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THE 60th MADRAS MUSIC CONFERENCE
OFFICIAL REPORT

THE OPENING DAY
17—12-1986

The 60th Annua! Conference of the Music Academy, Madras
was held at the T.T. Krishnamachari Auditorium, 306, T.T.K. Road
from the 17th Decomber 1986 to 1st January 1987.

\

The Conference was inaugurated by Sangita Kalanidhi Sem-
mangudi Dr. R. Srinivasa lyer.

The inaugural function began with prayer by Smt. Malathi
Janardhanan and Kumari R. Vasumathi.

MESSAGES

Sri C. V. Narasimhan, former Under-Secretary-General of the
United Nations and Chairman of the Diamond Jubilee Celebrations-
Committee read messages received from Tamil Nadu Governor
Sri S. L. Khurana and Karnataka Chief Minister Sri Ramakiishne
Hegde.

The following messages had also been received.
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‘SHRI R. VENKATARAMAN
Vice President of India

On the occasion of the 60th conference of the Music Academy,

Madras, I have great pleasure in extendingto all those associated
with it—artistes, rasikas and organisers—my warm felicitations.

The Music Academy is more than a forum for the performing
_-arts; itis a landmark on the map of India’s cultural personality.

Its importance both as a measure and as an agent of quality in
the classical arts has grown steadily over the last six decades:
Vidwans have found corroborative acknowledgement from the
.Academy’s discriminating audiences, while talented aspirants have
received encouragement The birudu and insignia of ‘Sangeetha
Kalanidhi' which the Academy confers is rightly regarded asa
hallmark of proven merit while the opportunity to perform on its
boards is in itself deemed to be a valued recognition. A point of
-reference and a matrix of quality such as the Music Academy is
-can be most valuable for the preservation of standards and their
transmission to deserving hands. May the Academy meet with
-continuing success, with the benediction of the great Musical
“Trinity and the distinguished fline of classical artistes who have
inspired it.

‘SHRI RAJIV GANDHI
Prime Minister of India

Music is one of the most engrossing of pursuits. Music can
‘Sometimes urge people into nobler thought and action than the
‘best stratagems. The richness of Indian classical music can weave
.a thread of unity through the vivid diversity of our country.

I send my good wishes to the Music Academy on the occasion
-of its 60th Annual Conference.

o
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SHRI P. V. NARASIMHA RAO
Minister of HMuman Resource
Development, Govem_ment of India

] am very happy that Music Academy are celebrating their 60th-
Annual Conference. This undoubtedly is an event of great cultural
significance in many ways. I am happy that the Academy are not
only continuing their tradition of commitment to excellence in.
Carnatic music but that they are also providing training to young.
people endowed with musical talent. On this auspicious occasion I
send my best wishes. .

»

SHR1 P. CHIDAMBARAM
Minister of State, Ministry of Personnel, Public
Grievances and Pensions, Government of India.

I am very happy to learn that the Music Academy wilk
celebrate its 60th Annual Conference commencing from December
17, 1986, The occasion is a special milestone in the distinguished’
record of the Music Academy. I extend my warm greetings on this.
auspicious occasion and wish the Conference all success.

SMT. KRJSHNA SAHI
Minister of State for Educasion and Culture,
Government of India

Iam very glad that the Music Academy is celebrating its 60th
Annua] Conference. This occasion should be hailed as an event of
great musical significance particularly to the lovers of Carnatic
music. I am glad that the foundation of the Academy is hallowed
by the name and association of Pt. Jawaharlal Nehru who was a
symbol of our cultural resurgence. I send my good wishes.
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The President of the Academy, Sri T. T. Vasu, welcomed the
distinguished guests, members of the Academy and the public. In
his address, Sri Vasu said :

Sangita Kalanidhi Dr. Semmangudi Srinivasa lyer, Sri K. R
Sundaram lyer, Vidwan K. V., Narayanaswamy, members of the
Music Academy, distinguished invitees, Vidwane and Vidushis,
ladies and gentlemen :

On behalf of the Music Academy, | extend toall of you a
hearty welcome to the inaugural function of the _60th Annual
Conference of the Academy. We have on the stage this evening a
galaxy of eight past Presidents of the Cenforence-Sangita Kalani-
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.dhis - along with Sri K. R. Sundaram lyer, the lone surviver
.among the past Presidents of the Music Academy and one who Is
-associated with the Academy for over four continuous decades
"We are honoured by their presence and | offer thema warm
walcome.

inaugurating the 25th Conference of the Music Academy in
1952, Sri Sri Prakasa, the then Governor of Tamil Nadu, observed:
“It is a matter of gratification and pride that in Madras when- an
institution starts, italso determines to stay. That your Academy
has survived 25 years and that Conferences are condycted year
after year under its auspices, is a great tribute to your, fortitude as
well as your capacity andd must congratulate you on your success.
'35 years have rolled by and the Music Academy is today holding
its 60th Conference to prove that it has come to stay and that it
will stayon as long as the vitality of the Carnatic music
‘tradition remains unimpaired.

What changes have occurred during these sixty years! Thle
.classical age of Carnatic music which, supposedly the gblden
light of the closing years of Veenai Dhanam, lingered on for
many years of this period, The Carnatic music scene was domina-
ted by Tiger Varadachari, Maharajapuram Viswanatha lyer, Chem-
.bai Vaidyanatha Bhagavathar, Ariyakudi Ramanuja lyengar,
Harikesanallur Muthiah Bhagavathar, K. Ponniah Pillai, Vasudeve-
char, Palladam Sanjiva Rao, Mangudi Chidambara Bhagavathar,
Dwaram Venkatagswami, Sambasiva lyer and others. Then came
Balasaraswati on the scene to become an institution. Semman-
gudi and Musiri were emerging from that age to establish their
authentic inheritance of the whole wealth of the masters.
M. S. Subbulakshmi and D. K. Pattammal were forging
-ahead to take their present place in the world of music. All these
and others who had made distinctive contribution to foster and
-embellish the Carnatic music tradition have helped the Music
Academy to set up standards and to see that those standards are
maintained. And among those who inaugurated the Conferences.
-during the last sixty years were such eminent men as Rajaji and
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Rt. Hon'ble Sastri, Sir C. V. Raman and Dr. Radhakrishnan, Sir
C. P. Ramaswamy lyer and Sir P. S. Sivaswamy lyer, Kamaraj,
Karunanidhi, and M. G. Ramachandran.

If Mr. K. V. Krishnaswamy lyer were alive he will give
us vivid pictures of the musical landscape of those days, of the
Musicians who strode tne scene and of the growth of the Music
Academy from its origins in the Soundarya Mahal meeting. He
would describe to us the travails of those days, of the controver--
sies that raged in the press and of many impediments thrown up
both by the world of music and by those who were innocent of:
it, in the pursuit of excellence. Many of the old giants who built
this academy of harmonies in the face of many disharmonies are:
gone. Fortunately we have with us today one who can look back.
on the past years and tell us all about music and musicians of
this period. Dr. Semmangudi Srinivasa lyer celebrates this year
the diamond jubilee of his musical career. Dr. Srinivasa lyer
is a friend of my family and a respected personal friend ot mine.
Difference in age has never created any distance between him
and me. He was very close to my father and my father was
one of his rapturous fans. My father used to tell me how he
spottad Semmangudi. My tather and his friend. one Mr. Dik-
shitar, a musician and a highly discerning critic of music, went
to Egmore one Sunday evening to find out how good was a
youngster who was scheduled to sing. They listened to the-
music for some time and then when they came out, his friend,
Mr. Dikshitar, said that the boy was full of promise and that he-
would go very far. That youngster was Semmangudi Srinivasa:
lyer. And you know the peaks he has conquered and the place he-
occupies in the world of Carnatic music today.

It is usual to invite some prominent figure outside the music
world to inaugurate our annual conference. This time we wanted.
to depart from our usual practice and invite a senior vidwan to:
inaugurate the conference. The name that automatically suggested
itself to us was that of the doyen among our musicians, Dr.
Semmangudi Srinivasa lyer, and we decided that we could not



THE 60TH MADRAS MUSIC CONFERENCE 7

‘hope to make a better choice. |, therefore, wish to ® express. first
of all, our deep sense of gratitude to this veteran for so readily
and graciously agreeing to our request to inaugurate our Con-
ference.

Our choice was not without a special significance. Dr,
Srinivasa lyer is one among the jhandful of persons who atten—
ded the first Conference in 1927. As astrange coincidence, it
‘was also the year in which he embarked on his long, purposeful
and triumphant career as a performing vocalist. This is, therefore,
‘the shashti-abda-poorthi of his entry into the arena @f Carnatic
music. He notonly participated in the first Conference as a
member of the musical fraternity but also gave a recital. There-
-after he has been so closely connected with the activities of this
Academy in different capacities that he has become an integral
part of this institution. 1 extend to him our warm welcome
and thank him once again for consenting to inaugurate this Con-
ference.

With a view to devising ways and means of celebrating this
sunique event in an appropriate manner, | requested my friend,
Sri C. V. Narasimhan, formerly Under-Secretary-General of the
{United Nations, to head a small committee and make recommen-
dations for the observance of the Sixtieth Confeience. I am very
happy to announce that the Committee has made some thoughtful
.and excellent suggestions in its report and we decided to accept
‘them in to. The first of these suggestions is that all past Con-
ference Presidents who are still with us, should be personally invi-
‘ted by me, in my capacity as the Academy President, to partici-
pate in this Conference on all days, each Sangita Kalanidhi to be
-our special guest on prescribed days, on which shawls and
plagues with the Academy emblem would be presented to them,
1 am happy to announce that most of the past Presidents so
dnvited have kindly accepted our invitation,

As members are awasre.¥only one President can be chosen io;

each year’s Conference and at a given time there may be seveisl
vidwans who are eminently eligible to be considered for e
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honour. The result has been that a number of great vidwans.
passed away before the title of Sangita Kalanidhi could be confer-
red on them. The Committes, therefore, decided that each day
of the Sixtieth Conference be observed as a day of remembrarice-
as a homage to such vidwans and it also drew up a list for ‘our-
guidance. The suggestion will.be implemented from tomorrow at
the commencement of the meetings of our Expensi Committee,

The other suggestions of the Committee include special hon-
ours to Sri Chandrasekharan, Sri Semmangudi Srinivasa lyer and
and Sri V. V. Narasimhacharya for their Association with the
Academy since its inception, Amrutanjan Ltd. fortheir consistent:
and continued partonage to the Music Academy from 1927, the
publication of a special ‘souvenir comprising excerpts from the-
Journal of our Academy published for the past 57 yearsand 'the-
rélease of two cassettes containing excerpts from concerts given
under the auspices of this Academy by the presently living past
Presidents. You will be glad to know that all these suggestions.
are being implemented. | should not, at this stage, omit to thank
Sri C. V. Narasimhan for bringing to bear upon the report his inti-
‘mate knowledge of music and musicians. The other members of
‘the Committes, who collaborated with him, also-deserve our
gratitude.

The implementation of the above suggestions will entail some
expenditure and | am again happy to report that our friends and
well-wishers, who have always been round the corner to help us.
have come to our aid as sponsors. The printing charges of the:
special souvenir are being met by donations from donors to whom
our special thanks are due. Our programme book has also” been
subsidized to a large extent by advertisements received from
various firms.

‘Ithas become more or less a regular ‘practice for the Central.
Sangeet Natak Akademi, New Delhi, to-hold some of itsimport--
tant festivals in this auditorium in collaboration with this Academy,
thereby giving the music loving public of Madras on opportunity to-
witness performances which .they would have othemusg missed.
During November this year, the Sangeet Natak Akademi con-
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ducted its Yuva Utsav for four days in this hall in collaboration
with us, when the cream of musical and other talent among the
younger generation was presented before invited audiences.

The Sengeet Natak Akademi has also beén liberally helping
us with grants-in-aid for our publication programme. 1986 was a
fruitful year so far as our publication work was concerned. In
addition to our usual Journal, the 57th volume of which has just
been published, we reprinted the ‘Chaturdandi Prakasika’ of
Venkatamakhi (Sanskrit) which was out of print from 1934 and
the ‘Abhinaya Sara Samputa’ and ‘Abhinaya -Navanitam’, out of
print from 1961. “These books are in great demand by ~,students of
music and Bharata Natyam.

We are thankful to members of our Advisory Experts Commi-
ttee for coming forward to present several lecture-demonstrations
during our morning sessions. In addition, the highlights of this
year are a Harikatha recital in Sanskrit by an artiste from Andhra
Pradesh, a demonstration by a leading Tavil vidvan, a paper on Des;
Talas by an American musicologist, demonstrations of Hindustani
music by a Pandit, a Sitar demonstration by a Ustad and two
Bharata Natyam demonstrations. The Dr. V. Raghavan Shashtiabda
poorthi Endowment lecture will be delivered by Dr. Padma
Subrahmanyam with a demonstration, the subject, being ‘The Rasa
Theory of Bharata and Bhoja’. Vidwan K. V. Narayanaswamy has
kindly agreed to sing all the thirty verses of the Tiruppavai on
three days in the tunes created by his Guru Ariyakudi Ramanuja
lyengar and also a selection from the Utsava Prabandham of Swati
Tirunal when members of the Travancore royal family have kindly
agreed to be present.

| extend my hearty welcome to Vidwan K. V. Narayanaswamy
who has been chosen to preside over our Sixtieth Conference and
conduct the deliberations of our Experts Committee for nearly a
a fortnight from tomorrow. Vidwan Narayanaswamy is a supreme
example of the triumph of a family background in music combi-
ned with rigorous Gurukulavasam under one of the most outstan-
ding vocalists and gutus of this century, viz. Sangita Kalanidhi

2
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Ariyakudi Ramanuja lyengar. KVN has been a musician in his
own right with a distinguished record of service to music in
many capacities, maintaining the best aspects of his Guru’s unique
and unsurpassed concert style. | am sure the morning deliberat.
ions of the Experts Committee will greatly benefit by his ex-
perience and expertise in the field and we look forward to a
purposeful Conference. '

The Music Academy notes with pleasure that ‘Carnatic musi-
-cians in Madras have recently formed a ** Carnatic Musicians ’
Forum > with a view to safeguarding their interest and presenting
a united front in all matters concerning music. | extend a hearty
welcome to the newly-constituted body and we look forward to
their cooperation with this Academy with regard to the implement-
ation of the insurance scheme to musicians which we announ-
<ed last year, | also wish the Forum all success in 'its endeav-
ours to promote goodwill and cooperation with the music loving
public.

Finally, | have to place on record our proud feelings of thank-
fulness to

LRC International plc, UK, for donating stage lighting equip-
ment for the Academy,

The British Airways for transporting the above equipment
from London to Madras free of cost,

Mr. Bhaskar Menon, Chairman and Chief Executive, Capital
Records EMI, USA, for gifting 100 Reel Tapes for recording our
-annual Festival progammes and

Mr. M. Saravanan, AVM Studios, for his cooperation and help
4n bringing out 2 Nos. 60 minute cassettes containing excerpts
from the concerts of Sangita Kalanidhis.

Thank you”'.
A special feature of Conference was that eight Sangita Kalani-

-dhis (past Presidents of Conferences) were seated on the dais and
were honoured on the inaugural day.
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* " After the welcome address, Sri T. T. Vasu garlanded the chief
guest, Sri K. R, Sundaram Aiyar, past President of the Academy
and Semmangudi Dr. R. Srinivasa lyer, Dr. M. Balamurali Krishna'
Sri K. S. Narayanaswamy, Sri T. M. Thyagarajan and Dr. S. Rama-
nathan, while Smt. Mani Krishnaswami garlanded Smt. Dr. M. S.
Subbulakshmi, Smt. D. K. Pattammal and Smt. T. Brinda.

Sri C. V. Narasimhan announced the names of the Kalanidhis
present on the dais and the years in which they presided over the

Academy’s Conferences. They were then presented with medal_
lions and mementos by Sri T. T. Vasu,

;
INAUGURAL ADDRESS

Semmangudi Dr. R. Srinivasa lyer then delivered the following
inaugural address 3
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VOTE OF THANKS

Sri T. S. Parthasarathy, Secretary of the Academy, proposed a
vote of thanks.

A special souvenir comprising excerpts from the messages:
during the annual conferences and also from the Academy’s journay
and Souvenirs during the past 58 years, was brought out an this.
occasion to mark the Diamond Jubilee celebrations, Semmangud:
Dr. R. Srinivasa lyer handed over the first copy to  Sri K. R. Sun-
daram Aiyar, the Chief guest of the day.

Sri K. R. Sundaram Aiyar, handed over the first set of two
cassettes, containing excerpts from concerts given under the
auspices of the Academy by the presently living past Presidents
(Sangita Kalanidhis) to Semmangudi Dr. R. Srinivasa lyer.

ELECTION OF THE PRESIDENT

Dr. S. Ramanathan proposed Sri K. V. Narayanaswamy to be
the President of the 601th Conference. The pioposal was secon-
ded by Sangita Kalanidhi Sri T. M. Thiagarajan.

Sri K. V. Narayanaswamy then delivered in following Presi-

dential address in Tamil, an English summary of which appears
elsewhere in this issue :
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English Version of the Presidential
address of

VIDWAN K. V. NARAYANASWAMY,

To Rajya Seva Nirata Sangita Kalanidhi Dr. Semmangud
Srinivasa lyer who inaugurated this festival, to Vidwans and
Vidushis, to those on the stage and to the music lévers in the
auditorium, | convey my'respectful obeisance. | cannot be suffi-
ciently grateful to the Presidentand members of the Executive
Committee of the Music Academy for extending to me the rare
privilege of presiding over the deliberations of the 60th annual
conference of the Academy.

On this occasion | wish to recall with a sense ef deep gratitude
my “Gurus’ who shaped me in the music field. | belong to a family
with hoary traditions in music. For five generations my forefathers
had been performing “‘sangeeta upasana™. My grand father Shri
Kollengode Narayana Bhagavathar an my revered father Vioiln
Viswanatha Bhagavathar were particular that | must learn only vocay
music and with that end in view taught me vocal music and wor-
ked hard to crcate in me a limited capability to sing even from my
childhood. Later, to learn all aspects of music, my father entrus—
ted me to the care of Mridangam maestro Palghat Mani lyer. Both
Shri Palghat Mani lyer nnd Shri AL. AR. Chokkia Chettiar were
responsible for entrusting me to the careof Shri Ariyakudi Rama-
nuja lyengar, | was also for some time under the tutelege of
Shri C. 8. Krishna lyer of Palghat who taught me some kirtanas.
Shri Mani lyer arranged for my trip to Madras to learn vocal music
under the violin maestro Papa Venkatarama lyer and | became his
disciple, After a lapse of many years during which | learnt the art
of vocal music, came the great day when | had the good fortune
to meet Sangita Ratnakara Ariyakudi Ramanuja lyengar and be-
came his disciple under the Gurukula system in 1942,
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} wish to say a few words about Gurukulavasam of those days.
This would become a meaningful and rewarding experience only
when the disciple forgets his own self and looks upon the Guru as
the sole benefactor. There is a general view that Gurukulavasam
is a difficult process. As far as | was concerned | did not consider it
so. In living with the master, the sishya gets an opportunity to
earn the intricacies of music while accompanying the guru in
concerts, during his travels and in his conversations with his frie-
nds. But the sishya must have the capacity to assimilate these
intricacies. Those who do not undergo Gurukulavasam miss this
opportunity.

| wish to apprise this audience about the salient features of
the music concerts of my Guru Shri Ariyakudi, Such an attempt
on my part will be of immense benefit to the fresh entrants in the
field. In the music of my teacher, one recognised beauty, poise
involvement, elegance and a facile and reposeful style. One should
emulate the manner in which he arranged the programme. |t is
my view that he was very much impressed and charmed by the
artistic loveliness which Veena Dhanammal brought into her music.
Some of these nuances he introduced into his own music.

I have been profoundly moved by the elegance 'and richness
of his attractive voice. His songs were noted for their impeccable
{form and substance. His concerts were always very successiul
and he was the foremost exponent of all the points for the con-
duct of an ideal concert He charted out the path for musicians
for the successful presentation of a concert. Itisno exaggeration
to say that he considered ' the concert dais as a temple
and the audience as divine representatives. He allotted a high
place for music lovers. Without transgressing the limits of Car-
natic music and not swerving from established traditions, not
indulging excesses and pronocuncing the syllables in clear and
telling tune. he brought to bear great beauty on his songs. His
songs were full of simplicity and vivid loveliness. He sang appa-
rently with remarkable ease, comfort and felicity; but those of us
who have tried to follow his path, know how difficult the task is.

The credit for my getting this great guru rightly belongs to Palghat
Mani lyer.
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up to us musicians to sing in a pure form and not to introduce
innovations at the cost of tradition with a view to attracting
crowds. We must create true rasikas by strictly adhering to tradi-
tion. The audience also must develop the proper mood in order
to sit through the entire performance and listen to Carnatic music
with proper appreciation of its subtle points and nuances. in our
music, listening knowledge is of vital importance. Both the artiste

and the rasikas have an equal part to play in the' success of a
concert.

| would like to dwell upon the discipline required on the part
of rasikas. They must not resort to humming the tuns as the
musician develops a raga or kriti. This will cause undesirable
disturbance to the other listeners. We must learn to listen to
music in silence. It has become a tendency for some people to
get up and leave the hall when the mridangist starts his cani
‘avartanam. This will spoil the mood of the artiste. When they
are ready to extend or cut down the avartanam to cater to the
audience itis the duty of rasikas to stay on and listen. The
audience, should not slap their hands and cause disturbance to
the calm atmosphere in the hall. Sometimes the hand beats by
the audience are picked up by the amplifier, fed back to the stage
and upset the rhythm of the artistes. Vo avoid this, rasikas must
eschew the practice of loudlv marking the taia.

A great responsibility devolves on those who are reputed in
the field of music. There may be many keen on following in their
footsteps. That makes the vidwan's responsibilities all the greater.
They should not sing in a way which does not generate bhakti
and peace and equipoise of the mind. OQur forefathers strove hard
and have given us songs of eternal value. What is required is a
devout approach to them. Science calls for a spirit of quest and
constructive inquiry; music needs reverence to tradition. In my

view it is not right to ridicule what is old and impose what is
new.

As long as we are mentally attuned to accepting what is old,
the new that emerges will cause no damge to tradition, “Sampra
daya’” connotes ‘’sruti laya sahitya suddham’’, the bhava imparted
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to sahitya by music and singing without “gayaka dosha”. We
must acquire the ability of pronouncing the words properly in
whatever language we sing, with a full grasp of their meaning.
This is what our forefathers have advised us,

| would now like to touch upon the importance of ““sadhana’
in singing. During “sadhana“’ in the moring, one should not
fesort to “tara sthayi but should sing in “mandra sthayi. If we
resort to “mel sthayi”” singing in the morning, it will result in
‘harshness of tone and spoil its easy flow. In the evenings, it will
be a helpful factor.j We must pronounce the letters, aas ee, 00, ye,
0, m, om in every swara sthanam with long karvais and tune it with
tl;_g sruti, gradually increasing the alignment in each swara. If we
go on practising in such a manner and learn to sing with voice
reaching out, it will facilitate us to modulate our voice in any con
trolled manner. If we restrain the voice in the early stages, ful-
throated singing will later become impossible.

In order to arrive at sruti purity, we must have the aid of a
‘well-tuned tambura, or a sruti box or an electronic sruti box, and
practise regularly with them. This willhave good results. Daily
practice of the seven pronunciations mentioned above will produce
*"sahitya suddha'.

The tambura occupies an important place in our music and we
‘must enable the audience to appreciate tambura sruti. | wish to
recall in this connection an interesting incident which took place
-on October 1 when the World Music Day was being celebrated
The Principal of the Govt. College of Music, Madras, Shri San-
dhyavandanam Sreenjvasa Rao, did something unique to observe
the day in the college. Instead of a music concert he arranged a
programme of tuning a tambura accurately and playing it, thus ena-
bling the audience to listen to its Nada for 15 minutes. On hea-
ring of this, violin maestro Yehudi Menuhin wrote to the Principal
commending his action.
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Musicians must have a prayerful attitude. They should take
Satvik food calculated to have a sober effect on their mind and
action. We must have a disciplined life with firm commitment to
moral and ethical values. We must be deeply involved in music.

We cannot forget the yeoman service rendered to the cause of
music by such great vaggeyakaras as Vasudevachariar and Papana
sam Sivan.

Before | conclude my address, | wish to make a special appeal
to the Union and State Governments. Artisans who, are manu-
facturing tambura, sruti box, veena, mridangam, etc. must be
helped in a big way. Nationalised banks must help them liberally
with large |oans at low rates of interest so that they can produce
good instruments,

In foreign countries, music is taught in all schools. This
system should also be introduced in all schools and competent
music teachers appointed for the purpose. By such means, all
school going children will be facilitated to learn music.

It is a matter for gratification that quite recently a forum titled
“’Classical Musicians’ Forum — Tamil Nadu” has been formed
to look after the interests of musicians. Railway - concession at
half the fare should he extended to individnal musicians also in
all classes. This concession should apply for air travel also.

The Music Academy, Madras, which has grown into a mighty
and prestigious institution, carries a heavy, responsibility. The
Academy has as its President a very capable person, with high
executive ability. So far as we artistes are concerned, we have
been extending our co-operation to the Academy and will continue
to do so. One request; when concerts are tape recorded, the
monetary benefits that accrne must be shared by the musicians
also. In this matter, those recording the concerts in their indi-
vidual capacity as well as for the Academy should show the way.

5
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From today, this conference and festival will be celebrated for
sixteen days. With folded hands | solicit the help and support of
musicians, the audience and the Music Academy authorities. |
seek your prayers and blessings to enable me to continue to sing
as |1 have been doing and with undiminished popularity.

| conclude my address but not before offering my salutations
to my “Gurus”. My respects and thanks to you alk.
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Meetings of the Experts Committee

73C3
18th DECEMBER 1986

The first day’s meeting of the Experts’ Committee of the
Music Academy, held in connection with its 60th annual cone
ference, began with the singing of Tevaram by Sri V. Somasunda-
ram, Tevaram teacher of the Tamil Isai Kalluri. Vidwan K. V.
Narayanaswamy, president of the conference was in the chair. The
verses had been selected from the works of Jnanasambandhar,
Appar and Sundarar and were sung in Tamitl panns like Kausikam,
Kurinji, Sikamaram and:Nattapadai. Alandur Natarajan on the
vielin and Umayalpuram Mali on the mridangam accompanied the

singer.

Dr. A. Anasuya Devi presented a lecture-demonstration on the
‘Interaction between classical music and folk music’. A book of
women’s songs, compiied by her with notation, was released by
Sangita Kalanidhi D. K. Pattammal. The speaker said that folk
music was older than classical music but co-existed with the
latter for many centuries. The names of composers of folk songs
were nor known but they seem to have influenced considerably
even classical composers like Annamacharya Bhadrachala Rama-
dasa and Tyagaraja. Tyagaraja, in particular, has used many Telugu
folk tunes in his Divyanama Sankirtanas, Utsava Sampradaya
kritis and Nauka Charitram. The speaker sang a number of exam-
ples to show the influence of folk music on classical ragas like
Navroz, Kurinji, Anandabhairavi and even Pushpalatika.

Kirtanacharya C. R. Srinivasa lyengar and B. Subba Rao, two
outstanding musicologists of this century, were posthumously
honoured and speeches wete made praising their services to music.
Subba Rao had compiled a monumental thesaurus of ragas called
‘Raga Nidhi’ in four volumes describing the -lakshanas of overa
thousand ragas and got it published by the Music Academy.
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Dr- M. Prameela, Lecturer in Music, Madras University gave
a lecture demonstration on ‘Traditional songs sung in Harikatha'.
She said that as the Haiikatha form came to Tamilnadu from the
Maharashtra area, many Marathi metres and songs were adopted
even in purely Tamil Harikathas. Saki, Dindi, Ovi, Panchachama-
ram and Khadga were some of the metres in vogue even today.
A Harikatha commenced with five songs in Marathi known as the
Panchapadi on Ganesa, Anjaneya and other deities. Later, songs
in many languages like Sanskrit, Tamil, Telugu, Kannada and even
Hindi were sung in Carnatic and Hindustani ragas. Moropanth,
Raghunatha Pandit and Chintamani Kavi were some of the compo-
sers in Marathi while Tukaram’s abhangas were freely sung. The
speaker sang examples of Harikatha songs in various metres and
languages as illustrations.

Dr. Prapancham Sitaram gave a demonstration on blowing
techniques in flute-playing, He said that the flute being a wind
instrument, a flute player should cultivate proper breath control
particularly at the beginning stages. The position of the jaw, lips
and the tongue played an important part while negotiating gama-
kas. Indian flutists did not use stoccato notes as in Western

music, but in Hindustani music such notes were sometimes used
for Jhor and Jhala.

19th DECEMBER 1986

The Krithika Bhajan Mandali sang a selection from the _ Tiru-
ppugazh of Arunagirinatha in different ragas and talas at the
commencement of the meeting ol the Experts’ Committee. The
songs presented included pieces from the Perutta Vachanam, Vel
Viruttam and Mayil Virutham.

Vidwan M. D. Ramanathan was posthumously honoured and
the conference president Sri K. V. Narayanaswmy paid a rich
tribute to the unique musical style of Vidwan Ramanathan,

Dr. S. Seetha, Head of the Department of Indian music, Uni-
versity of Madras, presented a talk on ‘Graha Bheda in Muthu-
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swami Dikshitar's Compositions’. She gave a demonstration of
Graha Bheda on the Vina while Smt. Suguna Varadachari of the
same University sang a faw pieces as illustrations of Dikshitar’s
technique. The speaker said that Dikshitar had. adopted this techi-
que in three kritis in ragas which were all janyas of Mayamalava-
gaula, as published in notation in the Sangita Sampradays Prada-
1sini of Subbarama Dikshitar. The Kritis were ‘Sadavinuta sadare’
(Revagupti), ‘Renukadevi’ (Kannada Bangala) and ‘Gunijanadi’
(Gurjari). Graha bheda denoted the shift of the adhara sruti and
the tonic when the same notes yielded another raga. Dr. S. Rama-
nathan said that considerable research was needed to present a
paper like the one-read by Dr. Seetha. ’

Smt. Subhashini Parthasarathy, accompanied by Smt. Nirmala
Sundararajan, gave a lecture-demonstration on Kshetrajna. The
speaker said that her recent research into the subject had brought
to light several new facts about the composer whose place of
birth might be somewhere in Tamilnadu. Kshetrajna had spent
many years at the courts of Tirumala Nayak at Madurai and
Vljayaraghava Nayak at Thanjavur. He had handled about 40
rakti ragas of Carnatic music and Kambhoji and Chaputala appeared
to be his favourites. There was a variety of eduppus in his padams
which highlighted the nuances of the ragas selected. Smt. Partha-
sarathy and Smt. Sundararajan sang * Vadaraka pove ’ (Kambhoji)
* Payyeda ‘ (Nadanamakriya) and other padams as illustrations.

Smt. Kalpakam Narayanan presented a lecture demonstration
on Mysore Vaaudevacharya as music composer. She said that
although Vasudevacharya’s father had intended that his son should
become a Sanskrit scholar, the latter decided tollearn music and
underwent gurukulavasam for six years under Patnam Subrah-
manya lyer at Thiruvaiyaru. The Acharya learnt not only music

but also the technique of composing Kritis and later wrote
nearly 300 pieces.

The Acharya was an adopt in composing sparkling chittas-
waras which he added to many of his kritis. Accompanied by
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Smt. Sulochana Subramaniam, Smt. Saraswati Sundaram and Miss
Meera Bhat, the speaker sang ‘' Srimadadi Tyagaraja '’ (Kaly_ani),
* Rarayani * (Kharaharapriya) and * Mahatmule ' (Rishabhapriya).

20th DECEMBER, 1986

The meeting of the Experts Committee commenced with the
singing of bhajans in different languages by mempers of the
Saraswat Mahila Samaj. Songs in Sanskirit, Kannada, Marathi
and Hindi were sung in Hindustani ragas like Bhairav, Bhimpalas,
Mishra Mand, Bagesri and Todi.

Sangita Kalanidhi D. K. Pattammal was the special guest of
the day which was also observed as a day of remembrance for the
Nagaswaram maestro T. N. Rajarathnam Pillai.

Sri K. Raja presented a lecture demonstration on the ¢ Pari-
pujana Panchamrita Vannam’, a rare musical piece in the chandam
metre composed by Pamban Swamigal (1850-1929). The
speaker said that Pamban Swamigal was a great saint whose
jife's mission was to spread devotion to Lord Subrahmanya and he
composed 6666 verses in praise of his personal deity. Following
the style of Arunagirinatha, Pamban Swamigal composed the
Panchamrita Vannam in five sections in different chandam
meters full of tala intricacies and prosodical beauty. Sri Raja
sang selections from the Vannam to illustiate the versatility of
the saintly composer.

