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This Journal is published as an Annual.

All correspondence relating to the Journal should be addressed 
and all books etc., intended for it should be sent to The 
Editor, Journal o f the Music Academy, 306, Mowbray’s Road, 
Madras-600 014.

Articles on music and dance are accepted for publication on 
the understanding that they are contributed solely to the Journal 
o f the Music Academy.

Manuscripts should be legibly written or, preferably, type­
written (double-spaced and on one side o f  the paper only) and 
should be signed by the writer (giving his or her address in full).

The Editor of the Journal is not responsible for the views ex­
pressed by contributors in their articles.

The publication o f  this issue was partly financed by the 
Sangeet Natak Akademi, Mew Delhi.
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THE 60th MADRAS MUSIC CONFERENCE 
OFFICIAL REPORT

TH E OPENING DAY 

1 7 -1 2 -1 9 8 6

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

The Conference waslnaugurated by Sangita Kalanidhi Sem- 
mangudi Dr. R. Srinivasa Iyer.

The inaugural function began with prayer by Smt. Malathr 
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 Ramakiishns 
Hegde.

The following messages had also been received.
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SHRI P. V. NARASIMHA RAO 
� �������� � � � ������ (�����#�  
-���"��	����� ������	���� � � ������

I am very happy that Music Academy are celebrating their 60th 
Annual Conference. This undoubtedly is an event o f  great cultural 
significance in many ways. I am happy that the Academy are not 
only continuing their tradition o f  commitm ent to excellence in. 
Carnatic music but that they are also providing training to young, 
people endowed with musical talent. On this auspicious occasion 1 
send my best wishes. ,
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SHRI P. CHIDAMBARAM
� �������� � � �� �� �� �� � �� ������ � � �&�������"��&�*"�#  
�������#��� ����&��������� ������	���� � � �������

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

SMT. KRISHNA SAHI
� �������� � � �� ������ � � �.��#������ ������"�����
������	���� � � ������

I am very glad that the Music Academy is celebrating its 60th 
Annual Conference. This occasion should be hailed as an event o f  
great musical significance particularly to the lovers o f Carnatic 
music. 1 am glad that the foundation o f the Academy is hallowed 
by the name and association o f Pt. Jawaharlal Nehru who was a  
symbol o f our cultural resurgence. I send my good wishes.
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dhis - along with Sri K. R. Sundaram Iyer, the lone survivor 
•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 I offer them a warm 
welcome.

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, it also determines to stay. That your Academy 
has survived 25 years and that Conferences are conducted year 
after year under its Auspices, is a great tribute to your*fortitude as 
well as your capacity and J 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 stay on as long as the vitality of the Carnatic music 
tradition remains unimpaired.

What changes have occurred during these sixty years! Th’e 
•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 Iyer, Chem- 
bai Vaidyanatha Bhagavathar, Ariyakudi Ramanuja Iyengar, 
Harikesanallur Muthiah Bhagavathar, K. Ponniah Pillai, Vasudeve- 
char, Palladam Sanjiva Rao, Mangudi Chidambara Bhagavathar, 
Dwaram Venkatqswami, Sambasiva Iyer 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 sat 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 end
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Rt. Hon'ble Sastri, Sir C. V. Raman and Dr. Radhakrishnan. Sir 
C. P. Ramaswamy Iyer and Sir P. S. Sivaswamy Iyer, Kamaraj, 
Karunanidhi, and M. G. Ramachandran.

If Mr. K. V. Krishnaswamy Iyer 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 Iyer celebrates this year 
the diamond jubilee of his musical career. Dr. Srinivasa Iyer 
is a friend of my family and a respected personal friend of 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 ha 
spotted Semmangudi. My father 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- 
wouId go very far. That youngster was Semmangudi Srinivasa 
|yer. And you know the peaks he has conquered and the place ha 
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 Iyer, and we decided that we could not
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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 Committee, therefore, decided that each day 
of the Sixtieth Conference be observed as a day of remembrance- 
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 Experts Committee.

i

The other suggestions of the Committee include special hon­
ours to Sri Chandrasekharan, Sri Semmangudi Srinivasa Iyer and 
and Sri V. V. Narasimhacharya for their Association with the 
Academy since its inception, Amrutanjan Ltd. for their 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 years and the 
release 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. I 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 Committee, who collaborated with him, also deserve our 
gratitude.

The implementation of the above suggestions will entail some 
expenditure and I 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 tq whom 
our special thanks are due. Our programme book has also been 
subsidized to �  large Lextent by advertisements received from 
various firms.

It has become more or less a regular practice for the Central 
Sangeet Natak Akademi, New Delhi, to hold some of its impdrt- 
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 otherwise 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 been 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 Desj 
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 
Iyengar and also a selection from the Utsava Prabandham of Swati 
Tirunal when members of the Travancore royal family have kindly 
agreed to be present.

I 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 gurus of ����� century, viz. Sangita Kalanidhi 

M
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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 Iyer, 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^ Conferences. They were then presented with medal, 
lions and mementos by Sri T . T . Vasu.

t
INAUGURAL ADDRESS

Semmangudi Dr. R. Srinivasa Iyer then delivered the following 
Inaugural address 3

<srorsj@p oSjSGup ®vm>u £&&oa]ir ^  T .  T .  &jirerv~« ^<suir 
��������� � 	 ��	� � ��� � �� � � � � � � � � � � � � � � � � � � � � � � � � � � �  
ssGsrr, QuiflQtiJtriraGsfr, pirtuLDirirsGetr I

emiii&p eBpeup ervmuuSeir� ���� rpiu&rreujpi� 	�����������  
maj sroS fptrewsup gieud&l £§)isjg Quifhu Qa&rjr

������� ]■ ggjsto&d 8̂so<̂ (ss)<ssr� � � etfl@£
erv®nuu3mQ5<i(§ erear^i ^t/p0^my/faiu)/rssr 6rvrhG@ireq,p

uasurrm, uiir^iiiseifleb wirir&[fl LDrr<gLAira is ire��  
��	����� ���������������� ��������� sm<su(̂ 6m L^^^lGevir GiwrSlaar 
GWQri$\u$$G®)ir £§ieo8sti srmjDiiii, eresr^t udpitash eresr&sr 
GTriiQ&GoetiirLb uirQ@(ffira(]>Gtrir ^ iis i^ ^ irm  ^ (j^ d S G p m  
tsrmjpiLb rsrr�� � ifh— ih a^jpiSlQffif.

LDrriraijUl Lcrr^ii ��� ���� � �	 � � � �� � � � /gfwrjpj� 	� ����	�����  
*%<soris&d g,i $(tF,!sir<5inrm ism^eifleo (gfiisp
Q&ssrSssr �� � �� � ��  ^sm&dHifiirdGaireoib OairearQ erisi^
$($ihi3.(>5TfQuih ggjsm&aSiprr Q @ irt^iii(3j& lpgi. LDirpib
(tfiCLfeu 4fiC>u) g£i<sfr<SGflGn& uxssiffi îrerr. �� 	 � ��  uaeuiresr 
iBLb(ifiL.G<ssrGiuptrm j^Qiiuu&tra isihueorib.
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 ���  � (���$���&��((���+� guis# � ���5� � � � � �  "�4������  
N��0	 Z1MW�����!��)����� =�	= �)K1�+ @� � �1���6�������!�"���������!$  
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���Y�C�����181��� ($�$!$�!"� #.�  K. V. 	�	=1�>�����H����(���  !�?����  
L ��CC �0 L\�E\�����:�� � �  C. R. ��1��1����1����  �� �� ���� ���� 	(���4��  
� @)/r «^ai/r/r.
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�Y!�5� ���0�D6��+!�9
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eiesrgl gjL0iU(G5)(!5ib gtgstjbi (3}Qrjrsrrg>iraerflGb ffiqtjojqsLcresr�
i3is^so eQ^wrresr Q&LbLonutgu}- rsirjriritisasr siveuiruS *9/idiu ireuir�
a m  (jtg K. V. S(§eif,mr<sh)mm£l ^luhtu jrsuiraetfk-ib, a rm ^ 1
&ihi3 ffgpim m  G la ir® a  Gispih u r r Q m p jb ^  tsmtspiruLub�

Q a ir Q a ^ ib u iq . G a tL Q a  QaireSsn—irir.

ismeo ss>ajrir&lu^mmeujrirm� K. V. K. ^ihiasrmiram �
@(V)isrm airdso (2m8stru9m armar® &mjDmjr wattsf) Qisjrysib,�
ibGtnjDisp erotii&<s aeonflfi m ^ m jr  lagsoR ^jininq^a^
§>mjDas>jr uomfl Ghsjrqpib uirQm&jbQgj GTjbuir® GlaujpTtr.

.9

1927Lb euqrjGfyih S-ptuinirm @jis& sn)t£j2<$ o&gmgi�
eroamuuHeo Glossal orjS  aaCS&ifl Qaiuiup Qfiiri^iiiSuj�
armagjLb $)£,. ~� � larri— iSai^Lb 'Qam® taf,e^,uj.iuu^
lsj,ir'5£Z anGLijeiSiprr ^ e m Q  ^ (g ib .

^iairi— i£muj aouijribGuir��� eueirir�
Dr. U  jririnjirmi,� K. V. K. ^/uhiuir,�T.L. Qmiiiai— jriru) ^ujiLiir,�
T. S. jrirggib, aen)®rrifl yjjlifimtram,� T. T. Q®a^msrLnrrairiR�
g£jmj i i isihQfii— m � K. R. a tb & jih  ^uhiuir Qppmirm
QuifhumiraSm ££jii& GSieujreSifir GrVLmjJsgjao rSSasr  ̂ Qarrm �
eu^i srekjp] a Q & S Q jD m .

������ sro^iru m iiia^m  g>m(n?a eSmiii^Lb ©]i6&�
^iairi— i£ia(§ g^mjpi pfooayjjnra ^ (§ a ^ L b  yr$ T. T. ewren)-*�
^/euiram isabeo majrir^la^Lb qpajrir&ULi Qpmmmir. a rQ ^ ^ ia �
Qairomi— arnfhuLb armpu-jih QimjbjftiasrLtura QfiUj.a(^ib�
ewirunr^iuaireSiLiirajirir. /sab���� QarcmscuiLiLb, oraiRsmin armjs�
mjb(8)6ssnh fgfimifii— ih urR^irarnnnna ^issnnisgimmgi.

airasrjpi� �� yairi— Lfiemiu ormmmaj •£lifi(&u®<s@l
^jQ^aSQffir orasrujpi&rrabr.

Q am jo 60 *Q«m®amira $§Jis& ^ a ir t -iA  isingi amiiiS& �
GjmiraSlacgj wagjjBirm Gawanaj Qaifig] euisgimmgi arm nyi
4h_in5l(m)sd s t - u a t r j r j b ( § a  Qa/rab^nb mtrirpmp
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vSjsbeo. etviiiSipih G&LLGurrrflm A -lLl .p e n p u  Quq$<i& 
tLj&TtarQgearG��  Q&r®)®)®)irih. G&iLu®irr3S<sfr eSa^tu
<§f>tr<3tr &  giL-osr GaLL&qrfiram. ^j&tri^ir<xeir
3:r®oj§if‘uj ewraSjSib (2aLLu@jb(§ ^ir®j(Lfii— ®5T ®jq$§S(rj?ir3s®r.
(§)g/ ajjrGsu^aGajeiari^.ujG/g. &L..mp Gireoiiiastfleb etviiiS^Li 
� 	 � � � ggimjpiGur®)  3k.LLL.ih ^§)®/5(s <®si)&) ^ @ )s b
Q ju Q u n  (Lpgi <zrjrir®noir6sr js S s ita m  <sh_LLx_tc/r<s ® ]ig i  
<x8sot îT3idsfr gLpsivirau u ® ;s£ l jrsrQ&giA GaiL&(nj>ir&®T. 
^j^jbQs®)®)irih 3nrjr<smTLh ^ .s / rm ^ / rs ir .

@jf5j£ ^ s m — LSsmiu gj( 5  3:iiiiSu usoetoa srmevrrih. J ĵesr jp  
i3jru60iLira eSeiriiiSlsuQ^ih eB^emreisTsm <or®)Ga)rr(i^Gii) £$ii<g 
rSi&iri— ifliuStssr (y>®)LDira15 prr68r Quifluj m&irmptjji®) £$(§<& 
©(Ty/fasrr srm ues)^ 3L(ffW(s6t(§sa (Lpis^uJir^i.

epsd Quqjja&uSsbr ^euffkuih ujbjlS Qsrr(^3:Lb 3� � �  
$*e n m n ^iu ^i ^suffltuih s r m ^ i 	 � 	 � � � � �� � � �

^uQurrqgQjS&GOirLb erviiiSpib � � � � 	  ^ u S s r i  <*eatir<® 
§}®) ^euGsorr® ®j(§S(nfirsm ^ & G ® i §f><sSGlU($<i£> jgj)®)®)ir
��	� � � 	 � � � � �  emtr<5UJLDtr3S (jjfiqR'&air � �

^(sojisb ĝy/5̂ 5 §>(§ is®)eo &\)rpGBr<56B)<5 isirih 	 � � � ���� � �  
u Q p 'S 'S  Q a ir& r® )^  ujbjfl Q atr^& Lb Sui^Bm  Q&iimj 
�� ��+� $� ' �, � � ����� ��

uirQu®jrflsir ggjujjbetoaiuirm &n¥jr &u$<ipu), -gy &i 
� �� � �'-  ®iusdisir, LBq^pjtij&ih QppG&uji&ijbj&Gsr fgjiujbss)3t 
mtrm i5ir<$(y)ib i&ofan^uih qpQ£®i 3>nh §>Gjr u)ir@lifl G s iL ^ ib  
uiq.iu!r<5$r *9{®r®]£(§ QeSQuqjjaSmm  î<snLD<s3s G®j®£sr(£iLb 
GT'sirjpi G a iL Q a  Qarrm SiG �� �		� �

'5 jD<sir®)ih ®viiiS^ih ujreiS £§)(/5<s£JD^I-
<s®)G£/rrfl<s6ir, Gjruf-Giwr, � � . � - &r®VLLQ<xeir Qp̂ ®)ir<sar®s)®) 
<5®ur®), utr®u®iira®T, � 	 � � � � ��� , 	 � � � � � $%%' gfi(nj3i&(n?ir
«S5ff.
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English Version of the Presidential 
address of

VIDWAN K. V. NARAYANASW AM Y,

To Rajya Seva Nirata Sangita Kalanidhi Dr. Semmangucf 
Srinivasa Iyer who inaugurated this festival, to Vidwans and 
Vidushis, to those on the stage and to the music I6vers in the 
auditorium, I convey my respectful obeisance. I cannot be suffi­
ciently grateful to the President and 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 I wish to recall with a sense ef deep gratitude 
my "Gurus" who shaped me in the music field. I 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 I must learn only vocaf 
music and with that end in view taught me vocal music and wor­
ked hard to create 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 Iyer. Both 
Shri Palghat Mani Iyer nnd Shri AL. AR. Chokkia Chettiar were 
responsible for entrusting me to the care of Shri Ariyakudi Rama­
nuja Iyengar, I was also for some time under the tutelege of 
Shri C. S. Krishna Iyer of Palghat who taught me some kirtanas. 
Shri Mani Iyer arranged for my trip to Madras to learn vocal music 
under the violin maestro Papa Venkatarama Iyer and I became his 
disciple. After a lapse of many years during which I learnt the art 
of vocal music, came the great day when I had the good fortune 
to meet Sangita Ratnakara Ariyakudi Ramanuja Iyengar and be­
came his disciple under the Gurukula system in 1942.
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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 1 success of a 
concert.

I would like to dwell upon the discipline required on the part 
of rasikas. They must not resort to humming the tune 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 rani 
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 it is 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. To avoid this, rasikas must 
eschew the practice of loudly 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. Our 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.

I would now like to touch upon the importance of "sadhana'- 
in  singing. During "sadhana'* in the morning, one should not 
resort 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, aa/ee, oo, ye, 
o, m, om in every swara sthanam with long karvais and tune it with 
the sruti, gradually increasing the alignment in each swara. If we 
tjo 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 tamburB, or a sruti box or an electronic sruti box, and 
practise regularly with them. This will have 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. I 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 Sreenivasa 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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From today, this conference and festival will be celebrated for 
sixteen days. With folded hands I solicit the help and support of 
musicians, the audience and the Music Academy authorities. I 
seek your prayers and blessings to enable me to continue to sing 
as I have been doing and with undiminished popularity. I

I conclude my address but not before offering my salutations 
to my "Gurus’'. My respects and thanks to you all.
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23-12-86 Devotionalji.Music

Talk and demonstration

Lecture-demonstration
Lecture-demonstration

The Sriram Nagar Ladies Club

Sri Mannargudi Sambasiva
Bhagavatar
Smt. Vidya Shankar
Tavil Vidvan Valangaiman Sri
Shanmuga Sundaram Pillai

Rendering four kritis from the Navaratri 
group composed by Swati Tirunal

How kritis help in developing 
raga alapana.

First compositions of the Music Trinity 
Different Techniques of Playing the Tavil

24-12-86 Devotional Music
Lecture-demonstration 
Paper Reading

Lecture-demonstration

25-12-86 Devotional Music 
Musical recital

Smt. Sujatha Vijayaraghavan
Sri B. Rajam Iyer
Dr. Robert E. Brown Professor
of Music, San Diego University,
USA

Dr. S. Pinakapani

The Subhasruti Group 
Sangita Kalanidhi Smt.
D. K. Pattammal Smt. Rukmini- 

Violin - Sri T.A.S. Mani -'£Mri- 
dangam Sri R .A. Rajagopalan - 
������

Hindi Bhajans 
Swarajatis of Syama Sastri 
Recent research in Desi Talas

The teachrng of Swara Kalpana 

Tamil Songs on Adi Parasakti
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Lectu re-demonstration Dr. Shatrughna Shukla 
Professor of Music 
Delhi University

Thumaris in different styles

28-12-86 Devotional Music 
Remembrance Day of 
Gottuvadyam Narayana 
Iyengar. Special Guest 
Dr. S. Pinaka Pani

Raga Ranjani Group 

Sri Ravi Kiran

Devotionals in Telugu from Andhra 
Pradesh

Lecture-demonstration Sri M. S. Gopalakrishnan 
accompanied by Kumari 
Narmada

The practice and techniques of playing 
the violin

Recital Sri K. V. Narayanaswami Last ten verses of Andals* Tiruppavai
Lecture-demonstration Smt. Sudharani Raghupathi The parrot as a messenger in Abhinaya.

