4. Trivandrum ed.) 
and SiihhabhBpBla’s commentary on the SaflgltaratnBkara 
(Svaradhyaya, Vol. I Adyar ed. p. 68)

%� �> � �� � W� ����� t o  —

�%�� G �9� %�? � ����� ��

hUr I� 	> %�%��	 � �

�> ��> ��� � < � � v m t � Wn9 ^

O� � � � > %�< �� � � :������ t o :� �%

Thus it is seen that like Daksha noticed already, Virfvavasu also 
is known in music literature as both a mythological and historical 
figure.

It was seen above in the beginning of this section that the 
Gandharva gana comprising of seven sections or more, known as 
prevalent in the post-Sama Veda period was considered a sure 
means for Moksha. Recitations from the Riks, Papika and 
Gatha songs, and the seven traditional types, Madraka, Ullopya 
etc. are called Dhruva by Bharata (N.g. 32.2)

�̀� J�%��	F�� I��I�H� � M � % % � M � M � �



These songs seem to be quite old and from a citation in the 
A. Bh. (G.O.S. IV p. 180), they seem to be associated with the 
ancient mythological personalities Brahma, Dakga, Katfyapa, 
Nandin and Narada. The DhruvS .songs, unlike Sama Veda, are 
set to tryadra and caturarfra talas, the Kalapatas of which are 
to be indicated by the fingers. The Kalapatas by virtue of their 
fixed nature are Dhruvgs (N.£>. 31.38).

^  � # ^  Pid: II

Such songs are also called by the same name Dhruva due 
to the Vardas, graces, Yati, paqi and laya being connected 
mutually in a fixed manner (N.S. 42.8).

The Dhruva songs are chiefly used in the classical Sanskrit 
drama presentation, both in the prelude (Prastavana)8 and the 
main dramatic piece. A critical study of the dhruva songs as 
known from the early texts like the N.S- and Dattilam is yet to 
be done.

^O EE ^OP SANSKRIT IN  INDIAN MUSIC OO

8 According to Abhinavagupta (p. 166 Vol. 1 N.S. II ed) 
the various sections like tempo in the Prastavana music are 
specially fixed; and these details are to be followed strictly as one 
would in the case of recitation of Vedic mantra.

^  g  ^  gqtrfq I fPIT f t

0� tw  ^ 5 .  i
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system descendodfrom a domrton<hdrltage and the regional disci­
pline somewhat related to the former and prevalent in the different 
.parts of India. What distinguish the two systems are the dements 
of simplicity, organisation and sophistication. These two systems 
are not parallel bot interrelated and mutually incorporative. The 
behaviour is typical of Indian culture that has absorbed and still 
is absorbing different local practices and has made a pattern and 
system out of the diverse forms functioning at different levels. 
An inner philosophy and aesthetics run through the various modes 
and integrate them. In the field of the related systems of Music 
Dance and Drama, the elements of the classical forms of these 
arts incorporated the De$I or regional style.

Matafiga’s Bfbadderfl is a unique early comprehensive work 
dealing exclusively with the Detfl Music. Unfortunately the work 
as brought out in the Trivandrum Sanskrit Series is far from satis­
factory. Abhinayagupta, the well-known 10th Century Kashmirian 
commentator on the N&tya S&stra of Bharata is also to be remem­
bered in this connection. For, in his prolific commentary he gives 
the details of a large number of UparQpakas or Njtyaprabandhas 
as developed in the different regions of India. Bharata makes only 
scant references to these minor dramatic types and dance-forms 
evolved from the major dramatic forms (rBpakas) using more of 
dance and music and less of speech. Abhinavagupta gives not only 
their characteristics but also cites their instances, which are mostly 
in Prakrit. In their theme, content, types of movements, melody- 
patterns, and terminology, the De£i Music and Dance absorbed 
much from the different regions in India. From the Sa&glta texts 
themselves we have the evidence of the use of non-Sanskrit terms like 
Peraqi or Pietagi, Vaga^a, a constituent of this dance. Pardvadeva, 10

10 For a reconstruction of 25 Uparitpakas from material as 
available in Abhinavagupta, Bhoja, Saradatanaya etc. see Dr- 
Raghavan, “UparQpakas and Nrtyaprabandhas” in Samskrita Ranga 
Annual Vol. IV, pp. 31-54 and Sangeet Natak 2, N. Delhi, 
April 1966.







a few exampleof writers udder this category, I would like P �  men- 
tion Goviuda Dikshita with his title ‘Advaitavidyacarya*; Pu^^arlka 
Viltala and his metrical lexicon ‘gighrabodbintnamamllB* add 
‘patikarmaprakirfa’ on messengers; VeAkafamakhin, his kayya and, 
three MlmsihsB works; Somanatha, his anthology ‘Anyokti 
muktsvali’ and ‘Jitibheda’ on Heroines.

VIII, As far $s the music compositions are concerned, sub­
sequent to the tradition o f,the  Sama ggna, Gsndharva, Pagika 
songs18, Gathis etc. what has survived is available in the Prabandha 
Chap, of the SaAglta Ratnakara. Much of these early types still 
awaits resurrection at the hands of musicologists.* 14 A beginning 
in this direction was made in 1981 by Dr. Sita and Dr. N. Rama- 
nathan when they presented at my request, a special programme 
( Samskrita - SaAglta-Sampradaya ’ at the Kuppuswami Sastri 
Research Institute in connection with the Birth-Centenary of 
Prof. Kuppuswami Sastri. In this programme they reconstructed 
the forms, as in ancient Sanskrit treatises, Dvikala Madraka Gita, 
Arambha Nirglta, Dhaivatl Jati GIti, Sha^jl Kapala Gaaa, Jhaya 
and Srlra&ga Prabandha and presented them.

In the Prabandha-history it is well known that the Gltagovinda, 
of Jayadeva (12th cent.), occupies an important position. The 
musically assonant expressions, melodic and rhythmic patterns, 
the delineation of Krishna and Radha as illustrating the 
sringaric types of Nayaka and Nayika according to Bharata's 
Natya Sastra and other dramaturgical treatises- the total effect
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18 See A study of Nanyadeva’s Pspika songs in Notation by 
D. R. Widdess, Bulletin of the School of Oriental and African 
Studies, Vol. 44. iii 1911.

14 It is interesting that some Western scholars are now interested 
in this early Indian Music. See ed. of Dattilam by E.Te. 
Nijenhuis; ‘Early Indian Musical Forms: a study o f Examples 
in notation from sources c. 600-1250’, is a Pb. D. thesis (un­
published) at the University of Cambridge (U;K) by 
D. R. Widdess.



of all this in the Prabflfidha is something very qnique. I t has 
therefore rightly' broaght in' its Wake, many imitations even from 
gaivite and Jainistic traditions. This has of course inspired 
also Narayajja' TIrtha (18th Cent) to compose the Krishnalila- 
tarangini.,

IX. On the practical side of Indian music there are the two 
styles of rendering a musically set composition as prevalent in 
South and North India, during the last two or three decades. We 
may now consider' at some detail the role of Sanskrit in the 
compositions as currents now in the South Indian sampradaya.�

The 18th-l 9th centuries have been a golden age and the glorious 
Trinity Tyagaraja, Muthuswami Dikshita and Syama Sastri from 
the Tanjore area have dominated this tradition and established 
firmly the Kriti-mode. It is possible to trace this Kriti-tradition 
from the Haridasas of Karnataka, KTrtana of Tallappikkam 
Annamacharya etc. Amongst the Trinity Muthuswami Dikshita 
was the single composer who wrote all his songs in Sanskrit, but 
even if the other Vaggeyakaras wrote their compositions in Tamil, 
Malayalam, Telugu, or Kannada it was predominently Sanskrit' 
based. In the last section of this lecture we may now see some 
random samples of such compositions, along with my brief intro* 
duction, sweetly rendered by my friends here on the stage.

IX. i. Firstly we have to take into consideration the Haridasas of 
Karnataka, who have made pioneering contribution to Music by 
their Padas, and amongst them, Purandaradasa (16th cent) is a 
household name in South India. Although the Padas of Haridasas 
were in Kannada, Sanskrit was profusely used by them. We may 
see as a sample the composition ‘Nanda-Nandana Pahi’ in 
Bfndsvana Sjrafiga by Sri Pada, the teacher’s teacher (Praguru) of 
Purandaradasa. The song glorifies Lord Vishnu with proper 
Sanskrit epithets.

---- rlrd.*1'd.rl *Ijf^
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Amongst the pre-Trinity composers Msrgadarsi Sesha Iyengar 
was a profound Sanskrit scholar and musician (16-17th cent). He 
seems to have composed a good number of Sanskrit Kirtaoas with 
the mudra ’Kosala’. His title ‘margadardl’ shows his pioneering 
activities in the field of Musical compositions.

Svati Tirunal Maharaja, a famous contemporary of Tyagaraja, 
discusses in his work ‘Muhanspr&sa-antyaprasa’ how the allitera­
tion at the beginning, middle and end of the lines of a song should 
be arranged. lit this connection he pays a compliment to Sesha 
Iyengar’s Kritis as finejnodels in this aspect, and also refers to the 
important fact that his songs were all only in Sanskrit.

4 �  ^  ^  44� � �  w
i

One of the compositions of Sesha Iyengar is ‘Rangapate plhi’ 
in Karnatak Kapi (same as modern Darbar) which runs as follows:

q if t  �  («*>)

(qsq* 51®) - fliftftcT  |

*w « if E � ��  (* 0

g tfi®  g?prcft®

R‘ (*ft)

Now Smt.- Suguna Varadachari will sing the above three songs 
of the pre-Trinity . period, namely of grl Pida* Annamacarya and 
Sesha lyengpr. -  ^
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written a magnificent mahakivya10 on Dikshita embodying all the 
research material culled by him from various sources about the 
saint-composer and his instructive Kritis.

Sanskrit as the language o f meditation and the language of 
mantra £astra, 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 1 Paq^itatara’); they are beautifully worded 
and roundly phrased,., well-dictioned, faultless and produce 
sumptuousness and richness of fare.

To Dikshitar Sahitya was notan 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 dhyana 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 and the music, and their perfect blending.

In this lecture-demonstration there will be a rendering of a 
JCriti ‘Sri Nilotpalanayike’ in Nariritigaula, set to Rupaka tala. It 
may be noted that on the Goddess Nilambika at his home-town 
Tiruvarur, Dikshita composed a group of 8 songs in the Gaula-series 
of ragas—Narayana0, Riti°, Kannada0, Kedara0, Maygmalava0, 
PQrva® and Chaya-gaulas, besides the simple Gaula.