Professor Tiruchi Sankaran of the York University, Toronto,
Canada read a paper on ‘ Traditional models and the Yati con-
cept in Vadya Sangita ” and demonstrated on the mridangam
the points explained by him in his talk. The speaker said that
a number of rhythmic models and improvisatory tools could be
found in the traditional drum composition. Linguistic syllables
and drum sequences were known to co-exist in a systematic
relationship. All classical drumming, the speaker said, took
place within the context of a repeated metric cycle of beats
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called ‘tala’. Talas had their own individuality, distinct struc-
tures and specific rhythmic contours. The six traditional varie-

ties of Yatl, involving reduction and expansion. played an impor-
tant part in the traditional models of talas. ~

Accompanied by Kovai Balu on the violin and Ramnad Ragh-
avan on the mridangam, Vidwan K, V. Narayanaswamy,
conference president, sang the first ten verses of Andal‘s Tiruppa-
vai as setto music by his guru Ariyakudi Ramanuja lyengar.
The first five verses had been set up in the five ghana ragas of
Carnatic music viz. Nata, Gaula, Arabhi, Varali and Sriraga and
the next five in Sankarabharanam, Bhairavi, Dhanyasi, Hamirkalyan;
and Todi. Sri Narayanaswamy explained the background against
which his guru selected particular ragas to suit the moods and
the impert of the original verses of Andal.

21st DECEMBER 1986

Sri V. Muthukrishnan sang a selection of verses from the
Nalayira Divya Prabandham of the Alvars and Andal at the com-
mencement of Sunday’'s meeting of the Experts’ Committee. The
day was observed as a day of remembrance for the renowned mri-
dangam vidvan, Thanjavur Vaidyanatha lyer. Sri Umayalpuram
Sivaraman spoke on the contribution of Vaidyanatha lyer to the art
of playing the mridangam by evolving a unique style of his own
which he taught to distinguished pupils like Palghat Mani
lyer,

Sri K. S. Subrahmanyam, Reader in music, University of
Madras and adopted son of Karaikudi Sambasiva lyer, presented
a paper on the Karaikudi school of Vina playing. He was assisted
by Smt. Ranganayaki Rajagopalan and Smt. Rajeswari Padma-
nabhan, principal disciples of Karaikudi Sambasiva lyer, who
demonstrated, on the Vina, the essential features of the Karaikudi
style.

The speaker said that Sambasiva lyer represented the seventh
generation in the Karaikudl tradition which maintained down the
centuries, a uniform pattern of handling the Vina. He demonstra-
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ted on his Vina how the initial exercises were being taught in three
octeves and speeds with an alternating plucking technique. The
Karaikudi school was known for its repertoire of many rare Kritis.
Smt. Ranganayaki and Smt. Rajeswari played Tyagaraja's Kriti
‘Lemi delpa’ in the raga Pavani as an example. They played
chittaswaras composed by Sambasiva lyer for ‘Sobhillu’ (Jagan-
mohini) and ‘Ramachandram’ bhavayami’ (VasantaL and speci-
mens of tanam in the Karaikudi style in Kalyani. xceipts from
Sambasiva lyer’s recorded tanam in Mandari were also played.

Or. P. Venugopala Rao, Regional Director of the American
Institute of Indian Studies, Madras, presented a paper on the musi-
cal compositions of Sadasiva Brahmendra, He was assisted by
Dr. M. Prameela of the Madras University and Sri Mohana Krishna
both of whom sang a selection from the Brahmendra’s musical
pieces. The speaker said that Sadasiva Brahmendra was a great
Sanskrit scholar and prolific writer on Advaita and other subjects
but he was remembered by the music world as the composer of
23 Sanskrit lyrics of matchless beauty.

Vidwan K. V. Narayanaswamy, Conference president, spoke
on the Utsava Prabandham of Swati Tirunal and sang a selection
of Kritis from the work. He said that the prabandham was a com-
plete work in itself and described the ten day festival celebrated
every year at the temple of Lord Padmanabha, the tutelary deity of
the Travancore royal family. It consisted of 12 Kritis and 42 ver-
ses in highly Sanskritized Malayalam known as Manipravalam.
Uncommon ragas like Kurinji, Naravoz and Mangala Kaisika had
been employed, he added, and sang three kritis in these ragas as
illustrations.

Sri T. S. Parthasarathy, Secretary, Music Academy, released
an English edition of the Sanskrit work ‘Bhakti Manjari’, consi-
dered to be the magnum opus of Swati Tirunal on the subject
of devotion. He handed over the first copy to Sri K. V. Narayana-
swamy. The book had been published by the Swati Tirunal
Kritis Publication Committee, Trivandrum, with an English transla
tion by Dr. T. V. Kuppuswami.
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22nd DECEMBER 1986.

When the Experts Committee of the Music Academy met, Smt.
Kamala Sitaraman and party sang bhajans in different languages.
which included a Guru Nanak song in Punjabi and a rare bhajan
in Sanskrit in the raga Bindumalini.

Smt. Rajalakshmi Santhanam gave a talk on “Harikesanallur
Muthayya Bhagavatar's Tamil compositions’ and sang & selection
from the Bhagavatar's songs. The speaker said that the Bhaga--
vatar was a many-sided personality, musician, musicologist, hari-
katha performer and composer and had written differgnt types of
compositions in Tamil, Sanskrit, Telugu and Kannada, He was a
good Tamil scholar, the speaker added, and wrote his own songs-
for his harikatha recitals. He also wrote a book on musical theory
called ‘Sangita Kalpadrumam’ which earned for him a Doctorate
from the Travancore University. He was the first to edit a large
number of Kritis of Swati Tirunal and publish them with notation.
Assisted by Annapurna Nagarajan and Parvati Krishnamurthy
(Vocal) Savitri Satyamurthy (Violin) and Tanjore Muruga Bhupati
(Mridangam), the speaker sang six Tamil compositions including a
ragamalika in nine ragas.

Vidwan Titte Krishna lyengar, member of the Academy's
Experts Committee, sang a Kriti in Sanskrit in the raga Nitimati.
(60th Mela Karta) specially composed by him on the Music Aca-
demy to mark its sixtieth conference. He then sang four rare
pieces of Purandara Dasa which included ‘Karuniso’ (Dhanyasi)
and ‘Kavadeva’ (Varali).

Ustad Shujaat Hussein Khan, son of the renowned Sitar
maestro Ustad Vilayat Khan, gave a lecture demonstration on
the Sitar. The speaker said that Pandit Ravi Shankar had already
popularized the Sitar all over the world to such an extent that it
was hardly necessary to describe the instrument to a modern
audience. He said that he belonged to the famous Vilayat Khan
gharana noted for its ‘Gayaki ang’. He then played two morning

7
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ragas on the Sitar, Bairagi Bhairav and Hamir Bilawal as illustra-
tions of the style of his gharana. Sri N. Y. Apte provided tabla
accompaniment.

23rd DECEMBER 1986

The Sriramnagar Ladies’ Club rendered four kritis from the
Navaratri group composed by Swati Tirunal. The gongs present-
ted included ‘Devi Jagajjanani’ (Sankarabharanam), ‘Janani pahi’
(Suddha Saveri) and ‘Pahi Janani’ (Nata Kurinji).

Sri Mannargudi Sambasiva Bhagavatar gave a talk on ‘How
Kritis help in developing raga alapana‘ and sang snatches from a
number of kritis to illustrate the points made by him, The speaker
said that Carnatic music was kriti-oriented and composers had
packed their kritis with the essence of the ragas handled to such
an extent that the songs themselves formed the basis for raga ala-
pana. Tyagaraja had composed more than 25 kritis each in
Sankarabharanam and Todi and these practically exhausteg all the
sangatis possible in these ragas. Full-tledged alapanas of such
ragas could be developed by merely combining the sangatis of kri-
tis and arranging them in their logical order. The speaker sang
‘Raghuvara’, ‘Ramanatham bhajeham’ and ,Narada Muni’ to illus-
trate how the svarupa of Pantuvarali was clearly seen in them
even in the opening phrases. In some ragas like Kedaragaula,
Arabhi, Sama and Devagandhari the Prayogas sa, ri, ma, pa, ma,
¢a, ri, sa had to be sung in ditferent ways to bring out the indivi-
duality of the ragas. A knowledge of three or four kritis of Tyaga-
raja in Devagandhari, the speaker said, will enable a Vidwan to
sing a complete alapana of thatraga.

Smt. Vidya Shankar presented a lecture demonstration on the
first compositions of the Music Trinity’. The speaker said that by
a curious coincidence the first songs of Tyagaraja, Dikshitar and
Syama Sastri were in Sansiait, perhaps intentionally. According
to the Walajahpet biography of Tyagaraja, the first composition of
the saint was ‘Namo namo Raghavaya anisam’ in Desya Todi
Accompanied by her disciples Smt. Shankar sang this kriti, She
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later sang “Srinathadi Guruguho’ in Mayamalavagaula, the first
kriti composed by Muthuswami Dikshitar at Tiruttani, The Pallavi
of this kriti contained the aroha and avaroha of the raga in three
speeds.

The speaker added that Syama Sastri’s first Kriti was ‘Janan
natajana’ in Saveri and sang the piece by way ot illustration.

Tavil Vidwan Valangaiman Shanmugasunderam gave a lecture
demonstration on ‘different techniques of playing the Tavil’. The
programme was compered by Umayalpuram Sivaraman, mridangam
artiste.  Sri Pillai said that hebelonged to the lineage of Nidaman-
galam Minakshisundaram Pillai and Nachiarkoil Raghava Pillai. He
first played what was called ‘Pillayar patam’ and later to the
accompaniment of a Nagaswaram, he played to the ‘Mallari- tune
in different nadais. Sri Pillai said, that Tavil was played even when
the Nagaswaram was playing an alapana and played a sample.
He also played a ‘Tani’ which he called as ‘manodharma’. The
Vidwan pointed out that the Tavil had no sruti and could not be
attuned to the pitch of the Nagaswaram, Finally he accompanied
the rakti melam and also a kriti played on the Nagaswaram.

24th DECEMBER 1986

The meeting commenced with the singing of Hindi bhajans
by Smt. Sujetha Vijayaraghavan, accompanied by Sri Simha on the
harmonium and Sri Dattatreya on the tabla. The songs included
the compositions of Mirabai, Dadu Dayal and Tulsidas in Hindus-
tani ragas like Jait, Yaman, Darbari Kanada, Madhuvanti, Desh
and Bhairavi. The programme was followed by the rendering of
three bhajans by Padma Sandilyan composed by Kabirdas, Surdas
and Tulsidas.

Vidwan B. Rajam lyer, Principal ot the Teachers’ College of
Music, Music Academy. Presented a lecture demonstration on the
*Swarajatis of Syama Sastri’. He said that originally the Swarajati
was being taught as ‘abhyasa gana’ after the Gitam and before
the Varnam, But later they were sung in concerts and Syama
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‘Sastri‘s three Swarajatis in Todi, Bhairavi and Yadukulakambhoji
became immortal classics in Carnatic music. The fact that Sastri
<chose to compose a Swarajati in Yadukulakambhoji showed that
this raga was a major and popular raga at the time of the Music
Trinity. Tyagaraja wrote not less than ten kritis in Yadukulakam-
bhoji while his songs in Kambhoji were only six. The speaker
sang the Yadukulakambhoji Swarajati of Sastri to ekplain its spe-
<cial features and also the other two swarajatis.

Dr. Robert E. Brown, Professor of Music in the San Diego
‘State University, U.S.A. read a paper on ‘Recent research in Desi
Talas’ and illustrated his talk by slides and specimens of taped
music. The speaker said that rhythm, in its broadest senss, inclu-
-ded meter and the term was generally used to refer to any aspect
of musical activity linked to time, which might lie within a meter
-or outside, as in a free rhythmic form like alapana.

In a list of Desi talas, the speaker said, one would find well-
known talas mentioned in texts, regional talas like those in Kerala,
Orissa or Bengal, talas created by some authors and talas which
appeared to be later ones. Desi talas of Indian music were also
found existing in many other parts of the world, due. perhaps, to
an exchange of cultures.

Dr. S. Pinakapani presented a lecture demonstration on ‘the
teaching of swara kalpana’. He said that many singers who could
render kritis effectively were weak in swara jnana while some
acquired the capacity within a short time. Many music lovers,
who appreciated music, had no knowledge of music at all.
Students lacking in swara jnana must be taught to sing kalpana
swaras in @8 systematic manner in different nadais. The speaker
sang different combinations of kalpana swaras as illustrations.

25th DECEMBER 1986

The Subhasruti group sang Tamil songs on Adi Parasakti, at
the commencement of the meeting. The songs had been set up
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in Bauli, Saurashtram and Sindhubhairavi and one as a ragama.
fika.

Smt. D. K. Pattammal. accompanied by T. Rukmini (Violin)
T.A.S. Mani (Mridangam) and R. A. Rajagopalan (Ghatam) gave
a music recital. Commencing with a Varnam in Kedaragaula, she
sang 'Ranganayakam’ (Nayaki-Dikshitar). After an alapana of
Kalyani the singer sang ‘Kathaya Kathaya Madhavam’ of Narayane
Tirtha. The other songs rendered included ‘Mayamma' (Ahiri),
“Tava dasoham’ (Punnagavarail) and ‘Valapu tala (Athana).

Dr. Padma Subrahmanyam delivered the Dr. V. Raghavan
Shashtyabdapurti Endowment lecture. the subject being *'The Rasa
‘Theory according to Bharata and Bhoja as described in the Natye
Sastra and Sringara Prakasa’, She said that the production of
Rasa, called ‘Rasotpatti’ was the sole aim of dance. Bhavas were
49 in numberand had been categorized as Sthayibhavas (8),
‘Vyabhicharibhavas (33) and Satvika bhavas (8). The eight rasas
were Sringara, Hasya, Karuna, Raudra, Vira, Bhayanaka, Bibhatsa
and Adbhuta. Dance was also categorized as Loka Dharmi (ordi-
nary ways of the world) and Natya Dharmi (special dramatic
elfects) Quoting from Dr. Raghavan’s magnum opus ‘Bhoja’s
Sringara Prakasa’ Padma Subrahmanyam said “Bhoja does not
restrict himself to the art of Drama and Poetry but explains culture
itself, taking one’s polished, refined behaviour and bearing in the
world of art as supreme’, Bhoja, in his work, differed in some
places from Bharata's Natya Sastra. Bhoja, the speaker said, was
sometimes abstruse and it was to Dr. Raghavan's credit that he
interpreted ‘Sringara Prakasa’ with great clarity.

Padma danced a number of items to illustrate how poets like
Kamban and Tunjathu Ezhuthachan and pada composess like
Muvvalur Sabhapatayya had depicted the various rasas in their
works. For Vibhava she performed ‘Dari juchuchunnadi’ in
Sankarabharanam and for Anubhava, Hasya and Satvika she per-
formed abhinaya to verses by Alvars. Varses from Kamban were
taken up for Bhava in Sthayibhava and pathos in fury.



54 THE JOURNAL OF THE MADRAS MUSIC ACADEMY .iVol. LVIII

She concluded by stressing that Rasa was embedded in one’s
soul and self-enjoyment produced Rasa. A person should be
fortunate to be a rasika or a connoisseur and one who attained
rasa attained bliss.

26th DECEMBER 1986

The meeting commenced with the singing of the Kannada
compoitons of Kanaka Dasa by Smt. Saroja Soundararajan, Kirtanas
in Saveri, Kanada, Natakurinji and Yaman wete rendered and a
sloka as a ragamalika from the work ‘Bhakti saravu’ written by

Kanaka Dasa.

Sri C. S. Krishna lyer, member of the Experts Committee, read
a paper on ‘Some reflections on Carnatic music’. He said that
excellence in singing Carnatic music could be achieved only by
intensive practice of its gamakas even at the stage of learning
sarali varisai. Akara sadhakam must be done alternately with the
singing of swaras, the speaker said, and rendered a few illustra-
tions. At the Varnam stage, the swaras must be sung with full
raga bhava and then only the sahitya. There was no need to teach
the lakshanas of raga to students initially because the pupil must
first grasp the svarupa of the raga concerned and learn to  sing it
correctly. The speaker did not support the view that new compo-
sitions were not necessary because composers like Vasudevacharya
and Papanasam Sivan had made monumental contributions to
Carnatic music by composing new songs.

Sri T. V. Gopalakrishnan, member of fhe Experts Comittee,
gave a lecture demonstration on *ldiom and musical expression in
Carnatic and Hindustani music’. He was accompanied by Narmada
Gopalakrishnan on the Violin, Sundaresan on the Mridangam and
Dattatreya on the tabla. The speaker said that each system of
music had its own idiom and musical expression. Carnatic music
and Hindustani music had their own individual approach to swaras
and ragas with accent on different shades and nuances. He sang
Mian-ki-malhar and Purvikalyani by way of illustrations and then
Purvikalyani and Natakurinji in the Carnatic style.
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‘Hastivadanaya’ (Navaroz-Dikshitar), ‘Kamalamba’ (Ghenta-Dikshi-
tar) ‘Kantimati’ (Kalyani-Subbarama Dikshitar) ‘Vidiyiller' (Khara-
harapriva-Anayya) ‘Endukunirdaya’ (Harikambhoji-Tyagaraja) and
‘Kuvalayakshiro’ (Gaulipantu-Kshetrajina). He was accompanied
on the violin by V. Tyagarajan and on the mridangam by Srimush-
nam Raja Rao. Vidwan K. V. Narayanaswamy paid a8 tribute to
the classical purity of the style preserved in the Dhanammal

family. ‘

Dr. Shatrughna Shukla, Professor of music, Delhi University
presented a lecture demonstration ‘Thumaris of different styles’. He
was accompanied on the tabla by his wife Dr. (Mrs.) Jogamaya
Shukla of the Department of music, University of Delhi. Prof.
B. K. Mishra of Madras translated Dr. Shukla’s Hindi speech into
English and also offered his own comments on the subject. Dr.
Shukla said that the Thumari had a special status in the realm of
Hindustani music and to some extent it could be likened to the
padam or javali of Carnatic music. The speciality was theta
Thumari expressed the bhava or emotional content of the song by
voice modulation. The Thumari form was mentioned in 17th
century music treatises like the ‘Rag Darpan’. Originally it was
accompanied by dancing and acting by girls and in Uttar Pradesh
it was known as 'Hori’ among the rural folk, Thumari was a
Brajabhasha word.

Thumari was of two kinds, the Thumari of Bol or ‘Bandishij
Thumari’ and the ‘Bolbanav’ Thumari. These romantic songs were
sung in Vilambit speed in which the words were expressed in a
variety of musical expression to bring out the emotive content of
the sahitya, culminating in a tender and lingering musical
mood. The main Thumari schools were from Lucknow and Vara-
nasi but there was also a Punjabi variety which was fast becoming
popular. Prof. Shukla sang nearly a dozen compositions in this
style representing the different local variations and colour.

28th DECEMBER 1986

The meeting commenced with the singing of devotionals in
Telugu from Andnra Pradesh by the Raga Ranjani group from
Hyderabad.
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The day was observed as a day of remembrance of Gottu-
vadyam Narayana lyengar. Dr. S. Pinakapani was the special
guest. Ravi Kiran, grandson of Narayana lyengar, spoke on the
special aspects of the unique style of his grand father.

Sri M. S. Gopalakrishnan, accompanied by his daughter
Narmeada, gave a lecture demonstration on ‘the practice and
techniques of playing the violin’. The speaker said that an aspiring
violinist should first learn how to sit properly, hold the bow
correctly and practise the initial exercises in three octaves and
three speeds. A long bow should be used for the vjlamba kala
and the short bow for the second and third speeds. The speaker
played the Kalyani Varnam as an illustration to show how even
inthe second kala the notes should be played with fuly
gamakas and not as plain notes. He then played the entire var-
nam in two speeds using only one string of the violin. Vidwan
K. V. Narayanaswamy complimented Sri Gopalakrishnan and
Narmada on their extraordinary mastery over the violin acquired by
prodigious practice and concentration.

Sri K. V. Narayanaswamy, accompanied by Sri Strivatsan on the
Violin and Sri Ram Kumar on the Mridangam, rendered the last ten
pasurams of Andal’s Tiruppavai.

Smt. Sudharani Raghupathy presented a lecture demonstration
on ‘the parrot as a messenger in Abhinaya’. Introducing the
speaker, T. S. Parthasarathy, Secretary of the Music Academy, said
that in Indian literature it was a common feature, while depicting
Vipralambha sringara or love in separation, for a Nayaka or Nayika
to send a messenger to convey a message to each other. The first
kavya of this genre was Kalidasa's ‘Meghasandesa’ in which a
cloud is asked to carry a message from a banished Yaksha to his
wife in Alakapuri. Kalidasa‘s classic was followed by many works
of the same nature like the ‘Pavanadutam’ of Dhoyi and the ‘Hamsa
Sandesam’ of Vedanta Desika.

8
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Sudharani said that Vipralainbha sringara was the dominant
rasa in dance and sending a messenger to convey the pangs of
separation to the Nayaka or Nayika was a common feature. The
parrot was perhaps the favourite for sending such a message and
poets in Sanskrit, Tamil Telugu, Kannada and Malayalam wrote
either whole prabandhas or poems on the subject. The speaker
performed abhinaya to verses from the Suka Sandesa of Lakshmi
Dasa, Nachiyar Tirumozhi by Andal, Radhika Santvagam (Telugu)
by Muddu Palani, Tevaram. Tiruvachakam and the Kira Dutam of
Rama Gopala. She concluded with a verse in Kannada set in
Kiravani, a viruttam in Tamil by Tayumanavar (Varali) and Subrah-
manya Bharati‘s ‘Solla Vallayo’ in  Surati. Padma Rajagopalan
performed nattuvangam and also gave excellent vocal support.

29th DECEMBER, 1986

When the Experts Committee of the Music Academy met
Chitra Krishnaswamy and party sang selections from the Nachiar
Tirumozhi of Sri Andal preceded by the relevant Sanskrit slokas
and Tamil tanians.

The day was observed as a day of remembrance of Kanchi-
puram Nayana Pillai and Pudukottai Dakshinamurthi Pillai, two
veteran musicians of the earlier generation. Tiruchi Swaminatha
Iyer, member of the Experts Committee, paid tributes to the two
giants and recalled some memorable events in their musical
careers.

Dr. Gowri Kuppuswamy, Head of the Department of Music,
Mysore, assisted by Dr. Hariharan, music professor at the Sad-
guru Sangita Vidyalayam College of Music at Madurai presented g
lecture demonstration on -Tiruvottiyur Tyagayyar and his composi-
tions’.

The speaker said that Tyagayyar (1845-1917) was the son of
«Vina Kuppayyar, one of the eminent disciples of Tyagaraja. He
was a composer in his own rightand an expert Vina player. He
was, besides, a lakshanakara whose advice was sought by his
contemporaries on knotty musical problems. Tyagayyar later live
at Madras and came to be known as Muthialpet Tyagayyar, His
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compositions did not suffer from artificiality and the underlying
music was natural and easy-flowing. His magnum opus was the
Pallavi Swarakalpavalli ‘which contained all the compositions of

*his father Kuppayyar and some of his own varnams and two raga-
malikas.

The speaker sang a tana varnam  (Varali), and the kritis
Matimatiki’ (Kuntalam), ‘Kori bhajinichiti’ (Bhushakalyani).
Purushottama’ (Devagandhari) and ‘Sri Natha’ (Ratnakanti) all
by Tiruvottiyur Tyagayyar.

Smt. R. Vedavalli, member of the Experts Committee, gave a
talk on ‘Some landmarks in Carnatic music’ and sang a number of
compositions as illustrations. The speaker said that the history of
Carnatic music was not a continuous one and there were some
gaps which sometimes extended to two or three centuries. But
there were a few landmarks which enabled one to link up the
development of the Carnatic system. She sang a Tevaram (Gam-
bhira Nata) and a Pusuram in Navaroz as specimens of early
Tamil music and two prabandhas of Venkatamakhi in Mechabauli
and Narayanagaula to show how new ragas and musical forms
had later come into existence. She concluded by singing a Kshe-
trajna padam in Punnagavarali, and a tana varnam in  Kambhoji by

Pallavi Gopala lyer. Dr. S. Ramanathan complimented the speaker
on her fine presentation.

Smt. Mythili Kumar from San Jose, U.S.A. gave a talk on
Aspects of Siva Tandava’ and followed it by a demonstration of the
Tandava poses of Siva. She said that the term Tandava, in use
from the time of the Abhinaya Darpana, was associated with
the masculine form of forceful dance in contrast to the Lasya or
graceful dance. Inearly Tamil literature three types of Siva
Tandava were described and these were ‘Kodukotti’, ‘Panda-
rangam’ and ‘Kapalam’. In Sanskrit literature there were seven
Siva Tandavas like Kalika, Tripura and Ananda Tandava. She first
depicted the Ananda Tandava by performing ‘Ananda natamidum
padam’ (Kedaragaula-Sivan). Sandhya Tandava was performed to
the accompaniment of the Siva Tandava hymn in Sanskrit attribut-
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ed to Ravana and the Urdhva Tandava with a Tamil hymn of Appar.
She concluded with a Sanskrit sloka (ragajmalika) ‘Sringaro
Girijanane’ which depicted Lord Siva as the embodiment of all the
nine ragas.

30th DECEMBER 1986

Sri Purandara Dasar Mandali sang a selectiori from the
Devaranamas of the Dasa at the commencement of the mesting.

Sangita Kalanidhi M. L. Vesantakumari was honoured as the
Special guest. The day was also observed as a day of remembr-
ance of Palghat Anantarama Bhagavatar and his disciple Palghat
Rama Bhagavatar. C. S. Krishna lyer, K. V. Narayanaswamy and
Titte Krishna lyengar paid warm tributes to the greatness of the
wo musicians who were exponents of the best traditions in
Carnatic music.

Sri Nookala Chinnasatyanarayana, member of the Experts
Committee, gave a talk of the ‘Sahitya bhava and swara bhava in
“Endaro Mahanubhavulu’. The speaker said that the music of
Tyagaraja’s pancharatna kritis had been composed in such a
manner that the swara prayogas truly reflected the sahitya bhava
embedded in the kriti. He sang snatches from ‘Jagadananda
karaka’ (Nata) and ‘Dudukugala’ (Gaula) to show the close relation-
ship between the swara arrangement and the mood depicted.
The composer always chose the right raga which would suit the
sentiment expressed in the song. In ‘Endaro mahanubhavuiu’,
which paid homage to all great souls and true devotees in the
world, the music started in the fower octave and in the slow
tempo and proceeded step by step as the composer developed the
theme of the song to its climax.

Sri T. S. Balakrishna Sastsigal gave an illustrated talk in
English on the kriti ‘Gitarthamu’ of Tyagaraja in Surati. He said
that the kriti was in praise of Hanuman who, according to mytho-
logy, was sitting on tha flag staff of Arjuna’s chariot when Lord
Krishna preached the Bhagavad Gita. Hanuman was also a
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musician and musicologist and Tyagaraja, in his kriti, extole him as
one who understood the real significance of both the Gita and
music. Sastrigal sang the kriti and explained its musical set up.

Pandit C. R. Vyas, musician and composer from Bombay, spoke
on Gharanas in Hindustani music. He said that gharanas were
different schools of music which graw up in differant centres and
had developed different approaches to the same ragas, He added
that the main gharanas .were Kirana, Gwalior, Agra, Jaipur and
Patiala. Whatever the gharana, the speaker said, the music muat
be soft and pleasing to the ear but unfortunately some gharanas
has developed styles which were unpleasant to hear. He sang
snatches of Todi (Subhapantu varali) and Kedar (Hamir Kalyani)
as well as some compositions by way of comparison. He conclu-
ded by saying that the true votary of music should take tha best
from every gharana and develop his own style.

31st DECEMBER, 1986

Selected tarangams from the KrishnaLila Tarangini of Nara-
yana Tirtha were sung by Sowmini Ramakrishnan and party bafore
the commencement of the meseting. The opening sloka, five
tarangams and the benedictory verse were renderad by the
group.

The day was observed as a day of remembrance of Dr.T.
Srinivasaraghavan, nephew of Tillaisthanam Rama lyengar, direct
disciple of Tyagaraja. Sri S. Parthasarathy who spoke on Dr.
Srinivasaraghavan, said that he was a repository of the Tillais-
thanam versions of Tyagaraja kritis which he preserved in their
pristine purity. He also took a leading part in the discussions of
the Music Academy’s Experts Cammittee.

Sri V. V, Narasimhacharlu, the oldestliving member of the
Academy’s Experts Committee, read a paper on ‘Sangitam and
Sankirtanam’. He said that the early form of Indian music was
Sankirtanam of devotional music and art music developed later.
But the compositions of saints like Tyagaraja, although clothed in
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encement of the concluding day of Experts Committee meetings on
Thursday. The programme was followed by the singing of the
Abhirami Padikam by Smt. Subhashini and party.

Kumari. D. Umamaheswari of the Sarvaraya Harikatha Patha-
sala of Kapileswarapuram, East Godavari District, gave a Harikatha
recital in Sanskrit on ‘Kumarasambhavam’. The programme had
been sponsored by Sri S.B.P.B.K. Satyanarayana Rao, philanthro-
pist from Andhra Pradesh. Umamaheswari’s harikatha followed
the Andhra style derived from the Yakshagana and was free from
the influence of Marathi kirtan on which the Tamil harikatha was
based, The father of the Andhra style was Adhibatla Narayana
Das of Vizianagaram and the harikatha artiste closely followed his
pattern. The story presented was a condensed version of the
kavya Kumarasambhavam of Kalidasa. Quoting slokas extensively -
from the original, Umamaheswari sang a large number of songs in
Sanskrit specially composed for the Nirupana. She also perfor-
med nritta and abhinaya at appropriate places. Speaking in Sans-
krit Sri A. V. Subrahmanyam complimented the artiste for her uni
que harikatha in Sanskrit which, he said, was the only one of its
kind in South India.

Vidwan Nagapatnam Anantaraman had arranged in the foyer
of the auditorium an exhibition of rare pictures of musicians, musi-
cal instruments and charts which were of great interest to students
of music.



THE SADAS

The Sadas (Convocation) of the 60th Annual Conference
was held at the T.T. Krishnamachari Auditorium at 4.00 p.m. on
1st January 1987 with Sri M.N. Chandurkar, Chief Justice, Madras
High Court, in the chair.

There was a distinguished gathering of members of the
Academy, music lovers, musicians, scholars and experts.

The function began with the singing of prayer by Smt. Malathi
Janardhanam and Kumari V. Girija, of the Teachers' College
of Music (Music Academy).

Sri T. T. Vasu, President of the Academy read the messages
received for the success of the Sadas.

The Sadas was convoked by Sri T. S. Rangarajan, Secretary
of the Academy. Welcoming Sri M. N. Chandurkar and others
present, Sri T. T. Vasu, President of the Academy, said :

"Hon’ble Shri M. N. Chandurkar, Chief Justice of the Madras
High Court. Vidwan K. V. Narayanaswamy, distinguished guests,
ladies and gentlemen :

It is my privilege to extend to you all a warm welcome to the
Sadas of the 60th Annual Conference of the Music Academy.
Along with the welcome | also offer you my greetings and good
wishes for a happy New Year, full of achievements and tran-
quility. ]

The 60th Annual Conference of the Music Academy has just
concluded. In the initial years the annual conference of the Music
Academy used to be held in the stimulating setting of other impor-
tant conferences and congresses which set the goals and charted
out the paths to reach the same. The Indian National Congress,
the Liberal Federation, the Social Reform movement. Women's
Organisation, the Hindu Mahasabha and other political, social and
cultural organisations used to have their annual conferences during
this period. There isnho great evidence of these or other similar
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appeal of Carnatic music. It would be invidious to mention only
a few of them but the large audiences that gathered in this audi-
torium day after day bore testimony to the excellence of the
papers and talks presented by experts. Vidwan Narayanaswamy
summed up the proceedings crisply and encouraged the partici-
pants.

I must not omitto express my gratitude to the many groups
who provided devotional music during the first half hour of every
morning. Their music was so sublime that it ushered in an atmos-
phere of serene tranquility before the lectures began. Bhajans in
many languages were sung by these groupsand we witnessed a
unique type of cultural integration.