29-12-86 Devotional

Day of remembrance for 
Kanchipuram Nayana

Smt. Chitra Krishnaswamy 
and party

Sections from the Nachiar Thirumozhi of 
Sri Andal

Pillai and Pudukottai 
Dakshinamurthy Pillai

Trichy Sri Swaminatha Iyer Tributes

Lecture-demonstra:ion Dr. Gowri Kuppuswami & 
Dr, M. Hariharan

Tiruvottiyur Tyagayyar and his composi­
tions
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Meetings of the Experts Committee
Jf2>

18th DECEMBER 1986

The first day’s meeting of the Experts’ Committee of the 
Music Academy, held in connection with its 60th annual con* 
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, 
Apparand Sundarar and were sung in Tamil panns like Kausikam, 
Kurinji, Sikamaram and'Nattapadai. Alandur Natarajan on the 
violin 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, compiled 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 Iyengar and B. Subba Rao, two 
outstanding musicologists of this century, were posthumously 
honoured and speeches weie made praising their services to music. 
Subba Rao had compiled a monumental thesaurus of ragas called 
'Raga Nidhi' in four volumes describing the Jakshanas of over a 
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 Harikatha 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

Tha 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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Smt. Sulochana Subramaniam, Smt. Saraswati Sundaram and Miss 
Meera Bhat, the speaker sang ' Srimadadi Tyagaraja ' (Kalyani), 
' Rarayani ' (Kharaharapriya) and ' Mahatmule ' (Rishabhapriya).

20th DECEMBER, 1986

The meeting of the Experts Committee commenced with the 
singing of bhajans in different languages by members of the 
Saraswat Mahila Samaj. Songs in Sanskrit, 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 
|ife!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 illustrate 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 Yati, 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 set to music by his guru Ariyakudi Ramanuja Iyengar. 
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 import 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 Iyer. Sri Umayalpuram 
Sivaraman spoke on the contribution of Vaidyanatha Iyer to the art 
of playing the mridangam by evolving a unique style of his own 
which he taught to distinguished pupils like Palghat Mani 
Iyer.

Sri K. S. Subrahmanyam, Reader in music. University of 
Madras and adopted son of Karaikudi Sambasiva Iyer, 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 Iyer, who 
demonstrated, on the Vina, the essential features of the Karaikudi 
style.

The speaker said that Sambasiva Iyer represented the seventh 
generation in the Karaikudi tradition which maintained down the 
centuries, a uniform pattern of handling the Vina. He demonstra­



�" � �%� 4!'��!%�� 4�;��4"� !%!�!��� "J")(!'"'� ;")"� #"!%/� ��&/4�� !%��4)""�
�(�"="'� �% � '*"" '�;!�4� �%����")%��!%/� *�&(>!%/� �"(4%!R&"�� �4"�
<�)�!>& !� '(4���� ;�'�>%�;%� ��)� !�'� )"*")��!)"� ��� ��%�� )�)"� <)!�!'��
����� ��%/�%���>!��% � ����� ��?"';�)!� *���" � ���/�)�?�M'� <)!���
1�"�!�  "�*�M� !%� �4"� )�/�� $�=�%!� �'� �%� "J��*�"�� �4"�� *���" �
(4!���';�)�'� (��*�'" �#�� ���#�'!=�� ��")� ��)� M��#4!��&M� V�� / �%+�
��4!%!F� �% � M����(4�% )��1� #4�=����!M� V��'�%��F� �% � '*"(!P
�"%'������%��� !%� �4"� <�)�!>& !� '���"� !%� <����%!�� �J(")*�'� �)���
���#�'!=�� ��")O'� )"(�) " � ��%��� !%� ��% �)!� ;")"� ��'�� *���" �

�)�� $�� �"%&/�*���� ���:� �"/!�%��� �!)"(��)� ��� �4"� ��")!(�%�
�%'�!�&�"���� �% !�%� ��& !"':� �� )�':� *)"'"%�" � �� *�*")��%� �4"� �&'!P
(��� (��**'!�!�%'������ �'!=�� Q)�4�"% )��� �"� ;�'� �''!'�" � #��
�)�� � �� $)��""��� ��� �4"� �� )�'� �%!=")'!��� �% � �)!� ��4�%�� <)!'4%��
#��4� ��� ;4��� '�%/� �� '"�"(�!�%� �)��� �4"� Q)�4�"% )�M'� �&'!(���
*!"("'�� �4"� '*"�>")� '�! � �4��� �� �'!=�� Q)�4�"% )�� ;�'� �� /)"���
��%'>)!�� '(4���)� �% � *)��!�!(� ;)!�")� �%� � =�!��� �% � ��4")� '&#?"(�'�
#&�� 4"� ;�'� )"�"�#")" � #�� �4"� �&'!(� ;�)� � �'� �4"� (��*�'")� ���
,0� ��%'>)!�� ��)!('� ��� ���(4�"''� #"�&���

�! ;�%� <�� � �� 	�)���%�';���:� ��%�")"%("� *)"'! "%�:� '*�>"�
�%� �4"� ��'�=�� $)�#�% 4��� ����;��!� �!)&%��� �% � '�%/� �� '"�"(�!�%�
��� <)!�!'��)��� �4"� ;�)>�� �"� '�! � �4��� �4"� *)�#�% 4��� ;�'� �� (��P
*�"�"� ;�)>� !%� !�'"����% �  "'()!#" � �4"� �"%�  ��� �"'�!=��� ("�"#)��" �
"=")�� �"�)� ��� �4"� �"�*�"���� ��) � $� ��%�#4�:� �4"��&�"��)�� "!��� ���
�4"��)�=�%(�)"� )����� ���!���� ���(�%'!'�" � ���6,� <)!�!'� �% � Y,� =")P
'"'� !%� 4!/4�����%'>)!�!W" � ���������� >%�;%� �'� ��%!*)�=������
�%(����%� )�/�'��!>"�<&)!%?!:� 	�)�=�W��% � ��%/���� <�!'!>�� 4� �
#""%� "�*���" :� 4"� �  " :� �% � '�%/� �4)""� >)!�!'� !%� �4"'"� )�/�'��'�
!��&'�)��!�%'�

�)!� ��� ��� $�)�4�'�)��4�:� �"()"��)�:� �&'!(� �(� "��:� )"�"�'" �
�%� �%/�!'4� " !�!�%� ��� �4"���%'>)!�� ;�)>�MQ4�>�!� ��%?�)!M:� (�%'!P
 ")" � ��� #"� �4"� ��/%&�� �*&'� ��� �;��!� �!)&%��� �%� �4"� '&#?"(��
���  "=��!�%�� �"� 4�% " � �=")� �4"��!)'��(�*�� ��� �)!� <�� ��� 	�)���%�P
';����� �4"�#��>�4� � #""%� *&#�!'4" � #�� �4"� �;��!� �!)&%���
<)!�!'� $&#�!(��!�%� ����!��"":� �)!=�% )&�:� ;!�4� �%� �%/�!'4� �)�%'���
�!�%� #�� �)�� � ����� <&**&';��!�

'4� �)#� *!"���$� !+� �)#� ��,���� �"��&� �&�,#�-� .%�/��$%���



THE 60TH MADRAS MUSIC CONFERENCE 4*

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 “ Harikesanaltur 
Muthayya Bhagavatar's Tamil compositions" and sang a 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 different types of 
compositions in Tamil, Sanskrit, Telugu and Kannada, He was a 
good Tamil scholar, the speaker added, and wrote his own songa 
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 Iyengar, 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
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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.

SO THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. L V Ill

23rd DECEMBER 1986

The Sriramnagar Ladies' Club rendered four kritis from the 
Navaratri group composed by Swati Tirunal. The fongs present- 
fed 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 exhausted 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, 
ga, ri, sa had to be sung in different 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 
s ing a complete alapana of that raga.

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 Sanskrit, 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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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 16 explain its spe­
cial features and also the other two swarajatis.

-52 THE JOURNAL OF THB MADRAS MUSIC ACADBMY [Vol. LV III

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 sense, 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 a 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. 
like.

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 Medhsvam' of Narayane 
Tirtha. The other songs rendered included 'Mayamma' (Ahiri), 
'Tava dasoham' (Punnagavarail) and 'Valapu tala (Athana).

Dr. Padma Subrahtnanyam 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 'Rasotpatli* was the sole aim of dance. Bhavas were 
49 in number and 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 composers 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.
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The day was observed as a day of remembrance of Gottu- 
vadyam Narayana Iyengar. Dr. S. Pinakapani was the special 
guest. Ravi kiran, grandson of Narayana Iyengar, spoke on the 
special aspects of the unique style of his grand father.

Sri M. S. Gopalakrishnan, accompanied by his daughter 
Narmada, 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 vjpamba kala 
and the short bow for the second and third speeds. The speaker 
played the Kalyani Varnam as an illustration to show how even 
in the second kala the notes should be played with ful| 
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 Srivatsan on the 
Violin and Sri Ram Kumar on the Mridangam, rendered the last ten 
pasurams of Andal’s Tiruppavai.

Smt. SudharaniRaghupathy presented a lecture demonstration 
on 'the parrot as a messenger in Abhlnaya*. 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 
kavyaofthis 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



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 Santvaqam (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 a 
lecture demonstration on •Tiruvojtiyur 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 right and 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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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 :

"H on’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 I 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 is no 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 omit to 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 groups and 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 request to 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. I 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 usual Sadas awards to musicians 
and prizes for winners in competitions, we have chosen 
Shri B. V. K. Sastry, musicologist, and Vidwan Thanjavur Sankara 
Iyer, 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 Iyer, 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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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 Iyer, 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 Iyer.

CERTIFICATE OF MERIT 

AND

T. T . K. MEMORIAL AW ARD

� � � �)#�*!"���$�!+� �)#� ��,���� �"��&� �&�,#�-�.%�/��$% ���

TA N JO R E  V. SANKARA IYER

Born in 1924 Sri Sankara Iyer commenced music lessons at an 
early age and later did gurukulavasam under Tiger Varadachariar
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67W<s(§ aeorrtfi@j" ulLl-U) aijpriiSiu
aiiiSp a3&&j& &emua<j§� �� �$�  ap/anno ^Tfpemmtuirm 
susosraapenA�  Qfipedeb QaiflaSi sfii  Q&iror&GjDm.

A+'	�'��� ��	'�+��-3'�� ����6�8:�	��B������� CDE� �'����  
F9��%E�"*�� �9��D"<8:='*���"�'� C':�� 1�8���'�2""*  j 6T6ST<S0<i

� �8='*67� ����%G+�� 62'E�����������"/�'� ��=�� 7H�� ������  
2E8 2;������+'�����0��������� � ���� �� �E �	��� �0�'�����0��������  
�������� ��'�����<'���	�������� 0���������� 0��4���0��6��B	  
�������'���� st&st'��� 12���*�1�� 1������0��� ��� 2�'�	 �� �������  
0��	35����12�FG+���������'+"� 8�/'*��67�62D��9� ��2��+�
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����'���%������2�������2��C2�������'�����	�� ���2�'����0�� ������  
��	 � lS �	��:=6=:2 � 0 	 ; � * � 012'���'�*� J12��2���K��  
2C'1�D� ���'�����	��0�*�� J=�2�8��� 0 � � � �
(BjanLUj ajrqssgsreliii&iBi&eifi®) ismemafipigi ® £ & u  
��3�L���M��� '* ' � � � �1���	���<	 �

gfioSu oj/ipirira @j®a(gib erm stpisni—tu (9>®isrpir 
0® . @1. erefo @®e^emeasnuir ^eufaerr £§)ii)0  &jis

{£}£& e3(fiire3es)6sri aessrQ aeifl&gi 67asrenssr 
^ffirajirpib Q&ifipgi erm gi Quifiuj ura&tULDirgjib.

{§jii<g 15 isirilaeir ira ermgpiL-m  giA j i an^a � A�� ��  air 
mirtlemi— ist—pgiQjjSjbgi s rm a ^ u  ueo o9 piuaerfla) 9 
aetr qifhs^ iSL/mrir (§Q£6meu& G&irii& ^6mesrai®a^tb 
(tpaSiumira aiiiSp fSqessr®ib &rervl£ituj Gmem^tL/mirm 
$ ® . uf.. erao. urrirfZ0&irff-@ ^ a n r a ^ a ^ ib ,  eSpeimmam, 
aSgirofiam, ^ a ir t-iA  tSi&JirSa&r. Qljnruuaeoira
a etnfp j ^ i t uetroflaar Ljiflii# ^em m ai^a^ib, erm ^i mm  
miririsp rsmjSemiLi^ QpifleQpgua QairmSGjom. fgjaur 
aoflm H-poBiLjih ^ m q m  ^ ^ ^ m jp u q m  ^j®£^jriraSu(.A 
a rm  @j£p marrrBtnliq- jb(§& pemeomm ai&pfi® aaQm  
qpuf-iuirgi.
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Gmsiiih, &&<$£&(§& fijra rr*  eu£@(§Bgi
trimadr Qptup&<si(gnj<i(gi sma&i&erflpp jr&tsu Qu@u>&&&>&<2> 
g r « r  «n/« n n u  amjSesnu srp peoesr Qfistap &x-jSasrtr gyth 
Q u irp irg i. GrirrerrLDir&sr &mi&p jr^x/redr mirdrQpirjDiL* 
mimjdqfiBpQp {§!&& ^ p iu p ir a i^ i  tcair mmLis^esr Q ® ip jS i(§  
(tfiiSiu &irjr<5mLDir(§Lb.

eraresfh—ib srebrpiGui (3/jjr«5r/_/ y«wn_6u®ti>, £Tesr<i(§u 
u m  d i priiserfiso ^ p jr a ia f lp ^  aj®L/su®u>ir«jr t_/rdH_/r 
iBTjrmumrGiMesrai «jyoiiratenjib @ ]iip a9(firr@Sjt^ ®jib^ (§ ib^ i  
ermaaasru urr^iriLu^iup p a irs  «jyaj®<*� ii) isdrjfl &-p<£ 
ai— &m£UULL®<oh Qarear ■

i®® Qiir# *simirs,<3fT <z&D60anwu3a) ^g/airi—ifi ^ G lcit<s  
i£/r<s QJGffirtB'gi aiq^aianpa aemrStJ— ira isirii airstssrSQpirLb^ 
si esrapiani—iu qpp60 leirefr peaeoesnn tt-aajru3a) a m iS h u ira a  
a^jSiu &Q5pgi&'Xso>eir, *9ipir&igi aSp&Jirehraetfl&r @es>& 
itiafftaffiasmeir Qi— U er®<s@u> G utrgj QeoeirSa usaar
atsmstr u iiiQ a Q p p  a S p a jirm a ^a ^U ) iu£
Q&uhtu GwaarQib stgstjd sQF,p^eD<oSTS Q a iu & u Q p p  
Ofienesriu Geuem-Qw erarp GsuessrQGsiTsnsmLjib pm am ir 
«£fQ//r<£(er£<	 (§ aS® <s^/<s Qair&hr® e rm gi issor/d assifroniu 
iSmp®] QeuhSlGpesr.

iBearjS, aiQsoraau).
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 Iyer. Sri K. Chandrasekharan, Sri V. V. 
Narasimhacharya (nonagenarian 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.
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The evidence o f  Silappatikgram is very interesting from the 
point o f  view o f  the Nfifyatfistra tradition and the tocal Tamil 
tradition on dance. This work reflects a harmonious blend o f  both 
these traditions. M itavi, one o f heroines o f Silappatiksram, was 
not only a paragon o f  beauty but an exquistie dancer well-versed 
in the dances o f Tamilakam o f that time. The third Canto 
Arankefruk&ta' specifically states that she meticulously followed the 
canons on dramaturgy (ieitiL u}.iu tsesTgpired iseir(§ p«pt—U t 3 t s f . . 
The phrase in all probability refers to the Natyalfistra ascribed to 
Bharata. Her mastery over dance was well-known. The evidence 
o f Silappatiksram is quite clear with regard to the honours she 
received from the Chola king Karikalan. She was given 1000 
kalafijus o f gold and conferred the title o f  ‘Talaikkolf by this 
Chola king.

The age o f Silappatiksram is assigned by some scholars about 
the second century A. D ., while some others assign a period after, 
the Sangam Age, about the 4th or 5th century A.D. After this 
there ensued the ascendancy o f the Pallavas and the Pandyas over 
Tamilakam. There w ere, further developments in the history o f  
dance.

Dance like music came to be 'accepted as one o f  the modes, 
i f  not the supreme mode o f  worship o f  the Almighty. A reference 
to this is already made in an earlier paragraph. Dance as a means 
o f  worship is emphasized in the Tamil Bhakti literature o f  the 
Saivites and the Vaisnavites, especially o f  the Saivites.

Lord Siva, the supreme God in Saivism, bad already been con­
ceived not only as the very embodiment o f  music and dance but the 
best exponent o f these forms o f  art. He is the Cosmic Dancer par 
excellence.

His cosmic Dance -  Ananda Taij^ava symbolizes all aspects o f  
the Almighty -  creation, preservation, destruction, concealment and 
bestowal o f  bliss. The Tirumantiram o f  the saint and mystic Tiru- 
mOlar most probably written during the Pallava-Pandya period 
clearly refers to the important dances o f  Lord Siva.
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king’s attachment and devotion to the God Siva and dance are 
remarkable. Further, he might have been familiar with, i f  not 
highly proficient in, the Nltyartstra and its commentary the Abhi- 
navabhgratl besides, the Tevarams and the Saivlgamas. He might 
have got the inspiration from these source texts, _ as well as, his 
Guru KaruvBrtevar.

His incomparable devotion to the Tamil Saiva Tirumurais- 
Tevarams which he codified with the help o f  Nambiy§Qt*r Nambi 
is well known. Here also we find an instance o f  saving the Tamil 
Saiva Tirumurais from, total extinction. In this context, the view 
o f Dr. Padma Subramanyam that the royal patron codified the 
karanas before they became' obsolete appears to be very valid. 
There is also unity in the content o f  the Saiva Tirumurais Teva- 
ramas and the karanas, as both are about Lord Siva. The idea 
o f codification shows identity o f  purpose. The king also tried to  
codify some karanas if  not all the karanas in the paintings also as 
may be inferred from the extant paintings in the same temple. As 
a great ruler with versatile talents and foresight, he might have felt 
that it was his bounden duty to preserve what was well-worth in 
tradition before it was lost for ever for posterity. In this instance, 
he was not a solitary figure. His example was followed by some 
more patrons o f art as will be pointed out subsequently. O f course 
he was the pioneer in this respect. The Tanjore temple had provi­
sions to stage dramas also. Judging from all the evidences, it 
seems quite clear that RBjaraja was soked in NBtyasastra tradition 
and the Tanjore temple was virtually the custodian o f  this hoary 
tradition.

Whatever might have been the motive o f  Rijarija, his example 
was definitely emulated perhaps with greater precision and details 
by successors o f his line, as well as, o f  other dynasties. The 108 
karanas were once again codified by about the 12th century (dur­
ing late Chula period). These karana sculptures are now found in 
the gopuram o f the SarAgapanisvami Temple at Kumbakonam. As 
has been rightly pointed out by Dr. Padma Subramanyam with 
cogent reasons that these karaDa sculptures appear to have been 
brought from a Saivite Temple and reset in the present Vaisnava 
Temple..
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at least from the days o f Silappatikaram which refers to the title 
being conferred upon Matavi. It seems that this 

custom continued during this period also.

As a centre o f religious, cultural, social and economic life o f  
the people, the temple played a very dynamic role in the society o f  
the time. There were nfttasBbhas and nafakasBlBs at lbast in the 
big temples.

As mentioned earlier, music and dance were integral parts o f  
drama for a long time. The inscriptions again refer to dramas 
being staged in the temples. For example the RBsar&seccara nB{a. 
kam was staged at the Tanjore temple for some years: PEmpuli- 
yhr nstakam was enacted in the time o f Kulottunga. Unfortunately, 
none o f  the dramas have survived the ravages o f  time.