10 This was one of the major writings of Dr. Raghavan in 
appreciation o f which the Paramacharya H.H.SriChandasekharendra 
Sarasvati conferred on him the title * Kavi-Kokila ’ as early as 1955. 
This Ktvya 'Was-brought out by the present writer on the first death 
anniversary o f Dr. Raghavan in April 1980.
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'Srinivasa Tava* (Khaaraharapriya), ‘Rsdhamukha-Kamala (Kapi), 
and ‘ Sa sabha nabho-nibha (Hamsadfivani). A not too well known 
song of his on Lord Rama in Sri raga may be now Seen in full—

94 THE JOURNAL OF THB MADRASfcfUSlC ACA3M&#Y’ [V ol. VL1

�
'Tgfq— Jigwr tf tfaR rew i. («ft)

sp i

*!|R

erf*PW»TO«g-

WW (a*i)

T O R —

IP*

m enfsR-flwFR-

Many musicians and musicologists may qot 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 Souvenir24, Coimbatore, 
1952. For the benefit of those who may be interested in the song 1 
am giving below the sihitya in full —
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�������3�� — � ! & ��Q/?! �� ��/?9����4��D��
9� �	�� ���/�/?����!3%&����++����14��9�������(� 94�!(�8

24 I am thankful to Sri N. R. Bhuvarahan who kindly lent me 
his book from his personal library.
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W � iii. 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.

srafa 3nf?r w w ia i  g«rni?iT

icr*iiyf5.o| SFlfft splfcl spilcf-
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Now these songs o f Aru^agirinatha, Tyigaraja, Dikshita, 
Kot^vara Iyer, PapanMam Sivan, and Mayuram ViSvanatha SiUtri 
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 o f the place in add 
contribution Sanskrit to the theoretical and practical aspects.
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The second song is on Syama Sastri composed on the occasion 
of the Birth-bicentenary in 1977 at the Music Academy. This is 
set in Syima Riga.

— w nrcnfisr^ *ralsfg ^  wronprs; g®? s i (*?m )

— q m lfe -lR q q m ^ if^ ^ - ia q a s q

qq.gqjjq.?PTOj^q-i|q-Pi^i|HuidHq»^ («J)<M|*i)
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flF F R N m ?

■i
The third song Is on the Mosic Academy composed on the 

occasion o f its Golden Jubilee in 1976- The music was therefore 
set in the 50th fiiela RAma-nSrayagi t>y Dr. Balamurali Krishna 
who himself rendered the same at that time.

?rjpte!^5tQ«n 5 n #

sT R rP tflfW  � �( �  ^ c r t *$aP l II

As expressed herein, may the Music Academy continue to 
contribute richly to the glorious tradition (Sampradaya) of our 
Indian Music !
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careers, and if  bliss woqld corns to “ the guilty penoQ, Typgu^ja.”  
Devofibnto tlSma, thb song suggests, makes ahlikaiy o r wbntfrous 
events possible, and brings a  grace which enables Ihe^junble and
imperfect Tyagarflja to enjoy spiritual happiness.-� -� �� c

D � � � cZQ
Another song, D utfukugala1 (“So full of wickedness’*) is the 

second in the series of paAcaratna k irtan as . the five masterpieces o f 
TySgaraja which' are now usually sting as a group. O f the five it is 
the only one in a mood of self-deprecation- It is a long, probably 
the most sustained lyrical passage of penitence found in all of 
Tyagaraja’s works. Sambamoorthy said o f  this song: “The sdhitya �

js confessional in its tones. But the fact is, TySgaraja never commit­
ted the sins enumerated therein. Indirectly it provided aiesaon to 
others to desist from committing such sins S. Y. Krishnaswamy. 
wrote that the song “ provides an interesting example o f the saint’s 
mood o f 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.” 4

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 Yamunacsrya’s S to traratna, and hymns by many of the Tamil 
saints, including ManikkavScakar. Some Haridasa 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 
Vai$pavism. Vedanta Delika did not mention it in his works. At 
least one o f the Sanskrit poems attributed to Sankara is of the con­
fessional type.6

The opening line of Dutfukagala expresses the doubt that a great 
sinner could be protected by any ruler. Each succeeding caranam �

has more syllables than the preceding one. Thus a sense of accumu­
lation is conveyed by the form, the adding of sin to sin.
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i^poixs 101
-e a n - so?

What prince would protect mp, when I’m full of ao modi 
folly 7 Being constantly ' drawn to such bad sensual 
pleasures.

C. 1. 6  moon with rays which cause, the lily of Lakgmi’s heart
to bloom. You are' ineffable and unimaginable (What 
prince. . . .)

C. 2. You are pervasive, in all the beings of creation, and I did 
not have the mind to heed you 1 (What prince. . . .)

* V
C. 3. Even in my younger days I did not taste the immortality- 

nectar of bhajanas, but instead became a follower of false 
logic. (What prince. . . .)

G. 4. Flattering others to melt their minds for the sake of getting 
some of their wealth, roaming around to fill up the belly. 
(What prince. . . .)

C. 5. 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. . . .)

C. 6. 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. . . .)

C. 7. 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. . . .)

C. 8. Never calling to mind your beauteous lotus-like face, 1 
sought out people whose pride made them blind, and I 
piteously was caught up in entanglements, suffering, unable 

j . j to stop doing wicked deeds, and having harmful des|res >



. I became unsteady, with an ever-wavering blind. (Wha? 
prince. . . .)

**02 4' "> r ~ \ f - — j* •»«
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C. ■ 9. Forgetting how difficult, it is to be born as a human, in­
stead of attaining supreme bliss I becanjp a slave to arro­
gance, jealousy, lust, greed, delusion—miserably cheating 
myself, though I was born to the highest o f castes I was 
performing the deeds of a low caste man. I kept company 
with people o f bad character, and farther 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 TySgaraja. (What prince would protect me when I’m 
full of so much folly ?)

The length of the cara^ams mounts, like the serious conse­
quences of continued wrong-doing, conveving the psychological 
desperation of the situation. The gravity of a � �-+' �9  performing 
the actions of a low caste man in Tyagaraja’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 Tyagaraja had 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 Ty3gar3ja confessess, 
the more innocent he seems, and the more guilty and graceless the 
real culprits appear.

\9 - �Z- � ���9���9�  6 (** 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 Tyagaraja does not express his own 
guilt so much as his disgust with worldly people.7 In _ �9 �9 - �  

����Z�-� �-  TyggarSja’s self-accusations are more definite : “  where 
might I search for you. L o rd H ari?” questions lyBgarftja. In the



m

second line l)t obsserYesthat .the Jx>rd; did . not come even when the 
high-ranking crcfttcr-,god j^ialunfi, appealed to him. Where (hoi, 
the caropom asks, might ‘‘a faulty soul full o f bad deeds, speaking 
< ^ ly  so 'often  yet disguised in' Ibis world a s .an upper echelon 
‘ devotee ” hope to find the Lord?8

Likewise, the saint Criticizes himself in N orem t a rt ram a* literally 
'* What mouth (have I) to blame you. Sri Rgma?*’ In the second 
line the singer admits that he has repeatedly committed sinful 
actions. > The carayam  details the wrongdoing. '*

Without Controlling the six sins, man's enemies,. 
Showing the teeth (in smiles) to the ladies 
Not knowing devotion to Lord Rama 
O f Tyagaraja 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. Ninnanavalasinadem i10 is another song in which the 
devotee admits his blameworthiness. In it Tyagaraja 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 Tyagaraja 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 

''port autobiographical, since Tyagaraja says in the first caraqom .
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SRI TYAGARAJA'S MOODS

)wy what he m b ,  and ip i tb M  ith ii  grief nip wer be owbwb s  
♦hen tell* Rama not to be canaerned, laying that when he (Tyfiga- 
l^ a )  “ assumed the role o f an excellent �+ �Z��  it most have been a 
very inauspicious time.” u

Another song in the mood of guilt is T���� � -+�' ����9- �$�  *• 
(“ When the fruit of my past acts is thus ”), in which Tyggar&ja 
laments.

P. When the fruit o f 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 o f 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 Tyagarfija (When. . . .)

In the @������ '  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 Rama has 
the ability to rescue him, but does not.17 F� ��9 �  jesina pQjaphalamu18 
is similar to the three preceding songs, but it places the blame more 
on Rama than on the bhakta Tyagaraja.

2. Songs of Worthiness. *

A. “ Have you forgotten me ? ” The Wronged Devotee’s 
Impatient Yearning and Questioning.

Ty&garaja's attitude in many songs suggests that he often felt 
quit# positively about having fulfilled his obligations as a servant 
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juid devotee of his ig faderatd . Lord R&ma. Id fact, a good number 
otTyftgai^ja’s tangs argue from apositionof feeling wronged of 
neglected .by the Lord, who seems to be the one guilty o f stacknisSi 
in fulfilling his duty. In these songs the faithful devotee rather 
self-iighteously maintains that he deserves better treatment at the 
hands of Rama, whom he accuses of forgetfulness. In these songs 
the singer, boldly or subtly urges the Lord to set right the Wrong! 
and to live up to his promises. These songs are confident expres­
sions of a feeling of worthiness and even intimacy. A strictly formal 
relationship with an authority figure would not allow for such 
familiarity in the tone of complaint. For'example in Sdketa �

niketana (“ The Lord whose abode i&Ayodhya ”) TyigarSja asks 
Rama. “  Did you not say, * 1 will protect you, I will foster you ’ ? 
I became enamoured of you alone; hbw 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/) ” 19 Here the 
bhakta sings in the voice of a jilted lover.

Id another song 80 Tylgaraja asks Rama if he has forgotten the 
words he spoke when Tyagaraja was a child. “ Over and over, 
you bestowed such rfcspect, and you said: ‘ Why this worry ? When 
such good fortune is yours!.” The caranam  offers a glimpse of 
Rama’s court, in which Rama 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,91 “ and 
with compassion said: ‘ I am the giver of boons to Tyagaraja. ”  
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 ftama, it is not clear if the occasion referred 
to was in a dream; in a meditative trance, or otherwise.

Righteously and impatiently Tyagaraja asks in E la  n i daya radu, 
■'* How is it thatyour grace has not come? Will you neglect me? Is 
-this ttot the prdper time to protect me7 ”Min a similar mood, but
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socb a- burden to  save me? Should I send a  messenger ? ” Io th a  
third caratfam  he asserts: “  I believed in yoo, I said * I take Kefbge 
in you.’ I said * Come 1’ ” In the next, he promises that he will 
not ran away, or give up his devotion, or approach others for relief* 
Next, he requests that Rama ask for sweet bfctel leaves (which 
Tyagaraja can then offer) and then offer boons. Then he asks 
*• What is the profit o f this to you? Do you think me vile? ”  Asking 
Rama to “  look Upon us, save us, join us willingly,” reminding 
Rama o f the supposed power of his name. Tyagaraja demands 
with full confidence in his right to expect fulfillment, “ Come 
quickly. Ocean of mercy. Dweller in Tyagaraja’s heart! ” 24

r o t  THE JOURNAL OETHEM ADRAS MU$lC ACADEMY [V ol. LY1

Another song expresses puzzlement as to Rama'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 m ind?” The first caratjam  recalls the 
story of Hiraoyakaiipu putting his son Prahlada through ordealsj 
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, Tyagaraja asks. Then Rama is pictured as hiding behind 
the palmyra tree when he rescued Sugriva. Again likening 
Rama’s hiddenness to a dramatic incident, he pleads for Rama to 
come out.*1

Such insistent songs, demanding the appearance of the Lord, 
whom the devotee feels is obligated to demonstrate his presence, 
are plentiful in TySgaraja’s corpus of works. “Again and again I 
am crying to you alone, but your mind shows no pity on me,” the 
singer complains in M a r i m ari ninne.M After mentioning Puraqic 
characters who enjoyed the Lord’s protection, he demands that the 
Lord make known his glory, saying he cannot bear the neglect and 
'that he will not listen to any excuses. Thus, in a confident mood 
he often makes his demands known with boldness of tone.