This Sadas is presided over by the Hon'ble Shri M. N. Chan-
durkar. Chief Justice of the Madras High Court, who so kindly
and readily agreed to my requestto perform the function this
evening. Shri Chandurkar is not merely a legal luminary and an
eminent jurist, but a man of great culture, with an abiding in-
terest in our noble heritage. |thank him for agreeing to  be pre-
sent here and award the title of '*Sangita Kalanidhi** to Vidwan
Narayanaswamy, and other awards to scholars selected by us>
In addition to the wusual Sadas awards to musicians
and prizes for winners in competitions, we have chosen
Shri B. V. K. Sastry, musicologist, and Vidwan Thanjavur Sankara
lyer, composer, for the award of Certificates of Merit and T.T.K.
Memorial Cash Award. The citation which will be read out shortly
will broadly detail their contribution to music.

We have also decided to honour persons and organisations
who were connected with this Academy since its inception in
1927 and they are Sri K Chandrasekharan, Sangita Kalanidhi Dr.
Semmangudi  Srinivasa lyer, Sri V. V. Narasimhacharya, a
nonagenarian, who is the oldest living member of our Experts
Committee, Amrutanjan Ltd. and Indian Bank.
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As | mentioned in my welcome address on the inaugural day
of this conference, all living Sangita Kalanidhis were honoured
on each day of the conference by being invited as our special
guests and many past vidwans were honoured by their portraits
being displayed on the dais and their inestimable services recount-
ed by their disciples and others.

After our Golden Jubilee ten years ago, this 60th Conference
was the longest in our annals, spanning as it did, a period of 16
days. This unusually long conference put considerable strain on
on our Secretaries, other office-bearers and staff. | thank them all
for cheerfully shouldering the heavy responsibility.

v

Vice-President Venkataraman has, in his message, hailed that
the music Academy is more than a forum for rhe performing arts
and itis @ landmark on the map of India’s cultural personality.
Yes, the Academy'’s conservative idealism is reflected in its fidelity
to the traditional standards in Carnatic arts. The progressivel
realism is seen in its acceptance of the technological aids to
preserve our arts in modern scientific setting. | mentioned the gift
of stage lighting equipment gifted by LRC Inrernational, UK. We
propose in the coming year to improve the stage floor and take
steps to install the stage lighting equipment. The Vice-President
of our Academy, Mr. M. S. Pattabhiraman, has come forward with
a donation of Rs. 10,000/~ for the floor planks. In fact we tried
our best to translate my father's dream to make the main hal)
acoustically adequate for our musicians to conduct their concerts
without the aid of microphones. But we found that this could
not be done in this hall. However, the Academy will undertake
to implement this idea of his in the mini-hall which accommodates
roughly 260 people.

Last year we conducted a Dance Festival in association with
the International Dance Alliance Ltd. to pay a tribute to Balasaras-
wati. This year. on January 19 and 20, all the dance artists have
agreed to give performances as a tribute to Smt. Rukmini Devi.
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The President of the Sadas, Sri M. N. Chandurkar, conferred
the title of '*Sangita Kalanidhi” on Sri K. V. Narayanaswamy and
presented him with the Sanad and the insignia of the title.

Sri T.T. Vasu, President of the Academy, presented to Sri K. V.
Narayanaswamy, a cheque for Rs. 3,200, being the interest from
an endowment made by Sri C. V. Narasimhan in the name of his
guru Sangita Kalanidhi Musiri Subrahmanya lyer, to be awarded to
the President of each year's Conference of the Musifc Academy.

The Academy bad selected two senior experts, who had
rendered distinguished services in the field of music, for the
award of Certificate of Merit.

Sri T. S. Rangarajan, Secretary of the Academy, presented
Vidwan Tanjore Sri V. Sankara lyer.

CERTIFICATE OF MERIT
AND

T.T. K MEMORIAL AWARD

TANJORE V. SANKARA IYER

Born in 1924 Sri Sankara lyer commenced music lessons at an
early age and later did gurukulavasam under Tiger Varadachariar
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Herald group of newspapers & periodicals for over 30 years had his
articles (mostly biographical sketches) published in several news-
papers and periodicals, participated in many seminars and confe-
rences and read papers with ilustrations, was member of the
Lalitkala Akademi, Sangeet Natak Akademi, Programme Committee
of the South Zone Cultural Centre, A.L.R. Audition board and
Karnataka Lalitkala Akademi; recipient of Akashvani annual
award, National Senior Cultural Fellowship, 'Rajyotsava’ award
(Karnataka State) and ‘Sangita Kalaratna' title.

Sri M. N. Chandurkar awarded to Sri B. V. K. Sastry, the Cert-
ficate of Merit and cash award of Rs, 500.

Chief Justice.Sri M. N. Chanduakar, then delivered his address
a summary of which is reproduced below :

This organisation should be the confluence of the mighty
‘*Ganges of Hindustani music’’ and the powerful and resonant
‘*“Cauvery of Carnatic music*

The objective of the Academy when it was founded to rescue
South Indian music from stagnation into which it had fallen then,
had been achieved to a large extent. The Academy has promoted
mutual understanding and appreciation between the two styles of
Indian music, Votaries of music ardently believed that music was
the mediator between fhe s2nsual and the spiritual life. The fact
that during the past 60 years,, the Academy had only five presi-
dents was symbolic of the intrinsic strength and stability of the
institution.

Music had always occupied a very high place and an essential
part of the hoary Indian cultire. Though the preceptor-disciple
tradition was the main source of contribution of geniuses in the
field of music even today, for several reasons Gurukulavasa had
not become practical.

North, South, East and West which in geographical parlance
were intended merely to indicate directions, have somehow or
other come to acquire unusual and unwelcome overtones. India
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Sri S. Natarajan, Secretary of the Academy, introduced the
musicians and winners who had participated in [the different con-
certs of the festival and music competitions held during the Con-
ference and had been adjudged as deserving special award and
prizes (vide list elsewhere).

Sri T. T. Vasu, President of the Academy, introduced Dr.
Semmangudi Srinivasa lyer. Sri K. Chandrasekharan, Sri V. V.
Narasimhacharya (honagenarian and the oldest living member of
the Experts. Committee); Indian Bank and Amrutanjan Ltd. who
were associated with the Academy since its inception in 1927
and they were awarded special mementoes by the Chief Justice.

Sri T. S. Parthasarathy, Secretary of the Academy, proposed
a vote of thanks.



Natya Sastra Tradition In Tamilakam
during Chola Rule

V. SIVASAMY
JAFFNA

The Cholas of Tamilakam are specially noted for ‘their memor-
able and remarkable activities in the various spheres of life includ
ing culture. Under the aegis of the Cholas of the line of Vijayalaya,
the Saiva religion and arts blossomed forth in Tamilakam during
the period circa. 900-1200 A.D. and these had an impact on the
neighbouring areas of South India and across the seas up to China.
The members of the royal family vied with one another in the
promotion and patronage extended to all aspects of culture; in fact
some of them were artistes par excellence. The period of the
Cholas constituted in a way the continuation and climax of the
religious and cultural developments that took shape during the
previous period of Pallava-Pandya ascendancy (Circa. 575-900A.D).

Dance is one of the superb forms of fine arts. In India, it
continued to enjoy an honoured place in religion and society,
perhaps from the days of the Indus Valley Civilization. Like music,
it also became a handmaid to religion and philosophy, particularly,
the Hindu Religion and Philosophy. It has been - dedicated to the
glory of God. Thus, it was not merely a recreational art but a
supreme means to worship God and get His grace. One could dedi-
cate himself to the service of God by this form of art also. Some
texts like the Vishpudharmottara Purana emphasize that dance is
the best means to attain Salvation (Moksha). A common code and
conduct to be followed in the various aspects of dance including
the various types, the main purport, the sentiments (rasas), the
characters etc. were codified in course of time. The formulation
of these culminated in the composition of the unique treatise, the
Natyadastra in the beginning of the Christian era, if not still earlier.

Mr. Sivasamy is the Head of the Department of Sanskrit, University of
Jaffoa, Sri Lanka. The original spellings in the article have been retained.
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This magnumopus is ascribed to Bharata Muni. It covered the
whole range of dramaturgy which according to the prevalent notions
of the day included not only drama but music (vocal and instru-
mental) and dance as well,

All these were considered as belonging to one system of art for
a long time. The area covered by the content of this text generally
comprised the whole of South Asia with its varying ethnic, religious,
regional and other differences. Inspite of these manifold differen-
ces, an underlying thread of unity pervaded this Natyadastra so
that one can speak of a common Natyaéastra tradition covering the
whole of the present South Asia including Sri Lanka. The formula-
tion and prevalence of this. concept didn’t affect the local (or
regional) genius in this art form. But on the other hand, this provi~
ded a general, as well as, a special feature to the varied forms of
this art found all over South Asia. The general feature helped this
to retain the local genius. Both these features synthesized into the
respective regional classical dances of India. These two aspects are
noticeable in the languages used. The common Natya heritage is
reflected in the use of the Sanskrit language. while the local heritage
in the employment of the regional language or languages. Thus,
for example, if one considers the case of Bharata Nityam, the
supreme dance art of the Tamils, he will not fail to observe both
these features. Further, it has been considered prestigious for
every other regional classical dance to claim a basis in the
Natyadastra.

As far as Tamilakam is concerned, the impact of the Natya.
dastra tradition was felt, at least from the time of the compostition
of the Tamil classic Silappatikaram, if not earlier. Some aspects of
this were slightly noticeable even in the Sangam classics.

Another pointer in this direction is suggested from the evidence
of an early Brahmi inscription from Archalur in Tamilakam. Some
of the basic, rhythmic syllables now called **Sollukkattu’ are found
in this record. This belongs to about the 3rd century A.D.
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Music and dance became part and parcel of the rituals of the
Saiva and Vaishnava temples. The Saiva Agamas which attained
their present form, probably during the period of the Pallava-
Pandya ascendancy, if not earlier, prescribe all the details of music
and dance to be provided for in the daily and special punjas and
festivals conducted in the Saiva temples. The details are actually
given in the Paddhatis attached to the Agamas. As a result,
musicians and dancers were appointed to the temples to provide
these at the prescribed time. The dancers dedicated to the service
of the temple were called ‘Tevaratiyar’ or ‘devadasis’. There are
references to these artistes in the contemporary Tamil literature and
inscriptions. Saint Thiru Gnanasampantar for example;' refers to
them in the following lines of his Tevaram as,

“Cai Qurfurr S&rasuary. sy,
. GL-aps8 d”
“@Ieth Qb S WL-QITTS6r BLLOTL., WP BT,
e QW T PEs P&
feows P Hvsi g wrCivgd wpSd urisg
Soamewrlp”,
“suIQ@el wrimsui ser urLQeredwr. & sef
QerdiQuipsri
wiviealsi wrigpui Bar@sry ser of sl
wrsmoguermer”

Saint Suntarar also refers to them in the following line as,
“wr@w @path wPruwr_wrsi HELUS
a1 Jovrs gen pur@r”,

According to an inscription of the late Pallava period the
Muktesvara temple had 42 dancers.

The Natyadastra of Bharata was quite well-known in Tamila-
kam. There are epigraphical and sculptural evidences showing the
popularity of Bharata, A Sanskrit inscription of the Pallava King
Rajasimha (700-730 A.D.) refers to Bharata. Among the seventh
century sculptures at Mamallapuram, one set depicts Siva as teach-
ing the foot movements to Tandu and another depicts Siva as the
teacher of Nitya to the sage Bharata.,






NATYA SASTRA TRADITION IN TAMILAKAM 8r

them to the God Siva. Of these, the most famous and magnificent
temple was built at the capital Tanjore, This was the Brhadidvara
Temple also known as Rasarisecaram and Taficaipperuvutaiyar
koil. This was also the epitome of the glory of the Cholas. This
was provided with all that was necessary for worship. Among other
provisions, musicians, dancers and other artistes too were employed
at this Temple. There were, as many as 400 dancers, brought from
all over the vast empire. They performed the particular dances  as
a ‘nptyopaciara’ to the God, during the daily and special piajas and
festivals as prescribed in the Saiva Agamas and the paddhatis.
Inscriptions found in this temple give all the details of these and
other artistes attached to this great temple. The artistes included
dancers, musicians, drummers, teachers of music and dance and
others. The names and the places of the artistes and their annua
emoluments are listed in the inscriptions.

The dancers ‘Tevaratiyar’ were brought from various places
and settled along the streets assigned to them around the temple. In
the Southern wing of the Southern street 92 dancers were settled.
Similarly, another 92in the Northern wing of the Southern sector,
95 in the Southern wing of the Northern street, 96 in the Northem
wing of the Northern sector:and 25 additional artistes wer= settled-
Rajaraja’s elder sister Kuntavai was an excellent dancer.

As great devotees of Siva and patrons of Saivism, the Cholas
were particularly interested, besides other forms, in the Nrttamarti
especially the Natarija-marti of Siva. It was no wonder that they
specialized in the various forms of the Nptta-mortl of Siva in stone
and metal. Excellent Nataraja images were cast especially in
bronze and these are found all over their one time empire including
Ceylon. In the temples of the period, one finds excellent sculptures.
of the various forms of Siva, including those depicting His various
dances.

Of greater interest in this respect, is the maiden attempt at the
codification of the 108 karanas of Siva described in the fourth
1]
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Dr. V. Raghavan opines that these sculptures were originally
in the common gopuram of the twin temples the Somesvara and the
Sarigapani temples. The Saivite character of the sculptures is
irrefutable and Dr. C. Sivaramamurti’s view that these karanas are
those of Kyspa appears to be erroneous. As a result of the
resetting of these sculptures, the serial order of the Karanas is dis-
turbed. In spite of this, thisseries of karanas have an,edge over
those of the Tanjore. That is, they contain all the 108 karanas
and more significantly the names of karanas also are inscribed
below each of them in the Chola-grantha characters of the 12th
century A.D. As a result, the identification of the karanas is made
easy. Greater success was achieved in the four gopurams of the
Chidambaram Temple which is a veritable encyclopaedia of dance.
The karana sculptures in the gopurams belongs to the 13th century
and later they were sculpted by different rulers. Of these karanas,
those in the Eastern and Western gopurams are worthy of note
though all the gopurams have the 108 karanas. In these two
gopurams, the relevant Natyadastra verses are inscribed below each
of the karana sculptures. Thus, they not only simplify the identi-
fication of the karanas but attest to their authenticity and source
in Bharata‘s Natyasastra. This practice continued still later in the
gopurams of the Vruddhagirisvaran temple at Vruddhachalam and
the Arunachalesvarar temple at Tiruvanpamalai. Thus, the exam--
ple of Chola kings was followed in the subsequent period and these
karana seulptures are a veritable mine of information to dancers
and dance enthusiasts and lovers of art.

Various types of dance like the SSppdn s 5, HlwdsHmds
#758&% 5 g ete. are referred to in the inscriptions of the period
Some of these date back at least to the time of Silappatikaram, if
not much earlier. Dance teachers were called &% ggya6r.
AR SSUBU g IWET, FTEm&wsgrwar and sl Par HFTET,
The land allotted to them were known as 5" Qardsrewfl. The best
among the dancers were honoured with the title 3&vdéGsred. An
inscription of the time of Parantaka I (10th. c) refers ito @pbapy.&
Corypss%0&Cared. Titles of dancers like ges5gropas
S%WiCsrdd srwCs85 SIviGsred, Mdérpai nisssivs
Garel, and s 558G sre? are known from the inscriptions
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at least from the days of Silappatikaram which refers to the title
HW&Csred being conferred upon Matavi. It seems that this
custom continued during this period also.

As a centre of religious, cultural, social and economic life of
the people, the temple played a very dynamic role in the society of
the time. There were nittasibhas and nagakasalas at leastin  the
big temples.

As mentioned earliér, music and dance were integral parts of
drama for a long time, The inscriptions again refer to dramas
being staged in the temples. For example the Rasaraseccara nata.
kam was staged at the Tanjore temple for some years: P&mpuli-
yur ngtakam was enacted in the time of Kulottunga. Unfortunately,
none of the dramas have survived the ravages of time,

Reference bas already been made to the exquisite workman-
ship of the sculptures of the period. Similarly paintings also were
equally superb. One may refer to the portrayal of dancers especi-
ally the divine nymphs as found in the Tanjore temple. Some of
the karapnas are portrayed in these paintings with remarkable
skill,

The literature of any country mirrors the life of the people of
the country at the particular time. The contemporary Tamil litera-
ture contains unmistakable evidence for the development and
prevalence of dance in the temple, the court and outside. Further
some of the great poets themselves were familiar with, if not very
proficient in the Natya-fastra tradition also. The Bhakti literature
of the previous period continued during the reign of the Cholas as
well. The Tiruvisaippa and Tiruppallsgtu are included in this cate-
gory. The Cosmic Dance of Siva is the major theme in these
poems. The composers of these poems yearn for a darsan of Lord
Siva as the Cosmic Dancer at Tillai. Incidentally some of these
poems refer to the function of the Tevaratiyir attached to the
temples of the time. For example, Karuvirttavar, the Guru of
Rajaraja, in his decad on the newly built Rasaraseccaram temple
refers to the dancers as,
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Music in the Natya Sastra

(With ‘SANJIVANAM,’ a Sanskrit commentary by Acharys
Kailash Chandra Brhaspati and English translation by Bharat Gups,
continued from page 181 of Vol. LVII)

DEFINITION OF SAMVADI
26. TR WHRTNEY 9o qAST gL |

“Trans : yayoh (of those two notes), navakntrayodaéan: antaram
(where distance from each other is either of nine drutis, 'or thirteen
drutis), tan tan (those two notes are), anyoanyam (mutually)
samvidinau (samvadl).

Sanjivanam ;. In elaborating upon samvida, the basic con-
sonance between two notes is defined in terms of drutis. However,
it is to be understood that the consonance between shadja and
madhyama as well shagja-pancama, i.e., consonance of fourth and
fiifth, is natural and is perceived without any understanding of
srutis. Abhinavgupta here quotes his own teacher who belicaed
that the nine-éruti or thirteen 4ruti interval is not an antarsla
(matters of location) but the svarupa (nature) of the note itself.
The idea here is to stress the mutual dependence of the consonant
notes.

The svaras are given their place in the pure scale or septette on
the basis of these consonances. The shadja-madhyama of the
Shagjagrama are the same in consonance as madhyama-nishada of
the Madhyama-grama. Again Shadjagraima rshabha-dhaivata
become the pancama-rshabha of Madhyamagrima, the consonance
being of the fifth, The shadjagrama, antara gindhara Is the same
as Madhyamagrama dhaivata. Also the madhyama-nishida of
Shagdjagrama, become the nishada gindbara and Shagjagramic
pancama is known Madhyamagramic shagja. This correspondence
of the two Grimas is based upon the natural consonances of the
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fourth and the fifth, This correspondence ‘has been indicated by
‘Bharata Muni later when he says: ¢the same murcchana can be
derived in two ways.” But to the above two natural copsonances

must be added the consonance of the third, which is the samvadl
between madhyama and dhaivata,

Samvada itself is of two kinds, ‘kshetra samvada’ &nd ‘sthiti
samvada’. The consonance of notes having the same number of
srutis is ‘kshetra samvada’ or spatial consonanee such as of shagja
madhyama, shadja-pancama, rshabha-dhaivata, gandhira-nishsda
in the shadjagrama and pancama-rshabha in the Madhyamagrima,

The second kind or the locative consonance is on account of
the interval of nine or thirteen $rutis but the samvadi svaras
do not have the same number of 4rutis. In the locative
consonance between madhyama-nishada, madhyama is of
four 4rutis, whereas nishada of only of two, but the interval of nine
drutis makes the two samvadi svaras. Taking another example, the
rshabha and dhajvata consonance of the Madhyama-grama
shows the interval of thirteen 4rutis, though the rshabha here is of
three §rutis ahd dhaivata of four érutis,. The relationship between
antara-gandhara and dhaivata isagain a locative consonance, a
sthiti samvada.

In a Jati or Raga, kshetra samvada is used to make the con-
sonances of note combinations; the sthiti samvada is required for
fixing the position of notes in a septette, The basic or the suddha
scale is obtained by fixing madhyama from shadja by the econson-
ance of fourth : from madhyama to nishdda is a repetition of the
same consonant interval; again from madbyama the consonance of
third is' used to obtain the position of dhaivata; from nishada, the
thé consonance of fifth is used to obtain gandhara; and from
dhaivata the same consonance yields the position of rshabha, thus
completing the septette, This method of obtaihing the seven notes
in their basic and pure positions is used in our school.
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27.  a vete, wYaded s fiviereat veaase-

N . . v
Afifa qEaqd | ASITHASYINT TEL AT [ARS-
AR {AK2 |
9% O

TR AEAAITH THATRE ¥ |
SRS TS dg: qwuE 9|

Trans:-tadyatha (such as), shadja pancamau (shadja and panca-
ma); rshabhadhaivtau) rshabha and dhaivata); gandhiranishadava-
ntau (gandhara and nishada), shadja madhyamau iti shadjagrime
(sadja and madhyama in the. sadjagrama), madhyamagrime api
evameva the in madhyamagrama the same eonsonances), sh adja-
pancama varjam pancamarshabhyoh ca atra samvadah (except that
of shadja and pancama, instead of which is of pancama and
rshabha). Atra dloka (there is the dloka); Samviado (samvida exists),
madhyamagrame (in the madhyamagrama), pancama rshabhasyaca
(between pancama and rshabha); shadjagrame (in the shadjagrama),
shadjasya pancamasya ca (that of pancama and shadja), samvada
(the consonancc exists.)

Sanjivanam: To elaborate upon the preceeding dloka, Bharata
Muni says, that in the Shadjagrama sa-ma, sa-pa, ri-dha, and ga-ni
are samvadl. In the Madhyama Grama the ri-pa consonance is of
nine $ruti interval, but the ri-dha interval though of thirteen 4rutis
lacks consonance. Here the rshabha is three druti and dhaivata
four druti. The Madhyama Grama ri-pa have both the spatial and
{ocative consonances.

For the benefit of vIpa-players the consonances can be analysed
as follows. In the Shadja Grima sa, ri, ga, ma can be played as
pa, dha, ni, sa, ri. ga, ma can be replaced with dha, ni, sa, and in
the Madhyama Grama ga, ma, pa, can do for ni, sa, ri. The con-

verse can be equally well used.
DEFINITION OF VIVAD!}

28. Ry ¥ It Reafmasey |
FaIrd MR Safaerd o
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Trans Yesham dvisrutikamantaram (of the notes which have
an interval of two srutis), te tu vivadinau (they are vividis),
tadyathi (such as), rshabha giandhirau (rshabha-gandhira)
dhaivatanishadau (dhaivata and nishida).

SANJIVANAM: There are three views tradionally held over
this sotra. The first being that nishide and gindhira are vivadi
to all other notes. The next is that nishida and gandhara are
vivadi to dhaivata and rshabha only. The third view holds that
rshabha and dhaivata are vividi to gindbira and nishada.

We interpret the sitra as follows; Nishida and gandhara are
mutually samvédi or consonant, but vivadi to all o:her notes,

Dhaivata is vivadl to nishada. and rshabha to gindhara. 1If
one svara takes the amda position then the rest must fall into the:

category of friend, foe or neutral, i.c., samvadl, vividI or anu-
vadl.

When shadja is amsa, then madhyama or pancama is samvadi,
rshabha and dhaivata are anuvadl and gandhara as well as nishada
are vivadl.

When rshabha is amsa; dhaivata is samvadl; dbaivata is vivadl;
the remaning being anuvadi.

When gindhari is amsa; nishaida is samvadi; dhaivata is
vivadi: the remaining being anuvadi,

When madhyama is améa; shadja is samvadl; gandhidra is
vivadl; the rest being anuvadi, Nishada has a locative consonance,
or sthiti samvada.

When pancama is amsa or vadl; shadja is "'samvadi; gindhara
.and nishidda both are vividi; and the rest are auuvadl.

When dhaivata is amsa; rshabha is samvid]; and the note ni-
shida is vivad]; the rest are auuvadl.
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When nishada is amsa; gindhdra is samvadi; rshabha is vivadi
(so is dhaivata) and the rest are anuvadi.

The above mentioned classification is trye [for Shagdje. Grima-
when pancama is amsa; rshabha is samvadi; gandhira nishada are
vivadi; the rest arc anuvadi. When rshabha is amsa; pancams is
samvadi; nishida gandhara are vivadi and the remainng - notes are
anuvddi. For the other notes as amda, the arrangement is the
same as in Shagdjagrima.

To those who argue - that by vividi Bharata Muni has only
meant nishida as vivadi tc dhaivata, and rshabha as vivadi to” gin-
dhira, it must be pointed out that if it were so, then there would
be no vivadi to be found when shagja, madhyama and pancama
are made amsa,

We have stated that gindhdra and nishada are vivadi to all
other notes. The converse, that all other svaras will be vivadi to
them, need not be true, The two are vivddi to others as they only
are two-sruti notes, whereas other notes are three of four sruti
notes. As for dhaivata, which is vivadi to nishada, when the latter
is amsa, it may be said that dhaivata jis vividi because of its
proximity to nishdda and is forced to be so inthe given circum-
stance. It is like a gentleman being forced to harsh behaviour by
a nasty neighbour, :

The whole matter may be summed up by saying that any two
notes which are only two srutis apart can acquire the status of
vivadi, this being most applicable to nishida and gindhara, as
they can also be vividi to notes from which they are removed than
by twa srutis.

ANUVAD! NOTES

29, T dark ARy safiay Jereagaiga: |

Trans : Vadl samvadl vivadishu (vadl, and vivadl), sthipite
shu (being decided upon), seshah (the rest), the anuvadinah (are
anuvidis).
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SANJIVANAM : Obvious.
30- I WAEH), qegAGaTd), RagaTET
s |

Tranms: tatra (here in this context), vadanat vadi (thc note that
spells out the jati or raga is called vadi), samvadénit isamvidi (the
note that speaks in unison with the vadi is catled samvidi), vivada-
nit vivadi (the note that creates contradiction is named vividi),
anuvadanit anuviadi (the note that acts in accordance with vidi is
anuvadi).

SANJIVANAM ‘ The text is clear.
81. qQyl @l gFaniaseE FSYEARATIFZY Iguat-
WY | WReRTEgiieg o

Trans: Etesham svaragpim (in  these notes). nyunatvam
adhikatvam (rise and full of pitch) tantri upavadana indriya
vaigupyat upajayate (is caused by the various defects of strings or
the place of tying the strings or by body of the vigi. or by lack of
training of fingers or voice), Svara vidhinam etat (of these notes’
the rule regarding their usage). caturvidham (shows them to be of
four kinds-vadi samvadi etc).

SAMJIVANAM: The frequency of the use of 3 note as vidi,
samvidi, vivadi or anuvidi in a melody will depend upon the status
of a particular note. Vadi is to be used maximum, samvadi. less,
anuvidi lesser and vivadi the Jeast. Also the volume [and their
pitch may be affected by certain defects. The string (made of gut
in ancient timesf may get tightened or Joosened due to humidity, the
bridge may move, and the vipa itself may get distorted. The frets
can also become defective and the voice may falter.

GRAMAS AND SRUTIS

32, Y 2} AT | AL AEHATHY |
vt sfaafh gam eRAvewanyar |
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Trans : Atha (now), dvau gramau (there are two gramas)
Shagjagramo madhyamasca (the Shadjagrama and the Madhy
amagrima). Atra asrita (to these belong), dva vimsati (twenty two)
srutayah (srutis), svara mandala ridhita (contained within the seven
notes).

SANJIVANAM: The place where many individuals cohabit is
called a Grama or village: similarly an inter dependent collection of
notes is pamed Grima. In a village the most influential person is
the village headman, and so by example, a four-frutis svara
which is to be counted first and after which 'the Grama takes its
pame has a two-éruti note preceeding it and a three-érfiti note
succeeding it. In Shadjagrama, the note shagja is four-sruti and
nishada and rshabha are two and three sruti respectively. Similarly,
in Madhyamagriama, ga and pa are two and three druti notes
preceeding and succeeding madhyama. This note, or the head note
of the Grama, so to speak, owns a larger area than the notes
immediately around it and has a locative consonance with two other
notes in the septette. In Shadjagrama, madhyama and pancama are

the two samvadis and in Madhyamagrama the head note has nishada
and shadja as its samvadis.

To continue the analogy just as a rich village headman is help-
ful to his neighbours in distress, in the event of ‘svara-sidharaga’,
the main note is able to grant a 4ruti each to both his neighbours.
At the time of ‘shadja-sadharapa’ shadja yields its first $ruti to
nishada and the last to rshabha. In the event of Madhyama-

Sidharana, madhyama likewise yields its first 4ruti to gindhara and
the last druti to pancama.

And now we proceed to the experiment called “sruti-nidarshana’
or ‘catuhsiragi’ as named in modern times, The experiment makes
a division of the seven note sequence into twenty two drutis.

The definition and the characteristics of a Grama as given
above are proposed by the Brhaspati school.
13
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NOTES AND THEIR SRUTIS
33. qaqI—
foRlY 3 9 939N AR @ T |
g A1 SagA W A3Efm |

Trans: Trisra (three), dve (two), ca catasra (and foqr), catasra
(four), trisra eva ca (and threc again), dve caiva (and two), adya
catasradca (and in the beginning four), vidhih bhavet (i8 the rule),
shadja grime (in the Shagjagrima).

SANJIVANAM: The enunciation of $rutis units for each note
is made here in the ascending order, indicating the measure in
which the sucecding note is higher than the preceeding onme. As
shagja is the first note it is enunciation after having mentioned
nishida. As there is no note befor shagja, its relative position
cannot be indicated in the beginning, Three, two, four, four, three,
two and four are the number of drutis in rshabha. gandhira,
madhyama, pancama, dhaivata, nishada and shadja respectively.
‘Within this sequence antara gindhira and Kaikili nishida are
included, though their éruti number is not given here. However, it is
shown in the sarana experiment later. Elaborating on this Matanga
Muni has said, “Bharata has enanciated the druti sequence begin-
ning with rshabha, Why so? The antara gindhira is included here
.and shadja and madhyama are shown as basic and initial Grima
‘notes.”

TUNING OF THE ANCIENT MATTAKOKILA VINA. TO PURE
NOTES

The strings of mattakokila from seventh to thirteenth are tuned
10 sa, ri, ga, ma, pa, dha, ni, respectively, The tuning method is
as follows.

The tenth and the eleventh strings are to be tuned to the con-
sonance of fourth and fifth. Thus from shagdja we obtain madhya-
ma and pancama. From the madhyama on the tenth, the twelfth
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string ‘'should be tuned to the ccnsonance of third. This
seven-sruti interval gives us the note, dhaivata. From dhaivata we
can obtain rshabha by the consonance of fifth, or the thirteen ¢ruti
interval. From madhyama nishdda is to be obtained by the conso-
nance of fourth, And from nishada its consonant gindhéra is avai-
lable at thirteen #tuti interval or the consonance of fifth. Swch
tuning is also possible on a modern sitar with movoble frets.

THE SUDDHA OR THE PURE NOTES

Notes which are based on the samvada or consonance as de-
fined by Bharata, are tb be called ‘shudha’ or pure andsno other
are to be named so. .

Madhyama, which is at an interval of nine srutis from the first
note shadja and also similarly removed from the last note nishada,
is at the centre (madhya) of the seven note suquence. Such a
madhyama is suddha. As the centre, it never moves from its posi-

tion, hence it is ‘dhruva’ or constant says the venerable Abhinava-
gupta. ’

Nishada, which ends the ‘saptaka’ or the sequence and is at an
interval of nine srutis from madhyama or the centre, is pure. Con-
sonant to this nishada is the pure gindhara.

Dhaivata obtained from madhyama is pure. Its interval from
pancama increases when the pancama descends by a 4ruti but its
position remains the same. Hence this natural dhaivata, at a con-
sonance of third to madhyama, is pure and none other. Its conso-
nant rshabha is also pure,

Thc pancama at a consonance of fifth from shadja is the pure
pancama.

The above sequence is different in its intervals from the ‘muk-
hiarl’ or ‘kanaking]’ mela as propagated by Ramamitya, Somandtha
VenkatamakhI and their followers. In his introduction to ‘Sangraha
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Chadamapi’, the modern scholar, Sri Nivas Shistr] has rightly
pointed out that the mela propagators had misunderstood Bharata
Muni, and their so called ‘pure’ saptakas are impure.

The prathama, dvitiya, agd .caturtha (the first, second, third
and fourth of vedic terminology) are the madhyama, gindhara,
rshabha and shagdja respectively. and these are not be foynd at all
in the ‘Kankang! mela’ of Karnataka system.