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

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



���-������������,���!���� � ����$���� 4�

V�C�H;�	���� (,+��� !�  ^aJ&rmitScu&wruj/rif ���4������ ����
�������G
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Thus the contemporary literary composition confirms the fact�
mentioned in the inscriptions o f the same period. Gantfaraditya, a�
royal saint, has composed a decad on Tillai. The Periyapuragam�
o f Sekkilar composed in the 12th century A.D, constitutes the 12th�
and last section o f the Saiva Canon (TirumuraisJ.

This is a hagiology o f Saivism. This is replete with references�
to dances and dancers. One o f heroines o f this Tamil Puragaka-�
vya, Paravaiyar hailed from the traditional ‘Tevara{iyaft family�
(uruttiragagikaiyarkulam). As such she was very proficient in�
dance and its nuances. She was one o f the wives of the Saint Sunta-�
rar the hero o f this work. She was] attached to the Temple at�
TiruvBrur. In a description of Tiruvirur in the uj^ \iit£<sekri—�
qiriresonb Sekkilar refers to dance as “ mirpjrrt—G) u>anf)(y>ffi�
<2atiraDftqib” . Again in another section describing the same city,�
he speaks of.

“ iL iii& eo& ptii u itl .  utGDjfifs&ir
Q enb& tujb& f& r qfijb /Sm iftiu irir Q $ jb j& (2 # ir jp i isi—ii>uaSa)’‘

	B�����U9�;�� � ��D�>��������0

A good description o f a superb dance is found in the following�
verse,

`8!5��� ��  ��������9� ���������:>�� �������$����!��
syjbueoQLAsir (Lp&ipeSjr®) enLLi—fossrQtutrQtgj m aQ uiujru
Q u tr jD L jjp iu ii��� stfld sr su j^ Q uirQ ^ siu jb  <xeArqts>L^Quiujr
��@$()���� ����!5�����>9 ��D���6������!� �����G��)�����9

�-���K�@�."��� qjriretssnii— LA<"

This refers to the dance o f the divine nymphs who had come�
to tempt the saint Tirunavukkarasar. But their efforts were in�
vain.
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Music in the Natya Sastra

(With ‘SANJIVANAM,’ a Sanskrit commentary by Acharya 
Kailaah Chandra Brhaspati and English translation by Bharat Gupt, 
continued from page 181 ofV ol. LVII)

DEFINITION OF SAMVADI

,3�� ; � ) ! " ) � !

!
Trans: yayoh (o f those two notes), navakatrayodatam antaram 

(where distance from each other is either o f  nine Gratis, |or thirteen 
Gratis), tan tan (those two notes are), anyoanyam (mutually) 
samvidinau (samvadl).

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

The svaras are given their place in the puTe scale or septette on 
the basis o f  these consonances. The shadja-madhyama o f the 
Shadjagrima are the same in consonance as madhyama-nishada o f  
the Madhyama-grama. Again Shadjagrima rshabha-dhaivata 
become the pancama-rshabha o f Madhyamagrima, the consonance 
being o f  the fifth. The shadjagrima, antara gindblra Is the same 
as Madhyamagrima dhaivata. Also the madhyama-nishlda o f  
Shadjagrima, become the nishlda glndhara and Shadj&grimic 
pancama is known Madhyamagrimic shadja. This correspondence 
o f the two Grimas is based upon the natural consonances o f the
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fourth and the fifth. This correspondence rhas been indicated by 
Bharata Muni later when he says: “the same murcchana can be 
derived in two ways." But to the above two natural consonances 
must be added the consonance o f  the third, which is the samvidT 
between madhyama and dhaivata.

Samvada itself is o f  two kinds, ‘kshetra samvada* hnd 'sthiti 
samvada*. The consonance o f  notes having the same number o f  
srutis is 'kshetra samvada? or spatial consonanee such as o f  sha^ja 
madhyama, shadja-pancama, rshabha-dhaivata, gandhara-nishBda 
in  the shadjagrama and pancama-rshabha in the Madhyamagrama.

The second kind or the locative consonance is on account o f  
the interval o f nine or thirteen gratis but the samvadi svaras 
do not have the same number o f gratis. In the locative 
consonance between madhyama-nishada, madhyama is o f  
four gratis, whereas nishada o f  only o f two, but the interval o f  nine 
gratis makes the two samvadi svaras. Taking another example, the 
rshabha and dhaivata consonance o f  the Madhyama-grama 
shows the interval o f thirteen gratis, though the rshabha here is o f  
three gratis ahd dhaivata o f four gratis. The relationship between 
antara-gsndhsra and dhaivata is again a locative consonance, a 
sthiti samvada.

In a Jati or Raga, kshetra samvada is used to make the con­
sonances o f note combinations; the sthiti samvada is required for 
fixing the position o f notes in a septette. The basic or the suddha 
scale is obtained by fixing madhyama from shadja by the conson­
ance o f fourth : from madhyama to nishada is a repetition o f  the 
same consonant interval; again from madhyama the consonance o f  
third is used to obtain the position o f dhaivata; from nishada, the 
thft consonance o f  fifth is used to obtain gBndhara; and from 
dhaivata the same consonance yields the position o f rshabha, thus 
completing the septette. This method o f obtaihing the seven notes 
in  their basic and pure positions is used in our school.
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%����  Yesham dvi&utikamantaram (o f the notes which have 
an interval o f  two srutis), te tu vivadinau (they are viv&dis), 
tadyaths (such as), rshabha gandharau (rshabha-gandhSra)' 
dhaivatanishadau (dhaivata and nish&da).

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

We interpret the sotra as follows; Nishada and gandhara are 
mutually samvadi or consonant, but vivadi to all o:her notes,

Dhaivata is vivld l to nishada. and rshabha to gandhara. I f  
one svara takes the am4a position then the rest must fall into thet 
category o f  friend, foe or neutral, i.e., samvadi, vivadi 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 vivadi.

When rshabha is amsa; dhaivata is samvadi; dhaivata is vivadi; 
the remaning being anuvadl.

When gandhara is amsa; nishaada is samvadi; dhaivata is 
vivadi: the remaining being anuvadi.

When madhyama is amtfa; shadja is samvadi; gandhara is 
vivadi; the rest being anuvadi, Nishada has a locative consonance, 
or sthiti samvada.

When pancama is amsa or vadl; shadja is ' samvadi; gandhara 
and nishada both are vivadi; and the rest are auuvadl.

When dhaivata is amsa; rshabha is samvadi; and the note ni­
shada is vivadi; the rest are auuvadl.
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When nishada ia amsa; gandhara is samvadi; rshabha is vivadi 
(so is dhaivata) and the rest are anuvadi.

The above mentioned classification is true (for Shad}* GrSma- 
when pancama is amsa: rshabha is samvadi; gindhlra nishada are 
vivadi; the rest are anuvadi. When rshabha is amsa; pancama is 
samvadi; nishida g&ndhara are vivadi and the remainng < notes are 
anuvadi. For the other notes as amfe, the arrangement is the 
same as in Shadjagrama.

To those who argue tl\at by vivadi Bharata Muni has only 
meant nishada as vivadi tc dhaivata, and rshabha as vivadi to * gan­
dhara, it must be pointed out that if  it were so, then there would 
be no vivadi to be found when shadjs, madhyama and pancama 
are made amsa.

We have stated that gandhara 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 vivadi to others as they only 
are two-sruti notes, whereas other notes are three o f four sruti 
notes. As for dhaivata, which is vivadi to nishada, when the latter 
is amsa, it may be said that dhaivata is vivadi because o f its 
proximity to nishada 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 o f  
vivadi, this being most applicable to nishada and gandhara, as 
they can also be vivadi to notes from which they are removed than 
by two srutis.

ANUVADI NOTES

29* WTfc w fq tli S lw g w ifa : |
Trans : VadI samvadi vivSdishu (vadl, and vivadi), sthdpite 

shu (being decided upon), seshah (the rest), the anuvadinah (are 
nnuvhdis).
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Trans�� ������ ������ ��������0����8� ��7�������7��������� ��������� �
�-����� �,�� ����A���� ��� �$������0������7��� �� ��27�������� A��27���� ���� �
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Trans:� 1�����2� �7���-�2� ���� ������ ����� �� �3,���7�2 �
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Trans: Atha (now), dvau gramau (there are two gramas) 
Shadjagramo madhyamasca (the Shadjagrama and the Madhy 
amagrama). Atra asrita (to these belong), dvs vimsati (twenty two) 
srutayah (srutis), svara mandala rSdhita (contained within the seven 
notes).

SANJ1VANAM: The place where many individuals cohabit is 
called a  Grama or village: similarly an inter dependent collection o f  
notes is named Grima. In a village the most influential person is 
the village headman, and so by example, a four-tfrutis svara 
which is to be counted first and after which : the Grama takes its 
name has a two-druti note preceeding it and a three-dr&ti note 
succeeding it. In Shadjagrama, the note shadja is four-sruti and 
nishada and rshabha are two and three sruti respectively. Similarly, 
in Madhyamagrama, ga and pa are two and three rfruti 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 o f  ‘svara-sadharapa’, 
the main note is able to grant a <ruti each to both his neighbours. 
At the time o f ‘shadja-sadharapa’ sha&ja yields its first 4ruti to 
nishada and the last to rshabha. In the event o f  Madhyama- 
Sadharapa, madhyama likewise yields its first Jruti to gandhSra and 
the last 4ruti to pancama.

And now we proceed to the experiment called 'sruti-nidarshana' 
or ‘catuhsarapa’ as named in modern times. The experiment makes 
a division o f the seven note sequence into twenty two Irutis.

The definition and the characteristics o f  a Grama as given 
above are proposed by the Bfhaspati school.

13
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NOTES AND THEIR SRUTIS

33» TO*IT—

5  ii

Trans: Trisra (three), dve (two), ca catasra (and fo^r), catasra 
(four), trisra eva ca (and three again), dve caiva (and two), adya 
catasrarfca (and in the beginning four), vidhih bhavet (ih the rule), 
shadja grame (in the Shadjagrama).

SANJIVANAM: The enunciation o f $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 one. As 
shadja is the first note it is enunciation after having mentioned 
nishada. As there is no note befor shadja, its relative position 
cannot be indicated in the beginning, Three, two, four, four, three, 
two and four are the number o f drutis in rshabha. gandhara, 
madhyama, pancama, dhaivata, nishada and shadja respectively. 
'Within this sequence antara gandhara and Kakili nishada are 
included, though their tfruti 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 rfruti sequence begin­
ning with rshabha. Why so ? The antara gandhara is included here 
and shadja and madhyama are shown as basic and initial Grama 
notes.”

TUNING  OF THE ANCIENT MATTAKOKILA VlN A T O  PURE
NOTES

The strings o f  mattakokila from seventh to thirteenth are tuned 
to  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 o f  fourth and fifth. Thus from shadja we obtain madhya- 
m a and pancama. From the madhyama on the tenth, the twelfth
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string should be tuned to the consonance o f third. This�
seven-sruti interval gives us the note, dhaivata. From dhaivata we�
can obtain rshabha by the consonance o f fifth, or the thirteen druti�
interval. From madhyama nishada is to be obtained by the conso­
nance o f  fourth. And from nishada its consonant gindh&ra is avai­
lable at thirteen tftuti interval or the consonance o f fifth. Soch�
tuning is also possible on a modern shar 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 and j no other�
are to be named so.

Madhyama, which is at an interval of nine $rutis from the first�
note shadja and also similarly removed from the last note nishada,�
is at the centre (madhya) o f 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 o f  nine srutis from madhyama or the centre, is pure. Con­
sonant to this nishada is the pure gandhara.

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

The pancama at a consonance o f  fifth from shadja is the pure�
pancama.

The above sequence is different in its intervals from the ‘muk-�
harT’ or ‘kanakangl’ mela as propagated by Ramamatya, Somanatha�
VenkatamakhI and their followers. In his introduction to 'Sangraha



Chodamagi’, the modern scholar, Sri Nivas Shastrl 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 o f vedic terminology) are the madhyama, gandhara, 
rshabha and sha^ja respectively, and these are not be foqnd at all 
in the ‘Kankangl mela’ o f Karnataka system.

3 4. * � : v & i  �
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Trans : Shatfja catuhdrutih bhavet (6ha£ja should be four 
trutis), rshabhah tridrutih smrtah (rshabha is known as of. three 
4 rut is), gandharah dvilrutis caiva (gandhara o f  two £rutis), madh- 
yama£ca catudrutih (and madhyama is ro f four rfrutis), tadvadeva 
pancamah syat (like madhyama, pancama is o f  four Srutis), dhai- 
vata trisrutih mafah (dhaivata is o f  three Gratis), nishadah ca 
dvisrutib (nishada is o f two Gratis), Sha^jagrame vidhih bhavet (such 
in the rule for Shadjagrama).

SANJIVANAM : The above 41okas are meant to elaborate on 
the preceding one; the tfuddha svara sequence is also thus made 
dear. Pointing out the evolution o f  svaras from Samagana to 
Oandharva, the venerable Abhinavagupta says, “Being higher, the 
four sruti note is udatta, being lower the two druti is anudatta, and 
combining the characteristics o f  two the height and lowness, the 
three rfsuti svara is Svarita —In truth there are three notes only sa 
ri and ga which are repeated as pa, dh and ni. Madhyama being 
the constant is located in the middle o f three two units.’* Sa, ni, dha 
when put in the descending order are ma, ga, and ri, or udatta^ 
anudatta and svarita.
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37. 1

Trans-. Evam (thus), sruti utkarshat (by raising of a druti), 
apakarshat va (or by lowering of a sruti, as prescribed above), 
mardavat (by softening), Syatatvat va (or by sharpening), yat 
antaram (the interval which is obtained), tat (that interval) 
(praminam srutih (is the measure of a druti of one kind).

�.!+��.!.' � �� J'����7�4������������������B������� ���� ��,�  
��	���������� ����/� J.3����7�4� ��� ���� �--�����/� .�� ����� �������  
E������� ',��������2����������� ���� ��,���� ��� ���� ���-� ����� 7�-��  
	������������� 	����-�,0�������� ���� ������� ,-��/

F����� �����,�������-��0�2������ '���3�2����2��	����h�����8��  
�3���	������� 3�������� ��	���������� �������� ���� 2��������� ��� ���	  
���� �	�� ������ � ����������7���� 	��0�� ������ ��� ���	���3� ���� -��2���  
�2���,�� � 	��0�� ��� �� ��,���� � � ���� ������ �,��� � ����� ������ ������ � �  
��,���/



Abbinavagupta further elaborates that the difference which is�
noticed by lowering or raising a note, the exact measure o f that�
difference is a iruti. Although, the difference between two sounds�
may be equal to the measure o f  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 tfruti. ,

It should then be noted that the term tfruti in general,�
does not apply to any.particular measure and hence there can be�
many kinds o f tfrutis.

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- t r a m if t s  w n * * w * m : i

Trans : Vyakhyasyamah (I shall now elaborate), tu nidarfanam�
(upon the demonstration), tu asam (o f these rfrutis).

SANJIVANAM : If ‘dardana’ means to see, ‘nidarSana’ means�
close inspection. For example, people o f  the same caste, or those�
out o f caste, those successful or unsuccessful in life, are obviously,�
different. However to analyse their respective cbaracterstics, a�
comparison is made by focusssing our attention at a given time, on�
one category o f  persons, and then later on the other category o f �
persons, and then again we shift our attention to the first category.�
This results in a definite comparative understanding o f  their quali­
ties. Similarly, listening to the sound o f  one string and then to the�
sound o f  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 o f  their differences. This�
process, says Abhinavagupta is ‘nidarrfana’-

��6��)#�*!"���$��!+� �)#� ��,���� �"��&� �&�,#�-� .%�/�� %$���
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39. f ^ r
i*5nn«nfa% i wfcqawf qsnwiroi 1 
TOinnMf arift ^ wroR^surrMf r?f* i q? 
� � � � � � � H �� ? � �

Trans; Yatha (for example), dve vine (tw ovisas), tulya 
pramana (o f the same size), tantri, upavadana danda (and identical 
strings, bridge, and body), mflrcchana kftva (should be tuned to a 
given mOrcchani) shadja gram asrite karye [(in the shadja grama), 
tayoh anyatarasyam (now, o f the two in the latter^ vina), 
paneamrsya apakarshe (by lowering the pancama), tfrutim (the 
pitch o f the pancama), madhyama, gramikim Jkftva (should be 
made such as is appropriate to Madhyamagrama), tarn eva ca 
(and then in that very vina), pancama vashat (on the basis of  
this pancama, new and lowered), shadjagramikim kuryat (the vina 
should be tuned to Shadjagrama).(Evam £ruti apakrshta bhavati 
(Thus, all the notes in the latter vina are lowered by one tfruti, in 
comparison to the former).

SANJIVANAM ; The practical method o f demostrating twen­
ty two srutis in a seven note sequence from sa to ni is shown here. 
Two vinas with identical strings, proportions, bridges and places o 
tying should be tuned to a given pure note mSrcchana in Shadja- 
grama. The twenty one strings o f each vina should be tuned identi­
cally.

O f the two, the former will remain untouched and in the 
atter the strings will be loosened. To begin with the pancama o f  
the latter vinS is lowered to be consonant with the rshabha. The 
result being that the latter vina is now tuned to Madhyamagrama. 
Taking the new pancama as the base the other rest o f the notes 
should be lowered so that the vina is once again tuned to Shadja- 
grama, but now each note will be one tfruti lower than the notes o f  
the former vina. For reasons o f practicality, we have named this 
measure o f Jruti as ‘kaitiki’.  This interval which is minute, just as 
much as the breadth o f a hair or ‘keta’ is called ‘kairfiki*. In the
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�.!+��.!.'� �� *��� ��0���� ��2�� ���� ���0�������� � ����� ������  
Q�� ����� ����� ����������2�����/� ! �	 � ���� ��������� ���� �������� � �  
�����������7������� 	��0������ �������� ���� ������ ���������� ����2������  
��� 0���������� ����� ��� � � ����� ��2��-��0��� 	���������������� ����7���  
� � ����� ���2������,���,0����7���/� *�����2������������� � � ����� ������  
7�� �� ���� ����� ���0������ �00�������3�������� ���� ��	� -��������� � �  
��������� ��������������� �������/� *�,��	����7��������	� -��������  
� � �������������� �������7����� ��������� ������� ����A����2��� �,�� ��0�  
� � ����� �������������	�� ��,������	��� ����� ���� ���2���7���������/

*��������7������������ ������� ��0�������0���������� ����� 0������ �  
��,���� �����,������ ���������������� ���� ������ ���/� ����7��� ��� ���� �����  
�������������� 	���0��������2��� J�������� ��,��Q/� [�������-,�-���� � �  
������0����� 	����7����2��� ����� ��0��������� � � � �����7��� ��� J2������  
��� ���� ������ ��,��/� .�����7��,-���-������ �,�� ����� ����� �����7��� ��  
�����0������ ��B���,��B� ���� ���� ���� ��,��� �7���� ����� ��� ��2���2��� ,���  
��� ;������7����� ����������0��,������ ���� �����7��� �H,�7������ ��� ����  
J��,��Q/� ��� ����-������� ��3� ����������� � �5������ ���� ���� J���� ��2��  
����7���4���� ��8���� ����� ����7��� �� ������� ��2��� ��������� ���� ���� ���  
��,��� �����/



�"��&� ��� �)#� ���-�� ������ � �(

In this slackened position the madhyama o f  the latter vina�
would be at the supposed positton o f  ‘antara gSndhara’ o f  the�
former vina. Similarly, latters’ shadja would be former’s ‘kikali�
nishada'.