.H tt **POD8 m

i  . to aoqw to a p  TylgarBja enumerateshis worthy qualification* 
and fcqliqgs of having been wronged or forgotten, usually including 
an interrogatory exclamation. Singing in bewilderment he demand* 
a. resolution to the unjust situation, or at least an explanation. In 
K jirasdg aro  Sayana 87 (“ Lord who reclines on the ocean of milk ” ), 
Tyagaraja asks “  Should you put me in such grief ? ” In the a m . 

p a lla v i Tyagaraja speaks of the legendary elephant Gajendraphom 
Vijqu once saved with alacrity, and in the caratfam  he recalls the 
tales of Draupadi (though the Mahabharata heroine is not mention­
ed by name) being given a sari by Krishna, the courageous Bhadra- 
cala Ramadaas who was rescued by Rsma from a life of imprison­
ment, and Sits, for whom Rama crossed an ocean. Reminding the 
Lord of these acts of mercy the saint pleads with Rama to accept 
bim 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 
Vi$qu was reposing.”28

A suspicion crops up in E varim dfa vmndvon  that someone has 
been giving Rama misleading information about Tyagar&ja. “ The 
great bhagavatas have said “ He is one who is dependent on the 
devotee," Tyagaraja asserts, and he has believed in this; is Rama 
now going to make this contention untrue ? In O  ranga id y p *  

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.81

In another song complaining of neglect82 Tyagaraja asks: 
“  Seeing me among peeple who look on with contempt, should you 
hide your mercy? ’ The carapams remind Rama of incidents in which 
TyagarSja’s worthiness was recommended to Rama by SitB, by 
Bharata (who is depicted in the song as having said, “ Tyagaraja 
is every bit as much a devotee as I am "), and by Laksmana» 
Rama’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-
v ara ,,Ocean of mercy? Having taught me with joy the secret of
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inexplicable -odd does not always jaot as one would wish. T V  fact 
box not been accepted with resignation, and the devotee feel* inti­
mate enough with the Lord to cry out complaints in a bittersweet 
voice, and sometime* in a tone of gentle humour.

For example, in one song Tyigarajd tries to puzzle oot the
- reason Rfima 'doe* not cooperate and come to him, and be humor­
ously asks: "  Why does your grace not come ? Is it because of your

- rage at being called a woman ? ” M referring to {he Ramayapa 
episode in which Sita called Rama a woman when he would not 

^fulfill her wishes. TyggarSja is being impolite to bring up the in- 
•cident, blit that is a means to emphasize his urgency. He further 
asks Rama if he is out of sorts from having had to fast while exiled 
or from some other annoyances. In this mood the singer will act 
naive 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 ? ” Literally sommu means “ money pro­
perty, goods, jewels ” and, by extension, status or prestige. Thus 
Tyagaraja is implying that the . Lord is miserly, worried about los­
ing his goods, hesitant to make expenditures. Tyagaraja, in this 
song, sincerely and reassuringly promises he will not exceed what is 
his due. He asks Rama what 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 Rama is now exhibiting such injustice (haram i- 
tanam u).*• Though the mood is one of impatient accusations, the 
sound of the song is sweet, with much ornamental alliteration and 
rhyme, making the sound of the words fascinating and rich rather 
than harsh and bitter, hence it is a true ninddstuti, praising through 
blame, and it shows not only Tydgaraja’s seeming familiarity with 
his deity, but also the musical artistry which made his complaints 
palatable.

j Tyigax^ja speaks with a certain irony regarding the Lord’s 
ability tp speak appropriate. wprd%.k> the song Sadhlficene, one o f
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fhe saint’s masterpieces in the paHcaratna group.1* The Telugu verb 
sddhiflcu means “to achieve, accomplish, effect, master, overcome, 
to insist, to obtain something by perseverance.’* Thus the p a lla r i�

simply means, “ 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, (tie won out!)’4 Next 
there is a line in the text which functions as the p a lU m  to be repeated 
after nine progressively longer and more complex caragam s. 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 caragam s, this line comes 
as a complaint or sardonic commeat on tho unreliablity of the Lord.

C. 1. He saw Devaki and Vasudeva off to their ordeal,*7 
speaking words suitable to the occasion.

C. 2. The Lord of the world-stage. Source of the holy Ganges, 
is a traditionalist in music,*8 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 made the ladies become love-tipsy and he 
made them surrender to him; also, the Supreme Being, 
when he was YaSoda’s son laughed, when she gave him 
kisses, speaking' words suitable to the occasion.

C. S. I was searching in the lotus o f 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 
and he spoke words suitable to the occasion.

C. 6. “Lord Rfimacandra! Lord of the Raghu clan I Soft-spoken 
One I Lying at ease on the cosmic serpent 1 Brother to .
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SRI TYAGARAJA’S MOODS

d  women, Unbtea Lord, Rider o f Oarvd*! lnsperor- 
ddottd Lord I everlastingly youtbfbl I Your lotos eyas**1* 
I  was speakiog thus, calling out to him, and he, without 
saving me spoke words suitable to the occasion.
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. In  ® song whichdeacribes Rama’s assurances and Tyagaraja’s 
fearless certainty,.SMpaff m l manasuna (VO Sita’s Lord, in my 
mind. . . .” ) Tyagaraja employs a philosophical term meaning 
“  demonstration, established truth, principle, conclusion, result 
decree ” — siddhdntam u. In philosophical parlance this denotes the 
conclusive end which follows the demolition of objections to the 
commentator’s interpretation of a sutra. Thus the Telugu opening 
line means : “ O'Rama 1 I am saying in my mind ‘ It is the esta­
blished truth ! ’ ’’ or “ ‘ I am convinced in my mind ! ’ ” The next 
line adds “—of all the words you spoke to Hanuman and others.” 
Finally the carayam  reveals exactly what conviction it is that Tyaga- 
raja is speaking o f : . 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 RSmacandra adored by 
Tyagaraja! (I am convinced. . . .) ” 40 This mood of steadfast 
faith and fervent contentment does not seem to have produced as 
many songs as the mood of discontent. Similarly, in the lyrics of 
the Alvars, and in those of Northern b h akti poets such as Surdas, 
the journey is sung of more often than the arrival.

D. “ I became an ever-blissful person ! ”
Songs of Gratitude.

In a song which rejoices in a mood of gratefulness, Nidayace 

R am a  (“ With your grace "), Tyagaraja exclaims :

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

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

C. Noble Lord of gentle speech,
your ornaments are the concordant notesj 

You wear the cloth of the utterance 
of the good Tyagaraja. (With your grace. . . .) 41
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In another song which expresses gratitude and joy both 
musically and lyrically. B nta bhdgyamu, TySgarija celebrates Rama's 
presence: “  What great fortune, that you appeared in our midst! 
Coining near, speaking in a familiar way as a friend, happily ending 
our anxiety, you saved us!" In the caravan Tyagaraja hearkens back 
to the past, and also insists on the identity of Rama’s gracious 
actions - then and in the present. ”  Long ago jrou saved all the 
great sages who lived in your vicinity, granting suitable protection, 
with your M as (playful sportings), giving them the power to become 
small, and other abilities, and similarly you have saved me, O Lord 
adored by Tyagaraja." 4a This proclaiming of the continuity of the 
access to the divine presence is an important feature of TySgarSja’s 
popularity, and constitutes an important reflection of Tyagaraja’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 ?’*

A common Telugu proverb meaning "Whatever comes, whatever 
goes," i. e , " regardless of the consequences, forms the beginning 
of the p a lla v i of E ntardni.

SRI TYAGKRAIA* MOODS - ■ : : 1I5

Come what may, go what will.
Can I forsake the nearness of you,

Sri 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.43 Similarly, a note of satisfaction is sounded in ;���	3�� �

P. What bliss is there greater than this? O R&mal .
.  

A. When - there is unanimity among all devotees (What , , £
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repetition o f th*. 0 m k »  flitvfe* Thi 4 * W *  « 4  c?*"0"  . t f  
mystics in various Jgadjt$uu» off well known, though in modern 
time« they may not be understood T. S. Eliot wrote.

' t;
. . .  we have nothing but dienotv 	� d we have forgotten that 
seeing visions, a practice now relegated to the aberrant and 
uneducated, was once a more interesting and discipl*
ined kind of dreaming. We take it for granted that onr 
dreams spring from below: possibly the quality of onr dreams 
suffers in Consequence.4*

Purandaradfisa specifically mentioned having seen Krishna in 
a dream: "  I have sighted Gdvinda in my dream, I have 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 .. .  ”47 Ap(JaJ, Appar, Sundarar, Mira, and many other bhokti 

saints also have sung of such dream experiences. Ordinarily, 
Tyigarija does not use words suggesting dream-experiences in his 
visionary songs, saying instead simply that he “  saw M Rama, and 
describing the vision.

One example is B havam ua48 <‘( Lord adored by Siva 
According to tradition, on the day of a quarrel between Tydgsraja 
and his brother, it was 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, Sita, and Hanuman incognito visited Tygga- 
rfija’s half of the house to bless and comfort him. A phrase, batfa- 
lik a  d ira , is repeated eight times in eight lines, as well as being 
repeated each time the p e lla v i 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, 
doing own? with weariness!



A. O Lord, yon help us cron Over (lifcNi seaj—
you have said so yoiuself I (O Lord. . . )*  '

L��
C. 1. O Beloved of Hanuman, you wandered for my sake— 

to end your weariness, you came here to my house ■
—you surprised m e! to do away »

with weariness! (O Lord. . . .)

C. 2. You didnot 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: 
Rama appeared to Tyagaraja and spoke $ Tyagaraja offered hint 
refreshments; Rama promised to make Tyagaraja very strong or 
"  great.” 81 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 Tyaga- 
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 Rama—
Unerringly I saw him. . . .
I was thrilled with ecstasy—
Tears of bliss welling up. . . .•*

In this song Rama is said to have promised Tyagaraja, who 
was so moved he could not speak, that he would attain deliverance 
in ten days’ time. Similarly, in another song Tyagaraja describes
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NOTES

S f f T — The S p iritu a l H e rita g e  o f  T yag ttra ja , by C. Ratnaiiujt- 
chari and V. Raghavan (Madras: Sri Ramalirishda Math, 1968; 
K V S  I & l l — Tyagara ja  R eertanalu  (volS. I II), by Kalluti 
Veefabhadra Sastri (Madras. Kranti Press, 1973): *S  ll—Q tta i 

Composers, Book l l :  T yagarajo , by P. Sambamoorthy (Madras The 
Indian Music publishing House, 1970).

I Apparam a b hakti, SHT p. 105; KVS I p. 257.
> D u ju k u g a la , SHT p. 261; KVS I p . 229
3 GC II p. 41.
4 S. Y. Krishaaswamy. Thyagaraja. S a in t and  S in g er (Madras: 

Orient Longmans, 1968), p, 175.
8 T. S. Parthasarathy, in an interview, Madras, 1981. See 

Robert Erwin Gussner’s Thesis: Hym ns o f  P ra ise ; a  te x tu a l c ritic a l 
analysis o f  selected Pedantic S to tras a ttrib u te d  to  S ahkara, Harvard 
University Ph. D. thesis. 1974.