34. 9 gfoqderew waffe w8 |
feafesT W wsawa [g: =@

35 qmMEaERd @y, A §aa Aa
i Fog: g A fiadg o

Trans; Shagja catuhérutih bhaves (shagja should be four
$rutis), rshabhah trigrutih smrtah (rshabha is known as of three
$rutis), gandharah dviérutis caiva (gandhara of two $rutis), madh-
yamagca catudrutih (and madhyama is 'of four §rutis), tadvadeva
‘pancamah syit (like madhyama, pancama is of four $rutis), dhai-
vata trisrutih matah (dhaivata is of three drutis), nishidah ca
dvisrutih (nishada is of two drutis), Shagjagrame vidhih bhavet (such
in the rule for Shadjagrama).

SANJIVANAM : The above dlokas are meant to elaborate on
the preceding one; the suddha svara sequence is also thus made
clear. Pointing out the evolution of svaras from Samagana to
Giandharva, the venerable Abhinavagupta says, “Being higher, the
four sruti note is udatta, being lower the two fruti is anudatta, and
<combining the characteristics of two the height and lowness, the
three dsuti svara is Svarita —In truth there are three notes only sa
i and ga which are repeated as pa, dh and ni. Madhyama being
the constant is located in the middle of three two units,” Sa, ni, dha
when put in the descending order are ma, ga, and ri, or udatta
anudatta and svarita,



MUSIC IN THE NATYA SASTRA 101

THE PANCAMA IN MADHYAMAGRAMA
36. WSTAA T AATEE: WA WG |

Trans : Madhyamagrame tu (Inthe Madhyamakrama),
pancama (the note pancama) $ruti apakrstah karyah (should be
lowered by one §ruti).

SANJIVANAM: Here the difference between the two gramas,
Shagja and Madhyama, is shown. If the Shadjagrimic rshabha is
taken as base and thepapcama is lowered till it is at a consonance of
fourth, or nine-druti interval, to rshabha, then the lowered note is
koown as the three. $ruti Madhyamagrama . pancama. Another
way of lowering the pancama is by puttingit at a consonance of
third to the twodruti gandhara of Shadjagrama. Inits original
shadjagramic position, the pancama is at an eight gruti interval
from gandhira.The second technique. is also used in our school.

DIFEERENGE IN GRAMAS
37.  HFTl QUETIEI AR AIG ATTTAIRT ARG AR |

Trans: Evam (thus), sruti utkarshit (by raising of a fruti),
apakarshat vi (or by lowering of a sruti, as prescribed above),
mardavat (by softening), dyatatvat va (or by sharpening), yat
antaram (the interval which is obtained), tat (tbat interval)
(praminam srutih (is the measure of a druti of one kind).

SANJIVANAM : ‘Mirdava’ is loosening the 'string and thus
lowering the note. ‘Ayatatva’ is the opposite. As said before,
Bharata Muni is demonstrating the drutis on the harp like vinpas
where strings were plucked and not slided upon.

Here, although the pancama for Madhyamagrama will ;be fixed
by lowering, yet both lowering and raising are mentioned to show
the two ends of the interval, which is to be known by the pramina
(measure) which is a druti of one kind, out of the three kinds of
srutis,
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Abhinavagupta further elaborates that the difference which is
noticed by lowering or raising a note, the exact measure of that
difference is a druti. Althoigh, the difference between two sounds
may be equal to the measure of an atom, yet being inaudible, it is
of no use. And hence the difference, that in itself cannot be heard
but can be known by the two sounds on its extremities, that diffe-
rence is a druti.” i

It should then be noted that the term druti in general,
does not apply to any.particular measure and hence there can be
many kinds of srutis,

Why does the text once mention ‘lowering and raising, and
then ‘raising and lowering’? Abhinavagupta clarifies that as lowe-
ring and raising are relative, both are mentioned for comparison.

DEMONSTRATION OF TWENTY TWO SRUTIS

38. fagyR @Ay sEagE: |

Trans : Vyikhyasyamah (I shall now claborate), tu nidaréanam
(upon the demonstration), tu asam (of these drutis),

SANJIVANAM : If ‘dardana’ means to see, ‘nidar§ana’ means
close inspection. For example, people of the same caste, or those
out of caste, those successful or unsuccessful in life, are obviously,
different. However to analyse their respective characterstics, a
comparison is made by focusssing our attention at a given time, on
one category of persons, and then later on the other category of
persons, and then again we shift our attention to the first category.
This results in a definite comparative understanding of their quali-
ties. Similarly, listening to the sound of one string and then to the
sound of the other higher or lower tuned strings and then again

_shifting attention from one to the other. alternately between the two
like a swing, gives a definitive knowledge of their differences. This
process, says Abhinavagupta is ‘nidardana’-
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39, QR M FEIAW FILWERA Wvﬁ Pl
RANABA  FY | qcoaEd  oeaeey  9fy
HEAAIHAL BT AT T GARIAIIATRET iﬂfq | gy
EREE 1Y ﬂitﬁl |

Trans; Yatha (for example), dve vine (two vinas), tulya
pramina (of the same size), tantri, upavidana danda (and identical
strings, bridge. and body), marcchana kytva (should be tuned to a
given marcchand) shagja gram asrite karye [(in the shadja grama).
tayoh anyatarasyam ' (mow, of the two in the latter, vina),
paneamrsya apakarshe (by lowering the pancama), frutim (the
pitch of the pancama), madhyama, gramikim $krtva (should be
made such as is appropriate to Madhyamagrama), tam eva ca
(and then in that very vina), pancama vashit (on the basis of
this pancama, new and lowered), shadjagrimikim kuryat (the vini
should be tuned to Shadjagrima).§JEvam 4ruti apakrshta bhavati
(Thus, all the notes in the latter vini are lowered by one druti, in
comparison to the former).

SANJIVANAM : The practical method of demostrating twen-
ty two srutis in a seven note sequence from sa to ni is shown here,
Two vinds with identical strings, proportions, bridges and places o
tying should be tuned to a given pure note mircchand in Shagja-
grama, The twenty one strings of each vini should be tuned identi-
cally.

Of the two, the former will remain untouched and in the
atter the strings will be loosened. To begin with the pancama of
the latter vind is lowered to be consonant with the rshabba, The
result being that the latter vina is now tuned to Madhyamagrama.
Taking the new pancama as the base the other rest of the notes
should be lowered so that the vind is once again tuned to Shigja-
grima, but now each note will be one fruti lower than the notes of
the former vind. For reasons of practicality, we have named this
measure of fruti as kaidiki’. This interval which is minute. just as
much as the breadth of a hair or ‘kesa’ is called ‘kaisiki’. In the
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context of shagja and madhyama sadharana, Bharata Muni also
Dames the minute changes of {pitch in a svara as ‘kaisiki’
change.

40, JAUY ITAMIETT IYT AFYR FA91E-
TR a¥aa: fpeafusang |

Trans : Punarapi {once again), tadvat apakarshet (the string
should be loosened in a manner), ydthd (so that), gindharani-
shadvantau (gindhira and nishdda, of the latter vina), pravekshya-
tah (enter, ie, sound the same as), rshabhadhaivatau (rshabha and
dhaivata), itarasya, (of the former or untouched vind), dvifrutya-
dhikatvat (these notes, gindhara and nishada, which were two
trutis higher when the loosening began).

SANJIVANAM : The second time the slackening of the string
is done in a different manner. Now the gindhira and nishida of
the latter vina in which the strings are being loosened, are made to
be consonant. that is of the same pitch, with rshabha and dhajvata
of the former or untouched vini. The remaining notes of the latter
vini are also slackened accordingly taking the new positions of
gindhdra and nishdda as a basis. Thus we have the new positions
of notes on the latter vini, arranged in the Shagdjagrama, but each
of the notes being two srutis lower than the formcr vina notes.

The interval obtained in the second slackening is also called a
$ruti, although it is greater than the first one. derived in the first
loosening and was called named ‘kaidiki éruti’. For the purpose of
distinction we have named this second kind of interval as ‘mahatil
or the large éruti. Abhinavagupta points out that this interval is
also called a ‘druti’ and the one sruti svara that is sometimes used
in Gandharva is not erratic but has its interval equivalent to this
‘Sruti’. In the present day rendition of Ragas, the not ‘ati kemal
dhaivata’ or (extra flat dhaivata), or ati komal rshabha, are the one
4ruti notes.
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In this slackened position the madhyama of the latter vina
would be at the supposed positton of ‘antara gindbara’ of the
former vina. Similarly, latters’ shadja would be former’s ‘kakali
nishada’, ‘

41,  9AUR IXW PNl SeaewiEaeR|
Ty qeat sdwa: forfasang 1

Trans: Punarapi (Again), tadvadeva apakrshtdydm (in the
latter vina, slackening is done in a manner so that), dhaivatarsha-
bhau (dhaivata and fsh'abha), pravekshyatah (enter ie., sound the
same as), pancama shadjau (pancama and shadja), itarasydm (of
the former, vina), trirutya - dhikatvat ¢(these notes, dhaivata and
rshabha, which were three srutis higher before the loosening began).

SANJIVAVAM : This time the dhaivata and rshabha of the
latter vina are made to sound the same as pancama and shadja of
the former vina, respectively. The other strings of the vind being
adjusted, the latter vini is now three sruti lower. The interval thus
obtained, or the measure of lowering, is given the name of ‘upama-
bati’ $ruti by us. This sruti is equivalent to one ‘kaidiki’ druti
subtracted from ‘mahati’ druti.

42. IZYAWTLR| 94T WSIW-
YT FARS} qqw AT
famgaa: n3safs sg: wawafaEAg

Trans: Punarapi (Again), tadvadeva (in 2 manner so that)
apakgshidyam (of the vioa which has been slackened). pancama
madhyama shadjah (pancama, madhyama and shadja), pravcksh-
yanti (enter, or sound the same as), maghyama gindhara nishada-
vatah (madhyam, gindhira and nishada), itarasyam (of the former
vind), catuhdrutyabhi adhikatvat (these pa, ma, and sa which were
higher by four srutis, before loosening began).

14
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SANJIVANAM: In the fourth lowering the pancama,
madhyama and shadja strings of the latter vina are tuned to sound
‘the same as madhyama, gindhara and nishada respectively of the
former vina. The remaining notes of the latter are also slackened
to yield shadjagrama. The latter is thus four $rutis lower than the
former vini. The measure of lowering, required in the fourth time
is the same, as may be noticed by the experimenter, as in the
the first lowering. This druti also can br called thc *kaidiki' $ruti.

It will be noted that in the above mentioned method of S$ruti
demonstration each lowering of the strings results in the elimination
of the position of notes obtained in the previous lowering. A
<comparison of their respective measures is thus not possible audibly.
A demonstration of srutis on ‘sruti-darpana’, as described below
makes all the position of the notes available at the same time.

SRUTI DEMONSTRATION ON ‘SRUTI-DARPANA’

A vini may be made which has uncurved and movable plain
frets of fair width. Five strings of the same wire should be strung
and care be taken to see that the wires are equaily raised from all
‘the frets throughout their length from the bridge to the mount.

A fret should be positioned in the middle of the bridge and
the mount to denote the madhyama note of the madhya sthina or
the middle septette. Other frets may be likewise adjusted to
give the notes of Shadja grama, using the samviada method describ-
«<d carlier. All the five strings may be tuned to the same sound.
The first string to the left (the bridge being towards the experi-
‘menter) will remain untouched and correspond to the first vind of
the earlier experiment. To begin with all the strings will produce
the same notes on the various frets.

To begin with, the first lowering, the second string is slackened
80 that its pancama is at a consonance of fifth with the rshabha of
the first string. This makes each note on the second string one
<“kaishiki’ sruti lower than those of the first string.
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In the second lowering which is done on the third string the
nishada of this third string is made to sound the same as dhaivata
of the first string.

A given note on the third string is now two $rutis lower than
the corresponding note on the first string, bart that note on the same
fret is only one sruti lower than the note on the second string. The
difference between the second and ihe third string is the ‘mahati’
sruti,

The third lowering.in done on the fourth string. It is slacken-
ed to a degree so that its dhaivata sounds the same as pancama of
the first string. The string slackened is three srutis lower than the
first and the measure in which it differs from the third is oue
‘upamahati’ sruti.

For the purpose of the fourth lowering the fifth string in our
vind (sruti darpana) is slackened to the extent that its pancama
miogles with the madhyama of the first string. The slackened
string is four srutis lower than the first while only ‘kaishiki’ sruti
lower than the fourth. Some other results may be noted. Beginn-
ing with the first string, the four remaining strings when plucked in
order will make audible; the ‘kaisiki’, ‘mahati’, ‘upamahati’ and
‘kaisiki’ sruti intervals, in the descending order.

It should also be that on the fret on which the fifth string
Zives shadja. the first string gives nishada; on the fret which gives-
ma on the fifth string, nishada is heard on the same fret on the first
string; and on the same fret while the fifth strings yields pancama
and the first string yields madhyama.

On the second, third and foarth and fifth strings the same frets
will show the four sruti intervals of shadja, madhyama and pancama
respectively.
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On the fourth string the rshabha and dhaivata will be heard on
the frets which yield shadja and pancama on the first string. The
second and third and fourth strings will yield the three druti intervals
-on the same frets of rshabha and dhaivata, respectively.

On the third string the fret for gandhdra and nishada will
yield rshabha and dhaivata on the first string. And the second and
third strings will show on the same frets the two sratls each for
gindhara and nishada.

The third string is also indicative of the antara svaras. The
‘madhyama and the shadja, on the lowered third string, are antara
gindhara and kakali nishada respectively, with respect to the
shadja of first string. Also the pancama on the third string is two
-srutis lower thap the pancama of the first. Hence, if the shadja
on the first is named as madhyama of the Madhyamagrama. the
lowered pancama on the third string can be named as kakali
-nishada of the Madhyamagrama.

Thus, it is seen that on the sruti-darpapa the four 4rutis for
<ach shadja, madhyama and pancama are kaisiki, mahati. upa-
mahati and kaisiki, in the descending order, For rshabha and
-dhaivata each, they are three; kaisiki, mahati and upamahati; for
gindhara and nishada each,’they are  ‘kaisiki’ and mahati. All
svaras thus begin with kaisiki sruti when seen in the descending
order. The four srati notes end with kaisiki as well,

The two sruti interval is thus of two kinds. The rshabha-gin
dhara and dhaivata-nishida interval is a sum of kaisiki and mahati,
whereas the antara gindhara and kakali nishada, which are located
in the area of madhyama and shagja are a sum of kaisiki and
gpmahati srutis.

In the modern times some scholars have concluded that the
ancients thought of the srutis as uniformaly equal intervals. This
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wrong conclusion is a result of misunderstanding the language of
sruti demonstration experiment given in the Nitys Sistra.

3. u¥ 31 wRfeean dmhow |
Fifygfi 513 AT |

Trans; Bven) (Thus), srutinidarsancna (by 2 demonstration
of the srutis), dvavimsatih srutayah (twenty two srutis), pratyava-
gantavyah (are known distinctly), dvaigrimikyah (in the two
gramas).

%

SANJIVANAM : It should be clear that each Grama in its
seven note sequence contains twenty two srutis. The shadja, rsha-
-bha, antara gindhara, madhyama, pancama, dhaivata, nishada,
and kakali nishdda of the Shada Grama are the same as madhyama
pancama, dhaivata, nishida shagdja, gindhara, and antara gandhara
of Madhyamagrama.

(To be continued.)



Maharashtrian Musicians of
Karnatic Music
GOTTU VADYA SAKHARAM RAO

Sakharam Rao was born at Madhyarjunam (Tiruvidaimarudur)
in the Tanjore District. He was fthe eldest son of Gottu Vadya
Srinivasa Rao, a famous player of $the preceding "generation from
whom he learct the art. He was a Madhva Desastha Brahmin and
a Rigvedi. He belonged to the family of Gavai Khamas Madhava
Rao, the famous musician in the days of the last Sivaji Maharaja.

His father. Srinivasa Rao was one of the earliest who learnt to
to play on the Violin in South India and became an expert. Later
in his life he made some improvements, determined how the instru-
ments were to be handled and became famous as a player on both
the instruments. After he became the Adhina Vidwan of Tiruvava-
duthurai Mutt in the time of Sri La Sri Subramania Desikar he
moved from Tanjore and settled down at Tiruvidaimarudur. He
died when is son Sakharam Rao was quite young and had some
little training 1n music.

At that time, Venkoba Rao and Rama Rao, sons of his paternal
uncle, lived at Tanjore. They had attained great pioficiency in three
musical instruments—the Violin, Jalatarang and Mridanga., Sakha-
ram Rao, had a good training under the elder brother, Venkoba
Rao and was bent on attaining immortal fame in the field of music.
Owing to the fruits of virtue in previous birth the hereditary gift
in music and his ceaseiess efforts, he held an unique position as a
Gottu Vadya player, His earnestness and untiring practice were
praiseworthy. Every day, he continud to play even at dead of
night. When asleep, he would suddenly rise from bed and begin
to put into practice some particular idea in music that had struck

him,
His great achievement was that he brought to prefectoin the

sound production of the instrument. He played the same with a
piece of cylindrical roller made of Tamarind wood in his left hand
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and with the finger nails of the right hand (much more difficult than
playing with the Nankhi as most players do). He was a versatile
genius, being equally perfect in playing Raga Alapapa, Kriti or
Tanam. Perhaps amongst the Ragas he played be was most delici-
ous in. Sankarabharana. Kedaragowla, Bhairavi, Bilahari, Todi,
Sri and Kalyani. The melodic beauty of each raga shone in its
richest colours at his hands. He may be regarded as eternally dedic-
ated to ‘Nadopasana,” Unlike the mechanical musicians of the pres-
cnt age he thoroughly enjoyed and was absorbed in his own music
and his performances were outpourings of ecstasy. During the visit
fo Sri Edwin Montague to Madras in 1918, an Evening Party given
by theSouth Indian Zamindars in his honour, Sakharam Rao was
invited to give his performance before the distinguished guest
and the concert was very much appreciated.

Like his father, he had a good command of the Violin and he
therefore trained his brother, Hari Rao, and made hime attain a
high degree of perfection, He, and Sakharam Rao’ son, Srinivasa
Rao, named after the grandfather, continued his art with undimi-
nished zeal at their ancestral house in Tiruvidaimarudur.

Sakharam Rao was strong and well-built and had a dignified
and commanding personality. He had niany good qualities. From
a child onwards, any one could move with him freely, He was
always desirous of helping others and doing social service. When
he was approached with a request to play on Gottu Vadya, even
in the midst of other work, he would {at once play on the instru-
ment in good spirits. He never regarded wealth as the main object
in life. But at the same time he kept up the status and diganity of
the profession. He would not move out of his house before his
minimum fee was paid and he stipulated before-hand that there
should be absolute silence at the concert and the least noise made
him stop his playing on the instrument. As with Krishna Bhaga-
vatar, absolute accuracy of Sruti Suddha was patent in Sakharam
Rao‘s concerts. He passed away in 1930 at the early age of 49,

MRIDANGAM NARAYANASWAMI APPA

One of the ancient Mahratta Kshatriya families was that of the
Appas, who held high and responsible positions during the last
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‘Mabhratta kings of Tanjore, as for example Kalai Rao Appa who
was a Sirkheel of the State. Mridangam Narayanaswami was a
native of Tanjore and belonged to the Jadhav family.

When young he was a copyist. He leamnt the A. B.C. of
Mridanghm from Sivaswami Appa, the Mridangam Vidwan of the
day. He was a good singer of different sengs and tunes in a great
variety; and his voicce was rich and sonorous. He wa# gifted with
a subtle, delicate but accurate Sruti and Svara Jnams, the like of
which is rare to be found. He had likewise, an inborn and special
aptitude for playing on'the Mridangam and his Jnana of Sruti and
and Svara contributed greatly to his perfection in Zaya and Tale
and made him an original Mridangam player.

His early training in the art was at the Sri Marutiswami Mutt
at Mannargudi. Once, when he slept there, he dreamt that Marati
appeared before him and directed that he should do Saturday
Bhajana and invoke Maruti and by so doing, he would realise him-
self. He followed the direction faithfully and received the blessings

of Lord Maruti.

When Morgaumkar Ramachandra Bava, Kirtanacharya from
Gwalior, and his son, Vishnu Bava, came to Tanjore and conducted
Chathurmasya Kirtan, Mridangam Narayanaswami played and
developed his art. Even in his teens, his Mridanga was acclaimed
43 an appropriate and sweet accompaniment, $o pice and clear
without any harshnessin the touch. His handling of the instrument
was very gifted, the sounds produced were so melodious and he
always played so much in conformity with the main artiste, that
the resultant rhythm was in perfect consonance.

Though it is very difficult to accompauy on the Mridanga a
player on the Vina or the Jalatarang, he played with equal facility
and grace as a valued accompaniment, alike with vocal Vidwans
like Maha Vidyanatha Iyer, Patnam Subramania Iyer, and Todi
Sundara Rao, the Flute Vidwan, Saraboa Sastri, Bhagavatars like
Morgaumkar Ramachandra Bava, Krishna Bhagavatar and others,
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and with the great Vainikas, Vina Seshanna, Vina Vaidyanatha lyer
Vina Krishna Iyer, the great Jalatarangam player Venkoba Rao and
lastly Saranda Naik, the gifted player on the delicate instrument—.
the Sarangi.

By deep study of details and close application to the art, he
combined in himself to the maximum degree the ability for Suswera
Jyana and Laya Tala Prastaara which were his original and unique
specialities, Mridanga Vidwans, who were his contemporaries
were wanting in the nicety of his play of fingers on the instrument.

He had organised a Bhajana of his own in his residence where
atl reputed musicians, vocal and iustrumental, used to cQogregate
and found what they failed to find elsewhere. His strength and
courage of conviction, acquired by industry and practice, in playing
on the Mridanga made him bold and independent. He spoke
chaste Marathi and read the Dasa Bodha of Samartha Sri Ramadas
Swami, many times over. He was clean in his habits and a devout
Bhakta of Sri Rama. He taught the art of playing on the Mridanga
to so many; but it is unfortunate that no one came upto his mark.
It his noteworthy that he coutd both sing and play on the Mridanga
at the same time, an accomplishment seldom found. He lived up
to an advanced age and departed, leaving no descendants.

He always kept in readiness some 8 or 10 Mridangas accurately
tuned to the several normal pitches usually met with in concerts. He
felt that each Mridanga was most resonant at one particular pitch
and he tuned the several Mridangas to that pitch. He was uawill-
ing to alter the pitch of a particular Mridanga lest it should lose its
natural richness of tone. Nor did he ever tune the instrument at
the commencement of a concert, because he was alive to the fact
that a Mridanga which was subjected to frequent strokes for the
purpose of increasing or decreasing the Sruti lost its fine tonal value
or sensitive response. He was quite alive to the fact that even the
finger tips had their own share in the production of tone quality. He
never subjected his fingers to any strain—for instance it is to he
noted that whenever he entered a railway carriage, he never caught
hold of the door lintel with his hand.

15
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He had an imposing personality and commanded respect and
reverence from all around him, He was encouraged and patroni-
'sed by the Rajah of Ramnad and his brother Pandithurai. He
was so highly appreciated in Madras when he played to the accom-
‘paniment of Krishna Bhagavatar of Tanjore, that the late Justice
‘Subramania Tyer rewarded him in recognition of his great merits.
He was the Sthala Vidwan of Setu Bavaswami Mutt and performed
‘Sri Rama Navami under the patronage of Raja Gury Setu Bava-
swami. His handling of the Mridanda was superb and-admitted to
be so, by all the great Vidwans, and his superiority in the art was
never challenged. Whatever variety of difficult strokes he played on
-on the Mridanga, the resultant was perfect resonance. The sounds
produced by either hand were mostly like those of the fine Takora
and reminisgent of the play on that instrument by the famous
Nannu Miyan. His fixing of the flour on the left was such, that the
sound produced was the exact Mandra of the Adhara Sruti on the
right, and the flour never fell off in bits, however long the concert
asted. He would play at the right time the appropriate phrases for
the three Kalas, bring into clear perspective the short and long
-ones and end with a variety of Moharas. No one could detec,
-any the least contortion on his face or in his limbs and at a distance
-one who looked at him would feel he was looking at a beautiful
painting. The fingers of the hands alone moved with perfect grace
and the rest of the limbs remained motionless. He was the first to
raise the profession of a Mridang player to a high pedestal of re-
gard and made it worthy of emulation. He ~always played
Mridanga to the accompaniment of two Tamburas in the hands of
his two disciples, Yoganath and Swaminath,

He enjoyed the best in life. 'He was regular in his habits and
‘took only choice viands. He lived a royal life, and died about 30
‘yeacs ago (1907).

Balasaraswati JAGANNATHA BHUTGOSWAMI Jagannatha
Bhatgoswami was the first to practise on this North Indian
instrument (Taus grajev is its Persian name) and show its
great possibilities for playing Carnatic Music. He was remar-
kably gifted in the exposision of the Sankarabharana Raga on the
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Mayuri. The mellowed tone of the instrument added to the dex-
terous handling of the same by Jagannatha Bhutgoswami, made the
instrument very attractive. Distinguished artistes of his time like
Maha Vaidyanatha Iyer and others used to attend his concerts with
great interest. Even as Sarabha Sastri elevated the flute to the
status of a pucca primary instrument for concert purposes; and as.
Srinivasa Rao elevated the Gotwtu Vadya to a similar status; so
also, Jagannatha Bhutgoswami, by dint of his own talents, did the
same for the Mayuri and made it unquestionably a pucca primary
instrument for the concert,

Flute NAGARAJA RAO !

Nagaraja Rao was born in July 1883 at Nachiarkoil, six miles
south of Kumbakonam in a respectable Smartha Desastha family of
well-to-do landlords. His fathor, Ramanatha Rao, was a Violinist
of a high order and he pursued the art as-a hobby and not a profes-
sion. During his life-time, the property he inherited was used up
and he died in 1889 when Nagaraja Rao was only a young boy. The
late R. Ramachandra Rao. Inspector of Schools, Pudukottah State
was his maternal uncle, and being a very hospitable and noble soul
he brought up Nagaraja Rao in his own household. Nagaraja Rao
studied up to the Matriculation class in the Maharajah's College,
Pudukottah. But the uncle’s object of giving him a good educa-
tion, so as to enable him to enter the sesvice of the State was not
fulfilled, Nagaraja Rao did not take kindly to his books on account
of his hereditary love for music, which diverted his attention. His
uncle admonished him for attending musical concerts and strongly
advised him not to take up the mean profession of a musician, as it
was then considered; but he was stubborn and could not be persnad-
ed to give up music.

From 1898 he took preliminary lessons on the flute, on the sly
from Kannuswami Rao, brother of Swaragat Chittuswamy Rao and
a contemporary of Sarabha Sastri; and learnt the position and
process of fingering. Somehow this came to the knowledge of
Mr. Ramaehandra Rao who would not tolerate such a thing. So
Nagaraja Rao left his protection and decided to be self-supporting.



116 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol .LVIII

He attempted to secure a job in the Railway at Trichinopoly but
failed to so; his knowledge of the flute got him the position of a
private tutor to the children of a Vysia. Later, on the death of his
paternal uncle Jeevanna Rao, he was appointed Village Munsiff of
Nachiarkoil, which gave him opportunities of coming ia “contact
‘with great men. He assiduously practised on the flute and his skilf
in the art was appreciated even when he played duringthe holidays
while yet a student. In 1902 Sarabha Sastri examined his talents on
‘the flute and felt he had reached an advanced stage in the art. He
was denied training under the great flutist on account of the morbid
state of his health, though Nagaraja Rao greatly developed his art
on occount of the opportunities he had of attending Sastri's unequ-
alled performances, till his death in 1904, Immediately after this,
Nagaraja Rao was introduced to and became fa disciple of
Umayalpuram Swaminatha Iyer, who taught him both the theory
and practice of music. Under his guidance for two years, he
mastered Tyagayya's Kritis and other lessons, and emerged as a
full-fledged professional.

His noteworthy feature was the elaboration of ragas on sound
lines, and he could play the ragas, ;, Todi, Saveri, Goulipantu and
Varali to perfection—an acid test for flute players. He was
greatly encouraged by the music loving people with handsome
emoluments and he kept up the art in its purity and prestige.



The Kirtan
By
RAMACHANDRA GOSWAMI Narasimhapurkar

[The Kirtan is a peculiarly Maharashtrian institution which has
helped a great deal in popularising Devotion to the Lord; snd it is
gratifying to note that it has been adopted in the chief vernaculars
of the South. such as Tamil, Telugu and Kanarese. In this article
by Mr. T. B, Ramachandra Rso, himself a good Kirtankar— we
have a full account of the way in which a Kirtan is performed and a
brief mention of the chief Kirtankars from the time of Sri
Ramachandra Morgaumkar wha‘came to Tanjorein 1864.]

The subject of *““Kirtan” is a great one; but there are very
few writers among us with expert knowledge who can give us the
materials we require. The Dravidians in the South freely admit
that the Kirtan was first introduced in the Madras Presidency from
the North. Its early origin is to be traced first to the musical
hymns attempting to describe God i.e. Iswara, by means of praise
and prayer, which in due process of evolution took the form of
Puranas cnnveying the meaning of Srutis and ultimately appeared
as history in verse, when Lava and Kusa sang of the exploits of Sri
Rama in the Ramayana, with the metre keeping time to the music.
From this epic it is clear how by its description of Godhead in
entrancing melody, music came to occupy a prominent place in the
Kirtan. To the Kirtankar we owe the respect due to Narada
himself.

With the rapid development of the Marathi language and the
exposition of the gems of Sanskrit lore by our poets and saints in
the native tongue, the Kirtan began to assume a most beauteous
form. When the graceful Hindi tongue added to its beauties, the
Kirtan came to be regarded as a very attractive medium of instru-
ction to all men and women, young and old alike.
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Out of the nine forms of Bhakti, (viz., Sravana or hearing-the-
name of the Lord, Kirtan, Manana or remembrance of God,
worship at the feet of God, archana, obeisance, service, friendship-
and contemplation of self), Kirtan occupies the second place.
Sravana and Kirtan respectively signify attending to the exposition.
by a guru of the quality of the Supreme Being and communicating
the same for the benefit of one’s self and others. Till recently, the
Kirtan concerned itself primarily with the quest of the Universal.
spirit and of its nature and generally took the shape of stories
relating to the subject of the Lord or his Bhaktas in a way that
produced an abiding impression on people’s minds. It looks as.
though for various reasons the history of the lives of eminent men
and women of recent times was deliberately rejected for this pur-
pose. Perhal;s the main reason was that in the changes that had
occurred in the political sphere, it was considered impolitic to rake
up old feuds when the various communities in the country were
settling down on terms of amity and when there was urgent need of”
good understanding among them. Undoubtedly discourses on
these subjects would produce a deleterious effect on the young and
ignorant masses; and very likely it was to avoid this that our an-
cients established the custom of dealing with a story from the
Puranas and used current events merely for purposes of illustra~
tion.

The word “Kirtan” implies expounding or describing. Know-
ledge is the result produced in the people’s minds by such exposi-
tion. Instruction may be had in various ways. The study of books,
listening to lectures, contemplation of Nature, and - association with
the wise are some of the means by which men seek knowledge
(which breaks the bonds of Samsara) and attain the stage of
giddhas. The excellence of a Kirtankar consists in his ability to
make the audience realise at once that this ‘mpkti’ is attained by
Bhakti and Gnana, and is within the reach of any ordiui.ry person
at any given place and time. He rouses the emotions with the help
of poetry and action (consisting of dances, songs, accompaniments.
and speeches), which create concentration of mind and produce a
deep sense of pleasure in the audience.
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According to ancient custom, the Kirtan begins with what is
<called the (1) “Mangalacharan” (salutation) or prayer ,to the per-
former’s special deity. Then follow (2) Akhyana an elaborate
-exposition ol the higher truths referred to in a “Purva Pada" sung
at the start. Next come (3) the Upakhyana ie., the application of
those truths in life through interesting illustrations from the stories
of the Avatars, to show the ways in which the truth can be follow-
-<d in action, interspersed with Bhajan and the pronunciation of His
name in unison with the hearers, and finally, (4) the Arati and (5)
distribution of “Prasad”.

With the advent of Brahmasri Ramachandra Buva Morgaumkar
to Tanjore in 1864 A.D. the prevailing practices in Kirthn under-
went a reformation, and evén the Dravidians began to imitate his
ways. Sri Krishna Bhagavatar was the fisst to set the new model
for Kirtans (Harikathas) in Tamil. The Telugu verse of Sri
‘Tyagaraja Swami (known in these parts as Kkirtanais), the Tamil
songs of Sri Kambar and the Marathi padas in the Saki and Dindi
tunes all form part of the kirtans on the new model. Of such
Kirtankars, the most notable of the present day are Sri Chidambara
Bhagavatar, Sri Vidyanatha Bhagavatar, Sri Annaswami Bhaga-
vatar and others (1937.)