4 1.

< n w  � ( � )  n

Trans: Punarapi (Again), tadvadeva apakrshtftyam (in the-�
latter vina, slackening is done in a manner so that), dhaivatarsha-�
bhau (dhaivata and rshabha), pravekshyatah (enter ie., sound the�
same as), pancama sha^jau (pancama and shadja9� itarasySm (o f �
the former, vina), tridrutya- dhikatvat ^(these notes, dhaivata and�
rshabha, which were three gratis higher before the loosening began).

SANJIVAVAM : This time the dhaivata and rshabha o f the�
latter vina are made to sound the same as pancama and shadja o f �
the former vina, respectively. The other strings of the vina being�
adjusted, the latter vina is now three sruti lower. The interval thus�
obtained, or the measure o f lowering, is given the name o f ‘upama-�
hati* gruti by us. This sruti is equivalent to one ‘kaigiki’ gruti�
subtracted from ‘mahati’ gruti.

42* w  *»***-
q w

%����  : Punarapi (Again), tadvadeva (in a manner so that),�
apakfshjiyim (of the vina which has been slackened), pancama�
madhyama shadjah (pancama, madhyama and shadja), pravcksh-�
yanti (enter, or sound the same as), maqhyama gandhara nishada-�
vatah (madhyam, gandhara and nishada), itarasyam (of the former�
vina), catuhgrutyabhi adhikatvat (these pa, ma, and sa which were
higher by four frutis, before loosening began).

�'
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SANJIVAn AM: In the fourth lowering the pancama, 
madhyama and sha^ja strings o f the latter vina are tuned to sound 
the same as madhyama, gandhara and nishada respectively o f  the 
former vina. The remaining notes o f the latter are also slackened 
to yield shadjagrama. The latter is thus four $rutis lower than the 
former vina. The measure o f  lowering, required in the fourth time 
is the same, as may be noticed by the expeiim'"’**'’ »« in Hi*

It will be noted that in the above mentioned method o f druti 
demonstration each lowering o f the strings results in the elimination 
o f  the position o f notes obtained in the previous lowering. A 
-comparison o f 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 vina may be made which has uncurved and movable plain 
frets o f fair width. Five strings o f  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 o f the bridge and 
the mount to denote the madhyama note o f the madhya sthana or 
the middle septette. Other frets may be likewise adjusted to 
give the notes o f Shaijja grama, using the samvada method describ­
ed  earlier. 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 vina o f  
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 
so that its pancama is at a consonance o f fifth with the rshabha o f  
the first string. This makes each note on the second string one 
“kaishiki’ sruti lower than those o f the first string.

the first lowering. This tfruti also can br called
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��� ���� ��0���� ��	������	��0�� ��� ����� ��� ���� ������ ������� ���  
��������� � � ����� ������ ����������2���� ��� ��,��� ���� ��2�� ��� ����7���  
� � � ���� ������ ������/

.� ��7�������� ��� ���� ������ ������� ��� ��	� �	�� ��,���� ��	��� ����  
����0�����-������� ����� ������� ��������������� � � � ����� �������� ���� ��2�  
����� ��� ���3� ���� ��,��� ��	��� ����� ���� ����� ��� ���� ��0���� ������/� *��  
��������0�� ���	���� ���� ��0���� ���� ���� ������ ������� ��� ���� J2�����4  
��,��/

*��� ������ ��	�����/��� ����� ��� ���� ��,���� ������/� ��� ���U���0���6
��� ��� �� ������� ��� ����� ���� ����7���� ��,���� ���� ��2�� ��� -��0�2�� � �  
���� ������ ������/� *��� ������� ���0������ ��� ������ ��,���� ��	��� ����� ���  
������ ���� ���� 2���,��� ��� 	��0�� ��� �������� ���2� ���� ������ ��� ���  
J,-�2�����4� ��,��/

[��� ���� -,�-���� � ������ ��,���� ��	������ ���� ������ ������� ��� �,�  
7���� ���,��� ���-��� � ��� ���0������ ��� ���� �8����� ����� ���� -��0�2�  
2������� 	���� ���� 2���3�2�� � � � ���� ������ ������/� *��� ���0�����  
������� ��� ��,����,���� ��	��� ����� ���� ������ 	����� ���3� J��������4� ��,��  
��	��� ����� ���� ��,���/� ��2�� ������ ���,����2�3� ��� �����/� E�����6
���� 	���� ���������� �������� ���� ��,�� ��2������� �������� 	���� -�,0������  
������ 	����2���� �,�����G� ���� B�������4�� J2�����4�� J,-�2�����Q� ���  
J�������B� ��,��� �����7����� ��� ���� ���0������� �����/

��� ���,��� ����� ��� ����� ��� ���� ����� ��� 	��0�� ���� ������ ������  
��7��� ����A�/� ���������� ������� ��7��� �������G� ��� ���� ����� 	��0�� ��7��  
2�� ��� ���� ������ �������� �������� ��� ������ ��� ���� ��2�� ����� ��� ���������  
������G� ���� ��� ���� ��2�� ����� 	����� ���� ������ �������� 3������ -��0�2�  
���� ���� �������������3������ 2���3�2�/

>������ ��0����� ������ ���� ��,���� ���� ������ �������� ���� ��2�� �����  
	���� ���	����� ��,�� ��,��� �����7���� � � �����A��� 2���3�2������ -��0�2�  
���-�0��7��3/



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 iruti intervals�
-on the same frets o f rshabha and dhaivata, respectively.

��4� �)#�*!"���$� !+� �)#� ��,���� �"��&��&�,#�-� .%�/�� $%���

On the third string the fret for gandh&ra 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 sroti? each for�
jandhara and nishada.

The third string is also indicative o f the antara svaras. The�
madhyama and the shadja, on the lowered third string, are antara�
gandhara and kakali nishada respectively, with respect to the�
shadja o f first string. Also the pancama on the third string is two�
srutis lower than the pancama o f the first. Hence, if  the shadja�
on the first is named as madhyama o f the Madhyamagrama. the�
lowered pancama on the third string can be named as kakali�
nishada o f the Madhyamagrama.

Thus, it is seen that on the sruti-darpapa the four rfrutis for�
‘each 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�
gandhara and nishBda each,’ they are 'kaisiki’ and mahati. All�
svaras thus begin with kaisiki sruti when seen in the descending�
order. The four sruti notes end with kaisiki as well.

The two sruti interval is thus o f two kinds. The rshabha-gin�
-dhsra and dhaivata-nishSda interval is a sum o f  kaisiki and mahati.�
whereas the antara glndhara and kakali nishada, which are located�
in  the area o f  madhyama and shadja are a sum o f  kaisiki and�
opmahati srutis.

In the modern times some scholars have concluded that the�
ancients thought o f the srutis as uniformaly equal intervals. This
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wrong conclusion is a result o f  misunderstanding the language o f  
sruti demonstration experiment given in the N ltya Slstra.

43. tmfww: i

Trans ; Even] (Thus), srutinidarsanena (by a demonstration 
o f  the srutis), dvlvimsatih srutayah (twenty two srutis), pratyava- 
gantavysh (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 gandbara, madhyama, pancama, dhaivata, nishada, 
and kakali nishada o f  the Shada Grama are the same as madhyama 
pancama, dhaivata, nishada shadja, gandhara, and antara gandhara 
o f  Madhyamagrama.

���� ����������� �	
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and with the finger nails o f  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 Alapana, 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 o f  each raga shone in its 
richest colours at his hands. He may be regarded as eternally dedic­
ated to 'Nadopasan*.’ Unlike the mechanical musicians o f the pres­
ent age he thoroughly enjoyed and was absorbed in his own music 
and his performances were outpourings o f ecstasy. During the visit 
fo Sri Edwin Montague to Madras in 1918, an Evening Party given 
by theSouth Indian Zaniindars 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 o f 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 many good qualities. From 
a child onwards, any one could move with him freely. He was 
always desirous o f helping others and doing social service. When 
he was approached with a request to play on Gottu Vadya, even 
in the midst o f 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 dignity o f  
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 o f Sruti Suddha was patent in Sakharam 
Rao‘s concerts. He passed away in 1930 at the early age o f 49.

MRIDANGAM NARAYANASWAMI APPA

One o f the ancient Mahratta Kshatriya families was that o f the 
Appas, who held high and responsible positions during the last



Mahratta kings o f Tanjore, as for example Kalai Rao Appa who 
was a Sirkhoel o f  the State. Mridangam Narayanaswami was a 
native o f  Tanjore and belonged to the Jadhav family.

When young he was a  copyist. He learnt the A. B. C. o f  
Mridangtah Aram Siyaswami Appa, the Mridangam Vidwan o f  the 
day. He was a good singer o f  different songs and tunes in a great 
variety; and his voicce was rich and sonorous. He wat/, gifted with 
a subtle, delicate but accurate Sruti and Svara Jnam, the like o f  
which is rare to be found. He had likewise, an inborn and special 
aptitude for playing on the Mridangam and his Jnana o f Sruti and 
and Svara contributed greatly to his perfection in Laya and Tala 
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 Maruti 
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 
o f 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 
as an appropriate and sweet accompaniment, so nice and clear 
without any harshness in the touch. His handling o f  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.
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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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He had aa imposing personality and commanded respect and 
reverence from all around him. He was encouraged and patroni • 
sed by the Rajah o f Ramnad and his brother Pandithurai. He 
was so highly appreciated in Madras when he played to the accom­
paniment o f Krishna Bhagavatar of Tanjore, that the late Justice 
Subramania Iyer rewarded him in recognition of his great merits- 
He was the Sthala Vidwan o f Setu Bavaswami Mutt and performed 
Sri Rama Nlavami under the patronage o f Raja Guru |>etu Bava­
swami. His handling o f 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 o f difficult strokes he played on 
on  the Mridanga, the resultant was perfect resonance. The sounds 
produced by either hand were mostly like those o f  the fine Takora 
and reminiscent o f the play on that instrument by the famous 
Nannu Miyan. His fixing o f  the flour on the left was such, that the 
sound produced was the exact Mandra o f 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 o f Moharas. No one could detect 
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 o f the hands aloDe moved with perfect grace 
and the rest o f the limbs remained motionless. He was the first to 
raise the profession o f  a Mridang player to a high pedestal o f  re­
gard and made it worthy o f  emulation. He always played 
Mridanga to the accompaniment o f  two Tamburas in the hands o f  
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 0-�

Years ago V68-7F�

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

Flute NAGARAJA RAO * I .
Nagaraja Rao was born in July 1883 at Nachiarkoil, six miles 

south o f  Kumbakonam in a respectable Smartha Desastha family o f  
well-to-do landlords. His fathor, Ramanatha Rao, was a Violinist 
o f 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 o f 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 o f giving him a good educa­
tion, so as to enable him to enter the sesvice o f 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 persuad­
ed to give up music.

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

RAMACHANDRA GOSWAMI Narasimhapurkar
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The subject o f “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 ����  Iswara, by means o f praise 
and prayer, which in due process of evolution took the form o f  
Puranas conveying the meaning o f Srutis and ultimately appeared 
as history in verse, when Lava and Kusa sang o f the exploits o f Sri 
Rama in the Ramayana, with the metre keeping time to the music. 
From this epic it is clear how by its description o f 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 o f  the gems o f  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 o f instru­
ction to all men and women, young and old alike.



Out o f  the nine forms o f  Bhakti, {viz., Sravana or hearing-the- 
name o f  the Lord, Kirtan, Manana or remembrance o f  God, 
worship at the feet o f  God, archana, obeisance, service, friendship- 
and contemplation o f  self), Kirtan occupies the second place. 
Sravana and Kirtan respectively signify attending to the exposition 
by a guru o f  the quality o f  the Supreme Being and communicating 
the same for the benefit o f  one's self and others. Till recently, the 
Kirtan concerned itself primarily with the quest o f  the Universal 
spirit and o f  its nature and generally took the shape o f stories 
relating to the subject o f 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 o f the lives o f  eminent men 
and women o f  recent times was deliberately rejected for this pur­
pose. Perhaps 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 o f  amity and when there was urgent need o f  
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 o f dealing with a story from the 
Puranas and used current events merely for purposes o f illustra­
tion.
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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 o f books, 
listening to lectures, contemplation o f Nature, and association with 
the wise are some o f the means by which men seek knowledge 
(which breaks the bonds of Samsara) and attain the stage o f  
Siddhas. The excellence o f a Kirtankar consists in his ability to 
make the audience realise at once that this hxujkti’ is attained by  
Bhakti and Gnana, and is within the reach o f  any ordinary person 
at any given place and time. He rouses the emotions with the help  
o f poetry and action (consisting o f dances, songs, accompaniments 
and speeches), which create concentration o f  mind and produce a  
deep sense o f  pleasure in the audience.
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there. By his own intelligent efforts and the constant attention to  
the methods o f  his contemporary Kirtankars and unremitting prac­
tice, he soon became an expert in the line, Through the worship 
o f Gajanana (or Lord Ganesha) he won the grace o f  God. After 
this time the Government o f  H.H. the Scindia o f Gwalior constru­
cted a Mutt for him in Lashkar, (the Cantonment) in appreciation o f  
his Kirtans, and settled for him a permanent annuity. Even now 
his descendants continue to live there. O f his three sons, ,Sri Vishnu 
Bava attained equal eminence as a Kirtankar and became a domi­
cile o f 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 
o f Kirtan, but j t  has been necessary to set them down here for the 
following reason. My revered father, Sri Baluswami Goswami, 
the head o f Sri Govindaswami Mutt, Tanjore, was the beloved and 
chief disciple o f Sri Morgaumkar Maharaj, and the latter lovingly 
tutored him in the practice o f the Kirtan in all its details. In this 
manner Sri Baluswami Goswami, instead o f  becoming an expert in 
Kirtan according to the old school then prevailing in Tanjore, fol­
lowed the pure northern form o f speech and sang songs that were 
wholly o f 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 o f  
Kirtan performances. Among the followers o f  the old style were 
Sri Raghunath Goswami o f  Sri Bhimarajaswami Mutt, Sri Deva 
Goswami o f Sri Jholiram Bava Mutt, Sri Tyagarajaswami o f Sri 
Annaji Bava Mutt, Sri Sethuramaswami o f Sri Sethu Bava Mutt, 
Sri Laghusyama Goswami (Dutta Sampradayi) and Sri Meru- 
swami of Travancore. They had, however, adapted some o f the 
northern tunes and padas to their performances. There are descen­
dants o f these who are Matadhipathis and Kirtankars.

On account o f  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., b q lT for 16 o f his Ranis wore living* Besides, there 
were several, wealthy families (including the Mangalvilas) as well as 
Pandits ann Vidwans learned in the various Shastras. Export 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 o f Sri Ramachandra Morgaumkar; because they were very 
much impressed with the grand effect produced by his exposition 
and music. At any rate it will be clear that to some extent there 
was a great influence o f 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 o f mention; among 
the songsters we have Mahavaidyanatha Iyer, Patnam Subrahma- 
nia Iyer, 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 o f all the Mutts were Kirtankars o f repute; among those 
songsters who were perfect masters o f Tumri etc., o f the Hindustani 
tunes may be mentioned Bhayyayi Puntambekar; and in the Khyala 
add Dhrupada varieties, Sakharam Bava had attained supreme 
mastary. O f those who wrote the material for the Kirtans, Sri 
Ranganatha Dada o f  Gwalior alnd Narayanacharya and Raghu 
Bhutt o f Tanjore are the most important; Morgaumkar’s collections 
are full o f  their poems. Even among Christians nowadays, there 
are a few who have begun to use the Kirtanas a means for instruct­
ing the public.

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

I have dealt at such length with the Kirtans o f Sri Morgaum­
kar, because he fulfilled in an eminent measure all the requirements 
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themselves in Marathi language and in music both vocal and 
instrumental; andsutfcessiye tidies o f Kirtan performances have 
helped to keep intact the cultural affinities o f  Tanjore and Maha­
rashtra proper. As the DraVidian Kirtankars> ‘and Vidwans have 
shared these parties with us, to them also these forces have been o f  
great value.

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



Literature and the Arts in 
Maratha Tanjore

By

R. S. SHELVANKAR

[The Mahratta Rajas o f  Tanjore were famous patrons o f  art 
and learning. They encouraged not only Marathi but also 
Sanskrit, Tamil and Telugu poets and dramatists. Here is 
a brief account o f  their services to Poetry and Music’, ■ 
Dancing and the Drama. ! � "#

While the Maratha kingdom o f  Tanjore has not achieved signal 
military triumphs or diplomatic coups deserving to go down in 
history, it has nevertheless bequeathed to posterity high traditions 
o f  literary and cultural ascendancy. Shahji Bhonsle, the father o f  
Ekoji (Tanjore’s first Maratha Ruler) and Sivaji the great seems to 
have maintained a splendid court and patronised men o f 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 o f T r i p u r a -  
Vijaya-Champu ” in Sanskrit, while the two Sanskrit works* 
“ 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 these languages also received 
due recognition in the Maratha Court o f those days.

The most well-known Marathi authors o f 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 o f  Ekoji, was the
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o f  Marathi learning. There is a copy, in the Tanjore library, o f  
the “ Bharatha ” written by Madhavasuta. Even Amara Simha, 
in the midst o f  his preoccupations, found time'to order Krishna 
Amatya to write “ Rulcmini Swayamvara ” for him.

Pratapa Simha’s courtezan, Muddupalani was the author o f the 
amatory poem ‘ Radhika Sahtvhnamu ’ in Telugu, parts o f which 
display much learning. The thymes are easyand the metres chosen 
are delightful. It appears th a tsh e w a sfh e lp e d  by her tutor 
Raghavachari, in the cofftpOsition Of thep6e m .'?Shewas, besides, 
the authoress o f the lyric poem “ Saptapddhfu ” which, with its 
easy and graceful songs *' represents the age o f  ihusic as fostered 
by the accomplished potentates to Tanjore.”

From literature ,to music, it is  an easy transition. Tanjore 
has been the oldest and most influential centre o f the Karnataka 
style of Indian music. The Vedantic and devotional songs o f  
Giri-raja-kavi, court musician and grandfather o f  the famous 
Tyagayya, were very highly appreciated by Shahji who was himself 
no mean musician and songster. In the reign o f Pratapa Simha, 
Adiappaiya, the expert vocalist and Veena player, was one o f  the 
court Musicians ; Vina Krishna Ayya was his son. Another o f  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 themselvs 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 o f the day. The famous songster-saint 
Tyagayya, who was born in 1759,* spent his boyhood at Tiruvadi, 
six miles from Tanjore The more important o f the other court 
musicians o f Tulaja Raja’s time were Tirumalai Ayyar, son o f Vina 
Adiappaiyar, and Venkatasubba Ayyar, who was presented with 
five velies o f Nanjai land for his proficiency in music.