6 Induka i  tanuvunu, SHT p. 17.
7 Sambamoorthy remarks that the tune reflects the *' pathetic" 

state of mind of the composer at the time of composition. GC II 
p. 48.

8 Nenertdu vetukudurd, SHT p. 264*265; KVS U p . 21. The 
anupallavi refers to the creation myth recorded in the Bhdgavata 

P arana, which is related to Vidhura by Maitreya: Brahma, finding 
himself in a lotus stemming from Vi$?u’s navel, became bewildered. 
For a century he practiced austerities, then saw Visnu reclining dn 
the cosmic serpent and received instruction from him concerning 
creation. Cited and discussed by E. N. Purushothaman. T yag o - 

panlshad  (Hyderabad: Andhra Pradesh Sangeeta Nataka Akademl, 
1975), p. 193.

8 H d rem i i r i  rdm a, SHT p. 268, KVS. II. p. 24.
18 N innanavalasinadem i, SHT p. 266—26 ?
II S iggum dli ndvale, SHT p. 263—266.
18 E p ila  brotuvo, SHT p. 263; KVS I p. 308.
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18 Here Tyagar&ja uses a Tamil term, p a ffi g o fflu , meaning 
“ cattle in a pound for strays,” an unusual deviation from his 
usual Telugu and Sanskrit vocabulary.

M T o ll janm am una, SHT p. 257; KVS I p. 424.

18 Tolfngnu jis in a . SHT p. 256-237 KVS I p. 425.

18 Prdrabdhom iffurrfagd, SHT p. 356. KVS H p. 37.

17 Sambamoprthy, in whose book GC II the opening word 
of this song is incorrectly printed, placed this' song early in 
Tyagaraja’s career, seeing it as a complaint about his brothers 
treatment of him.

18 Toline jesinapQ ja phalam u, SHT p. 255; KVS I p. 428.

18 Sdketa n iketana, SHT p. 382; KVS II p. 225.

80 N dfim afa  m aracitivo, SHT p. 310; KVS I p. 454; 1908 p. 112.

81 The camaram u is the tail of the yak of Tartary, Bosgrunniens, 
which is used as a whisk. Thus, the yak-tail is an insignia o f 
royalty, an accoutrement of the court.

88 E ld  n i daya radu, SHT p. 322; :43.

88 Enduku daya rddu. SHT p. 357; KVS I p.229. 1908 
pp. 41 - 42.

84 Vandanamu, SHT p. 464.

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

88 M a r im a r i ninne, SHT p. 303. KTS II p. 70. It is said that 
Tyagaraja sang this song at his teacher’s request during the vidvdrt 

concert early in his musical career.

87 K $ira  sagara, SHT p. 331; KVS II p. 254.
88 GC II. p. 93.

89 Evarim dfa vinnavd, SHT p. 276; KVS I p. 323.

80 O  ranga sdyi, SHT pp. 66, 275; KVS I p. 352-353.
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47 V. Sitaramiab, Purandaradasa (New Delhi : National Book 
Trust, 1971), p. 73.

« Bhavanuta. SHT p. 320-321 ; KVS II p. 52.
4* The last four syllables of the anupallavi, when added to the 

first word of the p a llav i change the meaning from “ Siva-adored 
(Bhavanuta) to “ Brahma-adored ” (Kam alasambhavanuta).

50 T. S. Parthasarathy, in an interview, Madras, 1981.
51 Sambamoorthy sees these lines as “ valuable internal 

evidence " of divine visitation and believes Tyagaraji wrote Kalugund  

pada n lra ja , SHT p. 127, at the same time—a song to Hanuman. 
G C IIpp . 20-21.

52 G irip a i nelakonna, SHT p. 493; KVS I p. 391. The image o f 
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 P atterns o f  Com parative R elig ion  (New York: New American 
Library, 1974) pp, 101-102, 188-212.

58 Paritdpam u ganiyadina, SHT p. 394; KVS II p. 29.



Study of Panchama Varja Ragas and 
Madhyama Varja Ragas

DR. S. SEETHA \

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 innumerable 
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 
early publications, we may refer to the following works :

Sanglta Sampradaya Pradardini (1904)—Subbarama Dikshitar

Sanglta Chandrikai (1902) by S. Manickamudaliar

Gayaka Siddhanjanam (1905) l Tachur Singaracharyulu
Gayaka Lochanam (1902) J

Sanglta Svaraprastara Sagaram (1914)—Nadamuni Panditar

Sanglta Prathama Siksha prakarapam (1913) —
C. S. Krishnaswamy
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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 shsdavita of notes. 
Reference to the three sthanas each consisting of seven notes is 
found in RkprSti&kbya. S. M and G gramas were sampurna'scales 
with a definite allocation of sruti intervals. The Murchanas 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 anuvadi 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 madbyama 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, shsdavita and audavita. Of these, 
alpatva, indicates the use of a note in a small measure which is 
done by shsdavirkfta (bexatonic) or audavikrta pentatonic treat­
ment of the respective note i.e., by skipping over the particular note 
or notes. Shsdavita refers to the employment, of six ootes, by drop­
ping the � ' � � � �����  and instead, using, the consonant of that drop­
ped note. Shadava and audava ragas were mentioned by Narada, 
Parsvadeva, Sarngadeva; and other medieval laksbanakaras. 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 'o f 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, (c) Sampnrna-shadava, (d) 
Sampuma-audava, (e) 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 each of the 72 melakartas. The possi­
ble permutation-combinations that could be derived from the 72 
melakartas wouid thus be 483 x 72 =  34,776 which'figure does not 
include those of vakrav, 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 
o f the 72 melakartas is to be omitted completely i.e., is made the 
varja svara in the shadava type and in the audava type along 
with the deletion of another note.)

/ . Sampurna-shadava / = 72
� . Shadava-sampurna ) = 72
3. Shadava-Shadava / = 72
4. Sampurna-audava / = 360
5. Audava-Sampurna 5= 360
; . Shadava-audava 5= 360
7. Audava-shadava 5= 360
#. Audava-audava 25= 1.800

=  72 x 48= 3,456
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3) s r g m d.s • s d m g r s - (51) - repeated in NamanSra- 
yani (50) and DhavalBmbari (49)

4) s r g m n s - s n m g r s -  (57) (Simhendra madhyama) 
repeated in Dharmavati (59) and Nitimati (60)

PANCHAMA AND MADHYAMA VARJA RAOAS :

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. PSpinlya Jjiksha. 
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 13 
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 madhyama 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 non-variant or avikj-ta as 
they do not admit of varieties. The remaining five notes ate termed 
vikfta as they admit of varieties. Before the determination of 
svaras in terms of the viija 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 
and exactly at half the length of the speaking wire of the vina, the 
tara sa 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 avikfta. The analysis of the suddha—vikj-ta theories 
of lakshanaksras reveals that the M-grama panchama (a pramaga 
sruti lower than the sa-grama panchama) was variously referred to 
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at various stages as vikrita pa. Cbyuta pa, mjdu 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 suddha madhyama and its position is 
well defined. In the scheme of 72 melakartas this note 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- 
fanjani 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 vaija audava ragas

III. Madhyama varja shadava ragas
IV. Madhyama varja audava ragas

In the panchama varja shadava ragas like griranjani, Hamsi- 
mandi, Lalita, Jayamanohari, the note is deleted completely in 
sancharas. Even the slight shade of the flavour of Panchama is 
■avoided in such varieties of ragas. In some Pa varja ragas, the 
'Omitted note though absent in the prescribed aroha or avaroha de­
finition, figures in rare and characteristic prayogas. (For instance 
Ritigaula, Natakuranji).
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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. These are Hindola, 
Lalita, Sriranjani, Ravichandrika, Jayamanohari, . Abhogi, Megha- 
ranji, Kumudakriya, Bhogavasanta, Hamsanandi. Sri Ranjani is die 
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 
o f ragas like Vasanta bhairavi. Kaly&gavasanta, Rltigaula, N&ta- 
kuranji, Ksnada, Kokiladhvani, Lalitapanchama, Ssramati, pa is 
used either in aroha or avaroha or in sancharas with valtra 
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 
lopya 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 o f 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 cannot' stand in comparison with others like 
Kalyani; Sankarabharana, and Todi. The grouping of other notes 
according to 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 s n d m g m g r s i s a n  instance. Such scales 
can 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 Kharaharapriya - 
Sriranjani; Mayamalavagaula, Lalita, Jayamanohari • Ravichandrjka 
- 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 
amia svara. Raga alapana presupposes an aesthetic succession of 
such phrases according to the melodic context. In panchama varja 
ragas, such praypgas sanctioned by traditional handling by vidwans 
and accredited practice alone can be easily performed 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 w ith  Suddha madhyama :

1. Sriranjani with chatusruti dha - Kaisiki ni
2. Lalita with suddha dha - Kakalini

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 under 
fifth and it occurs as the bahula svara, amsa svara and a dirgha 
svara and a stable note, ga and ni, ri and dha are 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 madhyama, it is a good anuvadi interval of 
9  srutis (13th sruti) ri, so a halting on dha, is quite welcome as 
i n g m D - n d m g r g m D - n g r N  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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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 ma is not 
a samvadi of sa and hence ma is never used as a halting note or 
dirgha svara instead ga, dha and ni figure 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 Bboga vasantam grouped 
under 51st Kamavardhani - and take respectively the svaras ; 
s g m d s - s r g m d n s i n  their arohana. Even in Kamavardhani 
pa - varja 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-ssd. ga-prati ma, chatudha 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 
s r g m d. Dhaivata is a characteristic note and the phrase com­
mencing from dha below as d s R G m D points out the importance 
o f 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



stable panchama to take care of the notes in both ascent and des­
cent. In the case o f Mohana, a popular ma-varja raga, the touch 
of Prati madhyama is 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 features. Appropriately 
Mohana has been designated as the janya of Kalyani 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. Eg. 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 vivadf 
combinations of svaras have become acceptable scales by omitting 
one or two of these notes. For instance in Kanakangi the omission 
of ga and nijserves 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)f is the main concern and strict rules re» 
garding sampurna, shadava arid audava 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.
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red with the efflux of time giviog way to modern compositions. 
The ‘ Dasa Kuta ’ composers of Karnataka were perhaps the 
earliest tov write ‘ 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’ (1484-1364) was veritably the Father 
o f  Karnataka Music. Tallapakkam Annamacharya (15th century) 
was a senior conteinporary of Purandara Dasa end was the earliest 
known 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* 
reached 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 and 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’, 'dba’ 
*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 4,006 
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 Tamil works. Nathumuni 
rendered for the Divya Prabandham the service which Nambi 
f^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 Vaisbnavites 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 during 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 had 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 
various decads of verses. The system of singing the verses of the 
Divya Prabandham with raga and tala by the temple minstrels 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 bis sack of Srirangam in particular. The Prabandham 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. In the
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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 known 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 Arunagirinatba composed his 
Tiruppugazh songs in the style known as the ‘Chitra Kavitva’. 
As he himself mentions in a Tiruppugazh as 'Aparimita Viddaika- 
lum’. Lord Subrahmanya 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.)
CHANOAM METRE AND MUSIC :