Prior to the advent of Sri Morgaumkar, the local heads of
Mutts or Mahants used to perform Kirtans jn Marathi, with songs
full of Bhakti, in various tunes, (including Carnatic, and Hindus-
tani tunes). Sanskrit was not much in use. Among the accom-
paniments there was no harmoniom, but they used the Tambura,
‘the Mridanga, Jalar, Swarabat, - Sarangi, Violin and such other
instruments as could be had. Certain Kirtankars used only the
tambura,

At this stage a few words about the Maharaj Morgaumkar and
his Kirtans will not be out of place. Morgaum claims to be the
birth place of Sri Ramachandra Buva Morgaumkar. From his
¢hildhood he had a hankering after divine knoweldge and the Kir-
tans. Whenever and wherever he could secure a chance of hea-
Ting recitals of songs in Sanskrit or Marathi, he was sure to be
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there. By his own intelligent efforts and the constant attention to
the methods of his contemporary Kirtankars and unremitting prac-
tice, he soon became an erpert in the line, Through the worship
of Gajanana (or Lord Ganesha) he won the grace of God. After
this time the Government of H.H. the Scindia of Gwalior constru-
cted a Mutt for him in Lashkar, (the Cantonment) in appreciation of
his Kirtans, and settled for him a permanent annuity. Even now
his descendants continue to live there. Of his three sons, Sri Vishou
Bava attained equal eminence as a Kirtankar and became'a domi-
cile of Tanjore. His grandsons (Sri Balu Bhayya and Raja Bhayya)
also became famous Kirtankars and musicians.

It may appear that the above facts are irrelevant to the subject
of Kirtan, but.it has been necessary to set them down here.for the
following reason. My revered father, Sri Baluswami Goswami,
the head of Sri Govindaswami Mutt, Tanjore, was the beloved and
chief disciple of Sri Morgaumkar Maharaj, and the latter lovingly
tutored him in the practice of the Kirtan in all its details. In this
manner Sri Baluswami Goswami, instead of becoming an expert in
Kirtan according to the old school then prevailing in Tanjore, fol-
jowed the pure northern form of speech and sang songs that were
wholly of Hindustani type. In chaste Marathi mingled with quota_
tions from Sanskrit or Hindi, he elaborated his theme with appro-
priate episodes in such a sweet and attractive tone that he might
almost be said to have created a revolution in current modes of
Kirtan performances.. Among the followers of the old style werc
Sri Raghunath Goswami of Sri Bhimarajaswami Mutt, Sri Deva
Goswami of Sri Jholiram Bava Mutt, Sri Tyagarajaswami of Sri
Annaji Bava Mutt, Sri Sethuramaswami of Sri Sethu Bava Mutt,
Sri Laghusyama Goswami (Dutta Sampradayi) and Sri Meru-
swami of Travancore. They had, however, adapted some of the
northern tunes and padas to their performances. There are descen-
dants of these who are Matadhipathis and Kirtankars.

On account of this, the period when Sri Ramachandra Morgau-
mkar came over to Tanjore may be regarded as unique in history
The last of the Tanjore Maharajas, Sri Sivaji, had passed away in
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1855 A.D.; bus,1§.0r.16 of his Ranis wore living.. ~Besides, there
were several. wealthy familles (including the Mangalvilas) as well as
Pandits ann Vidwans learned in the various Shastras. Expert songs-
ters and players on instruments in the Carnatic style took a fancy
to and made it a point to add to their stores Hindustani music from
the time of Sri Ramachandra Morgaumkar; because they were very
much impressed with the grand effect produced by his exposition
and music. Atany rate it will be clear that to some extent there
was a great influence of the northern over the southern art.

Among those who played on the Mridanga in accompaniment
to Carnatic and Hindustani music Narayanaswami Appa, Ramada-
swami, Sethurama Rao and others are worthy of mention; among
the songsters we have Mahavaidyanétha Iyer, Patnam Subrahma-
nia lyer, Todi Sunder Rao and others. Among players, Veena
Vaidyanatha Iyer, Flute Sarabha Sastri, Fiddle Govindaswami
Pillai and Gottu Vadyam Sakharam Rao are well known. Bharata
Natya was also in its highest pitch among professional ladies; the
heads of all the Mutts were Kirtankars of repute; among those
songsters who were perfect masters of Tumri etc., of the Hindustani
tunes may be mentioned Bhayyayi Puntambekar; and in the Khyala
afd Dhrupada varieties, Sakharam Bava had attained supreme
mastary. Of those who wrote the material for the Kirtans, Sri
Ranganatha Dada of Gwalior and Narayanacharya and Raghu
Bhutt of Tanjore are the most important; Morgaumkar's collections
are full of their poems. Even among Christians nowadays, there
are a few who have begun to use the Kirtan as a means for instruct-
ing the public.

. Although Sri Ramachandra Morgaumkar Maharaj came from
the. North, he established a Mutt at Tanjore. did considerable.
propaganda in our parts for the furtherance of the art of Kirtan,
became a-sanyasi and ultimately took leave of the world here. His
Samathi ‘may be seen close to the northern gate of the Tanjore Fort
and has become almost a place of pilgrimage. He may thus be said
practically to belong to the South.

I have dealt at such length with the Kirtans of Sri Morgaum-
kar, because he fulfilled in an eminent measure all the requirements
16
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of an ideal Kirtankar, as laid down in the Dashbodha of Si¥
Samarth Ramdas—probably the sole- methodist on this subject. Sri
Morgaumkar Bava had all the qualifications of a typical Kirtankat,:
being a learned man, full of Bhakti to the Lord, and-endeavouring’
his best to expound his knowledge te the audience ‘according -to
their capacity. ’

Kirtankars are of three different kinds. The best' type never
care to make money out of their performances. They set about
their work as a matter of duty and instruct the public in the subject
of Bhakti and Gnana with no thought of a reward at all. Next
there are those who, after the Kirtan is over, feel pleased with
whatever collections are made over them. Last, there are those
who enter into a previous money contract in connection with their
Kirtans, and it is a matter of regret that now-a-days there are
many who as a rule, follow this trade system.

The Marathi Kirtankars have still retained the pristine purity of
their ideals in the subject and obiect of their work; while thc other .
Bhagavatars (with honourable exceptions) in their performances mix
up a number of irrelevant details, meant mainly to divert the,
audience by the exhibition of mere buffoonery and levity. In con-.
scquence, the seriousness of the subject is practically lost, and the:
Kalakshepam becomes a mere pastime. It is a matter of pleasure to .
note that our Kirtankars have not descended to such levels.

After the days of Morgaumkar, there have been many amoang
his descendants and their contemporaries that achieved fameé as
Kirtankars or songsters. Their most’ generous and noble patron
was the late Krishnaswami Naig of . Tanjore., Kashinath Bava
Masurkar, Ramachandra Bava Chandurkar, Nana Bava Supekar, :
among Kirtankars, Rahimat Khan and others amoog songsters and
Naaumiah Saheb, the expert player on Dholak were the recipients of :-
his patronage. Then we have Durga Bai Bapat, and Sri Vishnu -
Digambar Paluskar, who came to Tanjore and revitalised the Kirtan
and the. Bhajana., My reason for making mention of: these is the
fact that from ancient times:the people. of Tanjore Have distinguished
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themselves in Marathi language and in music both vocal and
instrumental;> and sudcessiye' tides of Kirtan -performances have
helped to keep intact the cultural affinities of .Tanjore and Maha-
rashtra proper. As the Dicavidian Kirtsnkarsi 4nd Vidwans have
shared these parties with us, to them also these forces have been of
great value.

Let me conclude this article with a quotation from Sri Samarth-
himself:—*“Kirtan helps to wash away all sin, to lead us to the
higher path and ultimately to the feet of God; of this you need not
entertain any doubt.” *“Listen to the pure K:rtan and become
deserving and pure”.



Literature and the Arts in
Maratha Tanjore
By
R. S. SHELVANKAR

[The Mahratta Rajas of Tanjore were famous patrons of art.
and learning. They encouraged not only Marathi but alse-
Sanskrit, Tamil and Telugu poets and dramatists. Here is
a brief account of their services to Poetry and Music; -
Dancing and the Drama.—Ep.]

While the Maratha kingdom of Tanjore has not achieved signal
military triumphs or diplomatic coups deserving to go down in
history, it has nevertheless bequeathed to posterity high traditions
of literary and cultural ascendancy. Shahji Bhonsle, the father of
Ekoji (Tanjore’s first Maratha Ruler) and Sivaji the great seems to
have maintained a splendid court and patronised men of learning
most lavishly. Ekoji, alias Venkoji himself had some literary
abilities as is evident from the Sanskrit *“ Samasya >’ which he set
to be completed by the poet Jayaram Pindye. He is also credited
with having written a dwipada Ramayana in Telugu. His wife,
Dipa Bai Ingle employed her literary talents in the composition of
short verses on devotional and philosophical subjects.

Ekoji’s minister, Narasimha Rao, was the author of * Tripura.
Vijaya-Champu > in Sanskrit, while the two Sanskrit works»
¢t Parnal-Parvat-Graham-Akhyan” and ¢ Radha-Madhava-Vilasa-
Champu > both by the poet Jayaram Pindye, belong to Ekojis reign.
The occurrence of Tamil, Telugu and Malayalam works in the
Champu lends support to the view that thesc languages also received
due recognition in the Maratha Court of those days.

The most well-known Marathi authors of this period were
Raghunatha, Ananda-tanaya, Gosavi-nandana, and Subhan Rao:
Most of their works are short compositions on puranic and religious
subjects, The reign of Shahji, the successor of Ekoji, was the
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Augustan ape ‘of Saaskrit and Marathi litératares. . Shahji himself
was a versatile writer of Tamil; Teldgu sad:Sanskrit. : He is belicved
to have composed in Sanskrit “Sabda.ratma-samanvayam ™ a lexico-
graphical work, amd Sridg'ara-Manjari,” a treatise on erotics.

In 1693 Shahja made a gtam pf the whole vnllage of ¢ Tu'u-
vxsanallur after renammg it Shahprajapuram, to a group of 46
Brahmins who had won a hlgh literary reputation. Of this brilliant
galaxy of poets, ptnlosophets and dra;nat,tsts, Ramabhadra Dikshita,
known as a second Patan_;ah, was was easily the first. Srinivasa
Dikshita, Venkateswata Kavij, deyanatha and Bhuminatha Kavi
were some of his pupnls who flourished in Shahji’s reign. Among;
the many lesser luminaries in the literary firmament, special mention
maybe made of Venkatesvara Dikshita, Srldhara Venkatesa, Appa-
sastti and Mahadeva Vajapeyin.’ ‘

Among the Marathi literary figures; Chindad Sankar, Nan'’
Joshi, Rangaswami, Digambar and Tryambak Jyotirvid have left
us short metrical compésitions describing Shahji, his mother ana
Bai, and the splendour that was Tanjore. :

Sarfoji seems to have well kept up the literary traditions of
his father’s court. He himself was coaversant with Sanskrit and
Marathi and some short pieces of verse written by him lie scattered:
among the Marathi manuscripts in the Tanjore Saraswathi Mahal
Library.

Sarfoji was succeeded Tukoji (Tulajaji) who was a great
linguist, knowing Sanskrit, Marathi, Tamil and Persian. He was
the author of ‘* Dhanvantari Vilasa” and * Sangita Saramritra.”
Sadasiva and Ghanasyama were among the more prominent literary
figures who adorned the court of Tukoji. After the death of Tukoji,
there was a brief period of confusion ; but two or three years later,
Pratapa Simha finally ascended the Tanjore Gadi m 1741. He
was a prolific writer of Marathi. He is said to have written,
among other works, Rishipanchami Vrata, Dhruva Charitra,
Prabodha-Chandrodaya and Krishna Janana, Trivandur, on the
banks of the Kaveri, seems to have been the most important seat



126 THE JOURNAL OF THE MADRAS MUSIC ‘ACADENY-{Vol. LVIII

of Marathi learning. There is & copy, in the Tanjore library, of
the ** Bharatha* written by .Madhavasuta. Evem Amara Simha,
in the midst of his preoccupsations, found time:to order Krishna
Amatya to write ** Rukmini Swayamvara *’ for him.

Pratapa Simha’s courtezan, Muddupalani was the author of the
amatory poem ‘Radhika Satvanamu’ in Telugu, parts of which
display much learning. The rhymcs are easy‘ and the metres chosen
are delightful, It appears that she- was helped by ‘her - tutor
Raghavachari, in the coinpo’sutio:l of the poem:. ‘She was, besides,
the authoress of the lyric joem ‘*Siptapdddfa” which, with its
easy and graceful songs ‘¢ represents the age of rhusic as fostered
by the accomplished potentates to Tanjore.”’

From litefature .to music, it 'ds an easy transition. Tanjore
bas been the oldest and most influential centre of the Karnataka
style of Indian music. The Vedantic and devotional songs of
Giri-raja-kavi, court musician and grandfather of the famous
Tyagayya, were very highly appreciated by Shahji who was himself
no mean musician and songster. In the reign of Pratapa Simha,
Adiappaiya, the expert vocalist and Veena player. was one of the
court Musicians ; Vina Krishna Ayya was his son. Another of the
musicians who adorned Pratapa Simha’s court was Virabhadra
Ayya who composed many Kirtanas, padas and tillanas and tried to
reduce South Indian music to a system. Pratapa Simha’s successor
Tulaja Raja and his consorts were themselys expert players on the
Vina and were keenly interested in encouraging musicians, Tulaja
was lavish in bestowing Sarvamanyam lands and palatial residences
on the favoured artistes of the day. The famous songster-saint
Tyagayya, who was born in 1759,* spent his boyhood at Tiruvadi,
six miles from Tanjore. The more important of the other court
musicians of Tulaja Raja’s time were Tirumalai Ayyar, son of Vina
Adiappaiyar, and Venkatasubba Ayyar, who was presented with
five velies of Nanjai land for his proficiency in music.

Tulaja Raja, bzsides invited Mahadsva Annavi, afias Mahadeva
Nattuvanar from Tinnevelly for the systematisation of South Indian

- * 1767 in the correct year.
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music, He is said to have composed many kirtanas and varnas in
Tamil and Telugn. _Vanajakshi and Muttumannar, the two dancmg
girls who had folowed Him to Tanfjore uséd to perform * nautc
before the Raja, whnlé Ma.!mdevan spng: the vasna beginning with
“ Bhosala Tulajendra Raja The Raja presented Mahadeva
Nattuvanar with a big house in West Main Street, Tanjore, and
ten velis of Nanjai land as sarvamanyam.

Subbaraya Nattuvanar, a less famous contemporary of Maha-.
deva Nattuvanar, composed numerous songe on Tulaja Raja who
presented him with a building still remembered as *“ Nattuvan
Chavadi ”. Subbaraya Nattuvanr’s sons, Chinnaiyya and Ponnaiyya
were also well versed in music. Further, Nagasvaram ‘or Nada-
swaram is essentially Tanjorean in origin ; to this source may also
be traced the practice of Bhagavatars performing Kalakshepams
with the accompaniment of violin and mridangam and nautch
accompanied by Sinnamelam.



Maharashtra Influence on
South Indisan Music

T. APPAJI RAO

The influence of the Maharashtrians on the growth of South
Indian Music may be traced in a variety of directions—both vocal
and instrumental.

It was the Maharashtrians that practically introduced and
popularised the Swaragat, in which Chittuswami Rao and his
brother Kannuswami Rao quickly aitained pre-eminence. The
Gottu-Vadya (or Mahanataka Vena) was specialized in by Srinivasa
Rao and his illustrious son Sakharama Rao, who raised it to the
level of a pucca primary instrument for the concert. The Northern
Indian Mayura (otherwise known as Taus in Persian) was brought
into these parts under the name of Balasaraswati, and Jagannatha
Bhutgoswami was the only musician who played on it to perfection.
In the rarely used Jalatarang, Rama Rao was easily the first and
brought it to a degree of prominence previously unknown.

In the other spheres of instrumental music, such as the Violin
and Flute, there were such great names as Fiddle Venkoba Rao and
Flute Kannuswami Rao.

Turning now to vocal music, the chief figures are Todi Sundar
Rao and Khamas Madhava Rao, who sang the respective ragas
for days together to the delight of all their hearers.

Another result of the impact of the Maharashtrians on South
Indian music was the development of the popular Harikatha-
kalekshepam (Kirtan). Prior to the advent of the Maharashtrian
Buvas or Kirtankars, there existed in the Tamil country only
Puranapatana and the expositions of religious teachings through the
medium of stories by the Bhagavatars sitting on the pials of houses
and addressing large open-air gatherings. The idea of giving
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religious discourses with musical accompaniments was got from the
Maharashtrians. For the first time, Tanjore Krishag Bhagavatar,
the most famblis of the Harikatha performers, imbibed the Mahratta
style and began giving Katha-kalekshepams after the new model,
aided by the ‘Back-singers’ and the Mridangam players.

AS regards technique, the Maharashtrian musicians popularised
the Deadi Tala, which is the name given to Hindustani Tala,
corresponding to the Adi Tala of Carnatic music. Tn Desadi Tala
the first part is a Visarja of two Aksharakalas followed by three
taps at intervals of Jone aksharakala, While, in Adi Tala there is
first a tap, then an interval of three aksharakalas, then a tap and
an aksharakala visarja and again a tap and an aksharakala visarja,
Thus, though the total time in both is 8 aksharakalas, there is a
difference in arrangement. The great composer, Tyagayya, saw
the immense possibilities of this new time measure and composed
many brilliant Kritis in this tala, e g. Raghunayaka, Sitapate,
Marugelara and Sanatana Paramapavana. Another service they
rendered was that they popularised the compositions of Tukaram,
Namdev, Samartha Ramdas, Moropant, Vittalpant and others;
and at present the Abhangas, Doharas, Ovis, Sakis and Dindis,
which are heard both in Bhajana partics and Harikatha-kalek-
shepams are mostly due to Maharashtrian influence.

The Tanjore Rajas, like Tulajaji and Sarfoji, were so greatljy
interested in music that they actively fostered its growth. Tulajaji
Raja Saheb is the author of the Sangitha Saramrita * accurately
describing the music in vogue at the time. Owing to this royal
patronage, music in all its branches was in a flourishing condition,
and Tanjore became such an important centre of musical learning
that it was called the  Cradle of South Indian Music.”

* Courtesy : * South Indian Maharashtrians ” (1937).
17



Tiruvottriyur- Tyagayyar
GOWRI KUPPUSWAMI AND M. HARIHARAN

In any estimate of the worth and contribution of a composer,
the cultural environment and tradition to which he was exposed
right from his birth assume considerabie importance. And in the
case of Tiruvottriyor Tyagayyar, the persons who wielded the
greatest influence in shaping and developing his creative capacities
were his own father Vina Kuppayyar and the latter’s Guru Tyaga-
raja swami.

Vina Kuppayar was one of the most distinguished among the
direct disciples of Tyagaraja. The saint composer held Kuppayyar
in high regard in view of his rare musical attainments, proficiency
in Vina und profound scholarship in Sanskrit and other languages.
During the course of his stay for over two decades at Tiruvaiyaru,
Kuppayyar had the benefit of learning diverse higher aspects of
music and the intricacies of musical construction and composition
in particular in 2 manner and to an extent that was not the privilege
of any other of the saint composer’s direct disciples. Following
closely in his mentor’s footsteps, Kuppayyar eminently succeeded
not only it establishing himself as the most outstanding composer
in the Tyagaraja Sishya Parampara but also in passing on the art to
his own son and disciple, Tiruvottriyur Tyagayyar.

Arising from his proficiency and mastery over all aspects of
music, Kuppayyar was given the title Gana Chakravarti. It was
on account of his great reverence to his family diety Venugopala-
swami that Kuppayyar adopted for his kritis the Mudra Gopala-
dasa—a practice which his son Tyagayyar also followed for his own
compositions.

When in 1837, at the ripe old age of 70, Tyagaraja undertook a
tour of the northern districts of Tamilnadu at the invitation of Upa-
nishad Brahma Yogin of Kanchipuram, Kuppayyar, who was then
the asthana vidwan of the Zamindar of Kovur, revereatially took
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upon himself the task of looking after the saint’s comforts during
his travels. He was also instrumental in arranging Tyagaraja’s
visits to Kuppayyar’s native place, Tiruvottriyur as well as to Kovur
and Madras. At the time of his visit to Kuppayyar’s residence
at Tiruvottriyur it was Gokulashtami season and the festival of the
family deity, Venugopalaswami, which was in full swing, was being
celebrated. It is said that, moved by the spiritually inspiring and
artistic atmosphere of the place at that time, the venerable composer
sang his Kedaragaula kriti ¢ Venuganaloluni’ to mean that a thou-
sand eyes are needed to see the glorious form of the Deity since
Kuppayyar’s third son was born shortly after the saint composer’s
visit to hus residence, the child was named Tyagayya in memory of
of the occasion. .

Tyagayyar was born at Tiruvottriyur in 1845 and lived till 1917,
He learned the rudiments of music from Fiddle Ponnuswamy a
senior disciple of Kuppayyar and soon proved to be the worthy
son of a worthy father, holding aloft the family tradition of un-
flinching service to music and dedicating his entire life to the cause
of the art. Foremost among all Kuupayyar’s disciples. Tyagayyar
turned out to be a delectable composer of Tana Varnas, ragamalikas
and Kritis.

Many people approached Tyagayyar, as the most eminent
lakshana-lakshya vidvan of the time, to have their doubts regarding
both the theory and practice of music clarified. It is said that
Tyagayyar was such an original and creative artist that musicians
greatly profited through listening to his performanees. Pallavi
exposition found a pre-eminent place in his concerts and in singing
or playing kalpanaswaras he adopted a very attractiue style. Quite
a few also learnt music at Tyagayyar’s feet and some became ac-
complished musicians and performers themselves, the most promin-
ent among them being the late Sangita Kalanidhi Ponnayya Pillai.
Tyagayyar’s house in Muthialpet in George Town became a centre
for music and a veritable place of pilgrimage for musicians and
music lovers alike. Many votaries of music derived inspiration by
coming into contact with him. Along with Kuppayyar, Tyagayyar
was mainly responsible for converting Madras into a seat of musical
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culture and he was the central figure in the cultural life of the city
during the closing decades of the last century and the early decades
of this century.

Tyagayyar continued the tradition of celebrating various
festivals like Gokulashtami, Chitra pournami, Vinayaka chaturthi
etc., which his family was engaged in right from his father’s time.
Contemporary top ranking musicians from all over$South India
considered it a privilege to come and perform at these festivals, for
it was considered a rare honour for any musician to have an
opportunity to perform before Tyagayyar’s .circle of musical
luminaries who adorned Madras.

Tyagayyar's compositions do not suffer from artificial or
laboured construction. The underlying music is natural and easy
flowing. They are replete with raga-bhava-sangatis reflecting the
diverse facets of the raga. The ragabhava is presented with the
melodic personality of each raga being portrayed in a picturesque
manner.

Like his father Tyagayyar too was an accomplished Vina player.
This has relevance to the fact that both shone as remarkably
successful composers of Tanavarnas. Being Vainikas themselves,
they could import the correct tana style into these compositions.
Their tana varnams serve as good excercises for the voice as well as
for instruments. Also Vidwans feel a delight in singing or render-
ing these varnams at the commencement of their concerts since
they serve to invoke the appropriate musical atmosphere and build
up tempo. A popular anecdote concerning Tyagayvar’s well-
known Darbar varnam ¢ Chalamela’ is worthy of mention here.
Once at a congregation of Sangita Vidwans gathered at the resi-
dence of Tachur Singaracharyulu, a sporting suggestion was made
that all the Vidwans present there should compose a varnam in
Darbar raga and bring it to the assembly. On that occasion, to
start with, two Vidwans recited their varnams one after the other.
Then came Tyagayyar’s turn and he sang his varnam ¢ Chala mela’
set to Adi tala. This composition made such an impression on
those assembled that all the other Vidwans tore away the papers on
which their respective varnams had been written.



TIRUVOTTRIYUR TYAGAYYAR 133

Tyagayyar had also a flair for composing ragamalikas. He
has provided Dhatu and Matu to the ragamalika ©Sri Ramana
Padmanayana® set in 16 ragas. He has also recast Narayansg
Tirtha’s well known Tarangam *Jaya jaya gokulabala’, originally
set to Kuranji raga, into a ragamalika in five ragas, Bhairavi,
Athana, Kambhoji Kalyani and Surati with brilliant chittaswaras
adorning each section and the Makutaswara in Bhairavi having a
delicate beauty of its own.

Through his two works —Pallavi Swarakalpavalli and Sankirtana
Ratnavali, Tyagayyar has placed the .entire music world under a
deep debt of gratitude. These books, both in Telugu, were
published respectively in the years 1900 and 1907 but both have long
been out of print. However Pallavi Swarakalpavalli, which
cantains all Kuppayyar’s compositions, but no kriti of Tyagayyar,
was republished in Tamil in 1971 by Sangita Vidwan Therazhandur
V. Ranganathan with the financial aid of the Central and Tamilnadu
State Sangeet Nataka Akademies. This has definitely helped in
providing greater access and hence larger exposure and currency
to Kuppayyar’s kritis. On the other hand the fact that the other
work, Sankirtana Ratnavali, which is the sole repository of
Tyagayyar’s kritis, has not so far been republished in Tamil has
Jed in a large measure, to their remaining comparatively obscure
and not haviang received the attention they rightfully deserve.

A remarkable feature of Pallavi Swara Kalpavalli concerns the
portion devoted to svara extemporisation for pallavi exposition
giving comprehensive svaraprastharas in 4, 1, 2, 4, 8 & 16 avartanas
for different age-old Ettukkadai pallavis in various ragas and talas.
This work derives its name Pallavi Swarakalpavalli from the fact
that these pallavi swaraprastaras are a veritable kalpavriksha
to students and learners of .music. Of course, improvisation
becomes a misnomer in the context of committed chitta but what
is done here is to present for guidance illustrative svara amplifica-
tions. If one diligently practises the svaraprastharas given in this
book, one can surely imbibe the capacity to sing naturally and
systematically kalpanaswaras for any raga and tala with accuracy,
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In addition, Pallavi Swara kalpavalli presents five aditala varnas,
nine atatala varnas and 53 kritis of Kuppayyar including his
Kalahastisa and Venkatesa Pancharatnam groups. As for Tyagyyar’s
compositions, the book contains five aditala varanas, five atatala
varnas and the two ragamalikas already referred to but none
of his kritis.

Sankirtana Ratnavali is devoted exclusively to Tyagayyar’s
compositions. In addition to four tanavarnas, it contains a group
of 108 kritis composed by Tyagayyar in praise of his family deity,
Venugopalaswami, which is collectively known as * Ashtottara kritis’,
In such an endeavour, Tyagayyar must have been inspired by the
example of his own father and mentor Kuppayyar who has to
his credit two sets of group kritis—Kalahastisa and Venkatesa
Pancharatnams—and even to a greater extent by Tyagaraja himself
who was quite a prolific composer of group kritis. However:
Tyagayyar was the first composer in the annals of the history of
Carnatic music to have composed Ashtottara group kritis and only
one other composer has so far emulated Tyagayyar in this regard
viz., Sangita Kalanidhi Harikesanallur Muthiah Bhagavatar, who
was Tyagayyar’s junior by a generation. In Sankirtana Ratnavali,
the Ashtottara group is preceded by three benedictory kritis—the
rather obscure Ganesastuti in Dhanyasi beginning with the words
* Kapadu Gananatha’ and then the comparatively better known
Sarasvati stuti ¢ Saraswati Nannepudu * in Kalyani and the Gurustuti
¢ Tyagarajaswami guruni’ in Kharaharapriya in which Tyagayya
pays obeisance to Tyagarajaswami, his grand guru, as his own
actual personal guru. The epilogue for the work too comprises
three compositions. The first of these in Punnagavarali beginning
with the words ‘ Kashtamulanu dirchinanu’ features the prabandha
¢« Ashtottara sata Kkirtanamarpana jeyuchu’ to mean that the com-
poser is dedicating to Almighty his garland of 108 kritis. One can
see such prabandha mudra in Muthiah Bhagavatar’s one of the
Chamundamba Ashtottara kritis * Gurunatha ’ in Pushpalatika raga,
Chapu tala, and in Kannada. The former kritis are followed by
the Lakshmistuti © Ksheerasgara kanyaka’ in Athana and finally
comes the mangalam in Madhyamavati beginning with the words
¢ Sri Venugopalunaku’.
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Whetcas Tyagayyar has set. 102 kritis of his-ashtottara sata
group in Adi-tala, he bas used Rupaka tala for oaly five kritis and
Triputa tala for just ose. On the other hand he has not repeated
any raga twice for this ashtottara group. In other words, he has
cmployed 108 different ragas for them. His choice of these ragas
present some noteworthy features. The first five songs have been
composed in the Prathama Ghana panchaka (Nata, Gaula, Arabhi.
Varali and Sri) and for the next five songs the Dvitiya Ghana
panchakam (Ritigaula, Narayanagaula, Kedaram, Natakuranji and
Bauli) have been used. It may be mentioned here that these are
the very ragas in which Kuppayyar has composed his Nava Raga-
malika varnam ¢ Infa kopa’ with the omission of Natakurunji in one
pathantaram and Bauli in the other. While many prasiddhm ragas

have been used for his Ashtottara group, there is a considerable
proportion of apurva ragas as well. Tyagayyar followed the
Tyagaraja tradition in adopting the Sampurana Melapaddhati for
the raga nomenclature. Like the saint composer, he has used
quite a few Melakarta raga for his group kritis—19 in all, 11 from
the Suddha madhyama group and 8 from the Prati madhyama
group. Of the rest, 68 are Suddhamadhyama janya ragas and 21
arc Pratimadhyama janya ragas. 35 of these or nearly one third
of the total ragas employed for the Ashtottara group are apurva
ragas. Among these 15 are absolutely obscure ragas which have
not been used by any other composer before or after Tyagayyar’s
time including the Trinity. viz., Ghoshini, Simhala, Saradabharanam,
Hamsanarayani, Lokaranjani, Mechakangi, Bhushakalyani, Seshanadam,
Simharavam, Desiya Ganavaridhi, Kanakakusumavali, Ratnabhanu,
Ratnakanti, Churnikavinodini and Hamsagiri. Only the first three
of these are Suddh madhyama janya ragas. The other twelve are
Prathimadhyama janya ragas. Two other rare ragas—Gaudamallar
and Vijoyanagari—have also not been handled by any other
composer including the Trinity but with the single exception of
Muthish Bhagavatar. However the fact that Tyagayyar was a
senior contemporary of Muthiah Bhagavatar lends credence to the
possibility that the latter derived inspiration from Tyagayyar in
introducing to Carnatic music these ragas which have since attained
some popularity.
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=. Apart from these 17- obscure ragas, there are 18 apurva ragas
in which, apart from Tyagayyar, Dikshitar and/or Tyagaraja have
also composed kritis. Let us in the first. insfance consider ragas
in which Dikshitar has Fritis to his credit but not Tyagaraja.
These are five in number—viz., Ardradesi, Kannadabangala, Man-
galakaisiki, Gangatarangini and Kuntalam. The scales adopted by
Tyagayyar for these ragas differ to varying extents from those
adopted by Dikshitar though the respective Melas gre the same
except in the last case of Kuntalam. This raga as adopted for
Dikshitar’s kriti ¢ Sri Sugandhi Kuntalambike'® is in fact a prati.
madhyama raga belonging to the 61st Mela whereas Tyagayyar’s
Kuntalam for his kriti < Mati Matiki Nee Namame’ is a janya of
Chakravaka. Only two compositions are available in this raga
and this raga.is m:ationed in Sangita Ratnakara of Sarngadeva.

There are four apurva ragas in which besides Tyagayyar,
Dikshitar and Tyagaraja have both compositions to their credit
viz., Guntakriya, Andhali, Chayatarangini and Manohari. There are
considerable differences in the scales of these ragas as adopted by
Tyagaraja and Dikshitar and in the cace of Manohari, even the
scales are different. Tyagaraja’s Manohari for his kriti * Paritapamu *
is a janya of the 22nd mela whereas Dikshitar’s Manohari for his
piece * Sankaram Abhirami Manoharam’ is a janya of 33rd mela.
In all these ragas, Tyagayyar has faithfully folowed Tyagaraja’s
Sampradaya rather than Dikshitar’s,

Finally there are nine apurva ragas in which in addition to
Tyagayyar, only Tyagaraja has composed kritis but not Dikshitar.
In Supradipam. Manjari, Maruvadnanyasi, Jayantasena, Kapinarayani,
Ganavaridhi, Ramamanchari and Vijayasri there is-only a single kriti
of Tyagaraja and in Kokiladhvani he bas composed two kritis.
These compositions form the sole lakshya for the lakshana of these
respective ragas and Tyagayyar has implicitly followed the
Tyagaraja sampradaya in his delineation of these ragas for his
own Kritis.

