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May the Academy be blessed with every felicity in its noble 
endeavours. I send my very best wishes for the unqualified 
success of the conference and the fulfilment of all the participating 
musicians and scholars.”

Sri Rajiv Gandhi, Prime Minister, in his message 
congratulated the Music Academy on its work and wished the 
Academy the very best for the future.

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

“It is my privillege, as President of the Music Academy, 
to extend to all of you, a hearty welcome to the 64th Annual 
conference of the Academy to be inaugurated this evening and 
the concerts to follow today and to the concerts that are to be 
held hereafter.

On the eve of the inauguration of every Conference 
every year, our thoughts turn back to the Founding Fathers 
of the Academy who, with immense foresight, anticipated the 
urbanisation and the consequent shift of the nerve-centres of art 
and culture to the cities and towns and turned the Kaveri toward 
Madras to make it the seat and centre of the artistic and 
literary life the former cradled and fostered. We salute them for 
making the Music Academy a precious heritage to protect and build 
upon.

For a long time, the patrons of music and other allied arts 
were confined to a hierachy ranging from Maharajahs to Mirasdars. 
When the focus shifted to urban areas, the Sabhas slowly took 
over this patronage. With the arrival of TV and - pardon me for 
saying this - with coarsening of tastes, the Sabhas became shaky. At 
this point - I am happy to say - some industrial houses started 
extending their patronage to fine arts indirectly through the Sabhas 
and directly in several cases. Shri R.P. Goenka, who is to inaugurate
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the 64th Conference of the Academy, is a modern version of the 
Maharajah and his empire in an industrial empire.

Shri Goenka is one of the India’s best known industrialists 
and the Founder Chairman of RPG Enterprises Limited whose 
licensee companies have a turnover of around Rs.2000 crores. He 
belongs to a family of well-known businessmen which traces its 
business origin as far back as 1820 at Calcutta. His grandfather, Sir 
Badri Das Goenka, known as the ‘Grand Old Man o f Calcutta ’ 
was a member of the State Legislative Council, Sheriff of Calcutta 
and the first Indian Chairman of the Imperial Bank.

Shri R.P. Goenka is currently a Director of the Central 
Board of the Reserve Bank of India. In addition to being the 
chief of a number of key core sector business concerns, he is involved 
in a large number of public service activities like the Jawaharlal 
Nehru Memorial Fund. Because of his long association with the 
late Smt. Indira Gandhi, he also takes keen interest in the Indira 
Gandhi Memorial Fund as a Managing Trustee.

The RPG Group which has taken over the Spencer chain 
of concerns in the South, is currently embarking upon a major 
expansion plan and it is expected that within another five years, 
the Group’s turnover will touch Rs.5000 crores.

Shri Goenka is deeply interested in the cultural heritage 
of India and its performing arts. He recently acquired the 
Gramophone Company of India which has been rendering 
yeoman service in the field of recording music for many decades.

I thank Shri Goenka most sincerly for agreeing to 
inaugurates this Conference and offer him the traditional 
SWAGATHAM.

Talking of Gramophone Company of India, one cannot but 
talk about that queen of music, Smt. M.S. Subbulakshmi and her 
consort and music career-architect, Sri Sadasivam. Well wishers
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who suceeded Balasaraswati after a gap of 15 years. No less than 
five Vidvans of the Umayalpuram parampara, namely Swaminatha 
Iyer, Viswanatha Iyer, Semmangudi Srinivasa Iyer, 
T.M. Tyagarajan and Maharajapuram Santhanam, have been 
conferred the title of ‘Sangita KalanidhV. These are pointers to 
show that merit runs in certain families and lineages of disciples 
of the great Tyagaraja.

1990 was a busy year for the Music Academy. As usual 
we celebrated the memorial days of Tyagaraja, Dikshitar, Syama 
Sastri, Purandaradasa and Swati Tirunal. Thanks to generous 
sponsoring by Mr. Obul Reddy, the Tyagaraja Day was organised 
on a large scale in February 1990. Mr Reddy also helped us to 
present the Sprit of Youth Music and Dance Festival in October 
with 12 music and 12 dance recitals by young and promising artistes. 
We are grateful to him for these kind gestures.

The Mini auditorium in the Kastari Srinivasan Hall 
was renovated and expanded to enable dance performances being 
held. It is now one of the best mini-halls in Madras and is in 
great demand by music and dance promoters.

On this occasion I acknowledge with gratitude the gift 
of lighting controls, mixers and microphone to the tune of Rs.2.5 
lakhs by the London International Group pic, London. Our thanks 
are also due to the Kirloskars for giving us a compressor and 
motor at 50% of the cost. We owe our gratitude to Novin Tiles who 
supplied us bathroom tiles for the auditorium block at 50% of the 
cost and Jenson & Nicholson who have promised to supply us 
Robbialoc cement paint with the same concession. Such gestures 
on the part of leading business houses enable this Academy to 
maintain a high standard in the upkeep of this large auditorium 
and the Mini-hall. I would also like to take this opportunity 
to thank the sponsors of the various programmes for their contribution 
for the successful conduct of the Conference.
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An extremely interesting programme has been drawn up 
for the morning sessions of the Conference with several participants 
from abroad in addition to local scholars. The afternoon, evening 
and night concerts have also been arranged with great care to ensure 
the widest possible representation of musical and dance talent.

I once again extend to all of you a warm welcome and 
request Shri R.P. Goenka to inaugurate this Conference.”

* * *

INAUGURAL ADDRESS
Sri R. P. Goenka, in his address said:
“The Music Academy is one of the foremost institutions 

which has nursed and fostered Karnatic Music. I understand that 
a few years ago the Music Academy had made a decision to invite 
only veteran musicians to inaugurate their Annual Conference. 
I therefore stand with some trepidation, today, at the same podium 
which has been graced in the earlier years by the likes of 
Ms. M.S. Subbulakshmi, Dr. Semmangudi Srinivasa Iyer, D.K. 
Pattammal and other illustrious exponents of Karnatic Music to 
inaugurate the conference.

However, this is not just an auspicious festival for artistes 
but it is also for us Rasikas, and I believe I qualify to be here today 
because, if nothing else, I can claim to be at least an enthusiastic 
rasika, if not a particularly erudite one.

Since its inception in 1927 the Music Academy has 
devoted its entire energies to the propagation of the very rich 
musicial tradition that we have inherited, especially so in South 
India, which has remained relatively immune from outside influences. 
I applaud the Music Academy for regularly convening conferences, 
concerts, lectures and providing encouragement and assitance to
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All of us therefore have a responsibility today, the 
responsibility to not only protect our classical music heritage, but 
keep it alive and expanding. It is important that this heritage does 
not get consigned to the archives or history, bur remains an integral 
part of our culture, our evolution, our very life.

We must all make our contribution to fulfil our responsibility 
to the fullest extent.

I am happy to say that I am associated with Gramophone 
Company of India which in its last 90 years of operations had made 
a tremendous contribution to preserving our musical heritage. Had 
it not been for its pioneer efforts a very large part of our musical 
heritage would not have been available to us today to cherish, 
admire and aspire to. I am also proud to say that we have remained 
single - mindedly committed to this cause, and are actively involved 
in not only preserving,, but propagating classical music throughout 
the country.

I therefore feel gratified to be a part of this Conference 
and offer all the facilities of Gramophone Company to further the 
Music Academy’s efforts in preserving our heritage.

With this humble offer, I declare the Conference open.”. 
* 8 *
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VOTE O F THANKS
Sri V. Subrahmaniam, Secretary of the Academy, proposed 

a vote of thanks.
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ELECTION OF PRESIDENT
Sangita Kalanidhi Smt. T. Brinda proposed Vidvan 

D.K. Jayaraman to be president of the 64th Conference. 
The proposal was seconded by Sangita Kalanidhi Sri B. Raj am 
Iyer. Vidvan D.K. Jayaraman then delivered the following 
Presidential address (condensed English version).

“I stand before you now at one of the most important, 
and the happiest, moments of my life and of my career as a musician. 
The distinction of this occasion I sincerely dedicate to the Almighty 
Lord who is present eveywhere in the form of Nada Brahman’, 
and to my elder sister and guru, Smt. D.K. Pattammal. To these 
perennially beneficent influences on my life, I render, with deep 
reverence, humility, and the fulness of my grateful heart, profound 
salutations.

In this moving moment, I think of my mother, Smt. Rajam 
Ammal and my father Sri Damal Krishnaswami Iyer, who poured 
great affection on me. Me gratefulness goes also to my elder 
brothers, D.K. Ranganathan and D.K. Nagarajan. They and other 
eminent people have moulded me into whatever stature I now have. 
The late Justice Sri T.L. Venkatarama Iyer, Papanasam Sivan and 
Sri Thanjavur Sankara Iyer - who is happily with us still-have 
been loving patrons and guide to me in my music., and to them 
I am most deeply thankful. Day and night I have been protected 
in my life *by the blessings of the great living Saint of our times, 
His Revered Holiness Sri Chandrasekharendra Saraswati Swamigal 
of the Kamakoti Peetam in Kanchipuram. At the golden lotus feet 
of Sri Paramacharyal I submit the distinction that the Music Academy 
has chosen to confer upon me. Rightly does humanity acclaim him 
as the Jagadguru, preceptor and guide to all the world and 
the universe too.

* * *
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	��	���� ����� �))���"��� ���PBrahma RishV� #�	��� ��	����	#���������
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have Sri T.T. Vasu, a man of vast and varied competence and 
attainment. The Music Academy is indeed fortunate to have him 
as its President now. From designing the concert platform with 
taste to drawing up the programme of events with meticulous care, 
Sri Vasu has left his unique impress on the Academy. I deem it an 
additional point of pride for me that I have been elevated into 
the high status of Sangeetha Kalanidhi at a time when Sri Vasu is 
the President of the Academy. To him also I extend my heart-felt 
thanks. If we did not have large-hearted ����%�-s like Sri Vasu, where 
would our music be? If generous appreciation and patronage 
decline, how can the arts survive?

Let me disclose to you a secret now. Many of you may 
not know that Sri T.T. Vasu and I were class-mates who studied 
together in college! In those days we had participated in many an 
amusing scrape. But, interesting as they are to recollect, I will not 
disclose anything of those scrapes!

The Academy is now headed by Sri Vasu(deva). This 
magnificent auditorium of the Academy, as we all know, takes 
the name of Sri Krishna(machari). And the face of the hall 
is adorned with the portraits of the Great Trinity of Carnatic 
music, Saint Tyagaraja, Sri Muthuswami Dikshitar, and Sri Shyama 
Sastrigal. Together with them we have the portraits of the 
founding father of our music, Saint Purandaradasa, and of the 
ruler with seat in Trivandrum and heart in music, Sri Swati 
Tirunal. It is my earnest request that, along-side these portraits, 
the Academy should install, in this centenary- year of Sri Papanasam 
Sivan, the portrait of that great composer of our times hailed as 
the “Tyagayya of Tamizh”. I sincerely request my class-mate, Sri 
Vasu, to take the necessary steps to have the mystically smiling 
face of the great Brahmasri Papanasam Sivan beam upon this hall 
from a portrait made to fit with those of the other illustrati.

The Great Trinity of our composers, and other devotees 
and innumerable practitioners of the enhanting art of Carnatic music,



have driven it home unto us beyond any question that this art, 
fundamentally, at heart, and at its best, is raised on the strong base 
of ‘bhakti’, of devotion to God.

Harmony is the basis of Western music, melody that of 
ours. But on music’s closeness to religion all people are agreed. 
We tend to consider music as one of the greatest, finest arts 
in Creation, and God Himself has been apostrophised as embodied 
in the Seven Swara-s and as the sum of all the beneficences 
that flow from combinations of the Seven Swaras. The easiest and 
the pleasantest of the many available forms of revering the Divine 
is through the means of music. Our great saints and siddha 
purusha-s have empirically demonstrated the validity of this truth. 
No matter in what time of clime, even in the midst of dinfully 
competing, crass, commercial considerations,music has the capability 
inherent in it of taking us close to God. In his great Kalyani 
composition, “NidhiChain Sukhama, RamuniSannidhiSeva Sukhama”, 
Sri Tyagaraja has stated no less than a universal principle that is 
bound to provide the basis of all well-being.

Yet, it would be idle for us to pretend that musicians 
and other artists can totally ignore the need for adequate means. 
Just as the physical body and voice are the fountain of the 
spritual experience of music, so too economic means are the rock- 
foundation on which artists can thrive. The need to guard 
against economic insufficiency in their lives is as much the 
responsibility of musicians as it is that of society whose members 
the musicians thrill and elevate.

The majority of musicians spend years under the tutelage 
of a preceptor. They train hard, both under his eye and on their 
own. They listen widely to expand their musical consicousness, 
imagination, and singing, playing skills, between the ages of twenty 
and twenty-five, they are ready to take to the platform, and gain 
acceptance by listeners. From then perhaps they have a career 
ahead, of twenty-fice to thirty years, in which they must earn their
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I have made it a point to keep in constant touch with 
our youth. And what I have seen of them fills me with joy and 
gladness. They are able, quick to learn,competent, confident, and 
with the weight of their numbers and the quality of the best of 
them, they are bound to add immeasurably to the glory of Carnatic 
music. When I look back to the times when I was a boy and a 
youth, and compare them with the world today, there are a number 
of differences that are immediately apparent.

The'most exhilarating of those differences to perceive is 
the fact that today there are far many more young enthusiasts of 
Carnatic music, that they are so eager to learn the system, and that 
the boys and girls display such felicitous proficiency in doing so.