Tulaja Raja, besides invited Mahadsva Annavi, alias Mahadeva 
Nattuvanar from Tinnevelly for the systematisation o f 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 dancing 
girls who had foHotved hhn to Tanjore used to perform “ nautch ” 
before the Raja, whilg Majiadevan s^ngthe varna beginning with 
“ Bhosala Tulajendra Raja” . The Raja presented Mahadeva 
Nattuvanar with a big house in West Main Street, Tanjore, and 
ten velis o f  Nanjai land as sarvamanyam.

Subbaraya Nattuvanar, a less famous contemporary o f 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 o f  Bhagavatars performing Kalakshepams 
with the accompaniment o f  violin and mridangam and nautch 
accompanied by Sinnamelam.
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religious discourses with musical accompaniments was got from the 
Maharashtrians. For the firet time, Tanjore Krishap Bhagavatar, 
the most famous o f the Harikatha performers, rtnbibet^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 
tbe Desadi 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 Visatja o f two Aksharakatas followed by three 
taps at intervals o f ^one 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 o f Tukaram, 
Namdev, Samartha Ramdas, Moropant, Vittalpant and others; 
and at present the Abhangas, Doharas, Ovis, Sakis and Dindis, 
which are heard both in Bhajana parties 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 o f 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 o f South Indian Music.”

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



Tiruvottriyur Tyagayyar
GOWRl KUPPUSWAMI AND M. HARIHARAN

In any estimate o f the worth and contribution o f a composer, 
the cultural environment and tradition to which he was exposed 
right from his birth assume considerable importance. And in the 
case o f Tiruvottriyur 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 o f  the most distinguished among the 
direct disciples o f  Tyagaraja. The saint composer held Kuppayyar 
in high regard in view o f his rare musical attainments, proficiency 
in Vina und profound scholarship in Sanskrit and other languages. 
During the course o f  his stay for over two decades at Tiruvaiyaru, 
Kuppayyar had the benefit o f  learning diverse higher aspects o f  
music and the intricacies o f musical construction and composition 
in particular in a manner and to an extent that was not the privilege 
o f  any other o f 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 o f  
music, Kuppayyar was given the title Gana Chakravarti. It was 
on account o f 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 o f 70, Tyagaraja undertook a 
tour o f the northern districts o f  Tamilnadu at the invitation o f Upa- 
nishad Brahma Yogin o f  Kanchipuram, Kuppayyar, who was then 
the asthana vidwan o f  the Zamindar o f  Kovur, reverentially took
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upon himself the task o f 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 o f his visit to Kuppayyar’s residence 
at Tiruvottriyur it was Gokulashtami season and the festival o f the 
family deity, Venugopalaswami, which was in full swing, was being 
celebrated. It is said that, moved by the spiritually inspiring and 
artistic atmosphere o f  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 o f the Deity since 
Kuppayyar’s third son was born shortly after the saint composer’s 
visit to his residence, the child was named Tyagayya in memory o f  
o f  the occasion.

Tyagayyar was born at Tiruvottriyur in 184S and lived till 1917. 
He learned the rudiments o f music from Fiddle Ponnuswamy a 
senior disciple o f Kuppayyar and soon proved to be the worthy 
son o f  a worthy father, holding aloft the family tradition o f  un­
flinching service to music and dedicating his entire life to the cause 
o f the art. Foremost among all Kuupayyar’s disciples. Tyagayyar 
turned out to be a delectable composer o f Tana Varnas, ragamalikas 
and kritis.

Many people approached Tyagayyar, as the most eminent 
lakshana-lakshya vidvan o f the time, to have their doubts regarding 
both the theory and practice o f music clarified. It is said that 
Tyagayyar was such an original and creative artist that musicians 
greatly profited through listening to his performances. 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 o f pilgrimage for musicians and 
music lovers alike. Many votaries o f music derived inspiration by 
coming into contact with him. Along with Kuppayyar, Tyagayyar 
was mainly responsible for converting Madras into a seat of musical



culture and he was the central figure in the cultural life o f  the city 
during the closing decades o f  the last century and the early decades 
o f this century.

Tyagayyar continued the tradition o f 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 o f 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 o f 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 o f Tanavamas. 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 o f  their concerts since 
they serve to invoke the appropriate musical atmosphere and build 
up tempo. A popular anecdote concerning Tyagayyar’s well- 
known Darbar varnam ‘ ���"�	�"�  ’ is worthy o f  mention here. 
Once at a congregation o f Sangita Vidwans gathered at the resi­
dence o f 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.
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In addition, Pallavi Swara kalpavalli presents five aditala varnas, 
nine atatala varnas and S3 kritis o f  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 
o f  his kritis.

134 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LVII1

Sankirtana Ratnavali is devoted exclusively to Tyagayyar’s 
compositions. In addition to four tanavarnas, it contains a group 
o f 108 kritis composed by Tyagayyar in praise o f his family deity. 
Venugopalaswami, which is collectively known as ‘ Ashtottara kritis’. 
In such an endeavour, Tyagayyar must have been inspired by the 
example o f his own father and mentor Kuppayyar who has to 
his credit two sets o f group kritis—Kalahastisa and Venkatesa 
Pancharatnams—and even to a greater extent by Tyagaraja himself 
who was quite a prolific composer o f group kritis. However* 
Tyagayyar was the first composer in the annals o f  the history o f  
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 o f these in Punnagavarali beginning 
with the words ‘ Kashtamulanu dirchinanu ’ features the prabandha
• Ashtottara sata kirtanamarpana jeyuchu ’ to mean that the com­
poser is dedicating to Almighty his garland o f 108 kritis. One can 
see such prabandha mudra in Muthiah Bhagavatar’s one o f 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 
4 Sri Venugopalunaku ’.
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Whereas Tyagayyar has set . 102 kritis o f his-ashtottara sata 
group in Adi.tala. he has used Rupaka tala for only five kritis and 
Triputa tala for just one. On the other hand he has not repeated 
any raga twice for this ashtottara group. In other words, he has 
employed 108 different ragas for them. His choice o f  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 ‘ �����$� � � ’ with the omission o f Natakurunji in one 
pathantaram and Bauli in the other. While many prasiddha ragas 
have been used for his Ashtottara group, there is a considerable 
proportion o f apurva ragas as well. Tyagayyar followed the 
Tyagaraja tradition in adopting the Sampurana Melapaddhati for 
the raga nomenclature. Like the saint composer, he has used 
quite a few Melakarta raga for his group kritis—19 in all, 11 from 
the Suddha madhyama group and 8 from the Prati madhyama 
group. Of the rest, 68 are Suddhamadhyama janya ragas and 21 
are Pratimadhyama janya ragas. 35 o f  these or nearly one third 
o f  the total ragas employed for the Ashtottara group are apurva 
ragas. Among these 15 are absolutely obscure ragas which have 
not been used by any other composer before or after Tyagayyar’s 
time including the Trinity, viz., ���������� ��	��"��� ������*������	�  
 �	������������3�$����'�������#��$��+���������$�"���� , ���������	�  
��	������	�� -������ ������������� ����$�$���	���"��� (����*���� , 
(����$������ ������$���������  and  �	��+����  Only the first three 
o f these are Suddh madhyama janya ragas. The other twelve are 
Prathimadhyama janya ragas. Two other rare ragas<���������""��  
and ��'�����+���  —have also not been handled by any other 
composer including the Trinity but with the single exception o f  
Muthish Bhagavatar. However the fact that Tyagayyar was a  
senior contemporary o f  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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<�����7���/� >��3� �	�� 0�2-��������� ���� �7�������� ��� ����� ���� �
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*����� ���� ��,�� �-,�7�� ������ ��� 	��0�� �������� *3���33��X �
9��������� ���� *3�����A�� ��7�� ����� 0�2-��������� ��� ������ 0����� �
7�`/�� Guntakriya, Andhali, Chayatarangini� ���� Manohari.� *�������� �
0������������ ��������0��� ��� ���� �0����� � � ������� ������ ��� ���-���� �3 �
*3�����A�� ���� 9��������� ���� ��� ���� 0�0�� � � �'��������� �7��� ��� �
�0��������� ���������/� *3�����A�4�� '���������������������� Q� Paritapamu '�
��� �� A��3�� � � � ���� MM���2����	������� 9��������4�� '�������� ���� ��� �
-��0�� J� Sankaram Abhirami Manoharam4� ��� ��A��3�� � � � $$���2���/ �
��� ���� ������ ������� *3���33��� ���� ������,��3� �����	���*3�����A�4� �
��2-����3�� ������� ����� 9��������4�/

[�����3� ������ ���� ����� �-,�7�� ������ ��� 	��0����� ��������� �� �
*3���33���� ���3� *3�����A�� ����0�2-����� ������� �,�� ����9��������/ �
�� � Supradipam. Manjari��Maruvadnanyasi, Jayantasena�� Kapinarayani,�
Ganavaridhi, Ramamanchari� ���� Vijayasri������� ��� ���3� �� ������� ����� �
� � � *3�����A�� ���� ��� Kokiladhvani� ��� ���� 0�2-����� �	�� ������/ �
*����� 0�2-��������� ���2� ���� ����� �����3�� ���� ���� ��������� � � ������ �
���-�0��7�� ������ ���� *3���33��� ���� �2-��0���3� �����	��� ��� �
*3�����A�� ��2-����3�� ��� ���� ������������ � � � ������ ������ ���� ��� �
�	�� ������/

*3���33��4�� ������� ���,��� ��� ��0���0��� ���,����/� F�� ���� ��� �
������ ���� ��0�������� ���2� 	���� ���,���,�� 0������	����/� .�� 2��3



M' SO kritis o f  bis Ashtottara group cdiltaia chittaswaras including 
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 o f his kritis replete with artha- 
bhava. The easy diction employed and the melliflous nature o f  
the sahitya are noteworthy. The words blend very well with the 
tune and give a pleasant impression. In regard to the sahitya o f  
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 o f the 'Pallavis o f  some o f his kritis are the 
same as in some of the saint’s compositions. His Kuntalam kriti 
4 Mati matiki ’ is reminiscent o f  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 4 Evarito ’ and the saint’s Manavati kriti; the Sriraga 
kriti * Korivachchitinayya ’ and the saint’s Bilahari kriti: the Dhanyasi 
kriti 4 Evarunnaru ’ and the saint’s Malavasri kriti; the Gowla kriti 
4 Ela nee dayuradu ' and the saint’s kriti in Athana; the Gowlipantu 
kriti 4 Muddumomu ’ and the saint’s Suryakantam kriti ; the mani- 
rangu kriti 4 Sarasiruhanayana ’ and the saint’s Bilahari kriti; the 
Sama kriti 4 Marubalka ’ and the saint’s Sriranjani kriti; and 
the Lokaranjani kriti 4 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 k riti4 Ituvanti ’ is an instance of Adiprasam. Similarly 
the phrases 4 Nammitini ’ and Brotuvani ’ in the Isamanohari kriti 
4 Ni padambuja mulanu and Dhyaninche broche ’ in the anupallavi 
o f 4 Sarasadala ’ Bilahari raga kriti typify Antyaprasa. The phrases 
4 Tapamulu, Japamulu. Kripakalu ’ in the charana of the Kapi- 
narayani kriti 4 Jagadisabrova ’ exemplify anuprasam. As an ex­
ample of Yati one may mention the phrases 4 Palumaru ninu ’ and 
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J�&�"�$�"�  ’ in the anupallavi o f  the Kannadabangala kriti * �F �� �  
��$�  ’ and the phrases �������� �������W  in Pallavi, )���  and �����  
in charana in the Hamsadhvani kriti ‘ ������'��#��

The sahitya also contains numerous references to anecdotal 
from the Itihasas and the Puranas. To give only a few instances 
the Manirangu kriti G������������ ������  ’ contains references to 
Gejendra moksha and Draupadi Manasamrakshananjt. The Todi 
kriti ‘ &������#�������"�	���  ’ refers to Gitopadesam, the Chakravaka 
kriti ‘ ,�����	����+����  ’ to the Ajamila’s story and the ' Dharma- 
vati kriti ‘ -�����������+�$��W  to Mahabali and Vamana avataras.

A few specimen kritis o f Tyagayyar have been reproduced
in the following pages.
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*��� 2���� �8-������� ��� 2��3� � � �*3�����A�4�� ������ ��� �2-������ �
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��������� � � ���7������� �8-�������� ���� ��������� � ����7������� ��������7��� �
��� ������,�� ���7���� ���� ���� ��7���� 2�����/� ��_���� 	����3�,� ���- �
3�,�� 	���� ���� 0�2�� ��� 2��I�#� ��� ��H,������� ���� � � ����7�,����� �
��� 	���3� ��� 2,0�� ��� ��� �8-��������� � ���7�� ��� ��-�������/� >���� �
����� ��7�� ��� ���� ����0��3� 2��������� ��� ��������������,��������� ��� �
������� ���� ����2���� � � ������� ,������0�/� ��� ������ ������� 	����� ��� �
� ���7��d� �,0�� ��� anurdgamu� ���� prema,� ���� 	����� ������7������7�6
������ �,0����� bhakti����� sadbhakti�����2������������������ �2-�����0� �
� � ������ ��7������2-������� ,-��� ���� ��������/

[��� �8�2-���� ��� Ni bhakti bhdgyasudhdnidhi�� �� �9�7������ �� �
3�,� ��� �� ��0���� ���/� /� /� /#  � *3�����A�� ��0������ ����� ���� ����� ��� �
��������3�� � ����� ������#  � 	��0������� ���� �	�2�������� ��0�����0���� � � �
���� � ����,��� 	��0�� Devotion to Rama� 0������,����� �7��� � � ����� �� �
����� ����� ���� ����� brahman,� ��� �� �,����� ��� ���� �����/� � �:�����2��� �
���,���� -���0������ �3� ������ ������� ���� -���� � � ���0,������ �8�����0�� �
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In another song, AnurSgamu Uni, Tyagaraja asserts that without 
the feeling o f  love in the mind wisdom will not dawn. Wisdom will 
only come to “ the greataouls who know the inner secret ” Ty&ga- 
raja illustrates his contention, taying that joy rests oh the contem­
plation at the Lord with form in the same way that satisfaction is 
enjoyed by people who leisurely eat a  feast.®

LEARNING FROM A GURU AND ASSOCIATING 1
WITH DEVOTEES

The necessity of'having a guru is spelled out in Guru leka 
(“ Without a guru ” ): 3

(To overcome) the difficult wildernes

Of harsh beartsickness 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, 
having arisen, scatter grief—

The protector giving advice full o f divine wisdom

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

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

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

We have already seen that in one song Tyagaraja suggests that 
the true devotee is one whose character is good.6 The ability to  
control one’s mind is a highly valued ability, one which renders 
expertise in mantric and tantric practices superfluous.6 In other 
songs the importance o f  association with and service to bhaktas and 
bhdgavatas is stressed.7
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DEVOTIONAL PRACTICES ; SONG AND NAM ASM A RAN A

Other songs emphasize the practices'which the true devotee 
engages in : rising early in the morning and singing the glories o f  
the Lord,8 being devoted to the Lord’s feet,8 and repeating the 
Lord's name, which is the “ craft for crossing ” the ocean o f  
existence.10

The high importance given to the Lord’s name is seen in manY 
'�������	�� $��������  In one,11 the happiness which the devotee 
receives from saying Rama’s name is said to be greater than that o f  
A thirsty man finding water, a poor man discovering a treasure, a 
terrified man obtaining courage, a starving man receiving a great 
feast, and so on. In each,case the symbol which is a counterpart 
to the name is the decisive factor for realization o f some great good. 
The number o f songs on the importance of the name to ���*��$���  
is indicative o f the stress laid upon this spiritual practice by 
Tyagaraja.12
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SURRENDER<&(�)�&)�%%�

The ideal o f  surrender is described in , ��#����	�����#�"�	� :

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 g o !

C. The guru is the soap-nut18 
the guru is the bee 

The guru is the sun 
he’s true prosperity 

The guru is the goal supreme 
and I’ve taken you—

O Protector o f  the votary 
in this world as guru 

O Lord adored by Tyagaraja!
Your heart is still and pure 

I’ve given up to you.14
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C. 6. Those celebrated ocstatic tools, submerged in & w o o f  
blits, their bodies tingling1* as they gaae directly at the 
Lord, who is ever easy to reach, and who moves So 
gracefully*,

C. 7. Those intense M devotees, saints, the moon and the sun, 
the sages San aka, Saaanda and the regents o f  the direc­
tions, the gods, the celestials, Prahlada, Nfirada, Turnburu, 
Hanuman, the crescent-adorned Siva, Suka, Brahmfi, the 
Brahmans, great men, people o f  everlasting worth, always 
established in the Great Divine Joy 11;

C. 8 . Those devoted to your form and name, glory fend might, 
courage and calih, your tender-loving-heartedness, and 
your truthfulness, O best o f Raghus! And to those who 
make song with joy in excellent bhajans, always under­
standing your mind, proving the delusion of doctrines 
which do not inspire true devotion to yo u ;

C. 9. Those who have grasped the inner meanings o f  the 
Bhagavata, the Ramayana, the Gita, the Veda, Sastras, and 
Puragas, and the secrets o f the six faiths—Saivism and the 
rest, and to those who know the minds o f the 33,000,0000  
gods, and who, winning long life with the delight o f  
music’s moods, tones, and beats, find limitless bliss, 
becoming Tyagarija,s friends; **

G. 10. Those full o f and overflowing with love o f the 
Lord, who dwell on his name, the bhaktas o f  Rama, whom 
Tyagaraja adores;

P. To as many great souls as there be I offer my 
salutation .*3

In this Mahatmya or hymn o f  praise, Tyagaraja bows to  
exemplary legendary and historical figures, and in doing so forms 
a composite o f the model bhakta's characteristics. The idea) 
spiritual aspirants mentioned, both in generalizations and in specific 
instances in carayam 7, are all “ intense ” devotees whose fervor has 
brought them to a transcendent experience. The unnamed greatest



devotees o f iSivs, the meditating yogis; who have conquered the 
mind, the dedicated beings ready to give their sacred-love fully, 
the sincere musicians, the excellent spiritual leaders who give a 
good example with their lives, the mystics in rapture, celestials and 
human �����$��  who experience realization, Rama *��$���  o f  song 
and understanding, the esoteric faithful, the cosmic conscious and 
wise virtuosos o f  music, the love filled and name-repeating votaries 
—all are honored here. Perhaps Tyagarija is purpoSpfully general 
in his descriptions, so that ideal religious persons o f  various 
times and backgrounds might be called to mind without being 
named. .■

It is no wonder that in another song  ��������"�  (“ Servants 
o f the Lord ”) Tyagaraja sings with praise o f the life o f the  ���  
������  He pictures them in a blissful procession through the streets, 
singing the names o f the Lord, pounding on a drum; they dance, 
meditate on Rama, and “  with fine music, surrender their bodies 
to the Lord.” 24 Tyagaraja identifies himself with these dedicated 
exemplars o f  devotion and surrender, who seem to live in the 
experience which most others can only wish for.