Tyagayyar’s kritis abound “in technical beauties. He had the
flair for decorating them with beautiful chittaswaras. As many
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a8 30 kritis of his Ashtottara group contain chittaswaras inclading
the: first -10 pieces in the Prathama and Dvitiya Ghana panchakam.
They serve to adorn his compositions. The madhyama kala chit-
taswaras lend a verve and dignity to his kritis. The solfa passages
have a gripping interest. :

Tyagayyar has spared no pains to use the appropriate words
with natural beauty for the sahitya of his kritis replete with artha-
bhava. The easy diction employed and the melliflous nature of
the sahitya are noteworthy. The words blend very well with the
tune and give a pleasant impression. In regard to the sahitya of
his kritis, Tyagayyar has taken Tyagaraja as his model and at-
tempted to emulate him. This is borne out by the facf that the
commencing words of the ‘Pallavis of some of his kritis are the
same as in some of the saint’s compositions. His Kuntalam kriti
¢ Mati matiki® is reminiscent of Tyagaraja’s Mohana kriti with the
same beginning. Other such instances are the Vakulabharanam
kriti ¢ Devadi Deva’ and the saint’s Sindhuramakriya kriti; the
Vijayasri kriti ¢ Evarito > and the saint’s Manavati kriti ; the Sriraga
kriti ¢ Korivachchitinayya’ and the saint’s Bilahari kriti: the Dhanyasi
kriti ¢ Evarunnaru’ and the saint’s Malavasri kriti ; the Gowla kriti
* Ela nee dayaradu’ and the saint’s kriti in Athana; the Gowlipantu
kriti © Muddumomu’® and the saint’s Suryakantam kriti ; the mani-
rangu kriti ¢ Sarasiruhangyana’ and the saint’s Bilahari kriti ; the
Sama kriti ¢ Marubalka’ and the saint’s Sriranjani kriti; and
the Lokaranjani kriti ¢ Ennadujutuno’ and the saint’s Kalavati
kriti.

The sahitya of Tyagayyar’s kritis is also replete with diverse
rhetorical beauties like Adiprasam, Antyaprasam, Anuprasam, Yati
etc. The phrases like Talli, Vulla Challa in the charanam of the
Pantuvarali kriti ¢ Jtuvanti’ is an instance of Adiprasam. Similarly
the phrases ¢ Nammitini’ and Brotuvani’ in the Isamanohari kriti
¢ Ni padambuja mulanu and Dhyaninche broche’ in the anupallavi
of ¢ Sarasadala’ Bilahari raga kriti typify Antyaprasa. The phrases
¢ Tapamulu, Japamulu. Kripakalu’ in the charana of the Kapi-
narayani Kriti < Jagadisabrova’ exemplify anuprasam. As an ex-
ample of Yati one may mention the phrases ¢ Palumaru ninu ’ and

18
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¢ Palukulu’ in the anupallavi of the Kannadabangala kriti ¢ Ilajona

niku’ and the phrases Chenta, Chinta,’ in Pallavi, Anta and Santa
in charana in the Hamsadhvani kriti * Chentajerchi’.

The sahitya also contains numerous references to anecdotes
from the Itihasas and the Puranas. To give only a few instances
the Manirangu kriti ‘ Sarasiruha nayana’ conta:ns references to
Gejendra moksha and Draupadi Manasamrakshanam. The Todi
kriti ¢ Prartinchiti palumaru’ refers to Gitopadesam, the Chakravaka
kriti ¢ Nenarumeeraganu’ to the Ajamila’s story and the * Dharma-
vati kriti * Datavu neevegaka’ to Mahabali and Vamana avataras.

A few specimen kritis of Tyagayyar have been reproduced
in the following pages.
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, Activifiés and Values
‘Associated with the True
Bhakta in Tyagaraja’s View
WILLIAM J. JACKSON

Tyigaraja in his lyrics depicts his conception of the bhakta’s
life. His standards are implied in many songs which dramatically
criticize failure and exult over success in living up to the ideal values
involved in a dedicated devotignal life.

DEVOTIONAL LOVE STRESSED IN THE SONGS

The mood expressed in many of Tyagaraja's songs is impatient
yearniog ; yet the frustrations, anxieties and longing expressed are
feelings of devotion, expressing the relation of lover and the beloved,
or faithful servant and the divine master. “ When will you keep
your word and come to me?” is a question not of nervousness
or worry so much as an expression of love in separation. Often
that love is not directly mentioned in the songs, though it is the
reason for and mode of their utterance. In other songs, words for
slove * such as anurdgamu and préma, and words for loving devo-
tion, such as bhakti and sadbhakti are mentioned, and the importance
of that love is impressed upon the listener.

For example, in Ni bhakti bhdgyasudhdnidhi* (‘‘ Devotion to
you is a pectar sea, . . .") Tyagarija declares that the life (or
literally, *“the birth ’) which does not swim in the nectar ocean of
good fortune which Devotion to Rama constitutes, even if one be
born as a god or a brahman, is a burden on the earth. ‘¢ Performing
rituals prescribed by Vedas brings the pain of recurring existence,
O Lord whose being is musical sound, Lord of Tyagarija, im-
measurable Lord. . . . Tyagarija thus argues that Joving devotion
is more conducive to liberation than the Vedically prescribed
rites.

19
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In aoother song, Anurdgamu léni, Tyagardja asserts that without
the feeling of love in the mind wisdom will not dawn. Wisdom will
only come to * the great, souls who know the i inner seczet * Tyiga-
raja illustratés his contention, saying that j joy rests on-the contem-
plation at the Lord with form in the same way that satisfaction is
enjoyed by people who leisurely eat a feast.t

LEARNING FROM A GURU AND ASSOCIATING L
WITH DEVOTEES

The necessity of having a guru is spelled. out in Guru léka
(*“ Without a guru’’): 3

(To overcome) the difficult wildernes
Of harsh heartsickness without a guru, no matter

How virtuous a person may be—it is impossible to
know how !

Body, sons, wealth, wives, first cousins and other kin,
baving arisen, scatter grief—

The protector giving advice full of divine wisdom

Is the medicine which mercifully keeps the mind from
becoming attached ;

Without that guru, who is the well-wisher of Tyagaraja,
no matter how virtuous one is, it is impossible
to know (the way).

Many other bhakti compgsers, including Purandaradasa, have
also written songs and verses on the spiritual teacher’s place in
the life of the devotees.4

We have already seen that in one song Tyagarija suggests that
the true devotee is one whose character is good.5 The ability to
. control one’s mind is a highly valued ability, one which renders
expertise in mantric and tantric practices superfluous.® In other
songs the importance of association with and service to bhgktas and
bhdgavatas is stressed.”
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'DEVOTIONAL PRACTICES ; SONG AND NAMASMARANA -

Other songs émphasize the practices’ which - the true devotee
‘engages in ;. rising early in the morning and singing the glories of
the Lord,® being devoted to the Lord’s feet,® and repeating the
Lord's name, which is the * craft for crossing” the ocean of
existence,10

The high importance given to the Lord’s name is seen in manY
divyandma kirtanas. In one,! the happiness which the devotee
receives from saying Rama’s name is said to be greater than that of
A thirsty man finding water. a poor man discovering a treasure, a
-terrified man obtaining courage, a starving man receivipg a great
feast, and so on. In each,case the symbol which is a counterpart
to the name is the decisive factor for realization of some great good.
The number of songs on the importance of the name to sadbhaktas
is indicative of the stress laid upon this spiritual practice by
Tyagaraja.1?

'SURRENDER—PRAPATTI

The ideal of surrender is described in Ni cittamu niscalamu :

P, Your heart is still and pure
I’ve given up to you
A. My heart is a cheat and aflutter

but please don't let me go!
C. The guru is the soap-nut 19
the guru is the bee
The guru is the sun
he’s true prosperity
The guru is the goal supreme
and ['ve taken you—
O Protector of the votary
in this world as guru
O Lord adored by Tyagarija!
Your heart is still and pure
I've given up to you.M
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Calling upon the Lord with a usual epithet, Tyigatdja claims
the Lord as his guru and protector, relying upon him for his guidance
end aid. Such surrender (prapatti) is also the lesson and theme of
the Nauka Caritra.

STANDARDS FOR THE BHAKTA AS SEEN IN HOMAGE
TO GREAT SOULS

One of Tyagaraja’s major works is Endaré ma’l_nnubhévulu,“
one of the paficaratna kritis (+ five gems * or masterpieces). This
song, * of epic proportions, scriptural intonation . . . full of high
seriousness > 1¢ has been called * a unique creation * able to produce
“an atmosphere of peace and tranquility.”” 5 It is a song of
homage to, as the pallavi says, * all those who have had the great
experience —however many ' there be.”” 1¢  The anupallavi elaborates
on what kind of ¢ great experience ** all these people have had,
They are said to * experience divine ecstasy seeing the moon-hued
beautiful form in the lotus of their heacts.” This inaer experience
of the Lord’s presence would scem to be the culmination of the
inner worship outlined in a previous section, The ten caranams
offer a description of the devotees whom Tyagardja most respected.
In them, he bows to :

C. 1. The foremost of those blessed by the Lord who enjoys the
music of the Samaveda and is as beautiful as the god
of Love:

C. 2. Those who put an end to the eadlessly wandering mouakey of
the mind, and who gaze clearly upon the form of the Lord:

C. 3. Those who make the offering of the lotus heart at the
Lord’s holy feet without hesitation;

C. 4. Those of the true path, virtuous souls who sing of the
supreme Lord who is the Savior of the downtrodden. to
those who are well-versed in melody, tones, rhythmic
cycles, and all the other mysteries of music ;

C. 5. Those ten million Jovers of God on whose necks glisten
the garlands of virtue-gems, and who save (others) in this
world with their nectary glances, their wisdom, friendship,
and compassion ;
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Those celebrated acstatic souls, submerged in a ses of
bliss, their bodies tingling '* as they gazo directly at the
Lord, who is ever casy to reach, and who moves éo
gracefully 3

Those: intense 2 devotees, saints, the moon and the sun,
the sages Sanaka, Samanda and the regents of the direc-
tions, the gods, the celestials, Prahlida, Nirada, Tumburu,
Hanumain, the crescent-adorned Siva, Suka, Brahma, the
Brihmans, great men, people of everlasting worth, always
established in the Great Divine Joy 2 ;

Those devoted to your form and name, glory-dnd might,
courage and calin, your tender-loving-heartedness, and

.your truthfulpess, O best of Raghus' And to those who

make song with joy in excellent bhgjans, always under-
standing your mind, proving the delusion of doctrines
which do not inspire true devotion to you ;

Those who have grasped the inner meanings of the
Bhagavata, the Rimayapa, the Gita, the Veda, Sastras, and
Puriinas, and the secrets of the six faiths—Saivism and the
rest, and to those who know the minds of the 33, 000, 0000

"gods, and who, winning long life with the delight of

music’s moods, tones, and beats, find limitless bliss,
becoming Tyigarsja,s friends ; 2

Those full of and overflowing with love of the
Lord, who dwell on his name, the bhaktas of Rima, whom
Tyigaraja adores;

To as many great souls as there be I offer my
salutation .»®

this Mahdtmya or hymn of praise, Tyagarija bows to

excmplary legendary and historical figures, and in doing 8o forms
a composite of the model bhakta’s characteristics, The idea)
spiritual aspirants mentioned, both in generalizations and in specific
instances in carapam 7, are all < intense ”* devotees whose fervor has
brought them to a transcendent experience. The unnamed greatest
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devotees of Sive, the meditating yegisi:who:-have.conquered the
mind, the dedicated beings ready to give their sacred-iove fully,
the. sincere musicians, the excellent spiritual leaders who give a
good example with their lives, the mystics in rapture, celestials and
human sddhakas who experience realization, Rima bhaktas of song
and understanding, the esoteric faithful, the cosmic conscious and
wise virtuosos of music, the love filled and name-repeating votaries
—all are honored here. Perbaps Tyigarija is purpqsefully general
in his descriptions, so that ideal religious persons of various
times and backgrounds might be called to mind without being
named. o

It is no wonder that in another song Hari disulu (** Servants
of the Lord ") Tyagarija sings with praise of the life of the Hari
ddsas. He pictures them in a blissful procession through the streets,
singing the names of the Lord, pounding on a drum ; tlicy dance,
meditate on Rima, and “ with fine music, surrender their bodies
to the Lord.” # Tyagatdja identifies himself with these dedicated
exemplars of devotion and surrender, who seem to live in the
experience which most others can ooly wish for.

Tyigaiija pays special homage to bhakta saint-composers of
the past in the Prahlida Bhakti Vijaya, saluting Jayadeva, the
Maharastra poets Namadeva, Jiidnadeva and Tukirim, as well as
Tulasidds, Purandaradisa, Bhadracala Ramadas, and Niariyana
Tirtha.2® The implication would seem to be that the bhaksi standards
found in these saints’ Jives and songs form Tyagaraja’s personal and
proclaimed religious ideal.

We have already seen a number of the many kritis which are
peopled by the mythological characters of the Bhdgavata Purdna —
the ideal devotees whom the pious admire and emulate.

THE IDEAL DEVOTEE'S FULFILLMENT

The part which inexplicable fortune or grace plays ia the life
of a bhakta is a topic broached in a very popular song about Sabari,
a woman devotee living in the forest at the time of Rama's exile,
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P. How can I describe Sabari’s good fortune ?
A. In the whole world, filled with poble wives of sages

C. Worshipping fully -with- her eyes, oﬂ'enng sweet fruits,
falling at the Lozd’s feet,

Her body tiagling with divine love’s rapture,

She attained the state without rebirth in the presence of
the Lord of the Solar line |

The merit (of her good deeds) how-can I dcscnbe ?
P. How can 1 describe Sabari’s gooc:fortune ? 20

In these simple lyrics we find an appreciation of ghe unique
conjunctlon of human effort and divine grace, through the contrast-
ing of the many wives of respectable men with the woman Sabati
of a Jower caste hunter’s family ; —she had prayed faithfully, and
had been promised that Rima would grant her hberation. This
picture of the ideal devotee includes both the yearning and the final
satisfaction of that yearping. Musically the song contains *“a
special sangari . . . designed to be sung at the end of the anupallavi
and caranam® as a *‘ crowaing conclusion.” 2* Thus, with a flurry
of excitement the singer asks: “ How can I describe Sabari’s good
fortune ?” The variations express the frustrating impossibility of
expressing the ineffable. Paradoxically, at the end of the song the
listener feels that the uniqueness of the situation which Tyagaraja
wishes to convey has been communicated. '

Thus, from qualities mentioned in Tyagaraja’s kritis, from his
homage to greatisouls, and his depiction of dedicated legendary
votaries, we may gather an understanding of Tyagardja’s standards
for the sadbhakta—the truly sincere and dedicated person on the
path of love.

Note : SHT =" he Spiritual Heritage of Tyaga raja, by C. Rama-
nujachari and V. Raghavan (Madras: Sri Ramakrishna Math, 1966 ;
KVS 1 & 1I=Tyagaraja Keertanalu) (vols. 1 & TI), by Kalluri
Veerabhadra Sastri (Madras: Kranti Press, 1975) : GC II=Great
Composers, Book II: Tyagaraja, by P. Sambamoorthy (Madras :
The Indian Music Publishing House, 1970)
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_NOTES.. ..

1 Ni bhakti bhdgyasudhanidhi; SHT pp. 146-147; KVS Il p. 9_
This song contains a good example of svardksara, the device wherein
the text syllable is identical with the solfa note. In the text the
Telogu word i, meaning ‘* your " ig sung of the note ni.

t Anurdgamu léni, SHT p. 100.

3 Guruléka, SHT p. 30. 2

* Purandaradisa wrote Guru vina, DPS III 3. ‘¢ Brother, uatil
you become a guru’s servant you won't got release. . , .”

5 Sddhificené, SHT p. 427-429 ; KVS I p. 232.

$ Manasu svadhinamaina, SHT p. 146.

7 Siva Siva Siva, SHT p. 48 KVS II p. 186, caranams 2 and 3.
See also Srirdma ddsaddsoham SHT p. 192,

& Koluvamare gadd, SHT p. 461 ; KVS 1 p. 382.

® Sri rama padamd, SHT pp. 179 and 442 ; KVS Ii p. 199. In
this song the syllables of the word padama (* foot”) coincide
melodically with the notes pa dha ma—another example of
svardksara,

10 Sri rdma ddsaddsoham, SHT p. 192,

1 Mélu mélu, SHT p. 114.

12 See SHT pp. 107-121 ; see Raghavan’s introduction to SHT
pp. 109-138. The name is an aid in scveral of the nine forms of
bhakti isted in the Bhagavata Purina (VIL. v. 23) : hearing of the
Lord, praising with song, remembrance of the Lord, worship of
the Lord’s feet, offering worship with flowers, offering obeisance,
bowing, serving the Lord, friendship with the Lord, and fully conse-
crating oneself to the Lord. +In Sanskrit: Sravanain kirtanam
visnok/smaranam pddasevanam|arcanam vandanam ddsyam/sakhyam
dtmanivedanar.

13 The * soap " is cillaginja —this is the ** clearing nut, strychnos
potatorum >’ also known as the Kataka nut, used for cleaning.
“The guru is the bee’ means presumably that the guru is well-
versed in gathering divine sweetness, or as translated in SHT p. 31,
he is able to transform the disciple into himself, a symbol referring
to folklore beliefs on insect transformations,

PO
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1 Ni cittamu niscalamu, SHT pp. 31, 270. KVS Il p. 1.

18 Endars mahdnubhdvulu, SHT p. 27; KVS I p. 241. Samba-
moorthy discnsses this song in GC II pp. 41, 124, 179. According
tolegesad Tyigaraja sang this song when visited by the musician
Govinda Marar. Some say he had composed it previously, others
that he composed it on the spot.

16S. Y. Krishoaswamy, Thyagaraja: Saint and Singer
(Bangalore : Orient Longmans, 1968), p. 175.

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

18 Mahdnubhdyulu mcans * great souls,” or those who have had
the great (mahd) experience (anubhdva).

18 pulakasarirulai means ¢ bodies becoming ecstatic, with
borripilation.”

20 parama means ** intense "’ or * great.”

1 This homage to sages and personages who figure in the stories
of the Paripas and epics has a forerunner in Nirdyapa Tirtha’s
Krrishnalildtarangini. Chapter 1. sloka 5. There we find verses in

in praise of Prahlada. Nirada. Paraara, Pupdarika, Vyisa, Amba-
risa, Suka, Saunaka Bhisma, Arjuna, Vasistha, Vibhisana and other

legendary devotees.

B The six faiths referred to are: Saivism, Saura (Sun worship),
Vaispavism, Gipapatya (devotion to Gapapati, the elephant-headed
god), Sikta (Sakti worship), Aindra, (the veneration of Indra).

3 The word vandanamu has a range of meanings, including
‘¢ thanks, salutation, homage.”

% Haridasulu, SHT p. 29.

2 Prahldda Bhakti Vilava, Verse 6.

¢ Entani ne, SHT p. 128.

.. ¥ P. Sambamoorthy, GC. II. pp, 33, 47. Evidently it is a
Bhagavata Purdna —derived tradition that Sabari pretasted the
fruits which she offered to Rima. Sambamoortby discusses Tyaga-
rdja’s use of this image.

120



Swara Decorations in
Karnatic Music

T. S. PARTHASARATHY

The practice of introducing swara passages and other decora-
tions in compositions with a view to enriching their musical value
has been in existence from days of yore. Although Dhruvas and
Gitis were the two main types of composition in Bharata’s time,
Matanga, -who came later, mentions 49 Desi Prabandhas and
Sarngadeva (13th ceatury) speaks of 75 different prabandhas.

Before the kriti and the other types of compositions like the
varnam, padam, javali ctc, came into existence, prabandhas were
the only compositions that were being sung or performed, not to
speak of Tevaram music. Accordiog to a sloka in the Sangita
Ratnakara of Sarngadeva, a prabandha had six angas and four
dhatus. “ The six angas of prabandha are swara, biruda, pada,
tenaka, patam and tala.” Swara was the solfa passage, biruda,
words of praise addressed to the nayaka, pada, the sahitya, tenaka,
words like tena tena, patam the solkattus and tala, the rhythm,
The four dhatus of a prabandha were, udgraha, the introductory
section, diruva, the section resembling charana, melapaka, the
section similar to the anupallavi and abhoga, the concluding section
which resembled the madhyama kala or the Chitta swara of a kriti,
Although these phrases and descriptions may sound unfamiliar to
present day musicians, most of these aspscts of prabandhas later
merged iato the kriti form of modern music and became its essential
or non-essential angas. In fact, it was the prabandhas that paved
the way for the development of later musical compositions.

Thanks to Subbarama Dikshitar, we get, in his  Sangita
Sampradaya Pradarshini *’ a few prabandhas of Venkatamakhi with
full sahitya and notation. The Umatilaka Prabandham in the rags
Mechabauli (a janya of the 15th mela) begins with a swara passage,
and is followed by an address to Lord Natarajs, the names of
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Govinda Dikshita and Nngqmblka, Venkatamakhi’s parents,
Venkatamakhi’s mudra sod syllables like tena, ‘tena and tuku tuku,
His Kaivara prabandham in Narayanagaula is another interesting
pnece It starts with patam or solkattu which is followed by javada,
]a(ls and mnemom,cs assoclated with instruments, Hére the tala
stops "and a passage called the alapa’ khanda (similar to the tubaira
in drama tunes) on Lord Samgapam of Kumbakonam is sung. The
prabandha is rounded off with a mudra khanda with the names of
Venkatamakhi and his parents. Both the above prabandhas have
been composed in the Prakrit known as the Bhandira bhasha which
;ook the p]ace ‘of Samskrit in compositions. Purandara Dasa has
used ‘it in some of his gitas. One Visvérvara alias Vagisa has
written a treatise on the grammar of his language.

(4

Prabandbas were classified into five jatis in accordance with
the numbet of angas present in them. Two angas were the mini-
mum reqmred and this was called the Taravali Jati. Prabandhas
Whlch had three, - four, five and six angas wer¢ known as Bhavini,
Djplnl Anandlnl and Medini Jatis. Composers like Ramaswami
ljnkshltar were fully conversant with the prabandha form of music
and his prabandha *“Chanda Sela” in Hamsadhvanl isa good
example of the medini jati with six angas. Many modern kritis can
be cited as examples of the other jatis of prabandhas. There was
also: a composition known as Svarartha containing only svarak-
sharas. These show that °‘ swara '’ decorations played an impor-
tant part even in the early musical compositions.

‘MODERN DECORATIONS

Chitta swaras of different kinds, solkattu swaras, Madhyama
kala sahityas, swara sahityas and swaraksharas are among the
decorations which were added to compositions in later times to
provide a rich variety. Chitta swaras are the most common ap-
pendages to kritis and are found attached to hundreds of composi-
gions. ‘Chitta’ is a Telugu word which means ¢ Kalpita * or some-
thmg reedlly arfanged . or.: formed. It is, however, mterestmg to
note - that. Subbarama Dﬂ(shltar does not use this expression in his
Pradaxsmn and calls Lhcm plainly as* Swaram * or in some places
_as 'Mpktayl Swat;m But in modern parlance the expression
) Muktayn Swara * is used to, -denote the solfa passage following the
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anupallavi in the purvanga part of a varna. In a pada varns, even
this swara passage has sahitya,

Muktayi Swara Sahitya Jati is a technical beauty found in the
tana varoas of Govindasamayya (circa 1680-1710) of Karvetnagar.
It is surprising that the art of composing such jatis had reached its
acme of perfection even in the 17th century. In this jati, which
figures in Govindasamayya's Natakuranji varna, the swaras are
sung first, the sahitya next, and lasily the jati. A similar jati is
found in ‘ Emandayanara®, the popular swarajati in Huseni, for
which Merattur Venkatarama Sastri composed the sahitya and
Pachimiriam Adippiah, the music.

The most common chitta swara is a set solfa passage in two
or four avartas if in Adi tala and eight or sixteen avartas if in chapu,
triputa or rupaka talas. This kind of chitta swara is usually sung
at the end of the anupallavi and charana. It is sat in the same
tempo as the composition or in the madhyama kala. If set in the
samec tempo, it is customary to sing it in that tempo after the
anupallavi and in the madhyama kala at the end of the charana
to avoid monotony.

The following are some of the kritis of an earlier generation
to which typical chitta swaras have been added.

Nimadi Challaga—Anandabhairavi—Kavi Matrubhutamayya.

Eevasudha nivanti—Sahana—Tyagaraja: Raghuvamsa Sudha-
mbudhi—Kadapa Kutuhalam —Patnam Subrahmanya Iyer; Sringara
lahari-Nilambari-Lingaraja Urs : Sri Raghukula—Huseni —Ramaad
Srinivasa Iyengar

LATER ADDITIONS

This raises the question whether all the chitta swaras found
appended to kritis were originally added by the composers them-
sclves or by subsequent composers. Chitta swaras are found
joined to a number of Tyagaraja kritis like ¢Chalakalla’, ‘ Be
vasuda’ ‘Mamava satatam’ and others. The confirmed view
among the senior vidwans about 50 years ago was that Tyagarajs
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did not compose any chittaswaras and what are current now were
added later by bis own disciples and others. One Tiruvisanallur
Narayanaswami Iyer, known ar ‘ Narayanaswamy Anna ° is stated
to have added chitta swaras to kritis like ¢ Chalakalla®. Itis on
record that the chitta swara to ‘“ Mamava satatam,” the Jagan-
mohini piece of Tyagaraja, was added by his disciple Walajahpet
Krishnaswamy Bhagavatar. This commences with the passage
“Ga ri sa ni sa ri pa ni sa ri ni ri sa* and is a sparkling one.

In a manuscript of Tyagaraja kritis, which has come down in
the family of his disciple Vina Kuppayyar, chitta swaras are found
added to the following five kritis.

Eadu Daginado-Todi .
Chesinadella-Todi

Tappi Bratiki-Todi

Kanpa Talli-Saveri

Sundari Nee-Kalyani

The manuscript is in the Telugu Script, written on imported
English paper bearing the watermark “E. Wise 1826”. The
calligraphy is that of Kuppayyar as the handwritting is the same
as that found in his Tana notebooks, a specimen of which has been
repraduced in the ‘“Pallavi Swarakalpavalli” written by his son
Tiruvottiyuar Tyagayyar. The question, however, still remains
whether the chitta swaras shown by Kuppayyar are those composed
bp Tyagaraja or added by himself.

An ingeniously composed chitta swara is the viloma chitta
swara which can be sung both in the forward and in the reverse
.order without offending the raga bhava. For example, the following
passage in Kalayani-Sa ni dha pa pa ma ga ga ma pa-pa ma ga
ga ma pa pa dha ni sa. The scope of this kind of chitta swaca
is however, limited as it is possible only in ragas with a symmetrica?
arobana and avarohana. Muthuswami Dikshitar appears to revel
in adding this kind of decoration as two classic examples are found
in his pieces “ Kamalambam bhajare " in Kalyani and ¢ Sada
vinuta in sadare ”" in Revagupti.
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" A chitta sward s’ supposed to ‘preéént aspects of the taga not
eovered by the ‘piece Ttself. Vidwms may 46 wéll not to sing
kalpa swaras to kritis ‘aﬂer ginging the' chltta swéra-as thers may
be an avoidable repetltion

0

. Makutam, meaning literally. a. crown, is a passage of a chitta
swara in its concluding portion and usually consists of five note
phrases. An example is the makutam of the chitta swara of ¢ Ni
madichallaga * which ends mith ‘ri sa ni dha padha pa ma ga ri sa
ga ri ga ma,”” The makuta swaram is the solfa passage in the raga
of the pallavi of a ragamalika repeated at the end of each section.
A good exmple is the one in Kalyani i in the ragamalika, ¢ Nitya
Kalyani' which serves as a bridge, sa ri sa sa ni / dha ni dha pa
ma / ga dha ma ga ri sa /ri ga ma pa dti:ainii (Nitya Kalyani.)

In many kritis appropriate sa_hi_‘tﬁfa" is fitted into the chitta
swaras and the combined appendage is’ called  swara sahitya ”.
It is customary to sing the swara passage-after the anupallavi and
the sahitya after the charana. The sahltya should be so composed as
to. maintain contmulty of meamn; with the main piéce. Hereagain,
smtable sahityas have been added’ to ‘kritis by subsequent coposers
and a good examble is the one added by ‘Annaswaini ‘Sastri
to Syama Sastri’s  Palinchu Kamakshi > in Madhyamavatl

DIKSHITAR AND SYAMA SASTRI

The eaclier composers like Purandaradasa, Margadarsi Sesha
Tyengar, Bhadrachala Ramadasa and others do not appear to have
composed chitta swara for thelr kritis. : The great Tyagaraja also
‘or" some reason, did not care to: compose chitta swaras, swara
Sahityas etc., for his kritis, the only exception: perhaps, being the
fettugada swaras sung with‘ his Pancha ratna kritis. - But Muthu-
swami’ Dikshitar and Syami' Sastii have decorated their songs with
chitta swaras, swara sahityas, 'mddhyamt k#la sahityas, solkattu
swaras and the like ‘Dikshitar’s madhyama kala sahltyasi have a
beauty of their own, and in ‘ome kritis they‘éie found m the ‘pallavi
itself like * Sri Sarasvati Namostu ., " "
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Dikshitar also adorned some of his kritis with solkattu swaras
which heighten their besuty and among these is ¢ Ananda Natana
Prakasam * io’ Kedaral The solkattu.swara to. Dikshitar’s Kriti
¢ Sri Mabaganapati’ in Gaula was composed by Radhakrishna
Bhagavatar, son of Pallavi Somu Iyer of Talanayar.

In the golden age of Carnatic music (1760-1900) Vidwans vied
with one another in composing picces of musical excellence and in
appreciating cach other’s art. One is thrilled to find from the
‘Sangita Sampradaya Pradarsini of Sabbarama Dikshitar that for
the chauka varnam “Sami Nione™ in Sriranjani, co;nposed by
Ramaswami Dikshitar, Syama Sastri added the second charana
swaram, Chinnaswami Dikshitar contributed the third and Muthu-
swami Dikshitar, the fourth. The muktayi swaram to the populas,
Todi Kriti ““ Gajavadana > by Kumara Ettendra of Ettayapuram
was provided by Balaswami Dikshitar. In recent times Tiger
Varadachariar composed excellent sahitya to the charana swaras of
the Todi varnam °‘Rupamu Juchi® composed by Muthuswam
Dikshitar. ’

THE PROSPECT

Only a few composers of the present generation have tried their
hand at composing swara ornamentations for their kritis. Papa-
nasam Sivan, for one, does not appear to have been keen on com-
posing chitta swaras. Vasudevacharya had a special flair for it,
and has added sparkling chitta swaras to many of his kritis. The
experiment will go on and it is well that it does.



The first Compositions of the
Music Trinity

VIDYA SHANKAR '

It is through the compositions of the illustrious Trinity,
Tyagaraja, Muthuswami Dikshitar and Syama Sastri that our
classical Carnatic Music has earned a prestigeous place amongst
the various musical systems of the world.

I have had the good fortune and unique opportunity of being a
disciple of revered Syama Sastri, the great-grandson of the com-
poser. My guru has given me the invaluable wealth of the
compositions of the Sastri-family. He used to narrate incidents
in the lives of the composers and the greatness of their creations.
Perhaps this has worked on me for the past several years and
given me the impetus to go deep into a study of the Trinity.

The creativity and genius of these great masters are really
a fascinating field of study.

There is a mystery behind genius and the development in genius.
One is naturally drawn into watching the first unfurling which
occurs with spontaniety and the unnoticed quiet of the blossoming
of the bud into a flower. Watching this, one gets so absorbed that
one does not know when actuaily the flowering takes place.; yet
one realizes that the mystery of the flower lies in the mystery of

the bud.

I have been allured to the study of the music trinity in the
light thrown on the unfolding of their genius by their first
compositions. I shall attempt to express the mystery behind it.

The first composition of Tyagaraja is given on the authority
of the well-known work of Sri T. S Parthasarathy, wherein he has

reproduced the biographical sketch of Tyagaraja given by his
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illustrious disciple Wallajapet Venkataramana Bhagavatar. The
composition is ‘‘ Namo namo Raghavaya anifam” in the raga
Desya Tédi, set to Tisra Eka,

The first composition of Dikshitar is common knowledge. It
is “Sri-nithadi-guruguhé jayati ”, in the raga Mayamalavagowla
set to Adi-tala.