I have personal experience of being in touch with our youth 
seeking attainments in Carnatic music. I have taught many and 
had the happiness of seeing quite a few of them come to the 
fore-front as performers. They have not been flashes in the pan. 
I can certainly declare, with my hand held on the heart of revered 
Carnatic music, that today’s youth pre-vision and guarantee a 
remarkable bright and splendorous future for themselves and for 
Carnatic music - be it as singers, or an instrumentalists.

Let me elaborate this point. Boys and girls today are eager 
to learn and to learn well. They are not afraid of rare raga-s; the 
ghana raga-s they take in their stride confidently and sweetly. 
The are quick to grasp technical nuances. Ragam - Talam - 
Pallavi is rendered excellently by them. Neraval and
Swara-prastara,. the tricks of Tisram, Misram and Khandam in 
rhythm - for all these demands they are smilingly willing 
answerers. I have taught Muthuswami Dikshithar’s intricately 
constructed Navavarana Kriti-s, new pieces and new raga-s composed 
and evolved by,say, Harikesanallur Muthiah Bhagavatar, the Melakarta 
Ragamalika garland, Tala-mala-s, and the mintfresh Tillana-s 
by composers of today and I have never found my students lacking 
incompetence in mastering them. Their grasp is so quick that it
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has the instantaneous quality of camphor catching fire. I must 
also compliment the youth on their sense of perfect confidence 
when they venture to give solo recitals. They do their teachers 
proud indeed.

Another important point I will stress is that students 
should acquire a firm grounding in the style (‘bani’) of music 
that their guru follows. Today we do not have the old ‘guru-kula’ 
system, and we need not be plunged into regret therefor. But 
students should make the most of their intimate face-to-face 
sessions with their preceptors, and absorb the finer nuances. Once 
such a strong foundation comes to be laid, there are now available 
any number of aids and means for students to expand their 
knowledge and perception Books, notations of songs, records, 
cassettes, radio and television, public concerts, all of these provide 
an unprecedented number of opportunites for young people to 
listen and learn from the finest music of the greatest masters, 
both of the past and of the present. Let me say this again, rooting 
oneself strongly in one preceptor’s style and mode, and then 
soaking oneself generally in the best elsewhere is as necessary as 
it is for a great and noble mansion to be raised on a strong 
foundation and then equipping it with a number of doors and 
windows so that plenty of light and fresh breeze can play about 
the place. A guide-line to such learning is given in this prayer 
from the Rig Veda: “Aa no bhadrah rutavo yantu vishwataha”.

I am indeed aware that young blood will have a fascination 
for raciness, and for expounding in clattering fashion mathematical 
premutations and combinations. All great artists have gone through 
such a phase in their development into maturity. But the best 
learners have learnt to transcend that Phase. Stick to the basics 
of your 4���=� teaching, understand the shape and feel of ��4�-s 
in the depths of your loving heart, cultivate and practise perfect 
pronunciation, and aim to sing and play at your very best on every 
occasion, pleasingly, purposefully, reposefully, and be sure never to
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him off only half-satisfied. I would also stress that the Frequency 
Modulation band on radio is ideally suited for bradcasting classical 
music. Using it to propagate loud and cacophnous pop and film 
music and for spoken-word programmes is a criminal waste that 
should forthwith be stopped. I have another demand to make of 
All India Radio. It is high time that they resumed publishing 
programme journals like “Vanoli” in Tamizh. Th journals should, 
for classical music programmes, give full details of the pieces to 
be rendered, the pallavi line, the raga, the tala, and the composer. 
This is a simple and inexpensive way of spreading knowledge and 
educating taste.

I have taken a good deal of your time. I thank you for 
your patient hearing. It remains for me now only to welcome 
the cooperation of my learned friends and colleagues who are due 
to present papers at the Conference, render demostrations, discuss 
fine points and thin technical distinctions with accuracy and 
authority. I welcome and extend my good wishes to the large body 
of keen rasika-s from far and near. I extend my thanks in advance 
to the representatives of the media: the Press, All India Radio, 
and Doordarshan who will, true to tradition, provide the finest 
coverage of the Conference and concert sessions that lie before us.

In conclusion I hail Tamizh and Tamizhnadu, our 
great country Bharat, and the noble art of music, and humbly 
invoke the grace of almighty God for the success of our endeavours.

* * *



CONFERENCE SOUVENIR
A Souvenir, which was brought out on the opening day 

contained an account of the Music Academy from its inception and 
its activities and also the following articles:

;��+����� ����4�	��<  (by 'Karnatakam’ - late Kalki 
R. Krishnamurthy) ;9������������������� ��(��<  (by T.T. Vasu)’ 
;����� *��������<  (A Profile by V.S. Sundararajan - Su. Ra); 
;���� ��	�������0>2�  ��2�? (by N. Vijay Siva); “��&���� ���� ���	  
�7� -���� ��	�< (by T.T. Vasu); Presidential address of vidwan 
D.K. Jayaraman); ;����  �7�� ��&� ���%� �7� ���������� ��(��< 
(by T.S. Parthasarathy): ;�����	� �7�@��	�� �� ���4�������7�����2� � 
���2�< (October 1990); ;�	���%�&�� �� ���� �����2�� �7����	�< (by 
T.S. Parthasarathy) and the list of Prize Winners in competitions 
and concerts - 1989-90.
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Sint. Sakuntala Narasimhan The use of two varieties of the 

same note in a raga in 
Hindustani music

Dr. Pappu Venugopala Rao Bhadrachala Ramadasa
(Vocal support: Sri Mohana 
Krishna)

(Subhadra Dayanand Rao award)

(23RD DECEMBER, 1990)
Kshira Sudha group Narayana Tirtha's Tarangams
Smt. Gomathi Viswanathan Teachings of ragas to students
Smt. Prema Sukumar Vivadi raga Kritis of Kotisvara 

Iyer
Music Concert:
Sangita Kalanidhi B. Rajam Iyer Vocal
Sri T.S. Veeraraghavan Violin
Sri Trichur Narendran Mridangam

(^4TH DECEMBER, 1990)
Kalaivani Madar Nala Sangam Kapalisvarar Ashtakam
Dr. Padma Murthy The musical aspects of 

Purandara Dasa's compositions
Dr. Rajalakshmi Santhanam Contribution of Tamil to 

Karnatic music (Smt. Chellamal 
Natarajan award)

Smt. Rajsri Gautam Madhavi's dance in 
Silappadhikaram

(25TH DECEMBER 199o)
Marakata Shyama Group Bhajans in different languages
Sri B. Rajam Iyer Lecture demonstration on some 

allied ragas.
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Sangita Kalanidhi 
Smt. D.K. Pattammal 
Smt. T. Rukmini 
Sri T.A.S. Mani 
Sri R.A. Rajagopal

Vocal
Violin
Mridangam
Ghatam

(26TH DECEMBER, 1990)
Tiruvaranga Kuzhuvinar 
Dr. S.R. Jayasitalakshmi

Dr. Nookala Chinna Sathya 
narayana 

����2� /��2��	5

Devotional songs 
The Varnams of the Dikshitar 
family (Brinda Varadarajan 
award)
‘Sadhinchene’ of Tyagaraja

Sri Vaigal Gnanaskandan
Sri S.D. Sridharan
Sri Srimushnam Raja Rao

Vocal
Violin
Mridangam

( 27TH DECEMBER, 199o)
Aishwarya Ladies Club 
Smt. Vidya Sankar

Dr. Saraswathi Ramanathan 

Smt. Ratna (Papa) Kumar

Devotional songs
The srutis of the Rishabha and
Gandhara Svaras
Ramalinga Swami and Tiru
Arutpa
(Mangalammal Ganesa Iyer 
award)
Kuchipudi and Odissi

(28TH DECEMBER, 199o)
Subhasruti group
Dr. Gowri Kuppuswamy &
Dr. M. Hariharan

Ashtapadis 
Compositions of the 
Ettayapuram Royal composers
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Ci s t  J a n u a r y , 199O
Students of the Teachers’ 
College of music Devotional songs 

Panchalinga stala Kritis of 
Dikshitar
Tamil compositions in Harikatha 
‘Raghuvamsam’ - Harikatha in 
Sanskrit

Sri D.K. Jayaraman & his 
students
Sri N. Srinivasan 
Kum. D. Umamahesvari -

* *

MEETINGS OF THE ADVISORY COMMITEE

The opening day of the Music Academy Conference 
commenced with group singing by Sowbhagya group on 
Pada Mahima.

The first demonstration related to the rendering of some 
compositions of Mazhavai Chidambara Bharati. The Academy 
had brought out a book of Sri Bharati’s compositions in 1964 edited 
by Dr. P.S. Sitarama Iyer. Sri Chidambara Bharati was the maternal 
grandfather of Sangita Kalanidhi Sri Subbarama Bhagavatar. Sri 
T.V. Ramani was a devotees of Sri Subbarama Bhagavatar in the 
period between 1944-5 and learnt some of these pieces which were 
sung during his puja. In all he rendered eight compositions. He 
mentioned that the raga and swara expositions were pleasant on 
the ear and he normally preferred the Sarvalaghu pattern. It was 
mentioned by Sangita Kalanidhi T.M. Thiagarajan that the giants 
of the past used to delineate any form without having recourse to 
evident counting or display of the tala and in fact Subbarama 
Bhagavatar had easily handled an elaborate eight Kalai Pallavi 
wihout obviously keeping tract of the tala. Stage artistes like 
S.G. Kittappa had also handled some pieces.

20th DECEMBER, 1990



Sri S. Rajam in the endowment lecture on Sri Lingappa 
Naidu Garu (1800-1871) mentioned that it was a pity that no portrait 
or photo of this scholar, patron and composer was available. Two 
editions of his twelve compositions in Telugu and Tamil have been 
brought out. Where notation or ragas have not been given, 
different renditions are current. Sri Kalyanasundaram Pillai of the 
Tiruvizhimalai Brothers helped to bring out some of these 
compositions and some were set to rare ragas. The emotional 
and devotional aspect of the lyrics was worth mentioning.

Sri Rajam then rendered some songs himself and with the 
assistance of his disciples in Pantuvarali, Abhogi, Manirangu, 
Thodi, Khamas, Sama, Ragavardhini (32nd mela) and Sahana. 
The padam in Sahana had been choreographed by Sri Vazhuvoor 
Ramaiah Pillai and performed by Kumari L. Vijayalakshmi at a 
wedding at Enakkudi. The bhava and raga blended beautifully in 
this padam.

Sri D.K. Jayaraman mentioned that the Abhogi piece was 
also rendered in Saved. Sri Rajam and Sri C.S. Krishna Iyer made 
a fervent appeal that new compositions should be welcomed and 
accepted by both vidwans and the audiences as change and growth 
were the hallmark of a living art.

Dr. Rajanikanta Rao in the Dr. Raghavan Shashtyabdapurti 
Endowment lecture on Gandhara Grama said that it dated from 
the beginning of Kali era i.e., 3,101 B.C.. approx, when the Pandavas 
were ruling. Narada of Shiksha says this form was taught to him 
by Raivata (father-in-law of Balarama) and was learnt in 
Brahmaloka at Meru and taught to Krishna. Meru was the 
early homeland of the Aryans.

The Gandhara Grama started with gandhara with a major 
interval in the scale. Another version was that it was a 2 sruti 
(16/15) interval - depending on pitch ratio and string length ratio. 
This was a secret kept by the older generations. An open string
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Sri Krishnamacharya had composed music for the 
Kutrala Kuravanji produced by Smt. Rukmani Devi for Kalakshetra.

Sri Krishnamacharya’s manuscripts were obtained by 
Tiger Varadachariar from one of his disciples, Sri M. Puttaiah 
of Mysore.

Vidwan R.K. Srikantan commended the way in which the 
compositions had been understood and feelingly rendered by the 
lecturer. A vaggeyakara is defined as one proficient in the 
knowledge of music, language and bhava which should be reflected 
in the composition. This was amply seen in Sri Krishnamacharya’s 
compositions. He requested that vidwans should popularise new 
compositions.

Sri C.S. Krishna Iyer said that the paper was well 
researched and prepared by Sri Janakiramam. His rendition 
had brought to mind the style of the late Tiger Varadachariar.

The second lecuture was on a few post-Trinity composers 
by Dr. Premeela Gurmurthy. She covered the works of Pallavi 
Sesha Iyer, Mahavaidyanatha Sivan, Patnam Subrahmanya Iyer and 
Poochi Srinivasa Iyengar. What was common to all of them was 
that they represented the direu line of disciples of Tyagaraja.

Pallavi Sesha Iyer was known as a Lakshana Lakshya 
vidwan who composed vamams, kritis and tillanas. He was well 
known for his rare and complicated pallavis. With his extensive 
repertoire of Tyagaraja kritis, he modelled his own after them. The 
creative ability can been seen in the two ragas Mallikavasantam and 
Siddha. He used the mudra of Sesha. Prof. Sambamurthy edited 
2 compositions for the Music Academy in 1969. She rendered 
the piece Induvadani in Vakulabharanam in Rupaka tala.

Dr. Gurumurthy dealt with the compositions of 
Mahavaidyanatha Sivan - Disciple of the Anai Ayya brothers and 
Venkatasubbier. He had a high pitched voice. He got the title
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of ‘Maha’ after winning a contest with the Sivaganga Brothers. 
He was an expert in Pallavi singing and Madhyamakala singing. 
Narayani, Simhavahini, Mandari and Kannada were favourite ragas 
in which he also composed songs.

She sang “Sri Sankaraguruvaram” in Nagasvaravali and 
the Simhanandana tala tillana “Gowri nayaka” which was the only 
one of its kind.