“Chandap-pavalap-peruman” is one of the many appellations 
conferred on Arunagirinatba by Tamil scholars who were astounded 
by the breath-taking rhythm of the Tiruppugazh 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 Jyotisba. 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 has 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 Tiro 
Jnanasambandha. 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 viruttam. In the eleventh Tirumurai
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of the Saivites, the *Koil Namnani Malai' of Pattioattar (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, words set in the chandam metre sound euphonically 
more pleasing than those in ordinary metres. The Ashtapadi songs 
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 are 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 Composed 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 intrifate 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, 
irretrievably, been losttoposterity. it has been the practice among
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Sivanar inanam 
Mundu Tamizb 
Tullu mada

Yadukula Kambhojl Khaoda Chapa 
Navaroj Adi
Hamsmandi Tisra Mathya

While ragas like ‘Nata’, 'Mohanam, and *Deyagandhari’ are tlme- 
honoared ones, ragas like ‘Harikambhoji’ afod ‘Kharaharapriya’ 
came into existence after Arunagirinatha's time. 'Sindhubhairavi 
and ‘Hamsanandi* are ragas that came to existence only during the 
present century. 'Chenchuruti', ‘Kuranji’ and ‘Navaroj* are light 
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 Hamsadbvani and Pattiyal yan unai, 
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, Pushpalatika, 
Hamsanadam, Kamalaptapriya, Jalakesari and Kusumavichitra. 
The tunes thus lost 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 Gurus7 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'.
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Ancient works on music refer to the classification of talas 
into Margi and DeBi and enumerate the classical 108 talas. Lat­
terly, �� 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 
(shadaogas), the 35th talas use only the 'laghu*, 'drutam' and 
‘anudrutam*. In addition to these, a system known as the ‘Naya- 
sandhi talas* has teen in use in South Indian Temple rituals from 
ancient 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 in all 35x5 =  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 
Tisra Dhruvam 
Tisra Mathyam 
Chaturasra 
Somadi Talam 
Chaturasra Ata 
Tritiya Talam 
Tisram 

19

Cbacchatputam 
Kbanda Chapu 
Misra Jhampai 
Vishama Talam 
Khanda Triputa 
Adi
Sankirna Jhampa 
Tisra Rupakam

Misra Ekam 
Kbanda Rupakam 
Sankirna Triputa 
Misra Rupakam 
Khanda Jhampa 
Chaturasra Dhruvam 
Kaittalappidi 
Tisra Jhampa
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1�3� ]�Kaichchadiyina m urai v id ittava  m urghatita  

Chachchaputa Chachaputa C hatp ita  p u ttr ik a  

Kandachchampatip padam am bala  

Kanchap p anchakatta la  m am badi ‘

�+%�'(�(-� %&*4%�('%#�+%�%�(�%�'+%� ��A%� �(�/�� '(�(-� )&�$&�(-,�
'+%� 8(&�+(� '(�(-,�A�_,�B�#/+('�'(� ]� �+(�+�+(';*'(�U,� �+(�+(;*'(U�
b� �+(';�'(;*'��)(�U,� (&#� ]� �(4;(#A%-+'()(�U,� �+%-%� (�%� -'('%#� '��
+(A%�2%%&�2��&� ���4� '+%� ��A%� �(�%-� � �� ���#� �+�A(,�A�_,� ]� �-(&(�U�
1�#/+('�'(3,�  � �(#5�G('(�U� 1�+(�+�+(;*'(3,� ]��(4(#%A(�U�
1�+(�+(;*'(3,� ]�/+��(U�1�+(';�'(;*'��)(3�� �+%��()-+(&(-� ���'+%-%�
'(�(-� �(&� 2%���*&#� �&� (&5� '�%('�-%� �&� '(�(�

�('%���&�'+%�-(4%� A(/*;;*,� ��*&(/���&('+(� ��-'-� 4��%� '+(&�
=�� �(/(-� (&#� ;(&&-,� '+*-� 0

1F3�‘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 met ettuvana 
Kanjak kanja Natresi Ranji Ku~
Rinjippann kurittiyazhai yenduva'

The ragas and panns enumerated are as follows :

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

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

3. Sikamaram or ‘ Kamaram ’ is a pann, the equivalent of
the raga Nadanamakriya.

4. Vipanchikai, a Tamil tiram of the ' Kurinji Yazh ’ variety.

5. 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.

7. Lalitai is the raga ‘ Lalita '.

#. Kaisikai is the pann * Kaisikam

9. G auli is the raga ‘ Gaula *.

10. Malahari is a ' janya raga * of the ISth melakarta.

11. Bauli is a * janya raga ’ of the 15th melakarta.

12. Varadi is a Tamil tiram of the ‘ Palai Yazh ' variety.

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

14. Dhanasi (Raga ' Dhanyasi’ ) is a Tamil tiram of the
• Palai Yazh ' variety.
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The Tillana and some of its Well 
Known Composers

SULOCHANA PATTABH1RAMAN

Classical Carnatic music has many musical forms like the Daru, 
Gitam, Svarajati, Tana Varnam, Pada V arnam ,K riti, Rage- 
malika, Padam, Javali,and the Tillana, which comes at the tail end 
of a music concert. The Tillana is a very lively composition, 
colourful and mefddic and is a very popular item both in a music 
concert and a dance recital. This is the only musical form which 
is common to both the systems of Hindustani and Carnatic music. 
In Hindustani music, the Tillana is kuown as the Tarana. In some 
of the old books this composition is known as the Tiri Tillana. 
There are a set of syllables like $ii> fijri&s), is a pqr)<$rr&ffl, 

fiiresff, Q & m h  gQggtf, p fiS ii—, fiJ B ra & m r Q p irib  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 danca. 
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. Narayana 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. In dance 
concerts it comes as a pleasing variety after the abhinaya for the 
long drawn out padam. The Tillana is earlier 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 w£‘have several Tillftnas in the Vilamba- 
kala also. The popularity oiithis composition is due to the fact 
that it has got in it 1. the solfa syllablas ta ka ta ri ki ta na ka 2. 
the ordinary syllables and 3. a small measure^ of sahitya. The 
sollu kattu was a feature of the early Prabandhas.- It was referred 
to as Patam. There was a section in the mediaeval Prabandhas 
called the Patava £banda. 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 paid 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, belonging to the group of dance forms.

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 have the jatis, 
svaras and sabitya. Whenever there is 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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the fact that it is sometimes suag immediately after the major 
Khyal. In Carnatic music, however, the Tillana is treated as light 
classical music.

EMINENT COMPOSERS :
$

I shall now go on to some eminent composes of the Tillana. 
There has'been a galaxy of cdttpoken who have composed some 
very beautiful TiUanasi, 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. Veerabhadriah 
lived during the reign of Pratapa Simha Maharaja, the Mahratta 
ruler of Tanjore in the middle of the 18th'century. He was the 
Guru of Sri Ramaswami Diksbitar, 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 Tulaja Maharaja, in the raga Kalyani, Adi 
tala, composed by a North Indian musician beginning with the 
syllbles tbai thai and which used to be sung in dance recitals. 
Veerabhadriah composed Varnams. Darus, Padams, the first ever 
Svarajati in raga Huteini and Tillanas with the Mudra Pratapa 
Rama, the deity of the Mahratta kings. He also systematized the 
madhyama kala style in Carnatic music. Subbarama Dikshithar, 
the adopted son of Muthuswami Dikshithar’s brother and the 
author of the incomparable “Sangita Sampradaya Pradarshini”. 
held Veerabhadriah in very high esteem. He has said that 
Carnatic music owes a deep debt of gratitude to the contribution 
of Veerabhadriah. All his compositions were in praise of his 
patron Pratapa Simha Maharaja.

2. � � � � �� F � � � 9 � � : Many royal personages have adorned the 
pages of India’s musical history, but none 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, barely 
thirty-four years, his contribution to Carnatic music has been 
something remarkable and unparalleled. He has composed many 
Varnas, Kritis. Ragamalikas and also Dhrupads, Tappas and 
Khyals. His Tillana in the raga Dhanasri will be rendered today.

�%�

3. M yso re  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 rare ragas and also quite a few 
Tillanas.

4. P allav i Seshayyar also belongs to the Sishya Parampara 
of Tyagaraja and came from Neykarappati. His Tillanas in 
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 swaras for kritis, he used to sing kalpana 
jatis also. He has left a manuscript containing the arohana 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 Iyer 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 him 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

1 �
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8. Veena Seshanna of Mysore was one of the most celebrated 
Veena exponents of an earlier generation, who had the patronage 
of tlje. then ruler of Myspre and also that ofsother ruling chiefs all 
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, 
Iluppur Ponnuswami Pillai, Moolai Veettu Rangaswami Filial, the 
great Tavil Vidvan Ammasathiram Kannuswami Pillai, Venkatagi- 
riappa of Mysore, Veena Krishnamachariar and Mysore Chenna 
Kesaviah, deserve special mention. The Tillana in Mohana begin* 
ning with the Jatis “ Dhim Dhim Kita Taka Dhim” and its cres­
cendo of Jatis and Swaras is a masterpiece composed by Harikesa- 
nallur Sri Muthiah Bhagavatar. Ariyakudi Ramanuja Iyengar 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 o f 
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.
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The Javali Form In Carnatic Music
RITHA RAJAN

t

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 presCfat day musical parlance, it has come to mean a musical 
■composition of a light nature and with an erotic motif. In some 
Tespects 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 

javalis 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 
a 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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javalis comppsed by this ruler, 'Itu Sahasamalu’ in Saindhavi 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 Dharmipuri Subbarayar, 
Tiruppanandal Pattabhiramayya, Vidyala Tirupati Narayanaswami 
Naidu (1873 - 1912), Patnam Subramanya Iyer (1847- 1902) and. 
Ramnad Srinivasa*" Iyengar.

Without meaning any disparagement to Javali composers I 
must say that Dharmapuri Subbarayar, 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 
TiBra 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 bhak|i 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 
Tiruppanandal near Kumbhakonam. He was born around 1863 and 
was also known as Pattabhirama Iyer. He belonged to a family 
which spoke both Telugu and Kannada. Like Subbarayar he 
started his life as a clerk and served in several Taluk Offices in the
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Tanjore district. But his talents 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 'Neematalemayanura’ inPurvi which is one of his best, he 
makes the nayika accost theLord of Talavana, and take him tbtttsk 
for promisirife her three different jewels, on three oCctfiions, Which 
never materialised. The song is also full <5f Yati and Pthsa 
beauties.

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

Among the later composers of Javalis, I may mention Patnam 
Subrahmanya Iyer (1845-1902), Tirupati Narayanaswami 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 the leading 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.
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THE PURPOSE OP THIS COMMENTARY

There are many who are J r t r  anxious to propagate � �9$ ���  

(music). They have been misled by shoddy annotations, and are 
unacquainted with Grima-Rules. To help them have a closer look 
at the truth and to pay homage to the ancient sage Bharata, is the 
purpose of this commentary named #� �9 ��� �9 � ' #�

It is on account of his mother's blessings, at the direction o f 
the learned masters; enabled by the knowledge inherited 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 humble 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 Oupt has put into English this text and com­
mentary for Western readers.