Thg first song of Syama Sastri is taken from the authentic
words of my guru. Itis‘ Janani natajanaparipalini” in the raga
Saveri set to Adi tala.

The first remarkable feature about these three compoiitions,
which strikes a student, is that the sahitya or the text-content of
all the three is composed in the Sanskrit language, the sonorous
language of the Vedas, the dignified language which never stoops
to a mundane level of expression. It looks as though the Trinity
pay their tribute to the spirit of Sanskrit literature by way of their
offering their first compositions in this commanding language.

I shall now take up an individual study of the first compositions
and make my observations.

The first composition * Namo namo Raghavaya anisam * of
Tyagaraja sounds the dominant note of his life and music, career
and mission. Tyagaraja was fully aware of the name and charm
of Sri Rama and the chanting of Rama-nama. He considered the
blessings of Sri Rama as the sole purpose of life, as he often ex-
presses as “‘Ni katakshambu-leni janmamelara’ what is the use
of this life without your divine glance? Tyagaraja feels that devotion
to the Lord should be continuous with full dedication., In his
first composition there is a potent word—perhaps I can call it a
pretentious word—* anisam’, at the end of the first sentence :—

‘ Namo namo Raghavaya anisam !
* Salutations again and again to Raghava’

‘Anisam’ means ‘always’ or ¢for ever’. That is how
Rama’s name ruled Tyagaraja’s life, every moment, every breath
of his life.

21
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In one branch of his creative composition, Tyagaraja expounds
to us the aesthetic and -scientific aspects of. our classical music,
In his lucid style, he teaches us how to capture and express the
characteristic individuality of the raga-a, at the very commence-
ment of a phrase, how to expand and develop the theme of the
raga-forms by graded variations or sangati-s, and some how to:
proceed to swara-kalpana and niraval. In another branch, Tyagaraja
stresses the value, importance, experience and bliss of col gregational
music. He brings in the concept of a meaningful purpose through
music. He is filled with joy, when he sees the devotees, the
Hari-dasa-s, join together, the Bhagavatars get together,
‘ Bhagavatu-gudi’ and chant the names of the Lord : ¢ Hari-rama-
Krishna-yani ’,  For this purpose Tyagaraja gives us simple elegant
compositions having a number of charana-s set to the same tune,
The musicality of these verses is so very poignant that they are far
from being monotonous, in spite of the repetition of the tune. On the
other hand, the tune grows on us. It enables one and all of us to
join together and render the devotional hymns. The starting of
the charana-s after the first beat of the tala is an ingenious device
as a clue for the group to start simultaneously. These compositions
are termed ‘Divya-nama-kirtana-s’ and the first composition
* Namo namo raghavaya anisam ’ is one such.

Namo namo Raghaviya anisam

namo namo Righavaya anisam

sukanutaya-dinabandhave sakalaloka-dayasindhavé

nijasévaka-kalpakatarave ajarudra-dyamara-sugurave

Ayurardgya-dayiné vayubhdji-bhogisdyind -

Nitana-nava-nita-bhaskhiné bhitaladi-sarva-sakshing

Nigaraja-pilanaya Tyagarija-sévitaiya

Though immersed in devotional ecstacy, Tyagaraja has revealed

immense social consciousness and awareness of being one among

many. He toiled for the maxin: ‘Sarvé jand sukhiné bhavantu ~
The words that carry home these thoughts are ;

¢ Dtna-bandhave ; sakala-loka-daya-sindhave '—
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» In .his' longer co‘mpositions, Tyagaraja: speaks of .the values
and effects of *Sadhana’ in-:music: 'Paying homage to the real
great ‘ mabanubhavulu’, Tyagaraja is inspired by their conduct of
leading a life of - spmtual Attynement to music. He says that
through this, they attain . angevny of life and good: health, The
neccessity of this finds expression in the word, * arogya-dayine °.
With such profound attitade ‘to life, Tyagaraja lived a simple
austere life of ecighty fruitful years. Speaking of great men,
Tyagaraja describes them as steeped in the epics, classics, purana-s
itihasa-s. Tyagaraja’s knowledge of the classics even at the young
age is apparent from the words: ©sukaputaya. nutananavanita-
bhakshine. Each of his epithets he has used for the Lord depicts
bis attitude and involvement in Bbakti. r

Apart from these aspects,” Tyagaraja's innate proficieacy in
poetry is markedly disclosed in his flowing lucid style, containing
the beautiful ‘dvitiyakshara-prasa’ and *aotya-prasa’: in every
couplet. We are stunned by the easy flow of words with metre and
prosody, in the simple structure of the composition.

Coming to Dikshatir, we find at once in his first composition,
a great personality, a classicist, scholar, rigorous systematist and
eventually a disciplined mediator between intellectual and spiritual
pursuits.

The first composition °Sri-nathidi-guruguho jayati ’ is in the
raga Mayamalavagowia set to Adi tala. A composer who has
freely handled all the vivadi-raga-s has chosen this Mayamalava-
gowla which is the first scale taught to beginners for various
scientific reasons. Dikshitar seems to approve of this along with
musicians, musicologists and music-teachers. Dikshitar has given
the student the clarity of stepping into graded speeds in quantum
steps,. in the very first avarta of his composition in the ascent and
descent of an octave. Then, methodically he proceeds to janta-
svara-prayoga-s and the forms of alankara-patterns in ascending
and descending procedure. These are so explicitly given that one
can follow them io the first hearing itself :

Importance is given to the mandra-sthayi or the lower octave.
Not indulging in sangatis, Dikshitar gives the second line in the
lower octave,
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In the anupallavi the ascending and ‘- descending phrases are
meticulously woven with the sahitya. In the first four avarta-s,
we flad :

sa ri ga ma pa—sa ni dha pa ma and then,
ri ga ma pa dha—ni dha pa ma-ga,

ga ma pa dha ni—dha pa ms ga-ri,
ma pa dha ni sa—pa ma ga ri sa.

I shall play on the vina the svara-s.
na pa pra pan cha vi chit I:a ka ro
S Rgm P=§ N dP M
na ma ru pa pan cha bhu ta ka ro—aj
RgMPd-NdJd P Mg m

na na dhvan ta pra chan da bhas ka ro
GMP d n D P M g1

joa na pra da ya ko ma he sva ro
N p DN S§PmGTr S

Following this Dikshitar gives the madhyamakala—sabitya :

¢ dinavano-dyukta-divyataro divyaughadi-sakala-dehadharo
manasananda-chaturataro madguruvaro mangalam karotu *

Dikshitar has realized the power of incantation of the Sanskrit
language even at his young age in his teens when he has composed
this first composition. He bursts with :lassical scholarship, religious
symbolism and mystic lore.

I shall attempt a free translation of the first few lines :

Identifying himself with the Lord, having his mudra or sig-
nature as ‘guruguha’, an epithet of Lord Subrahmanya, Dikshitar
starts as:

Sii nathadi guruguho jayati : Praise be to Lord guba eadowed
with divinity from Vishnu onwards ;
Mind! dwell upon Him, the Great
One, full of wisdom ;

worship Him with devotion.
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Naoaprapanchasvichitrakard ; Creator of the vatious worlds, the
Namaripa-pancha-bhfitdkard: creator who has become the Universe
through name and form and through

_ the five clements.
Ajoanadhvanta-prachanda-  The powerfui sun whio dispels the
bhaskar : oo darkness of ignorance.
Jnanapradayakd Mahesvard: Bestower- of . spiritual wisdom, the
great Lord.
Dinavans. ......... ] The kalpataru which protects devo-

tees, grants their c_leaircs; He who
bears the Akasaganga and other
streams. I

Mainasinandakara-chaturatard The Lord is adept at bestowing
bliss to the mind of the devotees ;
He is my illustrious Guru ; May He
grant me all auspiciousness.

One feels as though Dikshitar has concluded his composition
here when he says * madguruvard mangalam karotu’. But, no.
We are in for something more, many things more. He provides
us with a charana, fairly a long one, perhaps excessively a long
one. He brings in clements contributing to the spiritual content
with his enviable knowledge of philosophy, religion and meta-
physics. He indulges in poetic expressions too, such as ‘ madi-
matim hridaya-dipd '—the beacon light, the lamp of the temple-
tower to the minds of the learned.

Apart from all these, Dikshitar revels in the use of what we
call in English’ palindrome *—which reads the same when read
backwards also as we have in Tamil, words like °*téruvarudé’
‘ vikatakavi’ : also in English we have the sentence: °* Able was
1 ere I saw Elba °.

This type of remarkable construction is seen in the svara-
phrases in full consecutive avarta-s in a methodical manner starting
with the madhyama-svara. = The second line starts with panchama,
the third with dhaivata and so on till the. tira-shadja and the
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following lines commg in‘the desteniding brder’ tﬂding ﬁth *the lioe
in panchama. ie., a full octave follows this procedure. -

ma yi kit ya ka la na hi 0d
RaG M Pd p MGM

mi ma ka sa has ra ka ma la si nd
Pmgd?Pmp d GMP

ma dhur ya gi ni mri ta pd 0d
N §NS§ n § ND

dha vi dya bha ya va ra pra di nd
§ RS § r § GR §N
,ya sa ba li ta brah ma sd nd
R s ndpdn s & S

a ké ti sun da ra rd pod
s Ndpmp d ns N

ma ti ma tdm hri da ya go pu ra di pd
dn dP mg mgmp d ND

mat ta $u ra di ja ya pra ta pd
P mGR Ss Rg MP

zE‘ mE‘ zgﬁ U

So, these comprise the eight avarta-s of an octave, with each line
starting respectively from ma, pa, dha, ni, sa, ni dha, pa and ma.
In spite of the jugglery, Dikshitar maintains the musicality and
totality of his composition. He ends with his stamp of a madhyama-
kala-passage, giving relief to his disciplined vilambita-kala main-
tained so far, and also introducing the name of the raga of the
composition : '

Mayamalavagowlade sa ﬁahipatipﬁjitapradééa
madhavidyamarabrindaprakaso mahgsvarasya
maharthapradédo

“ The Lord who revealed the meamng of the Pranava,
the mystic syallable Om, to his fathot Mahesvara.”

Dikshitar has consistently followed the same format or structure
in al his compositions #s in’ his first dne.—i.c., giving greas
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promineoce to. Vilamba-kala or slow speed profusely filled with
gamaka-s or embellishments, all netted in a chain of vibhakti-s or
casc-endings in the sahitya, with simple and compound words
labelled with the scholarship of the classics. In fact, we can ssy
that the whole personality of Dikshitar is contained in a kernal in
his first composition.”

The same can be said of Syama Sastri -also. In their first
compositions of the Trinity, we perceive the maturity of their minds,
clarity of expression, steadfastness in faith, and involvement in
music beammg with crcauwty and orlgmahty

4
Syama Sastri was unique in some respects and his uniqueness

naturally flows into his first composition. Profoundly significant
is the absence of his mudra or signature in his first compositions,
though he has sung three charana-s. Perhaps, this was due to
the discouragement of his musical talent he faced in his early years,
or to the fact that he never toyed with the idea that one day he
would be in later years one among the bright luminaries in the
galaxy of music composers.

Anyhow, the perenial flow of creativity could never be dammed,
could never be tampered. As a descendant of the family of
archaka-s of the Sri Kamakshi-kama-koti-pitha, Sastri possessed
the proficiency in knowledge of Sanskrit, and the ardent adoration
to Goddess Kamakshi was his heir-loom.

Sastri’s childlike craviog for the Grace of the Mother-Goddess
comes as a spontaneous outburst through his compositions. They
took a distinct style in the blending of melody and rhythm.

Consciously or unconsciously, in bis first composition, Syama
Sastri bears the stamp of Sri Adi Sankara Bhagavat-pada in the
expression of the word ¢ Bhavani ’ and its threefold repetition :

Adi-Sankara has expounded the significance and meaning of
the word *Bhavani’ in his Saundarya-labari in the 22nd verse,
Later, his impelling words express the greatnes of the chanting of
the word, ¢ Bhavani ’, a beautiful epithet of the Goddedss :
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* Bhavani-Bhavaoi Bhavani triviram miuda sarvadi y& japanti
na §6kam pa moham pa papam na bhitih kadichit—jananam *
The opening sentence of Sastri’s first song is :

* Janani natajana-paripalini pahi mam bhavini,
bhavani, bhavini, trildka-janani.

An emotional intensification is apparent in the grdde& expressions
of the word ‘ Bhavani’:

srgs RO—R’ Mv G gs RO—si n di’m’ Ggs Rv

bhe va ni bhava. ni.... bha va...ni...
This is followed by a misra-makuta i.e., a group of seven notes
as the ending phrase :

srmpdpm
tri 1o ka . ,

The natural fitting of the words of the sahitya with specific
groups of svaras is a mark of Sastri’s creativity. So also are the
various ‘eduppus’ or starting phrases in his compositions. In the
anupallavi of his first composition, we see how elegantly the phrases
‘ papaharini’,, °paritipa-papahdrini’ and ¢ sakalajapa-paritipa-
papabaripi” are fixed 3/4 idam, 1/2 idam and 1/4 idam i.e., after a
lapse of three, two and one units respectively at the particular
counts of the avarta.



Musnc m the Sama Veda

bkmﬁA VARAD‘ARAJAN
AT A2 TS EA i
Ph¢ history of sacred mfmc goks back to the hoary Vedic iii*‘
whed ithusiz' must ‘have begun. -The Sdman, which innumerablé”
tréatidés: and teits extol, his its dwh mietrical system, its rules for
chanting and singing. ‘

The rsis of the first ages aresaid to Have ¢ heard * the Veda-
The primordial sound O is the divine word through which secord-
ing to the Vedas and the Hebrew Genesis, all things have been
made. “Revelation® being a work of the verb, as creation ltself
is actually ‘a hearing for him who receives it.

¢ All things; “ Dante says, ° are arranged in a certain order, and
this order constitutes the form by which the Universe resembles
God.’

If sounds—or certain pleasant combinations of them evoke in
us emotions, pictures of beings, landscapes, etc., it is because there
must be some similarity between the different aspects of the universe;
which music enables us to bring out. But, to realize this accord:
between the different aspects of the universe wé must know' ﬂ&
nature of these commoan aspects. Ancient writers on Indian muﬂi
hence maintain .that the subtle bonds of accord between the
principles of nature and the principles of harmony can be explained
only by traditional metaphysics, drawn of course from the Vedas.
Another explanation tending to support this theory is: The universe
or jagat (that which moves) is the result of combination of forces
and movements. Every movement produces vibration and hence
a sound—what Milton calls ¢ the music of the spheres * peculiar to
it. They may not be audible but there is no doubt as for their
existence as absolute sound. Hence it is that the relation between
elements is explained by a relation of sounds. Perhaps this could
be.the reason why astrology and kindred sciences express themselves
in terms of harmonic relations. This * music inaudible * as Kabir
_ealle it, is said to be heard by Yogins —people with keener and
22
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subtler sense percoptions. We of the grosser calibre may endeavour
to produce corresponding or nearly corresponding vibrations, hence,
the art music. If we were to produce the esact vibrations, the
universe (the basis of the existence of which is its very imperfection)
would not exist. The work of the artist or musician, would be to
know as accurately as possible the harmonic relation of things and
to recreate through his art, the semblance of the universe.
* Music expresses the accord of Heaven and Earth and produces the
harmony between men and spirits.”

The following facts"form interesting prelude to the study of the
Sdnan scale.

The Chinese say, ‘one has given birth to two, two has given
birth to three, and three to all the numbers. The original sound
first produes its dual—the octave, then a third—the fifth—from
which all other sounds came. Among the innumerable sounds
which were produced, five principal ones were selected—adequate
to represent the world we live in. In this way the scale of five, the
audava must have been formed —corresponding to the five directions,
five clements. Leaving aside this theory we will take up only the
five main divisions to which two auxiliary ones were added—which
completed the scale. These again corresponded to the seven
celestial planets. It was only the seven-stringed lyre which sym-
bolized the beauty or harmony of the spheres. Music can be
thus said to constitute a direct tie between the movements of ihe
universe and the movements of our soul. Dante and his seven
¢ printed steps of eternal power which is the end for which the order
of things is made’ are well known. These seven steps are ¢ the
different aspects assumed by this eternal power on which the order
of the Universe rests—they are the seven differentiations of the one
light, the seven colours of the prism and the rainbow, the seven
sounds contained in the primordial sound, the seven luminaries by
which is reflected on our Earth, the light of the eternal greas
juminary which shines in the centre of immensitics.” Music then,
as Plotinus expresses it, *‘ is a terrestrial representation of the music
which exists in the Kingdom of the ideal world.”” Music may be a
means of spiritual realization mainly, but it does have some effect,
even physical. This can be immediately proved by the maay
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legends, which bear out that discases were cured by singing certain
modes. But this is only where the music is perfect. - Where it is
not habitually perfect, the ear loses its fine sensibility to differentiate
the perfect from the imperfect and the result is chaos, By such
mnl the heabenly element from mausic is chased out. Such music
is dangeroul The Pythagorean teachers said, ¢ one cannot touch
the musical modes without disrupting the constitution of the states’,
Music is the extant expression of the accord between human and
cosmic orders. It is essential that it should respect the data on
which it is based, i.e., the exact intervals of notes as determined
by the traditional data, which defines these relations. The disregard
of them Ieads to rupture of equilibriom, that is to say, to social
disorder. ”

*Souads alone can no more coastitute music than words alone
a language.” Words can only form a proposition, an intelligible
sentence, when they are associated in a logical sequence, according
to the laws of intellect. This is also true of sounds which must
obey certain laws of attraction and mutual response, by which is
ruled their production, successive or simultaneous, before they can
become a musical reality, ¢ a musical thought.’

Adhdra-$ruti or the tonic is not exclusively the right of Indian
music, This constant tonic (sadja) is called the ¢ ison * in Byzantine
music. Ancient writers on Hindu music called it chandovati sruti,
It is the standard by which all intervals are measured. In Indian
music there is po meaning, no note and no iaterval unless sadja is
present. In ancient Greek music the same was cailed mesa. *For
the ancient (Greeks) the A (mesa) is a directorial string, whose
permanent use coastitutes a guiding mark for the ear and a reduc-
tion to unity for the mind.’

The Upanisad literature of the Bréhmapa period is closely
enveloped by the mystical symbolism characteristic of the ecclesiasti-
cal Hinduism of that age. But, when the verses are stripped of
their spiritually enigmasical garbs they are connected with the corres-
ponding number and value of notes. Their compositions treat of
.the pumbers indicating their relation to the musical scale and its
intervals. They had songs which differed from hymns and the
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names of the metric. hymns and songs were associated mﬂltln
pames of Gods,

Lyt

In the. Chandogya and, other Upanisads, in spite of iha ltron;
tendency to mystify evcrytﬁmg it says that, ‘in chanting of the
Vedas, the deeply significant and sugernatnml Om is artn:nmed
What is Om ? It is the all-pervadmg, aﬂ-essenual all-absorbmg, and
the - all-sacred. qu |s the essence pf speech Sdmd is the prdgm
(Breath). Rk and Sima make amiclwpa.' Udgitha is svara_(i.e.,
sound, pure and simple) and udgitha is the gumtessence of all
essences. ‘Om is udgftha, the most supreme ‘and most adorable of
all. It is listened to in the ether of the human heart with its seven
sounds, which having settled in the soundless supreme unmanifested
Brahman becomes undistinguished and iandistinguishable, as the
various flavours of the flowers are lost in the honey, securing safety
and immortality.' The udgitha and its epitomized sound Om is a
composition of music and notes with words.

THE SAMAN CHANT

v

Metrical compositions happen to be the most ancient types of
musical forms and the same may be studied in the order of their
antiquity. The Vedic hymns are the living and authentic examples
of the world’s most ancient and sacred literature. The symbol,
round which the elaborate ritual of the Sama-veda; gathers, is Soma
sacrifice the chief feature of which is the drinking of the juice from
the soma plant. The virtues of this juice are given in detail in the
ninth book of the Rg-veda, from which most of the sdmans are
taken. This does uot mean that the chants are later than the verses.
There is nothing to prove this, and if any, there is a probability of
the chants pieceding the verses. The soma is otherwise called the
*moon plant’ most probably connected with the worship of the
ancestors. Great care was evinced to adhere strictly to the original
melody types, as the belief existed that the religious efficacy of the
hymnas necessitated that care. The directions in the Brdhmanas
were implicitly aond faithfully followed. The sacrifice entailed
months in preparation, many days in the actual ceremdmal and the
expense and labour involved were not little.
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- These., Vodic . hymns ase' composed .in ehondas. ot the Vedic
metres, in which every syllable forms s unis of astigulation normally
smouanting (o 8 m of time. A hymg is phanted according to the
need. of the opcpsion, - The same stapza mpy gf, times be snog to
one or two. various _melodies, then Meain the samq melady be psed
for vagious gtangay,; Hance it.isoften negeesagy to model, to eolarge,
to modify - the .rks in: ml'tespoqﬁpm, with. the .sdman ; and the
creation .of.-that ' stguphika form develo;cd /@ techpical htetaturc
which serves the pyrposes.of modelling the. rks, .

A Vednc chant in somc respects may be composed Wlth a
Gregonan chant. As this ecclesiastical singing uses ccttam deter-
minent tone-figures in order to mark the mterpunctuauon,ao the
Vedic . melqdizing jndieates the end of the pados by its tone figures.
The . singing -of - a. sdneam might be called the melodical connnng of
the peda syllable. 5; . :: o, -

Before coming to the Sdma-veda proper, it is necessary to know
the mode, of recitation of other Vedas, especially the Rg-veda. The
Sdma-veda borrowed largely from the Rg-veda. The text of the
Rg-veda has been eclongatéd and altered so to suit the mode of
chanting. A hymn is chanted according to the need of the occasion.
In a scholastic recitation, the drcika form was employed. A slightly
more elaborate way was the gdthika style which employed two
musical notes. The better known Vedic chant of today employs
three notes, and represcats the ancient simika style. Adrcika is the
.most ancient.

It is monotonous and always keeps on the normal level or pitch
of the voice. Examples of the gdrhika style are not current today
to the same extent though a large number of such examples are met
with in Mardthi verse and song.

The Rg-veda is recited to three tones for, the accent was
originally a mark of musical pitch and became a mark of stress
only later on. The udatta and anuddita are the raised and not-
raised sounds, refer to those of the speaking voice. It cannot be
correctly said whether these terms may have any reference to music,
A third tone is the 'lqu_rim,’ which, in the Rg-vedd seems to be
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above the uddfta. It is albo el ¥ be a fuMling accbind of i depen-
deot natute, marking the -transitioh froni an décénted to‘a toileless
syllable. Tt always follows the uddtia. Furthisr, thd first pait of
the swaritg, sounding higher tlnn ‘the uddfta, i can ‘be called an
ornamented wddita, falling to an indefinite pitch ‘below it. The
indefinite pitch is called pracaya. Before the rise from the pracaya
to the svarita or the uddtta, the voice is a tittle lowered (the sannatara
or the anuddtta-tora) which, obviously is-below the dpuddsta. This
is the original theory of recitation, but is very much modified in
practice. A point worthy of oote herein is that the pracaya, lower
in pitch to the swarifo, is marked the same note as uddsta snd not
as anuddita.

In some instances, the svarita sometimes remains a single note
ma or is graced from ga to ma. There'seems to be also another
rule that when more than one anuddtta precedes an uddrta all but
the last are sounded lower.

The notes hitherto seen are mostly notes without dny grace
whatsoever. If the graces are employed the usage is occasional.
It is only in the Sdmaveda, that we find more of these.

Recitation of the Vedic hymns was a collective affair and to
preserve unity of accurate pronunciation and synchronous delivery,
a uniform style of delivery was essential. This formed the samika
style employing wddrta, high or sublime, anuddria, low or subdued,
and svarita, a note with a special slur or pitch accent, The con-
notation of the terms uddrta, anuditta and svarita has been a matter
giving rise to great confusion, since they are used in different
contexts in different subjects, .such as Vedic chant, sdma-gdna, the
different siksd and music proper. It is no wonder if we come across
indiscriminate use of these three terms in the discussion of these
subjects. Vedic compositions are always in one or other Vedic
metre, which is a measure with four equal feet each having a fixed
number of syllables. Each syllable forms one unit or minimum of
the measure. In spite of a possible symmetry and balance of tonal
as well as rhythmic form, the chant does not even suggest anything
that would hint at any coherence of form, between one foot and
another, even of the same chandas. It is no wouder that in spite
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of the different chandoes, all chants sound alike, no matter in what
chandas they are composed. The tone and rhythm of the Vedic
chants are of the casential and not of the formal type.

Next in succession to the Vedic chant is the tradition of the
Sdma-gdna, the singing of the Sdma-veda. This form of recitation
is sn sdvance over the sdmika form. Sama-gdna is a later and
more evolved types of recitation and as considered by some contains
in embryo the essentialy of Indian Music.

. The body . of the hymn is divided into two sections Urtardrcika
and the Parwdrcika. Theso are arranged- ipternally accordjng to
their metres and ' according to the stebhas. It is belicved that only
seventy-five out of maoy .huadreds are not borrowed .from the
Rg-vedg or any other source. Such borrowings are called yoni. A
further distinction is between these that have only ose melody and
many melodies (eka-sdmi or bahu-sdmi). It would seem from this
that sdman is music, not music and words, or words for music.
The rhythm is determined by the words which decide where it will
be appropriate to take breath,

The sdma-veda has no separate text of its own. The text of
the Rg-veda itself forms its text. It differs from the Rg-veda in its
purpose. The Rg-veda supplies the literary meaning, the Yajur-veda
the ritual to be observed simultancously, and the Sima-veda the
musical representation in a sacrifice. There was a division of duties
in a sacrifice and those who did the part of sdma singing, came to
be known as Sdmagds. In ancient times there were many types of
sdma-singing but at present, all but three have become extinct,
These three ate : Kauthuma, Randyaniya, and Jaiminiya.

The latter two have only a microscopic following, and even the
Kauthumd school is limited to a dozen families or so in the whole
of India.

A sdma being a rk is composed in one of the many chandas.

It is a recitation of the collective types. It consists of 7 parts or
bhaktis, which we will notice presently. A sdma-gdna, being a
) collective song, has a fixed and set form of musical cast or mould.
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Beyond this set o totpérsemal yitriation- %)nalouiﬁng'isbandwed.
The rhythm of the ‘sdma-glna 18 hence"dTW¢ esdcrtial (7.e., bf the
essence) type and obeys: the rule of Jaya, bist does ‘ot enipley:any
téla or cycle of time-measure. Sdma-gina is superhuman. “Itis
pever sung to accompanimwat:’s A sdma-singer. highly skilled in
music when .reqoestad to.siag.a sdman to the accompaniment of an
instrument refused to 4o so, as doing 8¢ would amount to sacrilege.
Sama-singing i3 sacréd- music ‘and:-ymust. ok be tilinted with the
practices of secular music:on amy sccounnt ' Sdma-gdna is bence
only a chant, with the difference that it employs five instead of
three “notes; introdubes siobha letters, asd takes:similar other
freedoms of comtorting ¢he -origin#l pk beyond recoguition or of
repeating stobha letters over and over again. This is périraps why
sdma-gana s not allowed a sepatate toxt, and purists like the great
Manu boldly -denounoed and protested that the voice of the Sama-
veda was impure. h

The “wording bf the Sdma:veda nm ‘has come down to us i
subject to the following rules.

1. The ghd-gdna is obviously composed in view of a regular
instruction of the rite. It contains the main chants that are sung
by the three chanters. An index containing the correspondence
between the Uha-gdna and the uhya-gdna and the rite is preserved
under the name of Arseyakalpasitra.

2. The regular order is sometimes interrupted for sdmans, the
melodies of which are of such holiness that they must be practised
in the woods and united in a separate collection, the ahyg-gdna i.e.,
a scholastic abbreviation of Uharahasyagdna.

For_instance, all sdmans of the stotras belonging to midday
evening of the Agnistoma are found consecutively in Ukg-gdng
1, 1, 1-14 but the second midday chant, Rdthamtara-siotra is an
exception, and is found in Uhya-gdna 1, 1, 1.

3. Uttardecika contains the texts of the gha, and @hyg-gina,
-pamely, crossing.cach other, according to the order of the rite.
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4. Grama-geya-gdna and Arapyd-gina are pre-eminently sacer-
dotal books. They contain the melodies the pupil had to memorize;
each melody there, is provided with one stanza ooly. Grdma-geya-
8dna contains the mclodies that are memorized in the house of the
teacher ; Aranya-gdna is studied outside the village.

Many a melody of Grama-geya-gdna and Aranya-gana appear
with the complete text in Uha and Uhya-gdna, i.e., in the shape that
is used in the rite.

5. Parvdrcika and Ardnyaka-samhitd comprise the texts of the
Grama-geya-gina and* Aranya-gina. Texts that occur almdy in
Grama-geya-gdna and assume a new melody in the Iranya-gdna are
not mentioned again in the drapya-samhita.

The Agneya parvan mentions that the samd singers (udgdatr)
glorify Inba with drhat-sdmans; the reciters of mansras (hotr) with
lauding bymns, other (adhvaryu) with praising songs.

There are seven divisions of the sdman chanted during the
yajiia. At the outset, the udgdtr, prastotr and pratiharty are all
expected to say Om as they all participate in the chant.

The first bhakti or division is Om. The second bhakii is the
prastdra. This is sung by the prastotr. Thirdly comes the part
in which the udgdir says Om. The udgdtr then proceeds with the
udgitha. The pratihartr-bhakti is the fifth. The pratihartr says this,
The upadrava-bhakii is the next. This is sung by the udgdtr. Lastly
comes the nidhana. This bhakti is sung by all the three—ie.,
prastotr, udgdty, and pratiharty. This is sometimes followed by the
syllable Om. Dr. Simon recognizes only five bhaktis; prastava,
udgttha, pratihdra, upadrava and nidhana. The Om precedes prastdva
and udgitha. These two are not recognized as being seporate bhaktis
by cither Dr. Simon or Fox Strangways.

An explanation is given for the two different views on the
division of the sdman chant. The view that holds that there are
only five divisions is correct, and so is the one that recogaizes seven
different bhaktis. The five bhaktis are used only for Brahma-
_ yajRa-prasna. The seven bhakris are used in sacrifices. As we
23



I:IBVTHE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LVIII

are examining the sdman chant bere, the seven bhaktis may be
preferred.

There are seven musical notes to this Sdma-gdna. The names
of the samic notes first appear in the Sdma-vidhdna-brahmapa thus:
krusta, prathama, dvitiya, trtiya, caturtha, mandra and atisrdvya.

In the gdna text of the Sdma-veda those musical' notes are-
depoted by the numericals 1,2, 3, 4, 5, 6, and 7. These, though in
the ascendant when treated in the light of sdman notes, are really in
the descending order, because the musical notes of the Sdma-veda
have a natural tendency for descent which is called nidhanaprakrti.
The sdman usually contains 1 to 5 or 1 to 6 notes. When the
seventh note comes in, it is always sung higher than the first, because
tradition has it so.

The next step would be to adjust the samic notes, with the old
Indian musical notes. It is said in tbte Ndrada-§iksd * 7: qUwTAT

g99: gaviwerer: | @t frfta @ ek gdiaeg e v
agd T g

The would mean that 1,2,3,4,5,6,7 of the samic scale
cquals ma ga ri sa ni dha pa of art musical notes. These two scts
of notes have, it would seem, the same tonal value with respect to
each other. '

“n
+

Th€ human hand bas been used from the Vedic times as an aid
to memorizing the chants correctly. To this day, the manipulation
of the hand in counting the uddrta, anuddtta and svarita notes is
followed in sdman chants. A curious resemblance exists between
the sdman hand and what is known as the guidonian band. The
later refers to the practice of using the human hand as an aid in
memorizing the scale and its solemization syllables, probably
instituted by Guide of Arezzo A.D. (980—1050). It is a sketch of a
hand with the names of tones inscribed in its various parts. I¢
somehow attained an almost supernatural significance, and has stood
for a ‘complete mastery of the mediaeval system of hexachord and
mutation, as the epitome indeed of the entire system of church
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modes.’ Indeed we hear chromaticism was objected to strongly in
the 16th century, becanse] jt- was not contained in the hand, The
guidonian letters were : ut-re-mi-fa-sol-la.

It is interesting to note that this mode of using the hand was
used in the religious music of the two vastly different systems.
They find no place in art music. Perbaps with the vista of newer
possibilities in music untolling itself before them, lovers of music
have given up the use of the hand as inadequate. This tradition is
current and . common to the followers of both the Rdndyaniya and
Kauthuma branches of the Sdma-veda. While singing the sdman,
the singer intonates his .musical tunes with the help of his five fingers
of the right hand, . *

(1) 1st finger—the thumb stands to denote the first note to
be sung.