Born in 1845, Patnam Subrahmanya Iyer had a cultivated 
voice. Popularly known as Begada Subrahmanya Iyer, he was 
also noted for his on-the-spot composing and rendering of pallavis 
His Kannada-gowla pallavi was highly appreciated in the Mysore 
durbar and was richly rewarded by ruler. Tirukkodikaval Krishna 
Iyer so highly appreciated his Jhanjuti tillana that he frequently 
played it in his own performances. She sang the varnam Jalajaksha 
in Chakravakam and the kriti Srikararaghuveera in Saraswati.

Among his disciples were the famous Mysore 
Vasudevacharya, Ramnad Srinivasa Iyengar and others. 
Kadanakuthuhalam was his creation and rasikas were familiar 
with the kriti “Raghuvamsa sudhambudi” with its lilting chittasvara.

Ramnad Srinivasa Iyengar, popularly known as Poochi 
Iyengar had training in raga and pallavi singing from his guru 
Patnam Subrahmanya Iyer. He used to sing at 4 */2 pitch. He 
used to render compositions of the Trinity, Bhadrachala Ramdas, 
Gopalakrishna Bharati, tevaram, pasurams. javalis, padams and 
tillana. He paid his tribute to Tyagaraja in his kriti “Sadguruswamiki’ 
in Ritigaula.

He used different musical-forms. Among his varnams, 
the Varali and Narayani needed special mention - His tillanas 
were popular. He too composed in the raga Suraranjani like 
his guru’s Kadanakuthuhalam. Of historical interest, was the 
piece with a lovely chittaswaram in Todi to mark the coronation of 
King George V.
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is that, in the Hindustani system, the jaru (leena) gamaka is 
employed profusely; therefore gliding from one note to the adjacent 
one is implicitly a characteristic of the north Indian system, and 
this explains the prevalence of a number of such ragas.

Delivering the Subhadra Dayanand Rao endowment lecture 
Dr. Pappu Venugopala Rao traced the biography of Bhadrachala 
Ramadasa,one of the foremost composers of the Kirtana form 
in the pre-trinity period. Sri Mohana Krishna who rendered vocal 
support to Dr. Venugopala Rao demonstrated some compositions 
which had relevance to important episodes in the life of 
Bhadrachala Ramadasa. Eventhough, Ramadasa’s compositions were 
mainly in Telugu he had composed in Sanskrit also which are 
of very high order. (Kalaye gopalam) The theme of Ramadasa’s 
compositions was bhakti but he had given a touch of Sringara in 
certain compositions such as Nanubrovumani in Kalyani. Saint 
Tyagaraja was greatly influenced by Ramadasa and this is evident 
from his compositions “kaligiyunte”, “Ksheerasagara”, “Brindavana 
Lola” etc., The influence of Ramadasa is evident in the Padas of 
Sarangapani, a later composer.

* *  *

23rd DECEMBER 1990
The proceedings of the fourth day of the Conference 

commenced with the rendering of some of Narayana Tirtha’s 
tarangams by Kshira Sudha. The group was accompanied by 
Smt. Bhagyalakshmi on the voilin and Smt. Rajam on the mridangam.

Prof. Gomati Viswanathan, in her lecture on the teaching 
of ragas to students, stated that raga was a unique concept of Indian 
Music. There was no set pattern for the teaching of ragas. Raga 
bhava could come only from extensive learning and listening. The 
gurukula system was an asset in this respect.



30 TH E  JOURNAL OF TH E  MADRAS MUSIC ACADEM Y [VOLLXII
Nowadays, institutional teaching had made a necessity 

of raga teaching to qualify for a diploma. The nuances could 
be learnt only from learning a number of pieces in the same raga 
and by concert listening. The tape recorder had become a teaching 
aid these days. A student should be aware of the phrases, which 
with a certain prefix and suffix would indicate the raga. The raga 
bhava was to be constant even when singing niraval or kalpana 
swaras.

The student should learn to recognise ragas from familiarity 
with other songs, and this should be followed by identification by 
nam e.. Only alter that, could there be teaching with empnasis on 
phrases. Compositions which were typically expressive of the ragas 
should be taken for teaching. She referred to pieces in Khamas, 
Kuntala varali, Nilambari, Bhairavi and Sankarabharanam from 
studying which a student would grasp the form and with revision and 
frequent rendering would acquire polish. Gurus like Mazhavai 
Subbarama Bhagavatar and Maharajapuram Viswanatha Iyer would 
never permit their students to write down the notation but only 
learn orally. She referred to the trayodasha lakshanas in the study 
of raga with special reference to alpatvam and bahutwam. She 
sang Dhanyasi, Kamboji and Sahana to depict these two aspects.

Sangita Kalanidhi Sri T.M. Thiagarajan said knowledge 
of ragas could be acquired only by listening. The difference between 
kalpita and monodharma is very real. The voice of the singer 
decided the manner of rendering the raga. Imitation or repetition 
should be avoided.

Dr. Prema Sukumar in her paper on “Vivadi Melakarta 
kritis of Kotiswara Iyer” stated that his significant contribution lay 
in the 72 melakarta kritis where one could trace both the traditional 
and modern approaches. He set a trend for future composers 
to explore the beauty of the mela ragas. His Chittaswaras bristled 
with rhythmic patterns. His choice of words often revealed
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The Kalaivani Madar Nala Sangam presented the 
Kapaleeswarar Ashtakam preceded by a viruttam  of 
Manickavachakar.

Dr. Padma Murthy presented a paper on the musical 
aspects of Purandaradasa’s compositions.

Purandaradasa’s suladi’s and ugabhogas find references 
in Tujaja’s works and influenced the Trinity. He had simplified and 
codified the earlier seven talas. Tyagaraja in his Prahlada Bhakti 
Vijayam pays his tribute to Purandaradasa. He was responsible for 
the introduction of the Mayamalavagaula scale. Before that only the 
gramas were known especially shadjagrama and Kharaharapriya 
was the basic scale. It was not clear if the ankita of Purandara 
found in some of the geetams were really his. Vallabhacharya, 
disciple of Haridas Swami had recorded that his guru had been 
influenced by Purandaradasa. His compositions reflect a combination 
of music, poetry and sense. She sang Talabeku in Bhairavi which 
referred to the essential qualities of a musician. He should have 
good rhythm, good accompaniments, peace, perfect, tempo and 
devotion to God. He should be without worry and lively. The 
audience should be of learned people. Kelanoharithalano in Suruti 
said that while one might be well versed in ragabhava and 
manodharma would not reach Hari if sung without love and 
devotion.

��� � � � ��� � � � � � �� � �� � � ���	����������� � � 	 � � � � �� � � � � � �

The ugabhoga was a unique composition in Kannada 
literature and could be sung with or without tala. She concluded 
with two pieces in Mohana (viruttam) and Surati (with tala), 
Sri S.R. Janakiraman commended the speaker and said there 
was enough material for a seminar.
Delivering the Smt. Chellammal Natarajan award lecture:

Dr. Rajalakshmi Santhanam spoke about the contribution 
of Tamil to Karnatic Music, the tradition of Iyal, Isai and Natakam. 
Isai marabu and other references reveal that even from the second



century A.D. music, and dance were highly systematised. The twenty 
two srutis, audava shadava and bhashanga ragas, and musical 
instruments like the yazh, kuzhal and maddalam were in existence. 
The seven swaras were given separate names, a seventh century 
inscription of Mahendra varman revealed that ragam, tanam and 
dhatu prayoga were in vogue. The oduvars maintained the original 
vedic chant. The tevaram isai tamil and other forms came later. 
The music of the ancient Tamils could be traced to the sixth and 
seventh centuries. She referred to a few panns and their equivalent 
ragas currently in vogue. The contribution of the Alwars was parallel 
to that of the Saivite saints.

She concluded with a Tiruppugazh of Arunagirinatha in 
Chakravakam, M uthuthandavar’s A araar Asaippadar in 
Nadanamakriya, Arunachala Kavirayar’s Yarendru raghavanai in 
Yadukulakamboji; Gopalakrishna Bharati’s Enneramum in 
Devagandhari.

The last presentation was “Madhavi’s dance in 
Silappadikaram” by Mrs. Rajshri Gautam. This epic was a repository 
of Tamil music and dance. The two commentaries of Arumpadavurai 
Asiriyar and Adiyarkunallar helped one in understanding the ancient 
Tamil. Bharata’s Natyasastra was known and referred to as Nattiya 
Nannool.
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There were two types of dance - one was Shantikoothu 
which was for the royal court and intelligentia but could be seen 
by the people also and the Vinoda koothu which was used to 
depict the victory of good over evil. Both the dancer and the 
instructor had to be well versed in music and dance.

The Silappadikaram contained details of angas, hastas 
adavus and the types of music. What was for Nritta could not be 
used for devotional dance. The earliest source was the Tolkappiyam 
as the Agattiyam was not available in full text. The sokkam 
referred to suddha nrittam and referred to karanas; the meikoothu

,
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not very popular but there were those who specialised in it. Veena 
Kuppier was known as Narayana gaula Kuppier. Such was his 
familiarity with the raga, that he composed a vamam in this 
raga. Singing this, Sri Rajam Iyer highlighted some phrases 
which brought out the raga bhava. He sang “Shri ramam 
ravikulabdhi somam.” He also referred to the kriti “Kadalevadu” 
of Tyagaraja. Going on to Surati and its closeness especially in 
a phrase r m p n n d p  which could with a change in emphasis 
shift to surati.

Subbarama Dikshitar defined the scale and emphasised 
certain phrases n s r m p n i s - n d p m a a g r i s o r  like maa g 
p m ri s or m g p p m n d p aa m ri s. The stress lay on the 
notes, n, m and or or even a rare sampurna phrase as occurred 
in Dikshitar’s ;���� �����%��� ���4� �<  - Shri Rajam Iyer 
sang snatches of familiar songs like ;���	���	����<  and 
;���� '��%�	�� 4�������<�

Kedaragaula was another raga allied to these two 
- ;����4����� �����<  was a song familiar to all which brought out 
the raga bhava. Earlier there existed a raga Harikedaragaula 
which preceded Harikambhoji as a mela. It was not necessary to 
have a sampurna arohana and avarohana. It used to be given as 
r m p n s n d p m g r s o r a s i n  Sriraga n p m r g r s o r p d n  
p m r g r s. The phrase p d n p m r g r s  was to be frequently 
used. He also referred to the similarity between Bhoopalam, Bowli 
and Revagupti as also Sankarabharanam and Kurinji. In the 
ultimate, the evolution of raga lay in what was pleasing to the 
ear and the listener. It had changed through the ages starting from 
jati to grama and raga until Venkatamakhi formulated the 
72 melakarta scheme. The essence of a raga emerges from a total 
understanding and careful balancing of the notes in the scale. It was 
this emphasis on certain notes that gave colour to each raga.

After the lecture, Sangita Kalanidhi D.K. Pattammal 
presented to the music Academy, Chadurdandi Prakasika in Telugu



and some other books. Smt. D.K. Pattammal’s concert followed 
accompanied by Smt. T. Rukmini on the violin, Sri T.A.S. Mani 
on the mridangam and Sri R.A. Rajagopal on the ghatam.

* * *
26th DECEMBER, 1990

The proceedings of the seventh day started with devotional 
songs in praise of Devi by the Tiruvaranga Kuzhuvinar. They were 
accompanied by Sri Alandur Natarajan on the violin and 
Sri Thiruvidaimarudur Sankaran on the mridangam.

Delivering the Brinda Varadarajan award lecture, 
Dr. S.R. Jayasitalakshmi spoke on the varnams of the Dikshitar 
family. The varnam was like a grammatical definition of a raga, with 
its techinical and melodic values as also as a dance form. It gave 
good practice for fingering for instrumentalists also. The varnam 
form emerged only from the early eighteenth century. Varnam 
composers were few in comparison with Kirtanacharyas.

Ramaswamy Dikshitar was the first composer of repute in 
the Dikshitar family. He was followed by his sons Muthuswami, 
Balaswami and Chinnaswami. The next generation consisted of 
Subbarama Dikshitar and Ambi Dikshitar. Their compositions were 
preserved and propagated by their direct disciples Kallidaikuruchi 
Vedanta Bhagavatar Sangita Kalanidhi T.L. Venkatarama Iyer, 
Ananta Krishna Iyer and Vidwan A. Sundararm Iyer.

The varnams were available in the Sangita Sampradaya 
Pradarsini of Subbarama Dikshitar, Sangita Balabodhini of 
Ananta Krishna Iyer and a few in Dikshitar Kirtanamala of Sundaram 
Iyer. Altogether about twenty five varnams were available. These 
included tana, chowka kala and pada varnams. Of these, 
Rupamujoochi in Todi of Muthuswami Dikshitar was well known.
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27th DECEMBER, 1990
On the eighth day of the Conference, the Aishwarya 

Ladies Club rendered a variety of songs including an ashtapadi, 
tiruppavai and tiruppugazh. They were accompanied on the 
harmonium by Sri Balaraman and Sri Ganesan on the mridangam.

Smt. Vidya Shankar presented a lecture demonstration on 
the srutis of the Rishabha and Gandhara. Out of the saptaswaras, 
a scheme of twenty two srutis had been evolved with the komal 
and tivra swaras of r, g, m, d, n. Each of these have a lower 
and higher sruti. A multitude of ragas have emanated from a 
aesthetic combination of these srutis. Each raga had a distinct 
individuality. Even two ragas having the same swaras might yet 
differ. Even in a particular raga, the swara did not have the same 
force. She played and sang phrases from the Kambhoji varnam (n 
p d s p d s R r - d  s d  R s  - d G g r g - s  r n d )  The 
rishabha in this passage was the fourth sruti, but the level of the 
note changed. The shadja panchama bhava came out in 
Kharaharapriya also. She gave excerpts from Chakkaniraja 
(Kharaharapriya), Ramabhakti (Suddhabangala), and Brochevaru 
and Marubalka in Sriranjani. There was a great affinity of the 
notes r and m.