� � 9 ��� � 9 � ' G  the word � �� - 7 �  is derived from the root Q�� -# 

which means to hit or strike. Instruments which are struck by 
finger, breath or hand are called #� �� - 7 �#�  Strings, pipes, drums 
and cymbals qualify to be called � �� - 7 � �  And so does the human 
body, says the venerable Ac|rya Abhinavagupta. Impelled by 
powerful emotions, that must be 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 viitj, 
$ � � � � =� �9 �  or � � � � � � Z � � ��9�  in the older texts.
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The human body thus included all musical productions and is 
covered under the rules of � � � - 7 �  or � � � - 7 � � � �-+�"  as it has been 
called in the text.



/;#� ?=�9*C�<�E�0� ?=�&�4����&C��$��$�4+&A� _8 ���� E8 ��

FQVR RINQS OF ATODYA

99 fereuM s* gftnfa * i 
� � � � �  a frittirrata wwifAa* ��

Trans : Lakshansnvitam (consisting of*• many attributes) 
a to d yam  (atodyas are of) chaturvidham  (four kinds), vijnyeyam �

(known as) tatany ca eva (strings and) avanaddham  (those bound up 
with skin i.e. drums), ghana (solid, i.e. cymbals), sushiram eva ca�

(and the pipes or reeds).

SANJIVANAM : ' T a ta ’ denotes vinas and all instruments 
using strings. ‘Sushira’ indicate reeds and pipes that spund under 
pressure of breath. ‘Avanaddha ' literally 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 category 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 classification denotes the relative importance of 
each kind. ‘ T a ta ’ and ‘sushira' are both capable of producing 
more than one note and through them only the ultimate purpose of 
*r a k t i ' sweetness is achieved. The sound of strings and pipes, when 
properly tuned is naturally pleasing and these can be used to 
cultivate sweetness in the human voice too, which in its natural 
condition is generally rough and unmusical. Practising With ‘ ta ta ’�

and 'sushira’ thus perfects vocal expression. 'T a ta ' has an added 
advantage that in a well-tuned stringed instrument the strings do 
not get. varied in length on their own accord and therefore even a 
perspn with a little musical training can for the purpose of practice 
hear the scale to which the vina has been tuned. This is not possible 
in the reeds, hence the strings are primary, says the venerable 
Acharya Abhinavagupta. It is however to be remembered that 
Acharya Abhinava has in mind the ancient vina called ‘m a tta k o k ila ’�

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 thd string* are Aim capable of reproducing moat 
accurately the rise and fall o f voice, hot not to the feeds.

����'+�-��%(-�&�'+%�+*4(&�2�#5�+(-� (�-�� 2%%&� �(��%#� ‘g a tra  

vina ’,� '+%�$��#%&��&%�2%�&/� &(4%#�  daravV �� �+%� -�4%'+�&/� �-�
�%;%('%#��&�'+%���'5(<'�(-'�(� 25� -(5�&/�'+('�'+%�*svoras‘� +(A%� '$��
;�(�%-�������/�&,�'+%� v in a � (&#�'+%�+*4(&�2�#5�

:*-'�(-�'+%�-'��&/��&-'�*4%&'-���A%��(�/�%('%���(&/%� '+(&� ;�;%-�
(&#�&%%#-,�'+%�‘avanaddha’���� '+%�#�*4-�%&��4;(--� '+%� (2���'5� ���
]/+(&(B� ���-���#� �&-'�*4%&'-�� �+%�#�*4-� �����$� (&#� (�-�� �4�'('%�
'+%�  D h atu s '� 1-;%������-'��)%���42�&('��&-� ;�(5%#� �&� '+%� -'��&/-3��
�&�(��+5'+4��� �5��%,�  ghana' � �&-'�*4%&'-� �&�5� 4()%� '�4%�� �+%�
Avanaddha� $+��+� ;��#*�%� (� A(��%'5� ��� -�*&#-� (�%� � �� /�%('%��
�4;��'(&�%�

to aM F M  3  i

  � 4 (  / � � ( '  0 � / � ( � ' � t o  3 n5 !� &

��(&-0� T a n trik r ita m �1�&�$+��+�-'��&/-� +(A%� 2%%&� 4�*&'%#3�
tatam  gyeyam �1(�%��(��%#�]'('(U3\�avanaddham� 1'+�-%�'�%#� *;,� $�'+�
-)�&�(�%��(��%#� (A(&(##+(3�tu paushkaram � 1'+%5�(�%�#�*4-3�talastu  

vijnyeyam �1(&#��542(�-� '+('� 4(�)� '�4%� (�%� )&�$&� (-3� ghanam  

1'+%�-���#-����/+(&(3�sushira uchyate� 1'+�-%� $�'+� +��%-� (�%� �(��%#�
-&-+��(3�vamsha�1'+%5�(�%�'+%��%%#-3�

���:������0� �&-'�*4%&'-���)%�-�'���� -��(&/��(&#�A����&�(�%�
Bl a t a (&#� ;�;%-�$�'+� +��%-� (�%� �(��%#�sushira� ��)%� '+%� '�+&(���
M%�(*-%�'+%�-)�&-� +(A%�2%%&� '�%#� �A%�� '+%4� '+%� #�*4-� -*�+� (-�
4�P(&/(�(�%�&(4%#�avanaddha,� ��� pushkara,� (-� '+%5� �4�'('%� '+%�
-�*&#�����(�&�#��;-� �(���&/��&� '+%� ��'*-� ;%'(�-� �&� (� pushkarin  
1�()%3�� �'�$(-� �A('�� �*&��$+�����-'�+%(�#� '+�-�-�*&#�(&#� $(-� �&-D
;��%#� '�� �&A%&'�'+%�#�*4-�

���		� 9����� ��� ����.�� ���[	

W �� $ ' ( � ( � (   � �(!  '� �

� �P�Q � �  � ���� ��
FF



Trans : 2 �+ � '  (of these instruments) 9 � 	�Z � �+ ��7 �+ � � � � 7 � =  
$�+  (use in nataka. drama) �� �� �-+ � � + �  (is o f three kinds) � ��97�7�  

recognized as), �� �� , ���9�--+�  ca (tata and avanaddha) @�� �� ���+  

(and also) 9 � 	7 � Z � �� �  (dramatic). SANJIVANAM : During a 
dramatic performance when the string Instruments are used with or 
without'vocal accompaniment, not as part of the plot or characteri­
zation, then such an application is called � � � � �= �� �� 7 � $ � . Similarly 
the drums can be used independent of the play. But when both 
� � � �  or ���9�--+�  are used to support dramatic action, then we 
call it 9 � �7 � Z � �� � �� � � 7 � $ � �

�� Employment of TATA KUTAPA

h - <t<n fO T fra rm t 9 ' �  i

%<Tfarat ^  ii

F��9 � � G� F � ��+  (string) C��� � � � �97� � �  (instrument ensemble
consists of) $�7�9�+  (the vocalist) � � � � ��$ ��+  (along with fellow 
singers), � � �� �9@�Z�+  (vipanci player),r � � �9 �Z �  (vinai.e. mattakokila 
player) �� �+ � �� � �@�  (and also) ��9�+�Z�  (the flutist).

SANJIVANAM : An ensemble of instruments is called Z� �� � � �  

This orchestration can be of two types, one in which string instru­
ments only accompany the vocalist and the other where only drums 
are used. That which brightens (� � � � � � ) the stage ��@�'6  is kutapa 
as well as that whioh nurtures � � � � �6  the words (Z� �� ' ) is kutapa. 
If ‘word’ is to mean the totality of sound �9 � - � 6� Z � �� � �  becomes 
an essential part of any dramatic performance.

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

lo the � � � � �Z � �� � � "  the ‘� � � �$ �� + �#  of the vocalist mean his wife, 
says Acarya Abhinavagupta, It also means vfpff and ��� �M@�  players 
and the flutists.

By � �� � "  one should take it to be the instrument called ‘' � � ��  

Z � Z � � � #"  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 ja t is  in 
their full form of maximum ascent and descent. The vain ika  here 
is none other than the m a tta k a k ils  player, and his Wpff is the full 
sharira ("body) of music. The other string instrument vipaflci is 
only an anga (limb), a partial instrument limited by its nine strings. 
The flutist, similarly, is a helper.

AVANADDHA KUTAPA

II

Trans : m ardangikah  (mfdanga player), p apavikah  (pagava 
player), ta tha  aparah (and the third), dsrdarikah  (dardara player), 
eshah (this), kutapa (ensemble), samudahriah (has been called), 
avanaddhavidhau (of the avanaddha category).

SANJIVANAM : Panava drum is shaped like the instrument 
called *hudukka’ and it has strings inside its drum. D ard ara  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.

vs. C T q w p m r f a w iT  i

fc R t a  T O ta O V P T O  II

Trans : T ath a  (And), n atyayoge  (In n&fya kutapah (kutapa) 
uttam a adhama maddhyabhih (consisting of excellent, mediocre and 
low), p ra k rtib h ih  (types of players), nanadeiasamudbhavah (born 
and trained in various regions), tu yutah  (are employed).

SANJIVANAM : The quality of n a fy a  ku tapa  is dependent 
upon the actors. These initiated and trained in an excellent tradi­
tion, will comprise an excellent kutapa and the mediocre and lowly, 
trained, likewise. At the time of dramatic action, the acting is 
done by n B fya  kutapa  for which purpose tata and avanaddha kutapas �

are not used.
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sarc rro J ifM  n
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'+%5�-%%4��&%���)%� (������%���%('%#�25� (��%A��A�&/����%<2�(&#�3

���:������� \� ��'+�*/+� gSna, vadano and  n S ty a �(�%�-%;(�('%�
�&� '+%4-%�A%-�(&#�(�%� '��2%�;%����4%#�25�#���%�%&'� ;%�;�%�5%'� '+%5�
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%C;%��%&�%\�G*-'�(-��&�(��%A��A�&/����%<2�(&#,� &�'� '+%�;��&'-�2*'� �&�5�
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-�#%�('��&�� �+%�'��%������%��-�(&� �;'��(�� ���*-��&� 2*'� �-� &%A%�'+%�%--�
^*�'%�$�&#%��*��� �+%�'+�%%���&-'�'*%&'-� '+*-� -+�*�#� 4%�/%� '+%��
-%;(�('%��#%&'�'�%-����� '2����%('��&� ���-�4%'+�&/� &%$� '+('� �-� 2��&�
�&� '+%�-'(/%�

�	������������[��������

��(&-� 0� Y attu � 1'+('� $+��+� �-3,� nBnatodyasam asrayam  
1#%;%&#%&'��&�A(���*-� ('�#5(-3,�tan trtk rtam p ro k tam �1�-� )&�$&� '��
2%���&-�-'�&/� ��� -'��&/� �&-'�*4%&'-3,� svarata lapadatm akam � 1+(-�
-A(�(,� '(�(� (&#�$��#-�(-� ��&-'�'*%&'-3� ta t  jn eyam � 1'+('� +(-� 2%%&�
�(��%#3,�gSndharvam iti�1'+%�4%(-*�%�� ��/(&#+(�A(3�





That which is not eternal is not GSndharva and should be 
called g ana, and though its invisible rewards are mooted, it is tem­
porarily pleasant to the ear.

ORIGIN OF GANDHARVA
♦

aw* *  i

0 *%� �%�5� �$)%&��C,�$

Trans : A sya (of this, gsndharva)’ yo n ir bhavet (the womb or 
originators are), ganam  ("gana, i.e. the songs of Sama Veda). vipS �

{audum bari v ipa) vanish  (tradition of guru and disciple). Etesham �

ca (and now of these), vidhim  (rules), svarasam utthitam  (relating 
to the notes), vakshyam i (shall be spoken of by me).