(z) 2nd finger—next to the thumb, denotes the 2nd note
lower than the first.

(3) 3rd finger—the middle finger denotes the third note
lower than the second.

(4) 4th finger—the denotes the fourth note of the sdman.

(5) The last denotcs the 5th note of the saman.

Like the hand of the clock, the thumb is made to move and
touch the other fingers, and this helps any sdman singer to sing the
sdman tunes with proper intonation. The fingers of a sdmaga serve
the purpose of lines in the musical staff. The tradition which has
come down from the long past and is still current is followed by
evety sdma-vedin while sdma-gdna is sung, These are the signs
used in the notations of the sdman % denotes stress or lengthens

the tune of that letter.
< Wwritten over a letter.
g denotes high tone (ucca) denotes low tone (nica).
— denotes trebling of the note.
A joins the tone of the previous letter with the one ensuing.
s continues the same tone or extends the vowe!.
a augmentation of the tune.
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The directions contained -in these verses are all well known to
every sina-vedin, and have been taken from the Ndrada-sikga.

The tradition of denoting musical tones by these finger-touches
is no doubt very useful but, originally it must have been begun to
enable the singer to intonate correctly and properly the simic tanes
denoted by the numericals 1, 6, 7 in the text of sama-gdna.

As a rule, any number from 1 to 5 placed above theiﬁm letter
of sdman, becomes the fundamental note of that sdman. The figures
8 or 7 are never used in€he baginning. This is the ddhdra or sadje
—the $ on the middle line of the staff. It must be noted that
whatever the sdman begins with 1, 2. 3, 4,5, that becomes the
fundameutal tone of that sdman, 5% s¥awAA.  This rule is very
important, as it is useful to fix the vocal pitch of the singer. It
should be noted that whatever the fundamental figure it makes no
difference in the intonation of Om.

A sdmaga begins the chaat with pramava. ©gwg g TN ’
which denotes wdgitha
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BALARAMARHARATHAM  (Dramaturgy) by Karthika Thiruna)
Bala Rama Varma, with SARASWATHY (Franslation sind Study
in Malayalam) by Dr. V. S. Sharms, Reader in Malayalam, Univer-
sity of Kerala, Trivandrum—695 381." Bublished by’ the author.
Distributors : National Book Stall, KRptiyam. .. ?gwm 84.00

Successive heads of a royel: honas;{ring-patrons of literature
and the arts is mot an uncommon bhenom_pnon in Indian history.
There are also exceptional cascs of a*Tbyal'petron (like Harsha-
vardhana) being an author of merit in his own right. The Travan-
core royal family, bowever, has te unique honour of producing
several Maharajahs, who were patrans as well as practitioners in the
field of literary and artistic endeavour. The most famous of these
is, of course, the immortal Svati Tisunal.  But, one of -his predeces-
sors, Kartika Tirunal Balaramavarma has a distinction denied even
to the famous Vaggeyakars. In Kartika Tirunal we have the rare
instance of a scholar (let alone a scholar-king) being the author of
both Lakshana Granthas and Lakshya Grintbas.. He wrote six
Attakathas, some of which show flashes of literary brilliance. He
is also the author of a Lakshanagrantha on the Natya Sastra, namely
Balarama Bharatam. The text of Balarama Bharatam was first
published in 1935 in the Travancore Sanskrit series and was edited
by Sri K. Sambasiva Sastri, the Curator of Trivandrum Manus-
cripts Library. This edition of the work was based on a single
manuscript in the palace library in the Malayalam script. The work
under review is a translation and study of the work in Malayalam
by Dr. V. S. Sharma. -

Kartika Tirunal Balarama Varma ruled Travancore from 1758
to 1798. The East India Company had not yet reduced Travancore
to a vassal state. Kartika Tirunal, therefore, ruled as well as
reigned. He was a competent soldier, an efficient and impartial
administrator and a pragmatic statesman, who sought and achieved
friendship on equal terms with the British. He was a gifted linguist
being proficient is Sanskrit, Persian, Hiodustani and Malayalam.
He kunew- Portuguese and English as well and had a working
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knowledge of Dutch. But it is as a patron of learning and the
fine arts that he is best remembered. Pendits, poets, musicians
and masters of dance and drama flocked to bis court. The
following verses in the introductery portion of Balarema Bbaratam
sre, therefore, not flights of self-sdulatory fancy.
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‘ Literally speaking, Bilarimabharatam means Bharata Sastra
Grantha written by Balarama. The author is very articulate about
his competence to writc a Prakarana Grantha on Natya Sastra.

He characterises himself as fafamasanrea and gfiaararatgfaqos.
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The aythor scems to have been ugged to. write a book ou Natya
Sastra by the Rasikas of the court over which he was prendmg
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The author admits that his' i is not a pioneering work but only a
condensed version of the anthoritatwe treatnm written by sages and

savants of the past.
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The acknowledgement of such indebtedness extends to incor-
_poration into the text of Bilarama Bharatam of passages from

.earlier treatises., Thesc- include the Adi Bharatam, Sangitaratnakara,
.Tandavam and Sangitasudhakara.

The Bilarama Bharatam begins with a Mangalacharana, as is
customary in any Sanskrit work. This is followed by thirty-two
long slokas, glorifying the royal family and the Maharaja himself.
.The utility of these self-congratulatory verses in a Sastraic context,
is not self-evident. The question whether Bhava, Raga or Tala is
‘primary, is then discussed and pre-eminence of Bhava is established.
The author then attempts a definition of Bharata (Natya). He
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fggewy, For example, Griva (agck).ete., are only capable of Artha-
Lkriyx: ;o1 :action.: It is to the credit of Kartika Tiranal that. unlike
in the earlier taxts: on Natya-Sastra, which merely coumerate the
Angas, he discasses -and defines Angatvam. In this respect, the
Balarama Bharatam is unique. '

In the matter of identification, division - and enumeration of
Angas, Upangas and Pratyangas, the Balarama Bharatam does not
conform to the pattern laid in Bharata’s Natya Sastra, althoagh
patadoxically, the author claims that his enumeration is identica)

with that of Bharata aferq wred ayTfv Ffvicgarmtr wLaTY

wraarfr ©  Bharata divides Angas into three categories Sirira.
Mukhaja and Cheshtakrita. Balarama Bharatam cluuﬁes them
as Siabdika and Arthika. Bharata enumerates siy' angas and six
Upangas (although Bharata mentions the term Pratyanga, to him
it is synonymous with Upanga). Balarame Bharatam lists 32 Angas,
14 under Arthika and six Angas, six Upangas and six Pratyangas
under Sibdika.

(

The rest of Balarama Bharatam is largely concerned with the
Lakshana and Viniyoga of these 18 Sabdika Angas. The work
promises to deal with the Lakshana and Viniyoga of the Arthika
Angas also in their appropriate context: (fafvat swaT: snfaFrAY
.awa'm'i g m) But this job is not attempted, but for some
exceptions like Danta (tceth) and Janu (knee). The book ends
_wnh the description of the Viniyoga of the knee,

. From the above, it would be obvious that the Balarama
v"Bharatam for all practical purposes is a work on Angikabhinaya
only. It does not deal with topics like Vadyavidhi, Ranganirmana
etc. It is silent on Vachika and Aharya abhinayas. [ts references
to Satvika Abhinaya are incidental and incomplete. It does not con-
tain a straightforward account of Angahara. It does not deal
with even purely choreographic items like Karana and Chari.
Kartika Tirunal cannot, therefore, claim to have fulfilled the pratijna
that he is writing a work on Lasyatantra (Sloka 9, Page 4). Three-
fourths of Bharata is left severely alone.
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The treatment of “Angikibkinsys iti -Baliiruihe: Pharapum s
extemely thoroughi and detailed; -but docs not follow any ons. ef:
the older treatists. A few exawples thay bo given to-illatsate this.
point. Bharate in his Natys-Sastra gives 13 karmas for the bsad
(Sirokarma) : Balarama Bharatam gives 30 ‘Kesthes: snder .thres
heads—Sthira, Asthira and Khandita. The work lists 40 Asamy-
utahastas and 27 Samyutabastas, while Natya Sastra mentions only
24 Asamyutshastas snd 13 Samyutahastas. In fact, Bharata’s
treatment of hand gesturas provokes a mild sense bf vexatjon in
the author as may be gathered by a discerning réader from the
following slokas : — .
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In his treatment of Hastabhinaya, Kartike Tirunal seems to
have taken to heart Bharata’s advice to look, learn and acopt from
the world at large whatever is needed to cover the insufficiencies
in the Sastra,

AT, QA SWIFSIAOrRL dRaeE BfeR:

It is probable that in his attempt to augment the number and
enrich the scope of the karmas and Viniyogas, Kartika Tirunal
drew heavily on the existing dance and dramatic forms like Katha-
kali, Mohiniyattam and Kudiyattam then in the state of their finest
flowering in Kerala. This seems to be indicated In the following
refrain appeating at the end of the different sub-sections of
the book.

“ sRrumENRRFMHY o5 )
AR M Y ffagemr | »

« arpgemdlERtaaifEl ge | .
qaifRy ey ffigw | »



BOOK. REVIEWS . . 197

“ srpuamgTeatanieRy %
Qe i By R AR 0

mmmm !Wl
g TR Ry AR |7
“mmﬁﬁi x gl‘l'l A

Qe i sy wres g 1

Dr. Sharma, in his study, does attempt to identify and enume-
rate these addmonal and innovative aspects in the Balarama
Bharatam and trace them to théir sources : but his study is confined
to a very small number of the Karmas and Viniyogas, Mauch
more work needs to be done in this field by scholars equally
proficient in Natya Sastra and the dance forms then existing in

Kerala,

Balarama Bbaratam also has drawn upon folk dances then
existing in Kerala. The references to Kummithadana (Kummi—
Sloka—12—Page 234) and Kolathadana (Kolattam—Sloka 545—
Page 212) bear this out.

The * Saraswati’’ by Dr. V. S. Sharma is a translation and
study of Balarama Bharstam. Admittedly, the translation of a
technical treatise in Sanskrit into any language calls for great
scholarly effort and discrimination. By and large, Dr. Sharma’s
translation is faithful to the original.

- There are, however, instances where the translation omits
passages, whose meaning is by no means obscure. For cxample,
in Sloka 144 on page—66 Fsifeafasiien and in Sloka 159 on
page—69 feaqer, fegwerary are omitted in the translation. There
are also cases where the omission is perhaps attributable to the
obscurity of the passage from which mo clear meaning could be
extracted- despite strenuous scholarly effort, Some ‘instances of
omission .are : i
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Page  Sloka s BE L

135 173. qgm
137 181 mlﬁ'

141 238 gw

Such omissions, with reasons theréfor, could have been indicated
in the footnotes and in ome ¢ase, Dr. Sharma actually does so.
This could have becn done in all cases, where an oblcure passage
is encountered.

Malayalam syntax” permits any Sanskrit noua to be usedin a
sentence with native inflexions. This can sometimes tempt the
translator to incorporate a difficult or obscure Sanskrit word in the
Malayalam ftraanslation, leavmg the reader none the wiser. Several
cxamples of the above nature occur in Dr. Sharma’s teanslation :

page Sloka
68 153 fefafefew
92 275 oER

118 88 wﬁ
124 120 goEFE=s

144 218 m!!vniﬁ
167 330 exifed
11 349 egfmEd

These are, however, minor blemishes in what is otherwise a work
of dedicated scholarship. ’

The study of the Balarama Bharatam which Dr. Sharma has
appended to the translation is, for all purposes, a book in itself.
It is divided into seven chapters termed Mayukhas by Dr. Sharma.
The first Mayukha is introductory. The second Mayukha covers
the history of the practice of Natya in India from the earliest times-
Dr. Sharma has culled material for this from both ancient and
medieval texts; they include the Rigveda, the Grhya Sutras,
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lmpremons, observa.nons aqd conclusions. The important. musicians,
connoisseurs and scholars that he met in this trip would be of great
Imetest to a pment day muslcnan and music lover..

i

(a) Madras—: Tacciic (Pedda) Sihgaricaryunin, Tirumalayya
Niyodu (author of Ganavidyasailjivani), (Bangalore) Nigaratnam«
mal (attended her music concert), Tyagayya (Tiruvotriyr TyAgayyar)
Paﬁclpagehyyu (Tillaisthanam Pafiju bhiigavatar).

(b) Tngijﬁ_vﬂr—: Mrdaigam Dasasviimi, Nigoji Rae’ (Retired
Inspectot of schools, a great scholar), Paficapagesayyar (perhaps the
Paficapagefa bhagavater, a student of Harikathd Kriga bhigavatar,
and mentioned by Abraham Pagditar in Karupimirtadigaram
p. 214), Mrdatigam Sethurima; Muttaya bhagavata (not of Harikesa-
nalldr, may be of Srivilliputtdr (See P. 221 Karunamirta sagaram) ),
Jagannitha Bhatta Gosvami (Svrabat player).

{c) Madurai—: ' Krspayyangir (See P. 187, Karupimirta
S&garam), Subrahmanya Ayyar, Mrdangam Pailcanadam.

(d) Ramefvaram—: Ramanithapuram  (Pcci) Srinivasa

. Amnxar.

(e) Eftaydpuram—: Subbarima Diksitar.

(f) Tiruoelveli—: Muttayya bhagavatar (Harikesanalldr),

(8) Tiruvanantapuram—: Ramasvimi bbagavats, Mabarijd
Kerala Verma.

(h) Mysore—: Karigiri Rao, Sundaresa Sastri.

The musicians spoken of highly by others were Mabavaidya-
nitha Ayyar, Nirdyagasvimi Appd (both of whom bad died a few
years earlier) and Vina Dhanammal. Bhitkbande could not get an
opportunity to listen to Dhanammal.

The whole travelogue is not an insipid account of the question-
answer sessions between Bbatkhande and the native musicians. On
the contrary, the opinions voiced by the various scholars and
musicians make very interesting reading. There is a gradual building
up of cvents, not uanlike a mystery novel, in which every musician
Bhatkhapde meets in Madras directs him to those in Tafijavir in
the South, and who in turn suggest the name of Subbardma Diksitar

26



202 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. Lvm

living further in South at Bftayapuram., Thus a suspensé is buils
up leading to the meeting of Subbarima Diksitar and Bbatkbagde.
The meeting as such turns out to be an anticlimax since Subbarima
Diksitar was not familiar with ancient a texts. (This cannot be
accepted in toto—Ed).

Sangitaratnikara seems to be the text mainly focussed in the
questions that Bhitkhagde posed to others. He bimself had studied
it seriously and found many places rather difficult to comprehend.
Contrary to his expectations, he found that evey musician and
scholar he met in the South had either shown no interest in the
Sanskrit texts or exhibited superficial knowledge of them. Of course
this was a period when the existence of Caturdagdiprakasika had
not come ‘to light, except for Subbarama Diksitar who possessed a
copy of the manuscript and gave one to Bhatkhangde, Bhatkhandq
had only heard of 72 melakartas and wondered if it was a concep
of pre-Sarngadeva origin (p. 31)! Subbarama Diksitar’s Sangita-
sampradayapradaréini bad just then been published and every
musician in the region felt pround to own a copy of it and thought
it was the last word in Sastra (p. 110 ; p. 8); p. 102). However
some musicians regarded Subbarama Diksitar as being pro-Muddu-
svami Diksitar and anti-Tyagarija in his views and he was by
himself not a good performer (p. 110 ; p. 90). Subbardmea Diksitar
had not himself studied Sangitaratnakara and although through
Caturdapdiprakisika he was aware of Sangitasudha of Govinda
Dikgitar he had never seen it (p. 125). And since in those days it
was only Subbarama Diksitar who had a knowledge of Caturdagdi-
prakasika, Bhatkhande was greatly indebted to him for this vital
textual source for contemporary South Indian classical music. And
their meeting had many moving moments, Intimate rapport deve-
loped between them and impressed by Bhitkhaggde’s kaowledge of
the Sastras and touched by his sincerity, Subbarima Diksitar offered
to share all his immense knowledge with Bhitkhapde and even
requested the latter to take him along during bis travel in the North
(p. 148), A few interesting points that came out of their conversation
would be worth mentioning here.

(a) There could perhaps be a link between the 18 mela-s des-
cribed by Veinkatamakhin and the 18 jati-s of the ancient music
(p. 141). (Seems rather farfetched, though !)
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..(b) Subbarima Diksitar bad _studied under. the graodson
(daughter s son) of Veiikatamakhi Venkatamakhi' i's fathet Govinds
Diksita had been a student of the famous Tlnappﬁclrya, who in
turn was''s ‘Student’ of Sirdgadeva. -Thus a continuous tradition
is eilabiished from the ancient period (p. 147) (Here Bhatkhande
bas made a_n obvious chronological blunder—Ed.).

Bhatkhagide bad really been delighted by these findings. Going
through the book the reader cannot help admiring the siacerity of
his approach, the zeal and earnestness to learn. He sought out
musicians and scholars in every city he visited and placed himself
at their feet and tried to elicit their views on the svara basis and
tila basis of the South Indian system, He even learnt thé Tainizh
script to be able to read at least the svara syllables sa ri ga ma etc.,
in the notation. And for a present day reader, the account of his
meeting with musicians paints a very vivid picture of that period,
the ‘luminaries of which remain today merely names or are known
only through their books.

The travelogue also makes it clear that apart from the specific
purpose of tracing- links between the §astra tradition and the con-
temporary practice, Bhatkhande, had no serious intention to culti-
vate interest in South Indian classical music nor was he impressed
by the music he heard (p. 30). Since at that time interest in
Sastra-s was alarmingly negligible, everywhere Bhatkhande went
musicians preferred to exhibit their skills in performance rather
than talk about its theoretical aspects. Some of Bhatkbhande’s
observations are very pertineat and useful even though not favour-
able to the system. (He had, even prior to undertaking the trip,
equipped himself with the theoretical knowledge through the book
of A. M. Chinnasvami Mudaliar.)

(i) Musicians tend to exaggerate even small tempo variations
in singing ‘tana’ (Neraval or Kalpanasvara?). When variations

in tempo are made gaps are filled through syllables like ya’ ‘ya’
which is jarring (p. 30).

(i1)) Musicians are preoccupied with aroha-avaroha and mela
of the raga. They are not able to comprehend a riga unless des-
ctibed in terms of aroha and avaroha (p. 60).
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(iii) Tala (laya) aspect is cver-emphasised totho dettim!
of melodic beauty. (p. 31).

The. diary also gives details of theoretical mformntlon obtaqu
from Jagannitha Bhaftagosvami and Paficanada on tils and pifa-s
of mrdanga and also the information from the manuscripts of works
that Bhatkhande consulted in the various libraries like the Govera-
ment Oriental Manuscripts Library (Madras), Sarasvati Mahal
Library (Tafijividr) Sarasvati Mahal Library (Tlruv&nantapumm)
and Government Oriental Library, Mysore.

The outcome of this travel is evident in Bhitkhande’s later
works on Hindustani Sangitasastra in which we come across in-
formation gathered during his tour of the South. He gives a list
of the manuscripts available in the various Libraries in Madras and
other cities (p. 128-129 of Bhatkhande Sangita-sastra pt. I). He
also gives a list of books that should be read to get an idea of South
Indian music, which includes the Music and Musical Instruments
of Southern India of Captain Day; Oriental Music of Cinnasvimi
Mudaliyar Sangitasampradaya pradarsini of Subbarama Diksitar ;
Graded books on music by Sidgaricarya; Ginavidyasafijivani of
Tirumalayya Nayudu; DBharatakalpalatimaiijari (ibid p. 139).
Bhitkhande in this context refers to Subbarima Diksitar (who had
died by then) as a good friend. In Part III of this book quotations
from the Raigalaksana work appended to Caturdandiprakasika
furnishing the list of 72 raganga raga-s are given (ibid pt. III p. 40).

The Indirakala Sangita Vishvavidyalaya, Khairagarh, is to be
congratulated upon bringing out this extremely informative trave-
logue. It is a pity however that for South Indian musicians and
scholars, who might find this very absorbing and useful, the book
remains inaccessible as it is i Hindi. Moreover since the whole
account deals with South Indian musicians of the past, it might
not interest the North Indian readers very much. The book should
come out in English and perhaps the Music Academy, Madras could
take steps in this direction.

Printing and editing could have been better. Informative
notes on musicians of that period are provided in the preface. On

.the whole it is a book recommended for musicians, connoiseurs,

scholars and music lovers who know Hindi.
N. RAMANATHAN.



Sitar Techmques

SITAR TECHNIQUE IN NIBADDHA FORMS :

Stephen M. Slawek; Motila! Banarsidas, Delhi, 1987,
xix -4 232 pages; Rs. 250,

There has been a tendency to keep an aroma of mystification
sbout Indian music. While this sort of thing succeeds in selling
it in certain circles, it certainly does not help to promote an under-
standing of it and least of all the process of its education. Stephen
Slavek has done a good job by avoiding mythicising and rendering
the simple - facts about the instrument called sitar and the music
that is played on it. His goal is obviously limited, as he is dealing
with the analysis of that portion of the sitar music which has been
set to tala, and has a definitive structure with limited room for
improvisation. In plainer words, this is a book on transcribing
into staff notation, the gar portion, so that the structural analysis
of the gar music can be undertaken. The alapa on sitar which is
the main portion of any artists’ endeavour, is not chosen to be the
subject of study in this book. Perhaps for the obvious reason that
the notation of an alapa is a far more complicated affair and would
also need a larger number of pages of analysis, taking the writer
well beyond the requirements of an M. Phil. degree which seems
to have been the primary objective for this endeavour. The gat is
pnamed as ‘mnibaddha form’, and its playing is called ¢ technique ’,
Normally the word technique denotes the manner of dexterity which
is needed to produce embellishments like meend, gamaka and
gasita and various other substructures of sound, but here Slawek
bas called the very structure of gat as ¢ nibaddha’ and its shape
« technique °.

The writer is well aware that practioners of the sitar may
consider his book as something of little use. But he thinks that
such a study makes a ° positive contribution to our understandiag
of Indian Music.” It will certainly facilitate a comparative study
of sitar gars, with, say, the Karnataka music Kritis and other
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musical forms of India and even with those of jazz and modern
fock. The nature of unprovnsahon even though limited in gata,

becomes quite obvions ip biach tﬁp&;nb‘m ) + #t can also help some
of those western students of sitar who would like to supplement
the instruction of their teachers with ,Slawek ] ttamcrlpuon. Such
too is the hope of Slawek's meator, Pandita Ravi Shankar. However
in his analysis the author has not made any attempt to relate the
nature of a raga to thestructure of a gata. which notgs of a raga
arc to be taken for use in mukhra, which in sam, and how the

alpatva-bahutva distribution of a raga should. figure in gata, are
no concern of Slawek’s amalysis, In. the absence of the raga
principle as related to the formation of gara structure the des-
cription of gara remains only an outer shell without the inner spirit.

It is in the above mentioned relationship that the secret of impro-
visation lies, the real technique thus is not talked about. Neverthe-
less, the documentation because of its accuracy and thoroughness
provides sufficicnt opportunity to the discerning eye to sce raga
working in a gata, and if the readers of this documentation are
familiar with the principles of gata coastruction they will be able
to use this for illustrating their instruction to students. It is with
this hope in mind that one can venture to suggest that in the next
edition of the book the documentation can also be given in the
Indian notation system for the use of Indian students and teachers.
This will widely increase the readership of the book, which is
likely to find readers only in Europe and America for the present.

While writing on the history of sitar and the traditions of its
playing, Slawek has succeeded in maintaining an objectivity which
is not often found among Indian writers. He should be praised
for stating boldly that so far there has no evidence to relate sitar
with Amir Khusrau in any way. He also points out that the des-
cription of ‘jantra’ played in Akbar’s court is not sufficient to
make us conclude that sitar or its predecessor existed before the
gaze of Abul Fazal, the historian. He then rightly concludes that
the ‘nibaddha tanpura’ is perhaps the earliest known instrument
which could be called a cousin of sitar or sitar itself with a different
name. Slawek, thus endorses the view that not before the 1Sth
century, sitar made an appearance on the Indian scene. About the
instruments that may have led to the evolution or sitar, our author
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bas examined the merit of various theories dividing them into (wo
categories. Sitar originated in India is one view, and it arrived
from West Asia is another. He does not propose to favour either
of them. It maybe said here in passing, that the debates about
the origin or arrival-of the sitar are mindless of the fact that the
shape of any instrument is always subjected to change by the kind
of music that is played in it. No musical form such as Dhruvapada
could have been played on sitar, and so even if it existed in medieval
India under a different name or similar shape, it could not have
been of any use to the classical player. As Slawek himself has
shown, the bdj of sitar playing till the nincteenth century was
largely dependent on the gat-rora combination which sufficienily
indicates its distance from the ¢stablished forms of singing (instru-
ment playing being generally imitative of vocal forms). Slawek
thus takes a view similar to those who argue that till the last century,
sitar was an amateur’s fondling and an accompaniment to dance,
its gat being a derivative of Kathaka gar. He has also taken pains
to show how in the present century the genersl trend of sitar music
bhas been to assimilate khayal gayaki in its vilambit forms and
layakari.

As part of his documeatation, Slawek has given accurate and
precisc data about the instrument in vogue at present and a very
thorough account of the teaching methods or talim that are followed
by traditional teachers. They can be of immense help to prospective
students. And then there is a transcription of a Ravi Shankar
performance of Raga Rasia, which puts a mark of authenticity on
Slawek’s work; providing us at the same time something which not
even natives have been able to provide in their books. Perhaps
the example set by Slawek will inspire some student of the great
maestro to encode a performance of his teacher in [ndian notation
for the benefit of native students. And it is also hoped that this
time a Raga of greater significance such as Darbari or Puria can
be revealed.

In his analysis of Rasiya performance, Slawek has given extensive
tables of the structural elements in a gar-vistara as it progresses cycle
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by cycle. It is an impressive task, but of doubtful use to the
practical student unless the teacher is- also:able. to.decode and
explain the analysis by demostration. Such conditions being
prevalent only outside India, the book happeus to be of doubtful
use to local people. But its utility is likely te be of a higher order
in music schools abroad where the Sitar is taught.

h
BHARAT GUPT



Music in Maharashtra Stage

MUSIC IN MAHARASHTRA STAGE : By Ashok D. Ranade.
Sangeet Natak Akademi, Rabindra Bhavan, Feroze Shah Road,
New Delhi—110 001. Rs. 60.

Durmg &he 19208 the Gramophone Company of I.ndla flooded

the Tamiloadu area with records of Balgandharva which took the

i munc-lovm; public by storm, Maay dit not kpow the language of the

songs nor the fact ghat they were stage songs sung:by the musician

while acting mostly in feminine roles byt their melodic aﬂpenl was

80 overpowering that even g:antahkeMahamapmam Vnwanatha'
Iyer were bewitched by it.

Music and theatre have always emjoyed a close relatiohship.
ﬂpuata, in his Natya Sastra, has devoted an entire chapter to Dhruva
8anas sung by characters in the plays of his time. In this excellent
monograph of over 100 pages the author, who is a noted mnsicolo-
gist and himself a composer of music for the Marathi stage, has
traced the development of Marathi stage music from the 19th
century till about 1980.

The first ticketed dramatic performence in Bombay took place
in 1853 in the Graant Road Theatre and was staged by Vishnudas
Bhave. It was an urban manifestation of the theatric impulse and
within a decade there were about eight established groups all based
in towns like Pune, Satara, Kolhapur, Miraj and Sangli. The rise
of stage activity was closely linked with the advent of the educated
middle class in these towns and social reformers, professors and
lawyers encouraged stage activity in every possible way.

. The Kirloskar Nataka Madali was started in 1880 and its

‘ Shakuntala’, staged in the same year, was so success{ul that many

more drama companies followed. The author has rightly pointed

out that the Marathi stage was heavily biased in favour of Hindu-

stani art music. All the major companies had at least one classical

vocalist of high calibre as their music director and weightage was
27



210 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LVIII

given to musjc rather than to acting and dialogue. A galaxy of
musiciaas like Balkrishnabuwa Ichalkaranjikar, Bhaskarbuwa Bakhles
Govindarao Tembe and Ramakrishnabuwa Vaze were employed as
directors, Sawai Gandharva, Vinayakrao Patwardhan, Hirabai
Barodekar and a score of others were chosen for their roles mainly
on account of their ability as classical musicians. '

The ecarliest known Marathi music-dramas were written in
Tanjaver under the patronage ot rulers like Shahaji, Pratapdsimha
and Serfoji. The text of ‘ Lakshminarayan Kalyan"” was first dis-
covered by historian Rajwade from a monastery of the Samartha
Sampradaya and he got it published in 1906, When other Tanjavur
plays were unearthed, they showed the unmistakable imprint of
performing conventions as prescribed in the Natya Sastra. '

Apanasahib Kirloskar (1843.1885) may be called the father
of music-oriented Marathi Plays. His Sangit-Shakuatala, as already
mentioned, was a hit and he followed it up with the Sangit-
Saubhadra which still retains its appeal and exhibits no wear and
tear despite an intervening period of hundred years. Kirloskar
died young and was succeeded by G. B. Deval who successfully
filled the gap.

The year 1900 was a turning point in Marathi stage music
and two major musicians, Keshavrao Bhonsale and Narayan Shripad
Rajhans (1888—1967), named ‘Balgandharva’ by Lokmanya
Tilak, vied with each other for excellence. It is noteworthy that
S. G. Kittappa, known as the * Gandharva’ of the Tamil stage;
was a contemporary of Balgandharva. The latter was the star
performer of the Kirlosker Mandali but left it from 1906 to 1913
to form his own Gandbarva Natak Mandali. A suitable replace«
ment was soon found in the person of Master Dinanath Mangeshkar
who, however, left the company in 1916. Later, Balgandbarva
joined the Prabhat Film Company, left it, rejoined his Mandali,
which could not however succeed. '

In the ultimate analysis Balgandharva emerges as the most
outstanding actor-singer of the Marathi stage who provided am
uninterrupted stream of stage music of his own for over fifty
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years and lived as a phenomenon. He remained a major force and
had attained such a staturc that he could start and set faghions.
He depended- heavily on his natural gifts and-iniuitive sénse of
music. He bad an extremely supple and sweet voice and an innate
feeling for rhythm. It is no wonder that the author devotes many
pages to this immortal singer and descrlbes in great detail the many
excellences of his hero’s music.

Second to Balgandharva comes Master Dipanath who was
another luminary on the Marathi stage. ' Among the women singers
ot the stage, Hirabai Barodekar gets an honoured place.

With his deep and extensive knowledge of the Marathi stage
aod Hindustani Music, Raoade deals with many more interesting
aspects like acoustics, audience and administration, thus making
the book a comprehensive account of not only music but everything
connected with the Marathi stage.

The book is printed in clear type on good quality buff paper

and contains many rare photographs. It is a bargain for the low
price fixed.

(Courtesy—the HINDU), T. S. PARTHASARATHY



Excellent Treatise on the Sitar

TECHNIQUES OF SITAR : By S. Bandyopadhyaya. Published
by B. R. Publishing Corporation (Division of D. K. Publishers
Distributors (P) Ltd.,, 29/9, Shakti Nagar, Nangia Park)
Delhi-110007. Pp. 418. Rs. 400. u

Elsewhere in this issue we have published a review of the
beok ‘Sitar Technique' by Stephen M. Slawek with transcriptionsa
of gat vistars in European staff notation. The book under review
is intended for Indian students of the Sitar and Sa, Re, Ga, Ma
notation has been used throughout the work.

The author is a renowned Sitar player and an able musicologist
who had served the facuilties of music of leading Universities and
is presently the Priacipal of the Bharatiya Sangcet Vidyalaya at
Delhi. He has several other books to his credit like ¢ Indian Music
through the Ages® and ¢ Sangeet Bhashay *. His intimate koowledge
of the techniques of Sitar playing and his erudition are apparent in
every chapter of the book. )

The excellent introduction sums up the evolution of music and
discusses musical notes, the octave, parent scales, the ragas and
their time theory. The origin of the Sitar, which has emerged as
the prince among musical instruments in Hindustani music, is then
traced and the theory that it was designed by Amir Kbusru is
dismissed as * doubtful’. The parts of the instrument are then
described with illustrations and- playing techmiques explained.
Terms of the Sitar like Manjh, Pakar or catch notes, Kana or the
grace note, Kampana, Krintana, Mindh and Taan have been clearly
explained.

In the chapter on techmiques and practice, the author, giving
guidelines for beginners, has rightly observed that the student
who desires to learn Sitar should bave very sensitive ears to re-
cognize the delicate resonance of musical sounds. He then gives
simple and compound scale exercises in ascent and descent in
different talas.
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