The scientific laws in physics regarding the properties of 
the notes were existing in practice though the precise value 
might not be known to all. The oscillating length of a note 
determined its value and could change. She gave the examples of 
the lyric “Aadagagani” in the Tyagaraja song in Madhyamavati 
“Alakalalla”. The gandhara in Kalyani and Sankarabharanam was 
different, in the manner of manipulation. The Komal, rishabha is 
eka sruti, as in Saveri or Gaula as illustrated in the Saveri varnam, 
the Gaula pancharatnam. The Sadharana gandhara’s oscillation was 
normally from the higher or lower. She referred to Todi and 
Punnagavarali and sang excerpts from Syama Sastri’s Tamil piece 
“Enneramum”. Tha antara gandhara is the purest note as in the
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perfectly tuned tambura one heard this note. This note is again 
different as used in Yadukulakambhoji and Sankarabharanam. She 
took up suddha ga and illustrated the difference in treatment of the 
same in Varali and Kanakangi; shastruti Ri was similarly different, 
in the rendering of Nata and Vagadheeswari. She sang Kalyani 
and Devagandhari to illustrate and concluded with a line of Shyama 
Sastri’s first song.

Sri S.R. Janakiraman, commending the speaker stressed 
that certain practical generalisations were possible regarding the 
occurence of srutis in ragas.

Dr. Saraswathi Ramanathan delivered the Managalammal 
Ganesa Iyer Award lecture on the Arutpas of Ramalingaswami. 
Opening her lecture with the hymn “Arutjyoti”, she said that Tamil 
was the language of Bhakti. Man was born, lived and went to sleep 
with music. Activities like transplanting and harvesting were 
accomplished by song. An ordinary lyric was elevated with devotion. 
Ramalingaswami had a fundamental knowledge of music as 
evidenced by Prof. Velayudha Mudaliar who was a professor in the 
Presidency College and disciple too. Nowadays we had a lyricist, 
a music composer, a singer or even a playback.

Following the three Tamil savants he composed Pallupattu 
songs, Kirtanas, Kummi, Kalipattu, Namavalis, Kuyil pattu etc., 
Dr. T.M.P. Mahadevan described him as a revolutionary on the 
lines of the later Bharati and Bharatidasan. Even the Kamba 
Ramayana verses could be sung as kirtanas. What was wonderful 
in his verses was that the metre lent itself to be set to music.

Among the arutpas more popular were “Kodaiyile”, 
“Petrathaithanai”, “Oorundu Kallarkum” “Undippara” and songs 
like the Tiruppalli Ezhuchi. The kritis - Nalla marundu immarudu 
in Hindolam in Tisram, Enakkum Unakkum Isainda Porutham 
were sung. Some of these arutpas have also been used as padams 
in dance recitals. The nindastuti piece in Todi Dandanitten and



����8���*O���	��8���� ���D�����8�� ���0�4���"� ���������.� G�4�����
E�����	���� 	����� ����� ����� ��	��� ���� ������ ��� 	��� ����� 	����	���.

'���)��	����	��"�����	����#"��)�" �������	��	���"���)���
)��	��	� ���� ��8�	���� ��	������ ����� )��)��� 	��	��� ��8���4"��	�
��� '�"��.� :�������)�� G�������	� ���� C./.� F�#���"��� ����� 	��	�
�������� ��������J�� ����	���	�8�� �#"��� ����� ��	�� ��8�	���� ��8��
"���� �� ����	� �"4�)	� ��� ���� '�"�O�����.

'��� 	����� ��)	���� ��"���	��	����  #� �"	.� 0�	��� G�4��
/�"���"������)�"4���	�8���	��#����/�)��4���� ���� ;�����.� �	� ����
������������� /�)��4�������)��� 	��������;������ 	������ D����	���	#�"�
���)��.� '���  ��#� ��������� ���� "���� ������ 	�� ��)�� �	���� 	����
���� �	���� ���)�� ���"�.� *������ G������� ���� ;������ ����� �����
����� ������� �	�	��.� D�	�� /�)��4���� ���� ;������ ��8�� 	����� �����
��4�	�	���� ��� ����� �����#.� �	� ����  ���� �����)��	� ���� /�)��4���� 	��
���)���� 	���D����8�	�� "���� 	����	���� ���� ���� ��	� #�	� �)L������ 	���
����� 4���	���� ��� D����	����	#�".� '��� 	��� ����	� �K4����	�� ����
��8�8���	������	#��������������	�"�I���������#�������	�������H����
H���)������ C��.

'��� 	��� �	#���� ���� "��#� ��"�����	���.� �	� ���� )�""��� 	��
��8�� "��� �������� ��"��J�� ������ ���� ���)���.� '���� ���� �����
4��8����	���� ;�������������	� ����)������ G���4����	���.� '���  �����
4��	�� '������"� ��� 	����� ���)�� ���� )�""��� 	��  �	�� �	#���.� '���
)������ 4���	���� ���� 	��� �����"������� ����� 4�������.� '��� �������
4���	�������'�� �����������������������/�)��4���.� '��� �������� ����
 �)������ ���	� "�8�"��	� ��4�)����#� ��� 	��� ����� ����� ������ 	��
 �	�.� '��� )��)������ ���� ��	�)��)������  ���"���� "�8�"��	� ���
)�""��� ������ 	��� �����������	��� 	���� �������� ��� 	��� 	������"� ����
4�)������ 	�� /�)��4���.� *��	���� ��"�����	#� ���� 	��� ���	�����
"�8�"��	� ������ 	��� ����	� ���	� ���� ����� 	�� "�8�� 	�� 	��� ���	� �����
���� 8�)�� 8����.

40 TH E  JOURNAL OF TH E  MADRAS MUSIC ACADEMY [V O LLX II



� 	 ���� � � �� � � � �� �� � �� ��������������� ��

This was followed by the presentation of a Pallavi in Basant 
(Odissi) and a swara pallavi in Vasanta (Kuchipudi), followed by 
two Jayadeva ashtapadis Lalithalavanga and Sancharadhara describing 
spring (Odissi) and the effect of spring on Radha (Kuchipudi) and 
the first five avatars of the Dasavathara piece, Pralaya payodhijale 
of Jayadeva.

* * *

*8 !� �����=��0� ���:
The proceedings on the ninth day opened with the 

rendering of some Ashtapadis of Jayadeva by Subhasruti. The 
group was accompanished by Sri P.S. Srinivasa Rao on the 
harmonium, Sri Sundar on the tabla, Smt. Jayalakshmi on the veena 
and Sri C.N. Tyagarajan on the violin.

Smt. Gowri Kuppuswami and Sri Hariharan presented a 
paper on the compositions of the Ettayapuram rulers. Venkateswara 
Eddappa-I had earned a niche for himself as a royal patron who 
looked after Muthuswami Dikshitar during the latter pact of the 
composer’s life and as a ruler who had Balaswami Dikshitar as his 
court musician.

The Sangita Sampradaya Pradarsani of Subbarama Dikshita 
gave a detailed account of four generations of Ettayapuram rulers 
as votaries and patrons of music. They were well versed in 
languages too and a few among them were composers, prominent 
among them being Venkateswara Eddappa-I and his eldest son 
Kumara Ettendra who was a disciple of Balaswami Dikshitar. The 
last in the line, Venkateswara Eddappa III provided moral and 
financial support to Subbarama Dikshitar, for the publication of his 
magnum opus.

Eighteen compositions of these rulers were extant - one 
in Tclugu, four in Tamil - and the remaining in Sanskrit. The 
themes were on Muruga. All the Sanskrit pieces were by Kumara



Ettendra, nine of which were on Kartikeya and one each 
on Vinayaka, Siva, Devi and Narayana. Lord Subrahmanya of 
Kazhuhumalai was the family deity. All of them had a profound 
knowledge of the agamas, puranas and yoga.

Muthuswami Dikshitar’s impact was manifest in the fact 
that four are vibhakti kritis and in the choice of words and phrases 
and ragas, while that of Tyagaraja was less. It was strange that the 
pieces of Venkateswara Eddappa III had been set in multiple ragas. 
By and large they had used suddha madhyama ragas. Other similarities 
to Dikshitar include the use of raga mudra, the indepth treatment 
of yoga and related aspects, the reference to diverse anecdotes, 
the use of madhyamakala sahitya in the later portions of Anupallavi 
and charana; the presence of prosody Swarakshara and rhetoric, 
etc. in kritis. The use of chittaswara as a prominent decorative 
appendage was a feature of these pieces. They concluded the 
lecture with the rendering of three pieces, Ihapara sadhana (Nata), 
Sarasadala (Athana) and Karunarasa (Yadukulakambhoji).

Sri R.K. Venkatarama Sastri presented a feature on 
Mukhari raga as handled by great composers. Mukhari was one of 
the oldest ragas and was a melaraga before the 72 melakarta scheme 
came into operation. Earlier there were ragas with similar names 
like Mukha-hari , mukha-priya which was a janya of Kokilapriya, 
mukharishyamala as a janya of Suryakantam. There was a lakshya 
geetam in this raga. It was a bhashanga raga with the Anyaswara 
incorporated in the scale itself while it is used predominantly to 
depict Karuna rasa it was not so limited.

Among the composers, Tyagaraja was the largest user 
while Mutheswami Diksshitar had two compositions. Shyama Sastri 
was credited with one piece. The composition of Syama Sastri’s son 
Subbaraya Sastri, “Emanine” was veiy popular. Patnam Subrahmanya 
Iyer composed a varnam in Aditala as also Veena Kuppier. There 
were two padams in this raga. Swati Tirunal, Annamacharya, 
Arunachalakavi and Subbaraya Sastri had also composed in this
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Now Dhamar was sung in most of the ragas anytime and 
in any season. It used Brajbhasha and Apabrahmsa dialects. The 
dhamar has four angas - sthayi, antara, sanchari and abhog. But 
dhamars of the first two angas were largely sung.

He delineated this by singing five items - Nachata trivanga 
- in raga Bhimpalasi in Teoratal by Swami Haridas; Ranga Abira in 
Jogiya; Faguna Ayo in Patdip; Mandara Dara in Darbari Kanada and 
Shyambarana Karighati in Tilak Kamod.

He explained that it was not necessary to sing these 
in light ragas alone but that they could be sung in heavy ragas 
like Darbari Kanada.

He was accompanished on the harmonium by Pratima 
Mitra and on the tabla by Sri Dattatreya.

Ms. Kay Poursine spoke on Balasaraswati’s style of Abhinaya. 
Balasaraswati had a power and beauty in her art which came from 
a total and loving adherence to the orthodox tradition in both 
Karnatic Music and classical dance with which alone came a complete 
synthesis of two essential aspects of abhinaya viz. music and hasta 
mudras. Bala was adamant that her students should have a good 
foundation in music in order to be sensitive to different sangatis 
and to the change in the gamaka configuration and in its interpretation 
in abhinaya. The sound of Cymbals, she felt, was a foreign element 
in the musical and textual element of the Padam.

She illustrated this idea with dancing to the first two 
lines of the padam ‘Niddirayil’ and the anupallavi in the padam 
‘Ososi’. She completed her lecture by performing the same two 
padams, one of which depicted a middle aged nayaki and the other 
the pathos of a nayaka. These two padams ‘NiddarayiP in Pantuvarali 
in Adi composed by Ghanam Krishna Iyer and the other Ososi 
in Mukhari in Misra Chapu by Muddu Natesa were sung by 
Sri M.S. Ramdas assisted by Kanchipuram Ekambaram on the 
mridangam and Sri K. Raja on the flute.



Smt. Nirmala Ramachandran congratulated Miss Poursine 
on her adherence to Bala’s style.

Arnold Bake was from Holland. He spent more than 
three decades in India studying Indian literature and music. He 
translated the Sangita Darpana as part' of his thesis for the Utrecht 
University. Influenced by Rabindranath Tagore, he became interested 
in folk culture and recorded these traditions. He made the earliest 
recordings of the vedic chants as available in Kerala, Karnataka and 
Tamilnadu.

Arnold Bake joined the School of Oriental and African 
Studies, London and continued with his work. Dr. Nazir 
Jairazbhoy was his student and later joined the SO AS and worked 
there in various capacities till 1969. He then went to the 
University of Canada, Windsor where he stayed till 1975 and then 
joined the Department of Ethno Musicology at USLA, Los Angeles.

Dr. Amy Catlin Jairazbhoy had done research in India 
between 1976-78 and has assisted her husband in preparing video 
tapes of the earlier recordings of Bake in the belief that a picture 
was worth a thousand words. The American Institute of Indian 
Studies at Pune had supported this project and in fact had a large 
collection of resource material for those interested in research.

They screeened the film before presenting a set of the 
video tape and transcript to the President of the Academy 
Sri T.T. Vasu.

ADVISORY COM M ITTEE MEETINGS 1990-91 45

9� 9 � 9



46 TH E  JOURNAL O F TH E  MADRAS MUSIC ACADEM Y {V O L L X II

30th DECEMBER, 1990
���	��'������J������������� ���������  #�	���������� H����

(����������	������8��	�� ��#� ���	��� :�������)�.� '����� ��)������
	�������"������ G������������#���.� '��#� ����� �))�"4������ ���
	���8������  #� ���� �.I.� /�"������� ���	���"�������"�  #�(�����8����
D�����.

'�����)������"���	��	���� ���	����� 	���$�8������� ���	���
���C�����	������������ #��	����	�� ��� ����G.�.�$���#������"�.� '����
���� ������	��� �����	�� /��������� '.�.� �� ���� �#��� "�"������ ������
���� �� D������� �'��)���!.