SANJ1VANAM : This verse names some of the earlier and 
simpler traditions which led to the intricate form of Gandharva.�

'G an a1 indicates the songs which ' were used in the Sama Vedic 
chants, The vipa  referred to was made out of 'udum bara', a 
variety of wood, and was used in special devotional rituals. V am ia �

here does not mean a pipe but the tradition of musical knowledge 
and the practice of the sages like Narada. It is said that Matanga 
invented the flute to worship Shiva and not only the instrument but 
also his tradition was named vam ia . The *audum bari* v ipd  later 
developed into the complicated twentyone stringed 'm a tta k o k ila ' .

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 
Gandharva are not used in the production of plays, yet they are 
indicated here by Bharata as precursors.

CONSTITUENTS OF GANDHARVA

f a * *  f a n *  i

7 77 � � $ ( 7 " �O � 7 # � J J �fk� (

Trans.* S varata lapadatm akam  (The soul of which is svara.�

ta la  and pada  i.e. words), gSndharvam  (such gandharva), triv>dham

174 THE JOURNAL OP THE MADRAS MUSIC ACADBMY [Vol. LVl



��������� ��	� ���.�� ������ �J�

1�-� ���'+�%%���&-'�'*%&'-� ��%�� -A(�(,� '('(� (&#�;(#(3�� Tnvidhasyapi 
1��� '+*-� '+�%%� ;��'��&%#� /(&#+(�A(3,� lakshanam � 1(''��2*'%3<�
karm a ca eva�1(&#�;�(�'��%-3� ,�vakshyU m i1$����2%�/�A%&�25�me),]

���:������� \� �'�$����2%�(�4�-'()%�'��'()%� 'tr iv id /m '�'��4%(&�
B��� '+�%%�)�&#-B�� M%�(*-%� '+%� '%C'� #�%-� &�'� $�-+� '�� -(5� '+('�
gandharva��-���� '+�%%�)�&#-,� 2*'�'+('� �'�+(-�'+�%%� ��&-'�'*%&'-� ��%��
-A(�(,� '(�(�(&#�;(#(�� ��-+a)+��(�a�5(� +(-�(�-�� -(�#,� “ Svara, pada  

ta la  samavaye tu gsndharvam '"',���%�� /(&#+(�A(� �-� (�*&����('��&� ���
-A(�(,�'(�(�(&#� ;(#(�� ��-�4��(�� �&G*�'��&� �-� ��*&��� �&� �(''��(�B�(�
����%�'��&� ���-A(�(,� (��(&/%#��&� $��#-� 1;(#(G� (&#� 4%(-*�%#� 25�
'(�(��-� /(&#+(�A(U�� �'� -+�*�#�2%�+�$%A%��&�'%#�'+('� ��� '+%� '+�%%�
-A(�(��-����;��4(�5��4;��'(&�%�� Q��#-� (�%�4%(&'� '��/�A%� (� 2(-�-�
(&#�'(�(� 25� /�A�&/� �'� (� �%/*�('%#� 4%(-*�%� ��%('%-� (� ���4� �&�
/(&#+(�A(�

M5�‘lakshana’�'+%�A(���*-�(''��2*'%-����'+%�&�'%-� -*�+� (-� ]��*��
-�*'� ,� 'sadharana'� %'�� (�%� '�� 2%� *&#%�-'��#�� 'K a rm a '� �&#��('%-�
��&A%&'��&-�-*�+�(-� � g rah a '�(&#�‘am sa'� (&#�nydsa,� '+%� ;�(�'��%� ���
$+��+���%('%#�Jatis ���)%�Shadju

( to be continued)



Svati Tirunal’s Treatise on 
Sabdalankaras in Compositions
(The Musio'Academy has great pleasure in reprinting below the 

MUHANAPRASANT YAPRASA VYAVASTHA, a short Sanskrit 
treatise by Maharaja Svati Tirana! on the principles of using the 
sabdalankaras - muhana, 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 Tiranal had in some of the 
subtle factors relating to musical compositions. The Academy is 
thankful to the present Director, University Manuscripts Library & 
Research Centre, University of Kerala, Trivandrum for his permis­
sion to reprint Svati Tirunal*s work and the Introduction.)

— o —



INTRODUCTION

In thfe Introduction to his edition ofjbentufical compositions 
of SriSviti Tirunll Mahflrjja1, the late Mr. K. Cbidambara Vadh- 
yar has mentioned Muhanaprasantyaprasavyavastha as . one of 
His Highness’ works. He has also quoted the first sentence of this 
work*, whigh 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 SShityapari$qt . Traim Ssikom ,�

Ernakulam *.

There are two manuscripts of the work in 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 autograph  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 
blank.

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 [jn 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. (t is a paper manuscript in 4 folios measuring 9” x 5J” 
and is written in the Devanagari script. This is the basis for the 
present publication. 1 2 3

1. Published by the Government Press, Trivandrum, 1916.
2. Ibid, pp. x-xi.
3. Vol. VII, pp. 287-292.
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�&�&�&%����'+%-%�4(&*-���;'-��-�'+%�%�(&5� %C;����'� 4%&'��&� ���
�'-�(*'+��-+�;�����A-'�����*&(�,�2*'�'+%� '�(#�'��&� (''��2*'�&/� �'� '��
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��A%#�2%'$%%&� �K�=�(&#� �K@?� � �� ��� �

Q+%'+%��'+%��(&-)��'�A%�-��&��' ���-���/+&%--B����&�'���&%� �(& �
&�'�-(5������%�'(�&�� �'��-���)%�5� '+('��'��-�(�-��+�-�$��)�� ��&�%��' �- �
�%�'(�&�'+('�'+%� �;�(5(�(4�A%�-��&��-�'+%����/�&(�,� (-� $%� +(A%� '+%�
autograph �����'�� '+�-��-�('� '+%�2%-'��&�5�(�'�(&-�('��&�� Q+%'+%�� '+%�
�(&/*(/%� �-� ��-� ��/+&%--U� ��� &�',� '+%� (�'*(��4(''%���&��'��-,� &��
#�*2',�+�-,�(&#�-��$%�+(A%�&(4%#�'+%� $��)� '�� 2%� +�-�� �+%�$%��,�
)&�$&� �(�'�'+('�-%A%�(��4*-���(&-����4� �(&G��%���A%#� �&� '+%� ��*�'�
� � ��A('�����*&(�� �(+(�(G(�%C;�(�&-� '+%����*��%&�%���� (� 4(&*-���;'�
� � � '+�-�$��)�('� �(&G��%�

�+%�$��)�#%(�-�$�'+� '+%�;��&��;�%-� ���*-�&/�'+%� iabdS lankS ras- 

muhana prSsa � (&#�antyaprasa � �&�4*-��(����4;�-�'��&-��&��(&-)��',�(�
-*2G%�'�&�'�4%'�$�'+� �&�(&5�$��)��&�'+%�'+%��5����4*-��,� (&#�+%&�%�
���/�&(�� �&��'-%���

M uhanS ��-�'+%�Sabdslankara �25�$+��+�'+%�-(4%��%''%��(-��&� '+%�
2%/�&&�&/����(&�S varta ,� ���(&5����'+%� -*2-'�'*'%-� ���� �'� �&� (����<�
#(&�%�$�'+�'+%��*�%-�*&#%�4%&'��&%#,� ���*�-� �&� '+%� 2%/�&&�&/� ���
'+%� -%��&#�S varta � �&� (� 4*-��(�� ��4;�-�'��&�<� K ir  tan a , p ada ����
varp a .

L e tte r  in the beginning S ubstitu te  in  muhana

o f  the S varta .

( (,� (�,� (*,� 5� +
� ��� %,� �
* *,� �

��&-�&(&'-�� ��'+%� ��A% �+%��'+%����&-�&(&'- � �� '+%
/��*;-�1�'+%��'+(&� &(-(�-3 -(4%� /��*;� %C�%;'�&/� &(-(�

��� ����(&�(���*&'����'+%����%�(&#�$��)-�� �������A('�����*&(�,� vide 

'+%� �&'��#*�'��&�'�� P ud m an S b haiataka ��&� ��F� ��� '+�-� :�*�&(���
1:�*�&(��� ��'+%��&�A%�-�'5��(&*-���;'-���2�(�5,����A(&#�*4�
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Conjunct consonant

Nasals excepting n 
n

Sibilants

v

r

The first letter or the last 
letter of the conjunct con­
sonant.
The same nasal.

9
Consonants of the palatal 
group excepting nasal. 
Consonants of the labial
group excepting nasal.

1

T�� � �  is the repetition of the second letter in the first - � � � ��  

in the same position in the subsequent � � � � �� � �  This is concerned 
only with consonants, not vowels. T�� � �  can be for a single letter 
or for groups of two or more letters. If a conjunct consonant is 
used as � �� � �  in the beginning of a @���9�"  then throughout 
that carana the same consonant should be used in � � � � � . 
Also if the syllable in the beginning of the � � ��� � �  or @���9�  
is short like � �' � �� �� Z � ' � ��  etc. then the � � � � �  letter in 
the subsequent � � � � � � �  should not have a long preceding 
letter like Z � ' � � � "� � � ' � ��  etc. In @���9�  either ' �+�9�  and 
� � � � �  should alternate or the whole should have � � � � �  but the 
whole @��� � �  should not he confined to ' �+�9� . The beginning of 
the �9� � � ��� � �  should have � � � � � "  with the beginning of the � � ��� � � "  
but � �- � �  in the beginning of @���9 �  is optional. In the same 
@���� �  between the former and latter halves difference in � �- � �  is 
sometimes met with, but this should not be taken as a rule.

) 9 �7 � � � � � �  is the repetition of a letter or group of letters at 
the end of the � � � ��� � �  It differs from � � � � �  in this respect namely 
that while � � � � �  is confined to consonants alone, here the vowels 
also should be considered; thus, for instance, a word like 9� ��� '  

can have �9�7�� �) � �  only with words like $ � �� � ' "� � � ��� '  e tc , and 
not with words like �� � � � ' "� � � � � '  etc., where the vowel is short 
or with � � Z �� ' "� � �Z�� '  etc., where the consonant is changed. The 
same antyaprasa can be used throughout a Z �� � � 9 � �  In the same 
. � � � � �  sometimes two �9 �7� � �� � � �  are also met with.



There is another principle called a n ta ru k ti. This is the-^use of 
one or more syllabates between two words which are in muhana, or 
p rd sa  for the sake of ta la . For instance, with the p a lla v a ,�

'hanum antam  c in tayeham ' the anupallava commencing with ‘pdvana'�

cannot have any muhana or p rasa  relation if tqken as such. But 
the part ‘vans’ is in p rasa  with the pari 'h a m ' in' the p a lla v a . So 
the syllable p a  is called a n ta ru k tt . A n  ta ru k ti can be used in any 
part of a k ir ta n a f  but if it is used in one carapa  it should be simi­
larly adopted in the other carapas also.