Tyagaraja pays special homage to *��$��  saint-composers o f  
the past in the &���"���� ���$��� ��'����  saluting Jayadeva, the 
MaharSftra poets Namadeva, Jfianadeva and TukUrfim, as well as 
Tulasidis, Purandaradasa, Bhadracala Ramadas, and N&rayapa 
Tirtha.25 The implication would seem to be that the *��$��  standards 
found in these saints' lives and songs form Tyagaraja’s personal and 
proclaimed religious ideal.

We have already seen a number o f the many $�����  which are 
peopled by the mythological characters o f  the ���+������ &�������<  
the ideal devotees whom the pious admire and emulate.
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THE IDEAL DEVOTEE’S FULFILLMENT

The part which inexplicable fortune or grace plays in the life 
o f  a *��$��  is a topic broached in a very popular song about Sabari, 
a woman devotee living in the forest at the time o f  Rama's exile.
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NOTES

I , �� *��$��� *��+������"��������  SHT pp. 146*147 ; KVS II p. 9_ 
This song contains a good example of �����$�����  the device wherein 
the text syllable is identical with the solfa note. In the text the 
Telugu word ���  meaning “ your ” is sung o f the note ���

* )����+�	��F���  SHT p. 100.
3 ����"�$��  SHT p. 30.

* PurandaradSsa wrote ����������  DPS III 3. “  Brother, until 
you become a guru’s servant you won’t get release. . . .”

* ������#����  SHTp. 427-429; KVS I p. 232.
* ���������������	�����  SHT p. 146.

7 ����� ����� �����  SHT p. 48 KVS II p. 186, #�����	�  2 and 3. 
See also �����	 �� �2��������	  SHT p. 192.

8 ��"���	���� +����  SHT p. 461; KVS 1 p. 382.

* � ��� ������ ����	��  SHT pp. 179 and 442; KVS II p. 199. In 
this song the syllables o f the word ����	�  (“ foot ”) coincide 
melodically with the notes � � � ���� 	 �< another example o f  
�����$�����

10 � �����	������������	�  SHT p. 192.

II ��"��	�"��  SHT p. 114.

13 See SHT pp. 107-121; see Raghavan’s introduction to SHT 
pp. 109-138. The name is an aid in several o f  the nine forms o f  
*��$��  listed in the Bhigavata Purina (VII. v. 23): hearing o f  the 
Lord, praising with song, remembrance o f  the Lord, worship o f  
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: �������	� $������	  
������'�	�����	� ����������	M��#���	� �������	� �����	'��$���	  
��	���������	�

13 The “ soap ” is #�""�+��'�  -th is  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.
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6Y� N i cittamu niScalamu, SHT pp. 31, 270. KVS l i p .  1.

16 Endaro mahdnubhavulu, SHT p. 27; KVS I p. 241. Samba' 
moorthy discusses this song in GC II pp. 41, 124, 179. According 
to legend Ty&garaja 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.

14 S. V. Krishnaswamy, Thyagaraja: Saint and Singer
(Bangalore : Orient Longmans, 1968), p. 173.

17 T. S. Parthasarathy, in an interview, Madras, 1981.
14 Mahdnubhavulu means “ great souls,” or those who have had 

the great (mahd) experience (anubhdva).

19 pulakasarirulai means “  bodies becoming ecstatic, with 
horripilation.”

20 parama means ” intense ” or ‘‘ great.”

91 This homage to sages and personages who figure in the stories 
o f  the Purapas and epics has a forerunner in NSrayapa Tirtha’s 
Krfishnalildtarartgini. Chapter I. sloka S. There we find verses in 
in praise of Prahlada. Ngrada. ParaSara, Pundarika, Vyasa, Amba- 
ri§a, £uka, Saunaka Bhisma, Arjuna, Vasistha, Vibhisana and other 
legendary devotees.

22 The six faiths referred to are: Saivism, Saura (Sun worship), 
VaUpavism, Gapapatya (devotion to Gapapati, the elephant-headed 
god), £akta (Sakti worship), Aindra, (the veneration'of Indra).

23 The word vandanamu has a range o f meanings, including 
' ‘ thanks, salutation, homage.”

24 Haridasulu. SHT p. 29.

,L  Prahldda Bhakti Vilava, Verse 6 .
,Y Entani ne, SHT p. 128.

, 27 P. Sambamoorthy, GC. II. pp, 33, 47. Evidently it is a
Bhdgavata Puraria —derived tradition that Sabari pretaeted the 
fruits which she offered to Rama. Sambamoorthy discusses Tyaga- 
raja’s use of this image.
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Govinda Dikshita and Naga^mbika, Venkatamakhi’s parents, 
Venkatamakhi’s mudra and syllables like tena, tena and tuku tuku. 
His Kaivara prabandham in Narayanagaula is another interesting 
piece. It starts with patam or solkattu which is followed by javada, 
jatis and mnemonics' associated with instruments. Hire the tala 
stops and a passage called the alapa khanda (similar to the tuhaira 
in drama tunes) on Lord Sarngapani o f Kumbakonam is sung. The 
prabandha is rounded off with a mudra khanda with the names o f  
Venkatamakhi and his parents. Both the above prabandhas have 
been composed in the Prakrit known as the Bhandira bhasha which 
|ook the place o f  Samskrit in compositions. Purandara Dasa has 
used it in some o f  his gitas. One Visvervara alias Vagisa has 
written a treatise on the grammar o f his language. �

Prabandhas were classified into 6ve jatis in accordance with 
the number o f angas present in them. Two angas were the mini­
mum required and this was called the Taravali Jati. Prabandhas 
which had three, four, five and six angas were known as Bhavini, 
Dipini, Anandini and Medini Jatis. Composers like Ramaswami 
riikshitar were fully conversant with the prabandha form o f music 
and nis prabandha “ Chanda Sela” in Hamsadhvani is a good 
example o f the medini jati with six angas. Many modern kritis can 
be cited as examples of the other jatis o f  prabandhas. There was 
also a composition known as Svarartha containing only svarak- 
sbaras. 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 o f composi­
tions. ‘ Chitta ’ is a Telugu word which means ‘ Kalpita * or some­
thing readily arranged o^-formed. It is, however, interesting to 
note that. Subbarama Dikshitar does not use this expression in his 
Pradarsini and calls them plainly as ‘ Swaram * or in some places 
as ' Mjiktayi Swaram '. But in modern parlance the expression 
* Muktayi Swara * is used to denote the solfa passage following the
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anupallavi in the purvanga part o f a varna. In a pada varna, even 
this swara passage has sahitya.

Muktayi Swara Sahitya Jati is a technical beauty found in the 
tana varnas o f  Govindasamayya (circa 1680-1710) o f  Karvetnagar. 
It is surprising that the art o f  composing such jatis had reached its 
acme o f  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 lastly 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 avartasif in chapu, 
triputa or rupaka talas. This kind o f chitta swara is usually sung 
at the end o f  the anupallavi and charana. It is sst in the samp 
tempo as the composition or in the madhyama kala. If set in the 
same tempo, it is customary to sing it in that tempo after the 
anupallavi and in the madhyama kala at the end o f  the cham«m 

to avoid monotony.

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

Nimadi Challaga—Anandabhairavi—Kavi Matrubhutamayya.

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

LATER ADDITIONS

This raises the question whether all the chitta swaras found 
appended to kritis were originally added by the composers them­
selves or by subsequent composers. Chitta swaras are found 
joined to a number o f  Tyagaraja kritis like * Chalakalla *, ‘ Ee 
vasuda’ ‘ Mamava satatam ’ and others. The confirmed view 
among the senior vldwans about 50 years ago was that Tyagaraja

156 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LV II



���� ���� 0�2-���� ��3� 0������	��������� 	��������0,��������	� 	��� �
������ ������ �3� ���� �	�� ���0�-��������������/� >���*��,7�������,� �
!���3����	�2�� �3���� ���	�� ���Q�!���3����	�23� .����Q���������� �
�� � ��7�� ������ 0������ �	����� ���������������Q�<����������g � �������� �
��0���� ����� ���� 0������ �	���� ��� � �'�2�7�� ������2�#�����+����( �
2������ -��0�� � � � *3�����A��� 	��� ������ �3��������0�-���_���A��-�� �
?�������	�23� E����7����/� *���� 0�22��0��� 	���� ���� -������ �
J�;����� ��� ��� ��� ���-�� ��� ��� ��� ��� ������Q� ���� ��� �� �-�����������/

��� �� 2��,�0��-�� � � � *3�����A���������� 	��0������0�2����	�� �� �
���� ��2��3� � � ��������0�-��������?,--�33����0������ �	����� ���� ��,�� �
������ ������������	������7��������/

1��,� 9�������(*��� �

<�����������(*��� �

*�--�� E������(*��� �

?����� *����(��7��� �

�,������ !��(?��3���

*��� 2��,�0��-�� ��� ��� ���� *��,�,� �0��-���	�����������2-����� �
1������� -�-��� �������� ���� 	����2���� ��1/� _���� ��M&� *�� �
0�������-�3� ��� ����� � �� ?,--�33��� ��� ���� ����	�����������������2� �
��� ����� ��,��� ��� ����*���� ����������� �� �-�0�2���� ��	��0������ ���� �
��-���,0��� ��� ���� ��:����7�� �	������-�7����d� 	������� �3� ������� �
*��,7����3,�� *3���33��/� *��� H,�������� ��	�7���� ������ ��2���� �
	�����������0������ �	����� ���	�� �3�?,--�33��� ���� ������ 0�2-���� �
�-�*3�����A�� ��� ������ �3���2����/

.�� �������,��3� 0�2-����� 0������ �	���� ��� ���� 7���2�� 0����� �
�	���� 	��0�� 0��� ��� �,��� ����� ��� ���� ���	���� ���� ������� ��7���� �
������	����,�� �������������� ����� ���7�/� [����8�2-�������������	��� �
-������� ��� ?���3���(��� ��� ���� -�� -�� 2�� ��� ��� 2�� -�(�-�� 2�� �� �
��� 2�� -�� -�� ���� ��� ��/� *��� �0�-�� � � � ����� ����� � � �0�������	��� �
��� ��	�7���� ��2����� ���������-�����������3����������	���� � � �322����0�� �
�������� ���� �7�������/� ',��,�	�2�� 9����������--����������7�� �
��� ������� ���������� �����0�������� ����	��0�����0��8�2-�������� ��,�� �
��� ���� -��0��� � �?�2���2��2� ���A����#� ��� ?��3�������� ������ �
7��,��� ��� �������#� ��� 5�7��,-��/

�C���� ,#&!����!��� ��� �������&� �"��&� �(�



' ' , .
158 THE JOURNAL 01* THE MADRAS MU&C ACADEMY [Vol. LV11I

' A chitta swara h  supposed to  prei&nt aspeeth o f  the raga not 
fovered by the piece Itself. Vidwans rtiay do will hdt to sing 
kalpana swaras to kritis after'singing the chitta swara as there may 
be an avoidable repetition.

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

la  many kritis appropriate sahitya is fitted into the chitta 
swaras and the combined appendage is Called “ swara sahitya 
It is customary to sing the swata passage after the anupallavi and 
jthe sahitya after the charana. The sahitya should be so composed as 
to. maintain continuity o f meaning with the ihaih piece. Here again, 
suitable sahityas have been added to kritis by subsequent copbsers 
and a good examble is the one added by Annaswaini Sastri 
to Syama Sasfri’s ” Paliachu Kamakshi ” In Madbyamavati:.

DIKSHITAR AND SYAMA SASTRI

The earlier composers like Purandaradasa, Margadarsi Sesha 
Iyengar, Bhadrachala RamadaSa and others do not appear to have 
composed chitta swara for their kritis. The great Tyagaraja also�
or some reascta, did hot 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 Syama Sastri have decorated their songs with 
chitta swaras, swara sahityas,* tnadhyamh kkla sahityas, solkattu 
sWaras and the like Dikshitar’s madhykma kala sahityas have a 
beauty of their owd, and in Soihe kritis they'd#® found in the pallavi 
itself like " Sri Sarasvati Namostu ” . '
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Diksbitar also adorned some o f bis kritis with solkattu swaras 
which heighten their beauty and among these is ‘ Ananda Natana 
Prakasam ‘ in KedarnL The solkattu. swara to. Dikshitar’s Kriti 
‘ Sri Mabaganapati' in Gaula was composed by Radhakrishna 
Bhagavatar, son o f  Pallavi Somu Iyer o f  Talanayar.

In the golden age o f  Carnatic music (1760.1900) Vidwans vied 
with one another in composing pieces o f musical excellence and in 
appreciating each other’s art. One is thrilled to find from the 
Sangita Sampradaya Pradarsini o f Subbarama Diksbitar that for 
the chauka varnam “  Sami Ninne ” in Sriranjani, composed by 
Ramaswami Diksbitar, Syama Sastri added the second charana 
swaram, Chinnaswami Diksbitar contributed the third and Muthu- 
swami Diksbitar, the fourth. The muktayi swaram to the popular, 
Todi Kriti “  Gajavadana ” by Kumara Ettendra o f  Ettayapuram 
was provided by Balaswami Diksbitar. In recent times Tiger 
Varadachariar composed excellent sahitya to the charana swaras o f  
the Todi varnam 1 Rupamu Juchi ’ composed by Mutbuswanu 
Dikshitar.

THE PROSPECT

Only a few composers o f  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 o f his kritis. The 
experiment will go on and it is well that it does.
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illustrious disciple Wallajapct Venkataramana Bhagavatar. The 
composition is “ Namo namo Raghavaya aniiam ” in the raga 
DeSya T6di, set to Tisra Eka. ,

The first composition o f Pikshitar is common knowledge. It 
is “ Sri-nithfidi-guruguhd jayati ”, in the raga Mayamalavagowla 
set to Adi-tala.

The first song o f Syama Sastri is taken from the authentic 
words o f my guru. It is “ Janani natajanaparipglinl ” in the raga 
Saveri set to Adi tala.

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

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

The first composition “ Namo namo Raghavaya anisam ” o f  
Tyagaraja sounds the dominant note o f his life and music, career 
and mission. Tyagaraja was fully aware o f  the name and charm 
o f  Sri Rama and the chanting o f  Rama-nama. He considered the 
blessings o f  Sri Rama as the sole purpose o f  life, as he often ex­
presses as •' Ni katakshambu-leni janmamelara ” what is the use 
o f 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—' anigam ’, at the end o f  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 
o f  his life.

	 �
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la  one branch o f  his creative composition, Tyagaraja expounds 
to us the aesthetic and scientific aspects o f  our classical musio. 
In his lucid style, he teaches us how to capture and express the 
characteristic individuality o f the raga-a, at the very commence­
ment o f a phrase, how to expand and develop the theme o f  the 
raga-forms by graded variations or sangati-s, and some how tor 
proceed to swara-kalpana and niraval. In another branch, Tyagaraja 
stresses the value, importance, experience and bliss o f  congregational 
music. He brings in the concept o f 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 o f the Lord: ‘ Hari-rama- 
krishna-yani \  For this purpose Tyagaraja gives us simple elegant 
compositions having a number o f charana-s set to the same tuner 
The musicality o f these verses is so very poignant that they are far 
from being monotonous, in spite o f the repetition o f the tune. On the 
other hand, the tune grows on us. It enables one and all o f  us to 
join together and render the devotional hymns. The starting o f  
the charana-s after the first beat o f 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 
4 Namo namo raghavaya anisam ’ is one such.

Namo namo Raghavaya anisam 

namo namo Raghavaya anisam 

sukanutiya-dinabandhave sakalaloka-daygsindhave 

nijasevaka-kalpakatarave ajarudra-dyamara-sugurave 

Ayurarogya-dayine vayubhOji-bhogisayini 

NQtana-nava-nita-bhaskhine bhutaladi-sarva-sakshine 

Nagaraja-pilanaya Tyagaraja-sevitaya

Though immersed in devotional ecstacy, Tyagaraja has revealed 
immense social consciousness and awareness o f being one among 
many. He toiled for the.maxin: ‘ Sarve jana sukhind bhavantu ' 
The words that carry home these thoughts are :

‘ Dtna-bandhave; sakala-loka-daya-sindhave ’—
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Id the anupallavi the ascending and descending phrases ere 
meticulously woven with the sahitya. In the first four avarta-s,
we find :

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

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

I shall play on the vina the svara-s.

na na pra pan cha vi chit ra ka ro
S R g m P—J§ d P M

na ma ru pa pan cha bhu ta ka ro—aj
R ,g M P d —N  d P M g m

na na dhvan ta pra chan da bhas ka ro 
G M P  d n D  p M g r

joa na pra da ya ko ma he sva ro 
N p D N g P m G r  S

Following this Dikshitar gives the madhyamakala—sabitya:

‘ dinavano-dyukta-divyataro divyaughadi-sakala-dehadharo 

manasananda-chaturataro madguruvaro mangalam karotu *

Dikshitar has realized the power o f incantation o f  the Sanskrit 
language even at his young age in bis teens when he has composed 
this first composition. He bursts with classical 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 o f Lord Subrahmanya, Dikshitar 
starts a s :

Sji natbadi guruguho jayati : Praise be to Lord guba endowed
with divinity from Vishnu onwards; 
Mind ! dwell upon Him, the Great 
One, full o f  wisdom ; 
worship Him with devotion.
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Nanaprapapcha-vichitrekard ; Creator o f  the various worlds, the 
Namarflpa-pancha-bhtUfik&rd: creator who has become the Universe

through name and'form and through 
the five elements.

Ajnanadhvanta-prachande* The powerful sun who dispels the
bhaskard: darkness o f ignorance.

Joanapradayakd Mahesvard: Bestower- o f  spiritual wisdom, the
great Lord.

Dlnavana........................: The kalpataru which protects devo­
tees, grants their desires; He who 
bears the Akasaganga and other 
streams. '

Manasinandakara-chaturatarO The Lord is adept at bestowing
bliss to the mind o f  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 elements contributing to the spiritual content( 
with his enviable knowledge o f philosophy, religion and meta­
physics. He indulges in poetic expressions too, such as * madi- 
matam hridaya-dipd ’—the beacon light, the lamp of the temple- 
tower to the minds o f  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 • teruvarudS * 
‘ vikatakavi ’ : also in English we have the sentence: ‘ Able was 
1 ere I saw Elba \

This type o f 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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prominence to. Vilambx-kala. or slow speed profusely filled with 
gamaka-s or embellishments, all netted in a chain o f  vibhakti-s or 
case-endings in the sabitya, with simple and compound words 
labelled with the scholarship o f  the classics. In fact, we can say 
that the whole personality o f  Dikshitar is contained in a kernal in 
his first composition.

The same can be said o f Syama Sastri also. In their first 
compositions o f  the Trinity, we perceive the maturity o f  their minds, 
clarity o f expression, steadfastness in faith, and involvement in 
music beaming With creativity and originality.

J
Syama Sastri was unique ip 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 o f music composers.

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

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

Consciously or unconsciously, in his first composition, Syama 
Sastri bears the stamp o f  Sri Adi Sankara Bhagavat-pada in the 
expression o f the word ‘ Bhavani ’ and its threefold repetition :

Adi-Sankara has expounded the significance and meaning o f  
the word 4 Bhavani ’ in his Saundarya-lahari in the 22nd verse. 
Later, his impelling words express the greatnes o f the chanting o f  
the word, ‘ Bhavani ’, a beautiful epithet o f the Goddedss:
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* BhavanI'Bhavani Bhav&nl trivgraiti mud£ sarVada y ( japanti 
na $5kam na moham oa papam na bhitib kadSchit—janSnam ’

The opening sentence o f Safttri’s first song is :

* Janani natajana-paripilini pahi mam bhav&nl,
bhavani, bhav&ni, trildka-janani.