:������4�	� 0������	���� 4�����	��� �� 4�4��� ���
*���������	���� ���� '���44���O�.� *����������	��������  ����8��� 	��
��8��  ���� ����� ��	��,,�#��������.� '���'���44���O��������������#�
)����������	�� �����4���������(�������������������	��  ������"����"�
���D���"��� ������� ���� ��8�.� '��� ��"�� '���44���O�� ���� �	�	���
	�� ��8�� ���� ��8��� #�����#���� ���� �44��8���  #�(�����.� �	� ����
���)�� ��� #�������������"����������"���"��	��".� :����� �������)���
����� ������ ��� 	���C�8#�4�� �����"� ���/����������� ��� ����� ��� 	���
��8��	�� ���	��� 	���8�� '���"�����.� '���� ���"� ���� ��4��	�� ��	��
)������� �"�	��!� ���� "����"� ���	��)�	�� ��#	�"!.� '���� ����  ����
	�����	� 	�� ���4� )��)��	��	���� 	��	� ������ 	�� D���	�.� '�� ����� 	���
4���������	������������	��	���4���������H��.� '���'���44���O�� �#"���
���4��� ���� 	�� ������	���� 	��� ���� ������ ���� 	����.� (��#������� ���
�������� 	����� ���� "�	���� ����� ���#� ������ ��� 	����.� 0����� �����
��������D�����8���H������ (���������D������ I���	���� /������"�� /�������
����C�������������4��)�.� ?����� 	��� 	��"��4����"����	�#� ���������
	��(������� 	����� ����� �)����� ���"�	���0�"�#����� (��� ����	��
�������"��� D����8�	�"� 1� ��� ��)	� ���� ���"�� ��� E�������"� ������
�������)�.

:�����8���"� $����� G������ 	����� ���� ����� "��#� ��� 	���
�#"��� ������	���� 	��� '�������� ��� ������ 	�� "���� 	��� ��"�)����



more beautiful. The Tiruppugazh could be used in concerts and 
even form manodharma elaboration and swara singing. He sang 
three hymns in three rare talas of the 108 scheme, which 
use the Drutam, laghu, guru, plutam and kakapadam viz. 
Rajachoodamani, simhanandanam as also Sanda.

The morning’s programme ended with a harikatha on 
6����:  under the Alamelu Ammal memorial Award by 
Sri T.S. Balakrishna Sastrigal.

* * *
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31st DECEMBER 1990
On the penultimate day of the Conference, Lalita Gana 

Varshini rendered some compositions of Papanasam Sivan with
C.N. Thiagarajan on the flute, P.K. Sekhar on the mridangam 
and B. Jayanth on the ghatam.

Sri Vellore Ramabhadran, with Sri S. Raj am for vocal 
support, spoke on the role of the mridangam as accompaniment.

Defining the mridangam as an instrument with soft angas, 
and therefore implicitly not for loud or hard beating sounds, he 
said that the sound emanating should create a musical 
atmosphere. Tyagaraja’s songs Sogasuga mridanga talamu jata 
koorchi and Maddala tala gatulu theliyaka (one of the charanas 
of Swara Raga Sudha) were cited to confirm this opinion.

In playing for a kriti, a pattern had been set for playing 
the mridnagam for the Pallavi, Anupallavi and Charnam. For the 
pallavi it was to be low and slow paced, madhyamakala for the 
Anupallavi and for the charanam a mixture bringing it back to the 
Pallavi.

While the niraval and swaram were being sung, the 
rhythm should be in tune with the imagination of the vocalist.



The place of the jatis and the nadai had to be suitably structured 
and should be proportionate to the song pattern. The intervals 
between, the angas of the songs alone should be filled with rhythmic 
patterns o f the mridanga. The elaborations should be confined 
to the Tani Avartanam or solo opportunity.

The mridangam player should always hear one or two 
avartas to guage the pace being set before commencing to play in 
order to ensure synchronisation.

There should be an anticipation on his part while playing 
for a chain or succession of Sangatis in a Kirtana as in a piece like 
Darini Telusu Konti in Suddhasaveri in Aditala. This was 
demonstrated by Sri S. Rajam and Vellore Ramabhadran.

They then took up the song Marusamana in Mayamalava- 
gaula where they took up niraval and swaras; Gnanamosagarada 
in Purvikalyani in Rupaka and Ninnenamminaanu in Todi in Chapu 
talam. Ramanamapayasake was taken up to show how to play 
for light music.

Vellore Ramabhadran concluded with a brief display of 
how to play tani avartanam. His father Sri Gopalachariar was a 
Konakkol artiste and had taught him the solkattu and students how 
to play for a kirtana. The old tradition had now been changed slightly 
and it was common to hear a close following of the Sangati pattern.

D.K. Jayaraman and Umayalpuram Sivaraman commended 
the lecture demonstration as a means to understand the various 
traditions and schools of playing the mridangam. Sri Sivaraman 
mentioned that there were two main schools known as the Tanjore 
bani which based its playing on the sahitya and the Pudukottai 
School which took the Solkattu base.

Miss. P.L. Subbalakshmi, who had participated in the 
late thrities in the Conference of the Music Academy, briefly 
narrated the life history of Sri Nilakanta Sivan. The youngest
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1st JANUARY, 1991
On the last day of the Conference devotional songs were 

rendered by the students of the Academy’s Teachers’ College of 
Music. This was followed by the students of Sri D.K. Jayaraman 
singing the Panchalinga sthala kirtanas led by Sri Jayaraman himself.

The Experts’ Commitee, on the initiative of 
Sri N. Ravikiran and moved by Sri D.K. Jayaraman approved the 
change of the name of the Gottuvadyam to Chitra Veena. The 
reasons given for the adoption of the term were that earlier all 
stringed instruments were known as veenas; that the natyasastra and 
Sangita Ratnakara referred to a ‘Chitra ’ or ‘Vipanchi* veena which 
had seven and nine strings which produced various notes when 
guided over with a piece of wood. The North Indian counterpart 
is called vichitra veena. Various forums and artistes had endorsed 
this opinion and have decided that henceforth it shall be known 
as Chitra Veena.

Sri N. Srinivasan in his paper on Tamil songs in Harikatha 
traced this form which was known as the keertan in the north, 
as having been introduced by the Maharatta rulers of Tanjore 
through Samartha Ramadas’ disciple who was in the court of 
Shivaji’s brother. The earliest tradition was that of Edupatittal when 
a sloka would be sung and its meaning explained. It was only from 
1665 that the Harikatha form was adopted. In the line of such 
performers were Perianna and Chinnanna, Tanjore Krishna 
Bhagavathar, Panchapakesa Sastrigal, Ananta Bharati, Ramadas, 
Gopalakrishna Bharati, U.V. Swaminatha Aiyer, Mazhavai 
Chidambara Bharatigal and Muthiah Bhagavatar. Tiruvaiyar 
Annaswami Bhagavatar, Embar Srinivasa Chariar and Embar 
Vijayaraghavachariar were well known performers. Commencing 
with the translation of Mahratti songs they went on to composing 
their own songs and introduced the kavadichindu and the 
Tiruppugazh form. The Ramayana, Mahabharata, Srimad
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Bhagavatam, and stories like Rukmini Kalyanam Tiruneelakanta, 
Ambarishacharitam and Skandapuranam. New themes like Valli 
Kalyanam, Sankara Vijayam had also been taken up.

It was necessary that institutions like the Academy helped 
in the collection and preservation of these invaluable records as 
nothing has been published after 1925.

After prize distribution by Sri D.K. Jayaraman to the 
winners in the Competitions, Sri C.S. Krishna Iyer congratulated 
Sri Jayaram on the successful conducat of the proceedings of the 
Conference and Sri S. Rajam mentioned the highlights and outstanding 
features in the presentaion of papers.

The proceedings came to an end with Harikatha on 
Raghuvamsa in Sanskrit by Kumari D. Uma Maheswari.

* * *
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Lalgudi Jayaraman showed a predilection for music at a 
very young age and received intensive and meticulous training from 
his father. The progress made by him was so rapid that even in 
his teens he was invited to accompany veteran vocalists who 
preferred to have him although he was much junior to them. 
Lalgudi Jayaraman soon evolved a unique solo style of his own with 
great individuality and power which has come to be known 
as the “Lalgudi Bani”. It "is noted for its unswerving adherence 
to tradition, impeccable fidelity to sruti and laya and superb 
bowing technique. His genius for bringing together tradition and 
innovation is his singular hallmark. It is the privilege of this 
Academy to have such a renowned maestro to preside over our 
Sadas today.

Today, more than at any time, we need men of 
Lalgudi Jayaraman’s calibre, experience and excellence to give 
a new direction to Carnatic music and take it back to the old 
goals with a view to rescuing it from the all-pervasive decadence that 
we are witnessing today. This was so well focussed . by President 
Shri R. Venkataraman while speaking at the Kalakshetra Festival 
last week. He bemoaned the tensions and strife which manifested 
themselves in several aspects of modern life and did not spare 
even the fine arts and performing arts. “In music, a high 
volume; in painting, loud colour tones; on the stage and screen, 
melodrama. These are the distinguishing marks of many cultural 
presentations today” he said. He called for the protection of 
our culture from the assault of vulgarism and the onslaught of 
disharmony, adding it was still not late to check the downward 
slide.

Incidentally, Lalgudi Jayaraman has just completed sixty 
years and his Shastiabdapoorthi was recently celebrated when a 
crosssection of musicians and rasikas paid their tributes to him. Let 
us also pray that God should endow him with the Vedic span of 
hundred years - Satamaanam Bhavati, help him travel from one peak



of glory to another in the world of Carnatic music and live in 
radiant health, happiness and peace.

The Conference that ended this morning maintained 
its stateliness and classical character which have always been the 
hallmark of the Music Academy. During the fourteen days of the 
Conference and Festival, more than 30 scholars, both from India 
and abroad, presented papers and gave demonstrations which were 
witnessed by hundreds of rasikas every day. The daily programme 
started its usual with devotional music by groups in different 
languages and this ushered in an atmosphere of tranquility before 
the lectures began.

More than two hundred artistes participated in the 
concerts arranged during these fourteen days and the quality was 
uniformly good and in some recitals, outstanding. On several 
days the rasikas overflowed the hall and we had to accommodate 
them in our mini-hall where arrangements were made to present 
the concerts through closed circuit television.

In association with the Indian Council for Cultural 
Relations, this Academy presented special shows during December. 
Admission was by invitation and the programmes were witnessed by 
a large numoer of connoisseurs. The first was the Flamenco 
Ensemble of Alberto Potillo from Spain on December 12th followed 
by the Guangdong Modern Dance Company from China on 
December 15th. The third was the Ramayana Ballet by the 
Ramayana Troup from Cambodia on December 25th.

Vidwan D.K. Jayaraman attended the morning sessions on 
all the days and complimented the scholars who presented papers. 
His remarks summing up the proceedings were extremely intersting. 
He also presented a special programme today by singing the Pancha 
Linga Sthala Kritis of Dikshitar along with his students.

In addition to Vidwan D.K. Jayaraman, who will be 
receiving the “Sangita Kalanidhi” birudu shortly, we have selected
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donated a generous sum to the Corpus Fund of the Music 
Academy to support indigent musicians.

My another good friend, Mr. Philip Glass, famous 
Opera Producer and Composer, and his wife, who are regular visitors 
to our Annual Conference and »Festival, have donated 
Rs. 10,000/- to be used by the Music Academy for any good cause.

I thank Mr. & Mrs. Shankaran and Mr. & Mrs. Philip Glass 
lor their kind gesture.

During the year the music world lost two of its outstanding 
musicians - Padma Bhushan S. Balachander and Sangita Kalanidhi 
Smt. M.L. Vasanthakumari. The 24th of December was observed 
as the MLV day when rich tributes were paid to the renowned singer.

The success of the Conferene was in a large measue due 
to the unremitting work of our Secretaries, Office-Bearers, Office 
staff, volunteers and others and I thank them heartily for their 
cooperation.

Once again I extend a warm welcome to all'o f you and 
request Vidwan Lalgudi Jayaraman to preside over the Sadas and 
conduct the proceedings.

 !� � � � ��� � � � � � �� ��� � � ���	����� ������ � � 	 � � � � �� � � � � � �
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Sri T.S. Parthasarathy, Secretary of the Academy, presented 
Sri D.K. Jayaraman, President of the Conference.

Born at Kanchipuram on July 22, 1928; son of Damal 
Krishnaswami Dikshitar and Rajam Ammal; passed the Intermediate 
Examination of the University of Madras; started singing with his 
illustrious sister Sangita Kalanidhi D.K. Pattammal from an early 
age; later built up a vast repertoire of songs by different composers 
by direct tutelage from Jusitice T.L. Venkatarama Iyer, Papanasam 
Sivan and Thanjavur Sankara Iyer; renowned for his strict 
adherence to tradition and expertise in Pallavi singing; has given 
hundreds of recitals over the years; widely travelled in many 
countries abroad; recipient of several titles and honours; member 
of the Advisory Committee of the Music Academy for many years.
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a melodious voice of great range; handles intricate Pallavis with 
consummate skill; has given hundreds of recitals in India and 
abroad; has toured U.S.A and U.S.S.R.; recipient of titles 
and honours.

Vidwan Lalgudi Sri Jayaraman awarded to Vidushi 
Smt. Mani Krishnaswami the Certificate of Merit and cash award 
of Rs.1000/-.

Sri S. Natarajan, Secretary of the Academy, presented 
Vidhusi Sipt R. Vedavalli.