These principles on the use of m uhana p rasa  etc., are gathered 
by the author, as he himself observes in the beginning of the work, 
from, the musical compositions of one £e;a Ramanuja (Se$a 
Ayyangar). There is a paper manuscript labelled e^ayyaftk lru �

k lr ta n a m ' in the Palace Library (No. 3501) measuring 12" x  8" and 
with the watermark of the date 1828, and contains 19 klrtanas. 
Some of the quotations in our work are traceable in this. There is 
also a palm leaf manuscript in the University Collections (No. 8371) 
procured from the Chirakkal Palace, containing 13 klrtanas of 
Sega Ayyangar, and has the colophon - ‘7 klrtanam atrayum 
fegayyahkarutu’ 1.

Of these 13 k irtan as , 8 are common between this and the palace 
manuscript. Almost all ^the other quotations in our work not 
traceable in the klrtanas contained in the Palace manuscript are 
traceable in the remaining k lrtan as  in this manuscript. All the 
k lr ta n a s  in these two manuscripts have the mudra ‘K o s a l a which 
indicates thatvtheir author is the famous composer Mtrgadarsi 
Sega Ayyangar who lived towards the close of the 16th and the 
beginning of the 17th centuries A .D .1 2, for it is well known that the
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1. Besides these this manuscript contains some k i r  tana?�

of Svati Tirunal (with the colophon - raga k lr ta n a m ), some 
compositions of Vaikuntha S&stri, Matrbhutayyan and 
Gopalayyan, and some klrtanas of unknown authorship 
set in musical notation.

2. Vide P. Sambamurthi: Sydm a fS astri and other Famous �

Figures In South Indian M usic, M ad ras , (1934), P. 88.





In bis musical compositions SvBti Tirunal has closely followed 
tbe principles he has enunciated in this work.

There are two passages in this work which are not quite clear. 
One is the illustration of �  as ' �+�9-  of f ‘, where �  occurs in the 
first line and i in the second instead of being the contrary, and the 
other the iliustraiion C $� �� �� ' � �@@+��� - � �� $ ��� � ' '* for tbe last letter 
of the conjunct ^onsonani being used as a muhana for the conjunpt 
consonant itself. But the work, though small* is, On the whole, 
important, being the only one of its kind known, and gives us an 
idea of the keen insight which Sri Svati Tirung had in some of the 
subtle factors relating to tnusical compositions.
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C�9-�-��' �Z ���Z � � ���Z�����

$� � �$�-+�9�� 	��� �7� ' �9 �7- '  

9�9-���9���9�$+�� �� � � � �����

9��' �- �+�� ��9 �7 �9 - ' � � ���+- �� �

% � 7 � � � � �� #� -+�Z� ' ��� 9 ' � 9 � � �����$ — 
� � �7 � �� � �9 - ��� � �� � � � - � �� � �+ �

- � 7 ��� � - � �7 � � � ' � ���� - �- 	Z � � � � '  
�� � 7 �� -+	�� � � � � � ��- ' � � �� �9� � ��R

1. ] �- � � �9 	 � � �  P. 2.
2. ] �- � � �9 	� � �  P. 4.



wife,

ii d W im iii^ M Riww m T ii
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g if ta fe w s  gifetils H a ^ w i w ^ w t w s  g tH iaw i'R - 

jiifii |f e  fe^rr e*Rf|*F% i ^  w^rrofe f e w :  q s w w  

s q j^ R I  ^<HMKKWT: *3: I aw  ggW raife  5T^r-

^ ro o r f  fe*tfs a in y d ^ rfe ^ T R i *P$r°T fe w ifc if t w i -

fg^jgj nfeiu i^  ^fe: fifarffif^sifaqRdriiq^ srâ IHT-

gsn^qefjl; fidfef qfesTT ^  ^  f e w :  HJdiT^d

qqR I

1

3R W l qft&W R  q^WT *1 3T 3 ^

S^wfel P i t  W  ^Sr'WIOToPTpTr^^n^T rtffal FTH V  S % g ift 

P l M  R  W  fefelR^RI^I: Sigqtf JRfe rRT (IR  35^1 ffe 

« ht I <w ^  arfeife a p ^ H i ^  a R R R jf e te r ^  ^  q  5^

s ?  fa fe w  ar rR ^ fe R ii  awwri *w: I°\

»w t : 9r p w  sn ^K ^  affep«  r f i i ro

nqfe^sq: t n  s r w f i  3 I ITR ^ 3tr^ : q f e ^

W ( w w  3 ^ fe :  W uHi5?<i«t ^  g^g*-nar^N 5RI5XPlfeyr.

*nqi^ awferenf w r m f e  gqq^ u i  m  i w fe fe  % g _ _
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giTTT^T a4)®feq: | —
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3 * P T R ’

� � �  r^ t: i

9RTRFT EWiRRW^sfq g^TT&T Jpftaioq fcfo : 'T8J: 

aF T fe l^ ^ R iilg ^ T m : I

g i^ rrw ^  rt rst 3F?r«rat

ap&T Jrat^R ? *?3 I —

‘ «faW3Trfa?I

|3if!j5i n^tn-: i

ai^KW g r r f ^ T  q^Ktsfa n^ fisq  ^  3#qfirf|cT^

i t o c t o r  l *

r^ : I
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nassw raw fi a a ta a f t I d * 4 k i * m —  

< i $f*ra& r i m -

fcrrfMri ’
a ^ T : I

II II

IV

aw arrT^Rfdf^EWWT I cHqT I
aiwi: #** ffrar̂ WM: %sfq a �  I

S F d t f ^  a : q ifa ^ S * : fe fa re iff l
95rTi ai arat ai flatô a? ^  aateaat’f'a cTî ^ ih 

agsaancai^a ciw  a n ^ f W r  fl?r I sa 3 p a ^ :  qgl 

^  ar atg qgl  =cr5|5 aT aaT M  s a fa 0^  I 

gsfarft ar aRl̂ ftfi: *I3®T *TT *aaw ^
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THINKING ABOUT MUSIC {An Introduction to the Philo­
sophy of Music). By Lewis Rowell. The University of Massa­
chusetts Press, Amherst, Massachusetts 01004. -308 pp. Illustrated. 
Paper $ 9.9S Cloth $ 25-00.

There is a plethora o f 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 
experfence 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.

r

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





In the chapter on 'Values’ Rowell tries to make his readers 
recognize existing values by which he means the ‘worth’ of musical 
works from the aesthetic angle. The question iB 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 excellence. 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, adding 
new dimensions and sloughing off others, in a persistent develops 
meat of what is surely one of the most ancient, complex, profound 
and sensitive creations of the human intellect” .

Byway 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 their 
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 
o f  collections of old, beloved objects.

The range of the book under notice is enormous, its scope 
breathtaking and the scholarship of the author 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.
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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. Prire Rs. 85/- or US 5 15.00

When Veda Vylsa divided the original ccppus of the Vedic 
literature of ancient India into the four great branches, Rig Veda, 
Yajur Veda, Sima 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 o f 
India, a high degree of mastery of at least 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 o f  
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 Varanasi. Th e 
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 Virinasimasters of the texts. 
Textual variations, proceeding presumably from the fact that some 
of )he Vedic scholars had their Veda adhyayana 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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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 Raj4 
Raja Chola (1000 A.D.) indicates the dedication of 400 ‘Talicherf 
pendugal' to the Big Temple at Thanjavur. Buchanan speaks 
of a hundred dancers attached to the temple at Kancbipuram 
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.
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dance herself, the way she boldly dispensed with the services o f 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 pqpple that great con­
temporary musicians were associated with K&lakshetra, 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 seen as sources for her inspiration. The fact that 
stalwarts like Tiger Varadachariar, Vasudevacharya, Papanasam 
Sivan and Veena Sambasiva Iyer, were among the many doyens of 
Karnatic music who were associated with Kalakshetra 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 
renaissance.

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 Sita'rama 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-Malayalam, 
was in the Travancoie palace collection. In 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 excellent 
general survey of our vast Natya literature. The Natya Sastra is 
the undisputed source book for all Natya topics 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 III 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 Sanskrit 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.



Part II 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 Ratnakara. 
This is done under the headings of Head Gestures, Hastabhinayas, 
Rasabhavas, Nayanabhinaya etc. There is a Coalescence of the 
Sanskrit tradition of the Natya Sastra and the local indigenous 
developments in Kerala. The chapter on Angabhedas, with 
particular 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 a Malayalam 
commentary (1709) on a Dharmasastra work of Narayanan 
Namputiri (16th century).

206 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LV I

Kartikatirunal Balarama Varma has also several Kathakali 
plays to his credit like Rajasuya. Bakavadham 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-names. The work bears the 
imprint of a seasoned scholar and trained rasearcher.

T. � � Parthasarathy
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Many of the great and worthwhile treatises oh 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 breadth 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 ami 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 III (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 hardily 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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Vidyaranya’s work wag followed by th« ‘Swwamela Kalanidbi*�
of Ramamatya (1550) tad e hundred years later by the epoch-�
making treatise ’Cbaturdaodi Pralratika’ of Venkatamakhi. The�
last of these elastics was the 'Sangraha Cbudamani’ of Govinda�
written slightly ahead of the time of 1he Trinity;

The book under notice also deals with patrons of music in 
Mysore, Travaocore, Tanjore, Ettayapuram like Krisbnaraja 
Wodeyar, Svati Tiiunal. Serfoji and the Zamindareof 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 fchauka varnams), 
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The lives and works of composers form a  very important part 
o f any ttady on aasic aad this volume presents la detail toe lives 
o f the leading composers of Carnatic meric. These include 
Purandara Dasa, Kahetrajna, the Trinity, Svati Tirunal and modern 
composers like Vasudevacharya. On tb^ theoretical side, the 
contribution of Venkatemahbi and other mnsisal thinkers of Indian 
mesic has been discussed in detail.

✓
There are also articles on Hindustani mask, Hs gbaranas, saga

presentation, raga-rigtni system, dhtupad, aad the vocal style of 
music. There is an article on Rabindra Sangit, its source and 
philosophy.

The evolution of musical instruments, the folk music of diffe­
rent states and changing values in the music field make this volume 
a  self-contained one. The fact that this veritable Thesaurus hap 
been priced so low shows the Vivekananda Kendra's anxiety to 
make the publication available to the common man and music 
student.
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THE TWO STYLES OF INDIAN MUSIC
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OUR ECLECTIC BHAJANA SAMPRADAYA

Bhajanotsava Manjari: (11th Edition) [Published by Sri 
Ramakrisbna Bhajana Sabba, Nehru. Street, Udumalpet, Coim­
batore District, 642126. Pp. 360/ Rs. 20

In her presidential address at the Music Academy's Sadas held 
on the 1st January 1985 Sangita Kalanidhi M. S. Subbulakshm? 
made a fervent plea for the revival of our Bhajana Stmpradaya 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 
congregational rural life. The periodical bbajanas on Ekadasi days 
and the annual Radha Kalyana celebrations represented the cream 
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 Kata'. 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 
no 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- 
nallur, 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 MUSIC OF THE SANTALS

SANTAL MUSIC : By Dr. Onkar Prasad. (A Study in
Pattern and Process of Cultural Persistence). Published by Inter* 
India Publications, WZ-96-V, Raja GardeA, New Delbi-110015. 
Price Rs. 180 <$ 36).

Only a few 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 in a 
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.

Etbnomusicology 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 Santal 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
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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.

The 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.
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