An emotional intensification is apparent in the graded expressions 
o f the word * Bhavani’':

s r g s R, —R, dpm, G gs R,— S, n dpm, Ggs R, 
bha va ni bhava. n i . .  . . bha. va . . .  n i . . .

This is followed by a misra-makuta i.e., a group o f seven notes 
as the ending phrase :

s r m p d p m 
tri lo ka . ,

The natural fitting o f the words o f the sahitya with specific 
groups of svaras is a mark o f Sastri’s creativity. So also are the 
various * eduppus ’ or starting phrases in his compositions. In the 
anupallavi o f his first composition, we see how elegantly the phrases 
* papaharij^t ‘ paritapa-papah&riQi ’ and * sakalajana-paritapa- 
papaharipi ’ are fixed 3/4 idam, 1/2 idam and 1/4 idam i e., after a 
lapse o f three, two and one units respectively at the particular 
counts o f  the avarta.
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subtler sense perceptions. We o f  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 o f  which is its very imperfection) 
would not exist. The work o f  the artist or musician, would be to  
know at accurately as possible the harmonic relation o f  things and 
to recreate through his art, the semblance o f  the rtpal universe. 
‘ Music expresses the accord o f  Heaven and Earth and produces the 
harmony between men and spirits."

The following facts form interesting prelude to the study o f  the 
�2���  scale.

The Chinese say, ‘ one has given, birth to two, two has given 
birth to three, and three to all the numbers. H ie original sound 
first produes its dual—the �#�����  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 o f five, the 
������  must have been formed—corresponding to  the five directions, 
five elements. 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 o f  the spheres. Music can be 
thus said to constitute a direct tie between the movements o f  the 
universe and the movements o f our soul. Dante and his seven 
‘ printed steps o f  eternal power which is the end for which the order 
o f  things is made * are well known. These seven steps are ' the 
different aspects assumed by this eternal power on which the order 
o f the Universe rests—they are the seven differentiations o f  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 o f  the eternal great 
luminary which shines in the centre o f immensities.’ Music then, 
as Plotinus expresses it, “  is a terrestrial representation o f  the music 
which exists in the Kingdom o f  the ideal world." Music may be a  
means o f spiritual realization mainly, but it does have some effect, 
even physical. This can be immediately proved by the many
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legends, which bear oat that diseases were curedby ringing 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 imperfjppt aod the result is chaos. By such�
means the heavenly element from music is chased out. Such music�
is dangerous. The Pythagorean teachers said, ' one cannot touch�
the musical modes without disrupting the constitution o f  the states'.�
Music is the extant expression o f  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 o f  notes as determined�
by the traditional data, which defines these relations. The disregard�
o f  them leads to rupture o f equilibrium, that is to say, to social�
disorder. 4

• Sounds alone can no more constitute 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 o f sounds which must�
obey certain laws o f attraction and mutual response, by which is�
ruled their production, successive or simultaneous, before they can�
become a musical reality, ‘ a musical thought.’

Adhara-iruti or the tonic is not exclusively the right o f Indian�
music. This constant tonic (fadja) is called the ‘ ison* in Byzantine�
music. Ancient writers on Hindu music called it chandovati irutl.�
It is the standard by which all intervals are measured. In Indian�
music there is no meaning, no note and no interval unless fadja is�
present. In ancient Greek music the same was called mesa. ‘ For�
the ancient (Greeks) the A (mesa) is a directorial string, whose�
permanent use constitutes a guiding mark for the ear and a reduc­
tion to unity for the mind.*

The Upanifad literature o f  the Brahmapa period is closely�
enveloped by the mystical symbolism characteristic o f the ecclesiasti­
cal Hinduism o f  that age. But, when the verses are stripped o f �
their spiritually enigmatical garbs they are connected with the corres­
ponding number and value o f  notes. Their compositions treat of�
the numbers indicating their relation to the musical scale and its�
intervals. They had songs which differed from hymns and the
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TheseVedic hymns ase composed in � � 	 � � ^ 'P  the Vedic 
metres, in which everysyliable form*» uni* ̂ articulation. normally 
amounting to e time. A hymaUphanted according to the
need o f the ppcpsipn, The Mine stanza n\py at times.be. sung to 
ope or two various melodie*, thenpgajp s^nrelqdyfaepscd  
for various stan*a^k1Hf^ce iti*:oftcn nep^fajy po model. to^enlafge, 
to modify thp ^  in. ft^^spopPepcp, with the �.���  ;and the 
creation -of.that, stgvjfeiicfi� form developed ,* tedypyal literature 
which serves the purposes of modelling the /■&$,

A . Vedic chant, in sorpe respects may be composed with a 
Gregorian chant. As this ecclesiastical singing uses certain deter* 
minent tone-figures in o'fder to mark the interpunctuation,.*o the 
Vedic mejodizing indicates the end of the � �2 �  by its tone figures. 
The singing o f  asdnwm might be called the rnelpdical counting of 
thepodo syllable-,.. . :

Before coming to the ��	�5����  proper, it is necessary to know 
the mode, o f  recitation o f other Kedaj. especially the (+5�����  The 
��	�5����  borrowed largely from the (+5�����  The text o f the 
(+5����  has been elongated and altered so to suit the mode o f  
chanting. A hymn is chanted according to the need o f  the occasion. 
In a scholastic recitation, the ��#�$�  form was employed. A slightly 
more elaborate way was the +����$�  style which employed two 
musical notes. The better known Vedic chant o f today employs 
three notes, and represents the ancient ��	�$�  style. )�#�$�  is the 
most ancient.

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

The (+5����  is recited t o . three tones for, the accent was 
originally a mark o f  musical pitch and became a mark o f stress 
only later on. The ������  and ��������  are the raised and not- 
raised sounds, refer to those o f the speaking voice. It cannot be 
correctly said whether these terms may have any reference to music. 
A third tone is the I���������W  which, in the (+5����  seems to be



above the uddtta. It is alto said to  be a  acdfcnf o fa d tp en -
deot nature, marking the transition fraud an Accented fo a  tofieless�
syllable. It always fOBowi the uddtta. Further, the first part o f �
the svarita, soundinghigher than the uddtta, it can be calletl an�
ornamented uddtta, falling to  an indefinite pitch below it. The�
indefinite pitch is called praeaya. Before fha -rise from the praeaya�
to the svarita  or the uddtta, the voice is a little lowered (the sam ataro �
or the anud&tta-tord) which, obviously is below the ppuddtta. This�
is the original theory o f  recitation, but is very much modified in�
practice. A  point worthy o f  note herein is that the praeaya, lower�
in pitch to the svardo, is marked the same note as uddtta and not�
as anuddtta.

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

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

Recitation o f  the Vedic hymns was a collective affair and to �
preserve unity o f accurate pronunciation and synchronous delivery,�
a uniform style of delivery was essential. This formed the sdmika�
style employing uddtta, high or sublime, anuddtta, low or subdued,�
and svarita, a note with a special slur or pitch accent. The con­
notation o f  the terms uddtta, anuddtta 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 sikfd and music proper. It is no wonder if we come across�
indiscriminate use o f these three terms in the discussion o f  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 o f  syllables. Each syllable forms one unit or minimum o f �
the measure. In spite o f  a possible symmetry and balance o f  tonal�
as well as rhythmic form, the chant does not even suggest anything�
that would hint at any coherence o f  form, between one foot and�
another, even o f the same chandas. It is no wonder that in spite
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� � � ���� � ����� � �� ckandas,� ����0��������,�������������2��������� 	���  
ckandas� ���3� ���� 0�2-����/� *��� ����� ���� ��3��2�� � ���������0  
0����������� � ��������������� ��������� � ����� ���2��� �3-�/

!�8�� ��� �,00������� �� � ���� ����0� 0������ ��������������� � � ����  
Sdma-gdna,� ���� �������� � � �������2 �(2�/� *�������2�� � ���0�������  
� � ��� ��7��0�� �7��� ���� sdm ika� ���2/� Sdma-gdna� ��� � ����������  
2�����7��7����3-���� � ���0���������������0���������� �3���2��0�������  
��� �2��3����������������B�� � �������� ',��0/

B� *��� ���3� � � ���0/�32��� ���7�����������	�� ��0������ Uttardrcika 
���� ���� PQrvdrcika,� *����� 2�� ��������� ���������3� �00������� ��  
������ 2������ ���� �00����������A�� � stobhas.� ��� � ������7�����������3  
��7���3(��7�� �,�� � � � 2��3� /��,������� ��0� ���� �����	��� ���2� ���  
Rg-ptdq� � �� ��3������� ��,�0�/� �,0�������	���������0������ yoni.� .  
�,������ �����0����� ��� ���	���� ������ �������7�����3�����2����3����  
2��3� 2�������� (eka-sdmi� ��� bahu-sdmi).� ��� 	�,��� ���2����2�����  
����� sdman� ���2,��0�� ���� 2,��0����� 	������ ��� 	����� ���� 2,��0/  
*��� ��3��2� ��� �����2����� �3� ����	����� 	��0����0���� 	��������	���  
��� �--��-������ ��� �����������/

*��� sdma-veda� ���� ��� ��-������ ��8�� � � ������	�/� *��� ��8�� � �  
���� Rg-veda� ������� ���2�� ������8�/� ��� �������� ���2� ���� Rg-veda� ��� ���  
-,�-���/� *��� Rg-veda� �,--����� ���� �������3�2�������� ���� Yajur-veda 
���� ���,��� ��� ��� �����7��� ��2,������,��3�� ���� ���� Sdma-veda� ���  
2,��0�����-������������ ��� �� ��0����0�/� *����� 	����� ��7������ � � ��,����  
��� �� ��0����0�� ���� ������	��� ���� ���� -���� � � � sdma����������0�2����  
��� ���	�� ��� Sdmagds.� ��� ��0����� ��2��� ������ 	����2��3��3-��� � �  
A�2�(�������� �,�� ��� -�������� ���� �,�� ������ ��7�� ��0�2�� �8���0�  
*����������� � � � �� Kauthuma, Rartayaniya,� ���� Jaiminlya.

*��� ������� �	����7�����3���2�0���0�-�0� �����	����� �����7������  
Kauthumd� �0����� ��� ��2����� ��� �� ��`��� ��2������������ ��� ���� 	����  
� � ������/

.� sdma� ������ �� fk � ��� 0�2-����� ��� ���� � � �����2��3� chandas. 
��� ��� �� ��0�������� � � � ����0����0��7���3-��/� ���0�������� � � ���-����� ��  
bhaktis,� 	��0�� 	�� 	���� ����0�� -�������3/� .� sdma-gdna,� ������ �  
0����0��7�� ������ ���� �� ��8��� ���� ���� ���2�� � �2,��0���0���� ���2�,��Q

	����� ��� �������	��� ����� �� �



Beyond this set forAj1 no'personal Variation !dfedIoiifihg'fa^aRdtved. 
The rhythm o f  the ��	�5+Z��S��  hence df'MW essetrtiaF(f.e., ’6f  the 
essence) type and obeys the rule �������  bUt doeSbot eftiployany 
��"�  or cycle o f time-measure. ��	�5+#��  is superhuman. * It is 
never sung to  aocoinpanimanfcV A. ffdtoa-singer highly skilled in 
music when requested to ning a ������  to the accompanimentof an 
instrument refused to  d o  so, as doing so would amount to sacrilege. 
Sfota-singtng is tacredm usic and m am . n o t be tainted with the 
practices o f  secular m usic'on anyaocOttot ��	�5+���  it  hence 
only a chant, with the difference that it employs five instead o f  
three dotes; introduces ���*��  letters, add takes similar other 
freedoms o f  contorting the original �$  beyond recognition or o f  
repeating ���*��  letters over and over again. This is perhaps why 
��	�5+���  h  not allowed a separate text, and purists like the great 
Mann boldly denounced and protested that the voice o f  the ����� - 
����  was impure.

The wording b f the ��	�5����  that has come down to us is 
subject to the following rules.

1. The 1��5+���  is obviously composed in view o f  a regular 
instruction o f the rite. It contains the main chants that are sung 
by the three chanters. An index containing the correspondence 
between the F��5+���  and the ����5+���  and the rite is preserved 
under the name bf '"�����$�"���������

2 . The regular order is sometimes interrupted for ��	����  the 
melodies o f which are o f such holiness that they must be practised 
in the woods and united in a separate collection, the ����5+���� �����  
a scholastic abbreviation o f  F���������+����

For instance, all ��	���  o f  the �������  belonging to midday 
evening o f the )+�����	�  are found consecutively in F��5+���  
1, 1, 1-14 but the second midday chant, (����	����5������  is an 
exception, and is found in F���5+���  1, 1, 1.

3. F������#�$�  contains the texts o f  the ����  and F���5+����  
namely, crossing.each other, according to the order o f the rite.
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4. Grdma-geya-gdna and Araqyd-gdna are pre-eminently sacer*�
dotal books. They contain the melodies the pnpil had to memorize;�
each melody there, is provided with one stanza only. Grdma-geya-�
gdna contains the melodies that are memorized in the bouse o f the�
teacher; Aranya-gdna is studied outside the village.

Many a melody o f Grdma-geya-gdna and Aranya-garia appear�
with the complete text in Uha and Uhya-gdna, i.e., in the shape that�
is used in the rite.

5. PQrvdrcika and Ardnyaka-samhitd comprise the texts o f the�
Grdma-geya-gdna and' Aranya-gdna. Texts that occur already in�
Grdma-geya-gdna and assume a new melody in the Aranya-gdna are�
not mentioned again in the Aranya-samhitd.

The Agneya parvan mentions that the sdmd singers (udgdtr)�
glorify Inba with drhat-samans; the reciters o f mantras (hotf) with�
lauding hymns, other (adhvaryu) with praising songs.

There are seven divisions o f  the sdman chanted during the�
yajha. At the outset, the udgdtr, prastotr and pratihartr are all�
expected to say Om as they all participate in the chant.

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

An explanation is given for the two different views on the�
division o f  the sdman chant. The view that holds that there are�
only five divisions is correct, and so is the one that recognizes seven�
different bhaktis. The five bhaktis are used only for Brahma-�
yajHa-prasna. The seven bhaktis are used in sacrifices. As we�
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���� �8�2������ ���� sdman� 0����� ������ ���� ��7��� bhaktis� 2�3� ��  
-��������/

*����� ���� ��7��� 2,��0��� ������ ��� ����� Sdma-gdna.� *�����2��  
� � � ���� ��2�0� ������ ������ �--���� ��� ���� Sima-vidhdna-brahmapa��� , ��  
kruf(a, prathama, dvitiya, tftiya, caturtha, mandra� ���� atisrdvya.

��� ���� � ana� ��8�� � � � ���� Sdma-veda� ������ 2,��0������������  
�������� �3� ���� �,2���0��� ���M�� $�� ��� s, 6,� ���� �/� *���� ,1� ���,��� ��  
���� ��0������� 	���� �������� ��� ���� ������ � � � sdman� ������� ���������3� ��  
���� ���0������� ������� ��0�,��� ����2,��0��� ������ � � ����� Sdma'Veda 
��7�� �� ���,���� ������03� ���� ���0���� 	��0�� ���0������ nidhanaprakrti. 
*��� sdman� ,�,���3� 0�������� 1� ��� C� ��� �� ��� 6� �����/� _���� ���  
��7����� �����0�2������� ��� ��� ��	�3�� �,��� ������� ����� �������������0�,��  
���������� ���� ��� ��/

*��� ��8�� ���-� 	�,��� ��� ��� ��A,��� ���� ��2�0� ������� 	���� ����� ��  
������� 2,��0��� �����/� ��� ��� ����� ��� ���� Narada-Sikfd� �� if:� H �2��U*�

�:5�� 	�����	5_<� �� A��� �0��� �� ��� 55**�� �� �

� 5 ���� ��#

*��� 	�,��� 2���� ����� ���M��$��)�� C�� 6,� �� � � � ���� ��2�0� �0���  
�H,���� ma� ��� ri sa ni dha pa � � � � ����2,��0��� �����/� *����� �	�� ����  
� � � ������ ��7��� ��� 	�,��� ���2�� ���� ��2�� ������7��,��	���� ���-�0����  
��0�� �����/

L�ii
*��� �,2��� ����� ���� ����� ,���� ���2� ���� ����0���2��� ��� ��� ���  

��� 2�2���`���� ���� 0������0����0��3/� *�� ���� � ��3������2���-,������  
� � � ���� ����� ��� 0�,������ ���� uddtta, anuddtta� ����� svarita� ������ ��  
�����	��� ��� sdman� 0�����/� . � 0,���,�� ����2����0���8����� ���	���  
���� sdman� ����� ���� 	���� ��� ���	�� ��� ���� �,�������� ����/� *��  
������ ������� ��� ���� -��0��0�� � � � ,����� ���� �,2��� ����� ��� ��� ���� ��  
2�2���`���� ���� �0���� ���� ���� ����2�`������ �3��������� -������3  
������,���� �3� ;,����� ��.��``�� ./9/� ���%=�%C% /� ��� ��� �� ����0�� � � ��  
����� 	���� ���� ��2��� � �� ������ ���0������ ��� ���� 7����,��-����/� ��  
��2���	� ��������� ��� ��2���� �,-�����,���� �������0��0��� ���� ���������  
���� �� Q�0�2-�����2�����3� � � ����� 2�����7��� �3���2� � � ���8�0����� ���  
2,�������� ��� ���� �-���2�� ������� � �� ���� ������� �3���2� � � �0�,�0�
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modes.' Indeed we hear chromaticism was objected to strongly in 
the 16th century, because] it was not contained in the hand. The 
gnidonian letters were: ��5��5	�5��5��"5"��

It is interesting to note that this mode of using the hand was 
used in the religious music o f  the two vastly different systems. 
They find no place in art music. Perhaps with the vista o f newer 
possibilities in music unrolling itself before them, lovers o f  music 
have given up the use o f  the hand as inadequate. This tradition is 
current and common to the followers of both the (��2������  and 
������	�  branches o f the ��	�5�����  While singing the �2	���  
the singer intonates his .musical tunes with the help o f his five fingers 
o f  the right hand. '

t -
( 1) 1st finger—the thumb stands to denote the first note to 

be sung.
6V9 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 o f the �2	���

(5) The last denotes the 5th note o f  the ��	���

Like the hand o f the clock, the thumb is made to move and 
touch the other fingers, and this helps any ��	��  singer to sing the 
�2	��  tunes with proper intonation. The fingers o f a �2	�+�  serve 
the purpose o f lines in the musical staff. The tradition which has 
come down from the long past and is still current is followed by 
every �2	�5���"�  while �2	�5+���  is sung. These are the signs 
used in the notations o f  the ��	��  3 denotes stress or lengthens 
the. tune o f  that letter.

T written over a letter.

^  denotes high tone (�##�9  denotes low tone 6��#�9�

— denotes trebling o f  the note.