Born at Mannargudi on November 9, 1935; daughter of 
Ramaswami Iyengar and Padmasani ammal; was groomed early in 
life by two outstanding musicians Madurai Srirangam Iyengar and 
Mudicondon Venkatarama Iyer and imbibed the best elements from 
their styles; recipient of scholarships from the Union Government, 
Sangeet Natak Akademi and the Music Academy for acquiring more 
skills in music; top-ranking vocalist with hundreds of performances 
to her credit; well-known for her chaste rendering of ragam-tanam-



pallavi; eminent as a teacher also; member of the Advisory Committee 
of the Music Academy; recipient of titles and honours.

Vidwan Lalgudi Sri Jayaraman then delivered his address, 
a summary of which is reproduced below;

Sri Jayaraman said he had accepted the offer to preside 
over the sadas as he wanted to show he had no ‘taapam’ (illwill) 
against the Music Academy, and underlined the importance 
of paving the way for a proper appreciation of music, especially 
among the youth. Inclusion of music as an optional subject in 
the plus two level and making of video films on good concerts 
with explanations from musicians themselves about the fare were his 
suggestions to this end.

He also emphasised that D.K. Jayaraman was indeed 
a fit recipient of the Sangita Kalanidhi birudu as he was as much 
at ease with difficult aspects of music as at satisfying the lay 
public and was a good teacher who had groomed so many students.

Vidwan Umayalpuram Sri Sivaraman, Vidwan Sri Nedunuri 
Krishnamurthy and Sangita Kalanidhi Smt D.K. Pattammal offered 
falicitations to the President of the Conference Sri D.K. Jayaraman, 
Vidushi Smt. Mani Krishnaswamy and Vidushi Smt. R. Vedavalli, 
who had received the title ‘Sangita Kalanidhi’ and the Certificates 
of Merit respectively. The recipients of the Awards acknowledged 
the honour bestowed on them and thanked the Academy.

Sri S. Natarajan, Secretary of the Academy, introduced 
the musicians and winners who had participated in the different 
concerts of the festival and music competitions held during the 
Conference and had been adjudged as deserving special awards 
and prizes (vide list elsewhere).

Sri V. Subrahmaniam, Secretary to the Academy, proposed 
a vote of thanks.
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22. Award for the best rendering of Lingappa 
Naidu Garu’s Kritis

23. Kshetragna Padams

24. Sri Thambirajan Shastyabdapurti Prize and
Shield, for School children for the best 
rendering of the compositions of well known 
composers

25. Mayuram T.R. Viswanatha Sastri Memorial
26. Bulusu Premeswari Prize for Annamacharya 

kritis
27. M. Ganesa Iyer Prize for boy/girl for 

Tiruppugazh
28. Sri Narayana Thirtha Educational and

Charitable Trust Prize for best singing of
Sri Krishna Leela Tarangani

29. Smt. Mangalammal Ganesa Iyer Prize for 
Thevaram

30. Jayammal and Balasaraswati Prize for Natya 
Sangeetham and Natyam

Endowed by Sri V. Ramachandra Naidu 
Sole Trustee of Vijaraghavalu Naidu 
Memorial Trust
Awarded by the Executive Committee of 
the Music Academy
Endowed by Smt Meenakshi Sankar and 
Smt Kanaka Cadambi

Endowed by Teear Vee Trust 
Endowed by Sri B.V.S.S. Mani

Endowed by Dr. M.G. Varadarajan

Endowed by Sri Narayana Theertha 
Educational and Charitable Trust

Endowed by Dr. M.G. Varadarajan

Usha Sivakumar

C.N. Krithika (Girls) 
M. Sripriya

Padma Aravamudan

Padma Aravamudan

Not Awarded 

Usha Sivakumar
Endowed by Smt V.S.S.K.B. Nageswari 
& Ms B. Varatha Luxmi Akila Krishnamurthy



31. Sangita Kalanidhi Musiri Subramanya Iyer Endowed by Sri C.V. Narasimhan
Memorial Award I.C.S. (Retd) D.K. Jayaraman
CONCERTS

1. Yogam Nagaswamy Award for a Senior Endowed by Smt Yogam Nagaswamy Madurai
Vocalist T.N. Seshagopalan

2. Dr. Raja Annamalai Chettiar Memorial Endowed by his daughter T.V. Sankaranarayanan
Award for one or two talented musicians Smt Unnamalai Achi U. Srinivas (Mandolin)�

Guruvayur Dorai
3. T.T.K. Trust Award for Meritorious Endowed by T.T.K. Trust Smt Mani Krishnaswamy

"���)��� Smt R. Vedavalli
3. Sarada Krishna Iyer Memorial Award (Shield) Endowed by Justice Sri V.R. Krishna Iyer A  Sundharesan
5. Veenai Shanmugavadivu Memorial Award Endowed by M.S.S. Ladies Felicitaion

for a veena player Committee R. Venkataraman
6. Chellapalli Ranga Rao Award for a deserving�

Veena Player
Endowed by Sri Chitti Babu

R. Venkataraman
7. N.V. Raghavan Memorial Award for a senior�

Violinist
Endowed by Smt Indira Rangaswamy

Vittal Ramamurthy
8. K.R. Sundaram Iyer Shastiabdapurti Award Awarded by K.R. Sundaram Iyer Raghavachari &

for best Sub-Senior Musician Shastyabdapurti Trust Seshachari
9. Nyayapathi Rangamannar Award Endowed by Sri N.V.VJ. Swamy, M�* - do -
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20. P.R. Chari endowment for the best singer in Endowed by Mrs Janakam Chari
the monthly or annual concerts O.S. Thiagarajan

21. V.T. Krishnamachari Memorial Award for 
Ilarikatha

Endowed by Sri V.K. Rangaswamy
Not Awarded

22. D.K. Pattammal Award for young lady Endowed by D.K.P. Ladies Felicitation
vocalist Committee Kum. Sowmya

23. T.V. Subha Rao Memorial Award for the 
best Junior/Sub-senior musician

Endowed by T.V. Manjula
- do -

24. Naum Lichtenberg Prize for a Violinist - Endowed by Dr. Johanna Spector, 1. P. Sundararajan
Junior/Sub-senior New York 2. Usha Rajagopalan

& 25. Palani Subrahmania Pillai Memorial Prize for 
a Sub-senior mridangist

Endowed by Sri Mahalingam Kolappan 
of South Africa, Disciple of Sri 
A.V. Raghuprasad Thiruvar Vaidyanathan

26. Henry Cowell Prize for the best junior 
mridangist

Endowed by Dr. Henry Cowell, U.S.A.
- do -

27. Coimbatore Ramaswamy Pillai Award for Endowed by Mridanga Vidvan Coimbatore Kallidai Kurichi
Junior mridangist N. Ramaswamy Pillai Sivakumar

28. Padmashree Rajam Ramaswamy Award for 
vocalist for best rendering of Sanskrit 
compositions

Endowed by Padmashree Rajam 
Ramaswamy

Not Awarded
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39. Pappu Kamakshi Animal Award for a 
senior vocalist

Endowed by Sri V. Pappu
Seetha Narayanan

40. Dr. S. Ramanathan Award for best-raga 
rendering

Endowed by Smt Savithri Satyamurthy 
and other disciples of Dr. S. Ramanathan Not Awarded

41. Tirukodikaval Krishna Iyer endowment 
Prize to a promising Junior violinist

Endowed by Sri R. Subrahmaniam
Tiruvarur N. Balam

42. T.N. Sundari Animal endowment for an award 
to a young, aspiring student artiste in violin

Endowed by T.T. Srinivasamurthy
Sri Mysore Nagaraj

43. Maharajapuram Viswanatha Iyer Memorial 
Prize for best rendering of Tyagaraja kritis

Endowed by Mrs Padmini Diwakar
Not Awarded

44. Lalgudi Jayaraman Prize for the best 
Sub/senior violinist

Endowed by Sri T.N.S. Mani and 
Sri T.N. Swaminathan Sriram Kumar

45. Budalur Krishnamurthy Sastirgal Prize for 
Gottuvadyam Artiste

Endowed by Mrs Gayatri Kassebaum
N. Ravikiran

46. Sangita Kalanidhi T.V. Subba Rao Prize to 
a good Junior violinist

Endowed by Smt Sudha Vyas
K.K. Ravi

47. Smt D. Padmavati Animal Award to a 
Senior Veena artiste

Endowed by G.V.D. Sons, Coimbatore K.P. Sivanandam 
& Sarada Sivanandam

48. Smt Alamelu Ramanarayanan Award to a 
Harikatha artiste

Endowed by Dr. M.G. Varadarajan
T.S. Balakrishna Sastrigal
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Smt. Brinda Varadarajan Prize to the 
successful student of the T.T.C. who prepared 
the best teaching aids like charts, graphs etc.
Sri Ramanarayana Sharma's Centenary 
Memorial Prize to the best student in the 
II Year Advanced course who rendered best 
concert
Smt. Brinda Varadarajan Prize to the best all 
rounder either in T.T.C. or Advanced 
Course-Punctuality & regularity in attendance, 
ability in music, distinction in sports and other 
co-curricular activities
Mysore Doreswamy Iyengar endowment for 
venna scholarship to help aspiring veena 
student
Meenakshi Poornam Prize to the best Veena 
student
S. Parthasarathy Prize for best rendering of 
Tyagaraja Kritis
Smt M.L. Vasanthakumari Prize for young 
outstanding student of Music (Vocal or 
instrument)

Endowed by Dr. M.G. Varadarajan

Endowed by Dr. M.G. Varadarajan
O. Vanaja

Endowed by Dr. M.G. Varadarajan
P. Sreemathi

Endowed by Mr. James Rubin of 
Pan Orient Foundation and his friends

Awarded by Sri Poornam Viswanathan

Awarded by Smt Gayatri Murthi

Endowed by Dr. R. Madhav

Veenavadhavidhusini

Saraswathi Sethuraman

Shanti Sc Prabhavathi

R. Vasumathi

K.P. Sreela Sc 
R. Vasumathi



MARGADARSI WHOM SWATI TIRUNAL
	 ��  FOLLOWED

T.S. PARTHASARATHY
In the long and colourful history of Carnatic music, only 

a handful of composers have the unique distinction of being known 
as ‘���4�&�����= or pathfinders who explored untravelled regions to 
mark out a new route. Melattur Virabhadrayya, on whom 
Subbarama Dikshitar bestows lavish praise in his ‘Sangita Sampradaya 
Pradarsini’ (1904), was called a ‘Margadarsi’ for giving shape to the 
present madhyama kala style and composing many a Daru, Padam, 
Tillana and Svarajati, with new features not handled by earlier 
composers. Govindasamayya (c 1700) of Karvetnagar was known 
as the 6����� '���� ���4�&���� ’ a pioneer in the art of composing 
Tana Varna-s of rare merit. The great Purandara Dasa was 
a ‘Margadarsi’ in many ways although he is generally referred to as 
the ‘Pitamaha’ (grandfather) of Carnatic music.
Sources of Material:

Sesha Iyengar (early 18th century) is the only composer 
who was called a ‘Margadarsi’ even by his own contemporaries. 
We are, naturally, obliged to the savant, Subbarama Diskhitar (but 
for whose labours the biographical details of many composers 
would have remained a sealed book to us) for a brief account of 
Sesha Iyengar and his kritis. But even the usually well-informed 
Dikshitar could get only fragmentary information about Sesha 
Iyengar.
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Besides the Sesha Iyengar Kriti mentioned above, 
Dikshitar has furnished with notation the following Kritis with the 
above lakshanas:

Venkatachalapate - Manipravala Kriti
by Muthusvami Dikshita.

Sevimpa raramma - Virabhadrayya.
Nivu nannu brovavale - Srinivasayya.
Diname sudinamu - Bhadrachala Ramadasa.

While rummaging the manuscripts of the Madras 
Oriental Manuscripts Library for some material on Arunagirnatha, 
I came across a palm leaf entitled ‘Dikshita Krilayah’ and on opening 
it I found that it contained a few long Kritis of Margadarsi Sesha 
Iyengar with the ‘Kosala’ mudra. Since the Kritis were all in 
Sanskrit, the copyist perhaps thought thay they were the compositions 
of Muthusvami Dikshitar. I had the songs copied out.
A Treasure Trove:

Later, I came across another rare manuscript in Telugu 
script preserved in the family of Vina Kuppayyar, a distinguished 
disciple of Tyagaraja. This manuscript is written on imported 
paper bearing the watermark E. Wise & Co., (1826) which, I later 
understood, was a paper agency at London. The manuscript 
contains 327 songs by various composers but mainly those 
of Tyagaraja. I was thrilled to find the following ten kritis of
Sesha Iyengar with the Kosala mudra:

Pahi gopavesha - Kalyani - Adi
Kalaye tavakina - Saveri - Adi
Pahi Sri Ramaramana - Athana - Adi
Pahimam Sri Raghunayaka - Begada - Misran
Site vasumati sanjate - Asaveri - Adi
Ranganayaka bhujanga - Kedaragaula - Adi
Deva dava anupama - Bhairavi - Adi
Narasimha bhavayami - Brindavana saranga- Ata.
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Rama satyakama - Nayaki - Rupakam
Seve Srichoranatham - Durbar - Adi

More Discoveries
In 1979 Sri T. Kodandaramaiah, Professor of Telugu in 

the Madurai - Kamaraj University, wrote to me that he had secured 
a Telugu manuscript, belonging to one Ananta Gopala Bhagava- 
tar, a Saurashtra musician; which contained among other songs, 26 
kritis in Sanskrit mentioned as ‘Seshayyangari Kirtanalu’ and 
‘Kosalam Kirtanalu’. I requested him to copy them out and present 
a talk on them during the Experts Committee meetings of the 
Music Academy in December 1979. His paper revealed that in 
addition to the ten kritis listed above, the following sixteen kritis 
were found in the Madurai manuscript:

Anjaneya paripalaya Mohana
Gopala pahi divyarupa Dhanyasi
Sriranga sayinam - do -
Jaya Jaya Sriranga Bhairavi
Srinayaka mamava Punnagavarali
Mamava Raghuvira Asaveri
Sri Raghuvara sugunalaya Ghanta
Pahi Sriraghuvara Todi
Kamalanayana Yaduvara Purvakalyani
Nathavanasmi Vipranarayana Todi
Vande Vakulabharanam Mukhari
Pahi mam Sri Ramachandra Punnagavarali
Re manasa chintaya Kalyani
Vandeham Karisaila Dvijavanti
Rama palayamam Bhairavi
Vande Govindarajam Sankarabharanam
Sarasadalanayana Surati
Kosalendra mamava Madhyamavati
Janaki manoharaya Dhanyasi
Mandasmita mukharavinda Kedaragaula
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Maharaja Svati Tirunal
How, then, are we to justify Sesha Iyengar’s title 

‘Margadarsi’, invariably used in all editions? It is here that a rare 
but slender volume in Sanskrit entitled ;������� ������ ��	������  
F��(��	��< attributed to Svati Tirunal Rama Varma Maharaja 
of Travancore (1813-1847) comes to our help. Although the Sanskrit 
version was published at Trivandrum in 1946, the manuscript was 
procured from Tanjore in 1939 by Pandit R.A. Sastri. But no 
Tamil version of the work exists and there are two manuscript.0 
in Malayalam containing a translation of the work. The work 
has been mentioned as one among the Maharaja’s works by both 
K. Chidambara Vadyar and Mahakavi Ulloor Paramesvara Iyer and 
the latter published the Malayalam version from Ernakulam. The 
fact that kritis following the pattern set by the Margadarsi hears 
irrefutable testimony to the theory that the above short treatise 
was written by the Maharaja himself.
Principles of Sabdalankaras:

The ‘Muhana prasa antya prasa vyavastha’ deals with 
the principles of using the sabdalankaras - muhana, prasa and 
antyaprasa - in musical compositions in Sanskrit, a subject not 
met with in any work on the theory of music. All the examples 
cited are from the kritis of Margadarsi Sesha Iyengar. Muhana 
(called Monai in Tamil) is the sabdalankara by which the same 
letter as in the beginning of an avarta or any of its substitues occurs 
in the beginning of the second avarta. e.g.

“Dinakara Kula dipa:
Dhrita divya sara chapa!’*

Prasa, (called Edukai in Tamil), is the repetition of the 
second letter in the first avarta in the same position in the 
subsequent avartas. This is concerned only with consonants, not 
vowels. The example given in the book from Sesha Iyengar’s 
kriti is:
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“Tanuja sarana pa- 
Vanaja mukha pari- 
jana ! jagadahita- 
danuja madahara! 
manuja tanu dhara! 
vanaja dala nayana!”

Antyaprasa is the repetition of a letter or group of letters 
at the end of the avartas. It differs from prasa. For instance, a 
work like netram can have antyprasa only with words like gatram, 
sutram etc.
c.g. Kalaye

Tavakina Cnarana Kisalaye
Antarukti1:

The most interesting part of the book deals with a feature 
called ‘Antamkti’ not mentioned at all in any other work on 
music. This is the use of one or more syllables between two 
words which are in muhana or prasa, for the sake of tala.
e.g. ‘Hanumantam Chintayeham pa

Vana
Here the word pavana is split to provide ‘vana’ as prasa 

to ‘Hanu\ The syllable ‘pa’ is therefore the ‘antarukti’.
The ‘Muhana prasa antyaprasa vyavastha’ is thus a treasure 

trove to musicologists and to those who wish to compose kritis 
in accordance with time honoured sabdalankaras. In the beginning 
the author says:

“The three sabdalankaras used in composing sahitya for 
music are muhana, prasa and antyaprasa. Although the rules for 
such compositions in Telugu and Tamil are well recognized, there 
is no set of rules for compositions in Sanskrit. We have, therefore, 
to accept certain norms that are found in the kritis of the poet
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�����E�(�  : Karunya sausilya Saurya Vatsalyadi Kalyana guna
jalanidhim deva devam.

Svati Tirunal's kriti
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��  �(� : "Bhogindra sayinam purukusala dayinam
purusham sasvatam kalaye.

�����E�(�� 5 Vagisa Gaurisa Vasava-dyamara parivarabhi vandita 
padam Padmanabham".

Both the Kritis are in Dhanyasi.
Inspiration to Tyagaraja:

It is natural that Tyagaraja, who appears to have been 
thoroughly acquainted with the compositions of most earlier composers 
like Sadasiva Brahmendra, Bhadrachala Ramadasa and Narayana 
Tirtha and had kept some of their kritis as his models, was also 
influenced by Margadarsi Sesha Iyengar to a considerable extent, 
Since several of Sesha Iyengar's kritis are in praise of Lord Rama, 
it suited Tyagaraja to borrow some choice expressions from the 
formers' songs. The following are a few examples:

Danuja megha prabhanjana 
Agha jalada samira 
Divya guna sandra 
Patita Lankesa 
Narada gana lola 
Karuna varunalaya

Dyuti jita ayuta virochana 
Tarani kula jalanidhi soma 
Bhavya guna manikosa 
Jaladi gambhira 
Kandarpa sata koti

It is also interesting to note that Tyagaraja has composed 
some of his kritis with words identical with those of Iyengar like 
'Sri Raghuvara sugunalaya’ 'Sri Rama Jayarama' and 'R e  manasa 
chintaya'. Tyagaraja's mangalam song ' Janakinayaka niku’ in Dhanyasi 
closely follows 'Janaki manoharaya' in the same raga by Sesha 
Iyengar.
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Sometimes we find Tyagaraja incorporating an entire 
charanam from Iyengar,

The passage:
‘Pankajapta harinanka nayana Sri Danka suguna makaranka

%janaka mam
in Tyagaraja's krits 'Pahi Parama dayalo” in Kapi is obviously based 
on ' Pankajapta harinanka nayana makaranka janaka samrdksha 
mam' in Iyengar's kriti 'Ranganayaka bhujanaga sayana' in 
Kedaragaula. This is no slur on Tyagaraja as he apparently wished 
to pay his homage to an illustratious predecesor who is refered to 
in Sanskrit as an 'Abhiyukta'. Such examples are common in 
literature.
The Pathfinder:

Although most of the kritis of Sesha Iyengar are in praise 
of Lord Ranganatha of Srirangam, some are in praise of Lord Rama 
as a result of his long stay at Ayodhya. The other songs are in praisie 
of Narasimha, Anjaneya, Nammalvar, Ramanuja, Sita etc and Iyengar 
mentions Vedanta Desika in one of his kritis. The krits 'Sri Rama 
Jaya Ram Jaya Jaya Rama (which incidentally is the thirteen-lettered 
mantra taught by Samartha Ramadasa) has 30 charanas covering the 
entire Ramayana story and served as a model to similar kritis by Svati 
Tirunal and Tyagaraja. A comparative study of the Margadarsi’s kritis 
with those of other composers in Sanskrit may yield many more 
examples of the former's influence on later composers.

Sesha Iyengar was thus a 'pathfinder' (Margadarsi) in every 
sense of the term and his kritis deserve greater popularity even if 
they have to be set to music afresh like those of Annamacharya 
and Svati Tirunal.
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to sound as prayer to Venkatesvara in his incarnation as Krishna, 
the Yadava King; besides, the portion in the sahitya giving the Raga 
Mudra suggests that the Raja honoured Dikshitar with a 
Kanakabhisheka or shower of gold coins as well as gift of lands. 
Likewise in his Suddhadhanyasi kriti “Subrahmanyena” on the Lord 
of Kazhugumalai, the family deity of the Ettayapuram rulers, 
Dikshitar has introduced the Raja’s name as the Poshaka Mudra 
in the phrase “Venkatesvara Supujitam” referring to Subrahmanya 
as worshipped by Venkatesvara. Dikshitar spent his last days peacefully 
at Ettayapuram under the benign care of his brother’s family with 
the comforts gratefully provided by the Raja and he passed away 
in 1835.

The Telugu Edition of Subbarama Dikshitar’s “Sangita 
Sampradaya Pradarsini”, published in 1904, chronicles a detailed 
account of four generations of Ettayapuram rulers who were all 
without exception active votaries of music and ardent patrons of 
musicians. Most of them were themselves well-versed in languages 
such as Tamil, Telugu and Sanskrit as well as in music to varying 
extents. A few among them were also composers of no mean order. 
Born in 1761, Venkatesvara Eddappa I ascended the throne in 1816 
and died in 1839. The eldest among his five sons, Kumara Ettendra, 
was the most prominent and versatile among the Ettayapuram 
composers and he was the disciple of Balaswami Dikshitar. The 
last in the line, Venkatesvara Eddappa III, became the ruler in 1899 
and was instrumental in provinding moral and financial support to 
Subbarama Dikshitar in the publication of his Magnum Opus, Sangita 
Sampradaya Pradarsini.

Out of the eighteen compositions of Ettayapuram rulers 
to which we have access at present, only one is in Telugu; four 
are in Tamil; and the remaining thirteen are in Sanskrit. Among 
these, only the Telugu composition is a Padam; all the compositions 
in Tamil as well as Sanskrit are Kritis. The Telugu Padam “Enduku”
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was composed by Venkatesvara Eddappa III and its theme relates 
to the conversation between Murugan and Valli on the occasion of 
the latter being threatened by Vinayaka in the garb of an elephant. 
All the Tamil compositions are also on Muruga. Two of these - 
;���4�� �����4� ���� E�	� ��������&�� ��(��� ����� ” and “'�� '�� )�  
)��� '�  ������ �  ” - were composed by the same ruler while the 
other two - ;���4�����	����� ” and “����4�� E����)��+�������� ” 
- have been composed by Venkatesvara Eddappa I. All the Sanskrit 
kritis were composed by Kumara Ettendra and nine out of these 
kritis are on Kartikeya. Thus the vast majority - as many as 
fourteen out of eighteen - of the compositions of the Ettayapuram 
rulers are on Subrahmanya and this is not strange considering 
that Subrahmanya of Kazhugumalai was their family deity. In most 
of the Sanskrit compositions of Subrahmanya the Devata Mudra 
is Kartikeya but epithets like Shanmukha and Swaminatha also 
occur. Guha is common to the Sanskrit as well as Tamil compositions 
but Muruga, Kanda, Saravanabhava and Vadivel are confined 
to the Tamil pieces. From an analysis of the Sahitya of these 
compositions it is evident that the Ettayapuram rulers possessed 
a profound knowledge of our Agamas and Puranas and so 
it is relevant to consider briefly the genesis of these different 
epithets of Subrahmanya from the standpoint of Hindu mythology.

Murugan is an exclusively Tamil name for Subrahmanya. 
According to Nakkirar, Murugan stands for the divine beautiful 
young Kumara, the progeny of Siva and Parvati. Kanda is the 
Tamil equivalent of the Sanskrit name Skanda, which is derived 
from the root “Skand” meaning the emanate. From Siva’s third eye 
emanated six sparks even as lightning does from the clouds and 
Siva directed Agni and Vayu to take them to Ganga. Ganga kept 
the sparks with her for some time until she could bear their heat 
no longer and then carried them to the Saravana pond - so called 
because it was full of reeds. From this pond arose an infant on 
a lotus. Since the Saravana pond gave birth to the infant he was
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�������4�����	��� 	����"�  #� ���� "�	�����������	��#���� 	�����"���
����� G��"�� ���� 	���� ��� 	��� �������� ��� 	��� ��"�� ����8���.

G���������� 	�� 	��� "���)�����4�)	��� ���� 	���	���	���� �������	�
)�"4���	����� ���� ��	� ��� *��� '���� ��� 2� ���>� /������ ��� ���� 	��� ���
	��� '�"��� 4��)��� 1� �Sivagumathanai&� ����“Va Va Nee Valli�
M a n a l a ;�� 	��� �	���� 	��� '�"��� )�"4���	������ “Muruga Unai�
Nambinenayya”� ��� ��	� ��� 0�4���� ������ �Muruga TharugUaya&� ���
���(����� F�	�� A��� ���)�� ��� ����� 	��� '�������	��� '������G���"�
�Enduku&

/�"���� A		�����J�� ����� )�"4���	����� ��� ���	���� �	����
	���� /��	���#�� ����“Shadadhara Tatva Vinayaka”� ��� ���� 0���� ���
����#������Paramananda Sara&� ���D�����8�� �����8����Karunananda�
Chature&����$���" ���� ���C�8�� ����“Nikhilananda Nitya Pradeepa”�
��� ��8���� ��� $���#���.� E��� ����� )�"4���	����� ��� ���� ��"��#�
���	#� ���� �2!�“Karunananda Madhuraprasada&� ��� D�����8����
�>!� �Karunarasalahari&��������������" ������+!�“Tha Para Sadana&�
��� $�	��� �3!�“Nityananda Kartifceye”� ��� *��8����� ��!� �Gajavadana�
Sammodita Vira&� ��� '����� �-!� �Karunasara Madhuraprasada&� ���
(�������� �@!�“Sarasadala Netra&� ��� *	������B!�“Astanga Yoga�
Prabhava”����������� ������"�������=!�� Sivananda Rajayoga Prakasa&�
��� ����	�.� (�	�����"�� C�����	��J�� �"4�)	� ��� /�"���� A		������ ���
"������	� ��� 	��� ��)	� 	��	� 	��� ����	� ����� )�"4���	����� ��� 	��� � �8��
���	� ����8� ���	�� ���	��� ��� /��	���#��1� 	��� D�����8���� ���	�� 	�������
	��� 4������ /���	���#�� C�8�� 0�����	�� (�"� �2�	� �� ���	�!�� 	���
����������" ���� ���	�� 	������� 	��� 4������ /��	���#����
/��	��	���"#���"� �+��� �� ���	�!�� 	��� $�	�� ���	�� 	������� 	���
4������/��	���#�� ��	����� C��8�"� ��� F���"#���"� ��	���� ���	�!��
����	���*��8���� ���	�� 	�������	���4������ /��	���#��$�	#�"� (�����
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Bhaktim Kuru (7th Vibhakti). Regarding the Tamil songs 
composed by Venkatesvar Eddappa I, Sivagurunathanai is also set 
in Mukhari while Muruga Unai Nambinenayya is set in Rudrapriya. 
Strangely the pieces composed by Venkatesvara Eddappa III have 
been set in multiple ragas. While the notation for the song 
Va Va Nee Valli Manala is available in both Bhairavi and 
Sankarabharanam, that for the song Muruga Tharugilaya is available 
in three different ragas - Vasanta, Anandabhairavi and Khamas. 
The raga of the Telugu Padam Enduku is Kambhodi. Thus it can 
be seen that the Ettayapuram rulers have used exclusively Suddha- 
madhyama ragas for their compositions. They have chosen the apt 
raga for each composition calculated to delineate its dominant rasa. 
For instance the raga Athana most suited to portray Vira 
rasa has been employed for the composition Sarsadala Netra 
which describes Kartikeya’s heroic exploits such as destroying 
the demons Tarakasura and Sura Padma. Likewise, Mukhari,' most 
capable of evoking Karuna Rasa, has been used for the kriti 
Kamnasam Madhuraprasada which describes the deity as the provider 
of the essence of Karupa. The phrase Gana Nava Rasa Bhava in 
this kriti describes Subrahmanya as enjoying the Nava Rasas and is 
reminiscent of Tyagaraja’s kriti in the same raga. “Sangita Sastra”, 
the Anupallavi of which contains the plrase Sringara Rasadi 
Akhilasarapurita Ramakatha referring to the story of Rama as 
replete with Navarasas like Sringara.