A joins the tone o f  the previous letter with the one ensuing.

s  continues the same tone or extends the vowel.

�  augmentation o f the tune.



The directions contained in these verses are all well known to�
every sana-vedln, and have been taken from the Ndrada-&k$a.

The tradition o f 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 s&mic tunes�
denoted by the numericals 1, 2, 7 in the text o f sima-gdna.

As a rule, any number from 1 to 5 placed above the first letter�
o f sdman, becomes the fundamental note o f that sdman. The figures�
2 or 7 are never used in -the beginning. This is the ddhara or fadja �
—the S  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�
fundamental tone o f  that sdman, 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 o f  Om.

A sdmaga begins the chant with pranava. * jn?j> tpptffa ’�
which denotes udgitha

�4�� �������������������	������	����������	�� .%�/��$%�"



� A * A � � , D Q

l �> � � 3 � Z � � N � � . O O � � . � *

R. Qaip&itbsQ
Q ts$tu  aoiii& pjfiar aipsoirjn &inirir� ��%%�̂ sosrQs& sqg  

Qfimi3(s«Qfi QfinL-,ii(3&jD£i. $<£& 18 jprjbqpsdrQsanr<* 
mingi mviiiSjib @ffimLirx mtsririjft Q&trsm® a)ii$@&8jDgi 
srdrqfffjnh GljbSteo jprpqpeiirQ&tdH) •SiP™ fifij&irth isu>&@j 
Q#erf}ajir<sd fi«Di_<x<sa9a)Ai>. ^urShuu iSbotmn, ^mesfliuit utat— 
QiuQiliLj qpjSsQuj ueo kirjrafriu&erihgpeo Qpri—irk&>
^ liisr iu d s  tS'lQu Guiru3(giSjD^i. ^uHgyih tsingi eiiin£f£  
fitir um/r&QuSA &cu QpiSujuurm siLi—tiiMST rSfmwtsjp ^ai>& 
ppQuirgiarefr tSSbtemni^s Qairahr® aiAfi(&£&jpm.

^ p Q u ir g i  sirtBin—% ew iiS p th  stsstjd Quiuirira) euffitiiS aj($ib 
Q&ssr ssfiA^uj Q t o s  q p m p  QjSir&duruiSiu$  fidsoQ aj <§jfiui3i—u  
uiluf.<§A/s Q u trfi& jib  ^ttruf.uusni^iuirtsr m wiriii& igjin injbjo 
^/useiii&iisrfu) &. i3 . 2-ih jpr jb q p d r  tQ.St {gjtujdjduulLi— f t a u u f i  
sirrjS&(!«o<3tu (tfiftssr Qfiptoir&A d s trm ru u Q Q m p m . ^ tf i& iin  

uiri—uQ ujbjp) a i t i#  m ovjtfpium i& ar $SBT(a?*ift 
isin k® *  &a>uA*e3A&o.

&iniriT 4-ih jfirfifffemQ qppA �(� lgi jprjbqpeitr® ajenjida) 
ajiry)Afi(§ifi ^iftajirir&ar, isriu&TUHTir&ar ^SQiuir/rireb 
ffltujbjDu Qujdjd d tru ifi uirL-etiat&in, (Spajirpu utn—A&t&ib 
uaorQfiemjDuuuj. (glen* ^aninkau Qujbjpi ^f«naj ptStf) isatlu^A
uiri_u Qujdjdi sirtstrLs @]m&u9ehr ineoirkSlttSA Qppeoir
ai&trm stLi^ih gt stearin. jgjaijbjtiar ^Shfhuir&mtim fi(n>®irerr 
&ikuiptf, rsihmirfjteuirir, £}($£iurQ/piflairir Quirdrjd ^ tpu riaear  
Geodiu gjmaj {§jtm<r jfasunA&u Qujbjpi iury>, eBSsssr qfipediu 
<s@«9<s<£>r u s s  u rjiu m rsk  Q atar®  utL.u Qujbjpi aiAjt

a ju f.a jiiia« r {§jeujbg}S(§ a -frireB T in ra  jg juQ u r^ t
gjQfUri—Wdiim tsrih aatesfiuQutib.

JSqfft&irw a th u ipprA  Qpjffir qpjtora u n  .in n’ t u&ain 
a��!"��� � �)��� ���"��4�f� � �l !� �� � � ��� ���+���  10 � � )� � � � �
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iuir<$ii. $ u u $ s ih  pjbxrrenp^u ‘ sibiSjr mrU-api— ' srsirjpi atytiir
@u> ‘ miLt—u  UTsni— * uesbr«nfla> ^aoiomjiarerr^i. @mp
jre&p&ar ^Gpepoanrtb -  jysuCJ framasrih . mommuiStk) -  moiSum 
asm erdrugi. 72 dtoarvirppir -ajtnepi&foj vimptSar
aoiinpeessr ^Geir^a>asrp^iL.<5sr @jmp jnratb * ’ star p
Quiuia) ajffiiiS aiq$3/Dgji, Gpvirtru ueLjsa iSarvi^utepi.

“ Gpr@mL.iu Q&o&iuesr � � ��� �
GiujSGiur.it prQvieAr u>£} (gjU}.A

arQ �� �2 34� � ������� � ���� ��
erar tLOietriit mat it senator

er@aoi—tu uteojreeir QpSssrmril.
.uosfliiGppp ^QTjeir Q&ujp

df@aoL.iu djnDTqjib � ��� � ��  
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tfALAKAMAlHARATHAM (Dramaturgy) fcyKarthika Tbirunal 
Bala Rama Varma, with SARASWATHY (Traoilatioa and Study 
in Malayalam) by Dr. V. S. Sharma, Readeriq Malayalam, Univer­
sity of Kerala, Trivandrum—695 981. Published by the author. 
Distributors: National Book Stal̂ . i^ptttypm. PqcoRs. 84.00

Successive beads of a royal' houac^winR-patnons ° f  literature 
and the arts is not an uncommon phenomenon ig Indian history. 
There are also exceptional cases o f ariiyalpetron (like H^rsha- 
vardhana) being an author of merit in. his own right. The Travan- 
core royal family, however, has tbo unique'honour of producing 
several Maharajahs, who were patrons as well as practitioners in the 
field of literary and artistic endeavour. The most famous of these 
is, of course, the immortal Svati Tirunal. Bat, one o f his predeces­
sors, Kartika Tirunal Balaramavarma has a distinction denied even 
to the famous Vaggeyakara. th Kartika Tirunal we have the rare 
instance o f a scholar (let alone a scholar-king) being the author o f 
both Lakshana Granthas and Lakshya GrSnthas. 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, Hindustani and Malayalam. 
He knew Portuguese and English as well and had a working
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The author seems to have bees urged to* write a book on Natya 
Sastra by the Rasikas of the court over which he was presiding.

wtfirawr i

tRflfiH fang nrfSat sf^R: II

The author admits that his' is not a pioneering work but only a 
condensed version of the authoritative treatises written by sages and 
savants of the past.

9MlR«lWrei$: H V  J J W ^ : | 
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The acknowledgement of such indebtedness extends to incor- 
.poration into the text of B&larama Bharatam of passages from 
earlier treatises. These- include the Adi Bharatam, Sangitaratnakara, 
Tandavam and Sangitasudhakara.

The ttaiarama Bharatam begins with a Mangalacharana, as is 
customary in any Sanskrit work. This is followed by thirty-two 
long aiftiran 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

cIcgK fl^ lf sw r n r e n w N f c  I 
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The treatment of'AngHt^btrmaya in BaM ttoA A B hanM B fs 
extemely thoroogh and detailed, hut does not follow any ona. eC: 
the older treatises^ A few examplestnay be gi veatoiUnstfate this, 
point. Bharata m hie NWya-Sastra gives 13 karmas for die head  
(Sirokarma): Balarama Bharatam gives 30 Ksnbas ander .three 
heads—Sthira, Asthira and Khandita. The work lists 40 Asamy- 
ntahastas and 27 Samyutahastas, while NatyaSastra mentions 4>nly 
24 Asamyutahastas and 13 Samyntahastaa. In fact, Bharata’s  
treatment o f band gestures provokes a mild sense, n f vexation in 
the author as may Be gathered by a discerning reader from the 
following slokas

fffaRIR I f  |

5^ 51  V  R W tF W tf ||

OTj|lII9W 3  R%« l

a fe d tw w i 11

In bis treatment o f  Hastabhinaya, Kartika Tirunal seems to  
have taken to heart Bharata’s advice to look, learn and adopt from 
the world at large whatever is needed to cover the insufficiencies 
in the Sastra.

It is probable that in his attempt to augment the number and 
enrich the scope o f  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 o f their finest 
flowering in Kerala. This seems to be indicated In the following 
refrain appearing at the end o f  the different sub-sections o f  
the book.

H�B���G'��;I�J(G@�<��� �
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Dr. Sharma, in bis study, does attempt to identify and enume­
rate these additional and innovative aspects in the Balarama�
Bharatam and trace' them to their‘sources: but his study is confined�
to a very small number o f  the Karinas and Viniyogas. Much�
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 Kummitbadana (Kummi—�
Sloka— 12—Page 234) and Kolathadana (Kolattam—Sloka 5 4 5 - �
Page 212) bear this out.

The “ Saraswati ” by Dr. V. S. Sharma is a translation and�
study o f Balarama Bharatam. Admittedly, the translation o f a�
technical treatise in Sanskrit into any language calls for great�
scholarly effort and discrimination. By and large, Dr. Sbarma’s�
translation is faithful to the original.

There are, however, instances where the translation omits�
passages, whose meaning is by no means obscure. For example,�
in Sloka 144 on page	22  and in Sloka 159 on
page—69 are omitted in the translation. There
are also cases where the omission is perhaps attributable to the�
obscurity o f the passage from which no clear meaning could be�
extracted despite strenuous scholarly effort. Some instances o f �
omission are:
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living further in South at Ettayapuram. Thus a suspense is built 
up leading to the meeting o f  SubbarSma DIkgitar and Bhfitkhagde. 
The meeting as such turns out to be an anticlimax since SubbarSma 
Dik$itar was not familiar with ancient a texts. (This cannot be 
accepted in toto—Ed).

Sangitaratn&kara seems to be the text mainly focussed in the 
questions that BhStkhaode posed to others. He him&lf had studied 
it seriously and found many places rather difficult t,o comprehend. 
Contrary to his expectations, he found that evey musician and 
scholar he met in the South had either shown no interest in thq 
Sanskrit texts or exhibited superficial knowledge o f them. 0 f  course 
this was a period when the existence o f Caturdandiprakfitiki had 
not come ‘to light, except for Subbarama Diksitar who possessed a 
copy o f  the manuscript and gave one to Bhatkha^de. Bhjitkhaod^ 
bad only heard o f 72 melakartas and wondered if  it was a concept 
o f pre-Sirhgadeva origin (p. 31) 1 Subbarama Dik^itar’s Sangita- 
sampradayapradarsini had just then been published and every 
musician in the region felt pround to own a copy o f  it and thought 
it was the last word in $astra (p. 110 ; p. 8 1 ; p. 102). However 
some musicians regarded Subbarama Dik$itar as being pro-Muddu- 
svatni Dik$itar and anti-Tyagaraja in his views and he was by 
himself not a good performer (p. 110 ; p. 90). SubbarSma Dlktitar 
had not himself studied Sahgitaratnakara and although through 
CaturdaQd>PrakSiika he was aware o f  SafigitasudhS o f  Govinda 
Dikgitar he had never seen it (p. 125). And since in those days it 
was only Subbarama Diksitar who had a knowledge o f Caturda$d>* 
prakaSika, Bhatkhatyde 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 Bh3tkhaude’8 knowledge o f  
the Sastras and touched by his sincerity, SubbarSma Dik$itar offered 
to share all his immense knowledge with BhStkhapde an<* oven 
requested the latter to take him along during his travel in the North 
(p. 148), A few interesting points that came out o f  their conversation 
would be worth mentioning here.

(a) There could perhaps be a link between the 18 mela-s des­
cribed by Venkatamakhin and the 18 jati-s o f  the ancient music 
(p. 141). (Seems rather farfetched, though I)
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, .... (b) $ubbar£ipa Dik$itar bad studied under the grandson
(daughter’s son) of Venkatamakhi Vehkatamakhi’s father.Govinda�
DIk?ita had been a student of the famous TSgappficfirya, who in�
turn was'a ftndent’ o f Ssrdgadeva. Thus a continuous tradition�
is established from the ancient period (p. 147) (Here Bbatkhande�
has made an obvious chronological blunder—Ed.).

Bbatkhande had really been delighted by these findings. Going�
through the book the reader cannot help admiring the sincerity o f �
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�
tala basis of the South Indian system. He even learnt trfb 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 o f his�
meeting with musicians paints a very vivid picture o f that period,�
the luminaries o f which remain today merely names or are known�
only through their books.

The travelogue also makes it clear that apart from the specific�
purpose o f tracing links between the $astra tradition and the con­
temporary practice, Bhatkhaode, 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 Bhatkhaqde went�
musicians preferred to exhibit their skills in performance rather�
than talk about its theoretical aspects. Some o f  Bhatkhande’s�
observations are very pertinent 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�
o f  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).

(ii) Musicians are preoccupied with firoha-avaroha and mela�
o f the r6ga. They are not able to comprehend a raga unless des­
cribed in terms o f  6roha and avaroha (p. 60).
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Sitar Techniques

S1TAR TECHNIQUE IN NIBADDHA FORMS :

Stephen M. Slawek; Motilal Banarsidas, Delhi, 1987,
xix  +  232 pages; Rs. 250.

There has been a tendency to keep an aroma of mystification 
about Indian music. While this sort o f thing succeeds in selling 
it in certain circles, it certainly does not help to promote an under­
standing o f it and least o f  all the process o f  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 o f  the sitar music which haB 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 gat portion, so that the structural analysis 
o f  the gat music can be undertaken. The alapa on sitar which is 
the main portion o f any artists' endeavour, is not chosen to be the 
subject o f study in this book. Perhaps for the obvious reason that 
the notation o f an alapa is a far more complicated affair and would 
also need a larger number of pages o f  analysis, taking the writer 
well beyond the requirements o f an M. Phil, degree which seems 
to have been the primary objective for this endeavour. The gat is 
named as ‘ nibaddha 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 o f sound, but here Slawek 
has called the very structure of gat as ‘ nibaddha ’ and its shape 
‘ technique \

The writer is well aware that practioners o f  the sitar may 
consider his book as something o f little use. But he thinks that 
such a study makes a ‘ positive contribution to our understanding 
of Indian Music.’ It will certainly facilitate a comparative study 
o f  sitar gats, with, say, the Karnataka music kritis and other



musical forms o f India and even with those o f jazz and modern�
rock. The nature o f improvisation, even though limited in gata,�
becomes quite obvious ip.' Mfch {m nsjbritftqg./can also help some�
o f those western students o f sitar who would like to supplement�
the instruction o f  their teachers with jSlawek's transcription. Such�
too is the hope o f  Slawek’s mentor, Pandita Ravi Shankar. However�
in his analysis the author has not made any attempt to relate the�
nature o f a raga to the structure of a gata. which n o lp  o f a raga�
are to be taken for use in mukhra, which in sant, and how the�
alpatva-bahutva distribution o f  a raga should figure in gata, are�
no concern o f  Slawek/s analysis, In. the absence of the raga�
principle as related to the formation o f gata  structure the des­
cription of gata remains only an outer shell without the inner spirit.�
It is in the above mentioned relationship that the secret o f  impro­
visation lies, the real technique thus is not talked about. Neverthe­
less, the documentation because of its accuracy and thoroughness�
provides sufficient opportunity to the discerning eye to see raga�
working in a gata, and if the readers o f  this documentation are�
familiar with the principles o f gata construction 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 o f  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 o f 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 o f  ‘ 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 o f sitar or sitar itself with a different�
name. Slawek, thus endorses the view that not before the 13th�
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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by cycle. It is an impressive task, bat o f 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, die book happens to be o f  .doubtful 
use to local people. But its utility is likely to  be o f  a higher order 
in music schools abroad where the Sitar is taught.
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Music in Maharashtra Stage
MUSIC IN MAHARASHTRA STAGE: By Ashok D. Ranade.�

Sangeet Natak Akademi, Rabindra Bhavan, Fcroze Shah Road,�
New Delhi-1 1 0  001. Rs. 60.

Uunng Jhe 19)208 the Gramophone Company of India flooded�
the Tamilnadu area with records of Balgandharva which took the�
music-loving public by storm. Many dit not know the language o f  the�
songs nor the fact ^hat they were stage songs sung by the musician�
vfhile ..acting mostly in feminine roles but their melodic appeal was�
so overpowering that even giants like Maharajapiuam Viswanatha�

Iyer were bewitched by it.

Music and theatre have always enjoyed a close relationship,�
dharata, in his Natya Sastra, has devoted an entire chapter to Dhruva�
ganas sung by characters in the plays o f his time. In this excellent�
monograph o f over ���  pages the author, who is a noted musicolo­
gist and himself a composer o f music for the Marathi stage, has�
traced the development o f Marathi stage music from the 19th�
century till about 1980.

The first ticketed dramatic performence in Bombay took place�
in 1853 in the Grant Road Theatre and was staged by Vishnudas�
Bhave. It was an urban manifestation o f  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�
p f stage activity was closely linked with the advent o f 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 successful that many�
more drama companies followed. The author has rightly pointed�
out that the Marathi stage was heavily biased in favour o f Hindu­
stani art music. All the major companies had at least one classical�
yocalist o f  high calibre as their music director and weightage was�
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years and lived as a phenomenon. He remained a major force and 
had attained such a stature that he could start and set fashions. 
He depended heavily on his natural gifts and 'intuitive sense o f  
music. He had 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 describes in great, detail the many 
excellences o f  his hero’s music.

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

With bis deep and extensive knowledge o f the Maratfii stage 
and Hindustani Music, Ranade deals with many more interesting 
aspects like acoustics, audience and administration, thus making 
the book a comprehensive account o f 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. H is a bargain for the low 
price fixed.

(Courtesy—the HINDU), T. S. Pa RTHASARATHY
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Excellent Treatise on the Sitar

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

Elsewhere in this issue we have published a review o f  the�
book ‘ Sitar Technique' by Stephen M. Slawek with transcriptions�
o f gat vistars in European staff notation. The book under review�
is intended for Indian students o f 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 faculties o f  music o f  leading Universities and�
is presently the Principal o f the Bharatiya Sangeet Vidyalaya at�
Delhi. He has several other books to his credit like * Indian Music�
through the Ages * and ‘ Sangeet Bhashay ’. His intimate knowledge�
o f the techniques o f Sitar playing and his erudition are apparent in�
every chapter o f  the book.

The excellent introduction sums up the evolution o f music and�
discusses musical notes, the octave, parent scales, the ragas and�
their time theory. The origin o f 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 Khusru is�
dismissed as • doubtful ’. The parts o f the instrument are then�
described with illustrations and- playing techniques explained.�
Terms o f 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 techniques and practice, the author, giving�
guidelines for beginners, has rightly observed that the student�
who desires to learn Sitar should have very sensitive ears to re­
cognize the delicate resonance o f musical sounds. He then gives�
simple and compound scale exercises in ascent and descent in�
different talas.
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