Muthuswami Dikshitar’s influence on the Ettayapuram 
composers, especially Kumara Ettendra, is evident in their choice 
of ragas and even to a greater extent, in their choice of words and 
phrases. This is borne out by the choice, for one of their 
compositions, of Rudrapriya, a raga handled by Dikshitar alone 
among the Trinity. The use of Sri Raga by Kumara Ettendra 
for his kriti Shadadhara Tatva Vinayaka is in line with Dikshitar’s 
use of the same raga for his Ganapati kriti Sri Muladhara Chakra 
Vinayaka. In fact the Pallavi of the former kriti, set mostly in Mandra
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and Madhya Sthayi, is very similar to that of this Dikshitar composition. 
Like Dikshitar Kumara Ettendra has employed the Pa Da Ni Prayoga 
in this kriti - a Sanchara one does not encounter in the Sri Raga 
kritis of Tyagaraja. The words shadadhara and Shadanana occurring 
in this kritis have been used in the same manner giving rise to Prasa 
yati, Dikshitar’s Khamas composition Shadanane. In his Todi Kriti 
����(�&���� �����&�	� , Kumara Ettendra has employed the word 
Gajavalliramana to refer to Kartikeya as Devayani’s consort and 
interestingly Dikshitar has used a similar word. Gajamba Ramanaya 
in the same context in another Khamas kriti of his, “Swaminathaya”. 
The phrase Pandya Rajya Sthitha palanaLila in the Sankarabaranam 
kriti ���	��4��@�4�� ���+��(� reminds one of the phrase Pandya 
Keraladi Desa Prabhakaram in Dikshitar’s Vasanta krits 
;����������	���<�  Kumara Ettendra must have been obviously 
inspired in using the phrase Amrita Varshini Varshini Amritam 
Varshini Varshini in his Nilambari kriti “��������&�� /��	��� ” 
by the phrase Amritesvari Salilam Varshaya Varshaya Varshaya in 
Dikshitar’s Amritavarshini Kriti ����&����	�%�������� However it 
cannot be denied that one can perceive the influence of -Tyagaraja 
also on Kumara Ettendra, though perhaps to a lesser extent. 
In his Nilambari kriti ��������&�� /��	��� , Kumara Ettendra 
describes the brilliance of Devi’s Tilaka with the phrase Arunakanti 
Sadrusa Tilaka Yoge and this reminds one of Tyagarara’s reference 
to Tripurasundari with her forehead bedecked with Tilaka through 
the phrase Tilakankita Phale in his Tiruvottiyur Pancharanta kriti 
in Begada, ;���&���� ) � � � ��& � � � �Again Kumara Ettendra has 
used the word Bhagineya meaning nephew in three of his compo­
sitions - the Vinayaka kriti ���&�&����� ��	FG�� '�����%� in the phrase 
Sarangapanihita Bhagineya as well as two Kartikeya kritis - 
the Brindavani kriti ���� �����&�  in the phrase Bhogisayihitha 
Bhagineya and the Athana kriti ������&� �� )�	��  in the phrase 
Sarangavarada Chatura Bhagineya - to refer to Vinaya and Kar- 
ithikeya as the nephews of Narayana. It is noteworthy that the 
word Bhagineya has not been used by Dikshitar in any of his kritis
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��� H���4�	�� ��� �� ���"��#�� �	� '#�������� ���� ����� 	���� ����� ���
	��� ��"�� )��	�K	� ��� ���� ������� ���� �� ���"��#�� ���	��� 1� 	���
��4�����4�� 4��)��“Varasikhi Vahana&����	���4����������0����8�����
D������#�.

'���A		�#�4���"����������8�� ���������C�����	������	�������
��� ��8����� 	#4��� ��� (������ ��� 	����� )�"4���	����.� 0������)�� ����
������#�  ���� "���� 	�� 	��� ���� ��� /��	����#�� ���� �	���� �4�	��	��
����� ���"��#�����C�8�	��(������������� 	����������	��������/������
���0���� (�������� 	���(������� ���	�� Karunarasa Maduraprasada.� ���
	�������	�� /�"����A		������ ��������� ������)	�#� �"4��#���C���	��	��J��
���� G��#�#�� (����� H��������  #� "����� ��� 	��� 4�������Guha�
(���8�� ���� H���� ��8�� �))������� ��� ��L���)�� ���4�)	�8��#� �	� 	���
���� ��� 	��� G����8�� ���� 	���  ��������� ��� 	��� *��4����8�.� ��� 	���
D�����8�� ���	��Paramananda Sara�� 	���0���� (����� �))��������)	�#�
��� 	���4������ D�����8��(�����(����" ����� ������ ��� 	���$�	�����	��
I ha Paha Sadhana�� 	��� 0���� (����� ����  ���� ��	����)���
������)�	#� 	������� 	��� 4������ *��	������ ���#�.� /���	��� (������
���������� 	�� /�O����"����� �))��� ��� H������� �������� ����� ���
/�"����A		�����J�� (������� ���	���Karunarasa Madhuraprasada� ����
��� /����� �������� ����� ��� ���� ����	�� ���	�� Sivananda Rajayoga.� *��
���� 	��� '�"���4��)���� 	��� /���	��� (����� ��� /�O����)����� ��� 	���
������ )�"4�����  #� �����	��8����A���44�� �� ���� /�O����"�"�����
���	��������Muruga Tharugilaya�)�"4����� #� �����	��8���� A���44��
���.� ��� /�"���� A		�����J�� '���� ���	��Gajnvadana�� 	��� /���	���
(����� ��� ����	��	��4���� ���������� 	�� A		�#�4���".� '���� ��"�����
���� ��� 	��� 	��"� H��	������� 	�� ����	�� /�O��������� ��� C�����	��J��
:��	������� ����"������� Sn Viswanatham.

/�"���� A		������ ���� �"���	��� C�����	��� ��� 	��� ����4	��
	���	"��	� ��� ����� ���� ����	��� ��4�)	�� ��� ���� )�"4���	����.� E���
���� 0���� ���	�� ���)�� ��� ����#���� ��� 	���  ����� ��� '��	��)� M4������
���� 	���11����	� 4��	���� ��� �	�� G����8�� �"4����� 	��	� ����#���� ��4�����	��
	���  ���)� 	��	�� ��� 	��� ��K� :�������� (���������� ��������	���� �	).�
'��� 4������ *��	�� /������� D�������� D����	�� ��� 	���� ���	�� �"4����
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that Vinayaka is himself Kundalini Sakti which he wears as an 
ornament. The Nilanibari kriti Karunananda Chature refers to Devi 
as Sahasradala Kamala Vasita or the Goddess of Sri Vidya residing 
in the thousand-petalled lotus. In the Bhairavi kriti Paramananda 
Sara, Lord Siva is described as Pranava Hrimkara Sammelna Moha 
or the one pleased by or revelling in Pranava and Hrimkara, the 
esotric seed syllables of Siva and Devi. The Kartikeya kritis is 
Suruli (iSivananda Rdjayoga Prakasa) and in Sankarabharanam 
{Ashtanga Yoga Prabhava) are also full of Yogic concepts. In the 
former the phrase Pranava Hrimkara is repeated four times as if 
to emphasize that Kartikeya is the very essence of these seed 
Mantras. In this kriti he has been described as Navadhikara Saiva 
Rahasya gupta Hamsa or one aware of the nine types of Yoga 
expounding siva Tatva. In the latter kriti he is described as one 
who possesses the prowess of the Sadhana of the eight steps of 
Yoga - Yama, niyama etc. In this context the phrase Guru Siva 
occurring in the Mukhari kriti Karunarasa Madhura prasada is highly 
significant referring as it does to the episode of Karitikeya acting 
as Siva’s preceptor in explaining the intricacies of high philosophy 
and thereby becoming the Sivaguru. At Swamimalai he is worshipped 
as Swaminatha, the special manifestation of the Lord in which 

.he expounded the meaning of the Pranava.
Like Muthuswami Dikshitar’s kritis, Kumara Ettendra’s 

compositions are also replete with references to diverse types of 
anecdotes. To cite a few examples, the term Virabahu Mukya 
Bhakta Jana Varada or one who bestows boons on Bhaktas occurring 
in the athana kriti Sarasadala netra would, appear to allude to 
the anecdote concerning kartikeya’a granting the Pasupatastra to 
Virabahu for the purpose of fighting with Tarakasura.1 The phrase 
Viramahendrapura Surakula Samhara refers to Karitikeya’s killing 
Sura Padma in battle whereupon the demon’s body split into two 
halves, one becoming a cock and another a peacock and Skanda used 
the cock as the symbol of his flag and the peacock as his vehicle.
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The term Ashtamurtis’vara in the Sankarabharanam kriti Ashtanga 
Yoga Prabhava presumably refers to Virashtaka, the terrible 
red-eyed child brought up by foster mothers according to the 
anecdote related in the Aranya Parva of Mahabharata.2 This 
Virashtaka or Herioc Eight seems to be a representation of the 
Vedic Sun God Rudra having eight .names and eight forms from 
which the Puranic name Ashtamurti is derived. The phrase 
Kumkumavarna or red coloured used to describe the Lord in the 
Nata kriti . ��� ����� ��&����  tallies with the references to Murugan 
as Cey(y)lon or Cewel, the Radiant Red God in ancient Tamil 
works of the Sangam age.3 It is noteworthy that in the same kriti 
this deity is also described as Natya Gana Moha Ranjana or 
one pleased by dance and music. It has been reported in the ancient 
Tamil literature that Kaveripatnam witnessed year after year 
numerous festivals in honour of Murugan when women danced to 
the accompaniment of the flute, harp and drum.4

Five among Kumara Ettendra’s compositions - the Nata 
kriti .���� ����� ��&���� , the Asaveri kriti )�	�����&�� ���	�%���3 
the Nilambari kriti ���������&�� /��	��� , the Brindavani kriti 
���� �����&�  and the Yadukulakambodi kriti ����������� #�����
� have Madhyamakala Sahitya in the later portions of the Anupallavi 
and the Charana and in this respect resemble Dikshitar’s compositions. 
At the end of the Charana, the Bhairavi kriti Paramananda Sara 
features Solkattu svaras, the later part of which is set in Duritakala.

Kumara Ettendra has striven for melodic balance among 
the various segments of his compositions. Thus there is Shadja
- Panchama bhava between the commencing svaras of the Pallavi 
and Anupallavi in the Bhairavi kriti Paramananda Sara Prabhava. 
Again, interestingly, thejeeva and Nyasa svaras of Brindavani being 
Rishaba and Nishada, the commencing svara of the Pallavi in the 
Brindavani kriti Kamalasanadi is Nishada while that of the 
Anupallavi and the Charanam is Rishaba.
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'��� )�"4���	����� ��� 	��� A		�#�4���"� ������� ���� ����� �����
��� 4���������� ���� ���	���)���  ���	���� ��� ��8����� �����.� ���
4��	�)������ 	��� ���� 0���� ���	��Shadadhara Tolva Vinayaka�� 	���
������� ������"� ���	�� Ashtanga Yoga� ���� 	��� '�"��� 4��)��Va Va�
Va Nee Valli Manala� ���� ��4��	�� ��	�� G����� ����� �������� 	���
$�	�����	�� ����G������������� 	���*��8�������	��Nilyananda Kartikeye��
	��� ��8���� ���	��Nikhilananda Nilya Pradeepa� ���� 	��� ����	�� ���	��
Sivananda Rajayoga� ���� ��4��	�� ��	�� *��4����.� AK�"4���� ���
C8�	�#�������4����� ��)� 	��� 4������� $��#�� ���� ��	#�� ��� 	��� G����8��
���� *��4����8�� ��� ���� *��8���� ���	��Nilyananda Kartikeye�� 	���
4������ *��	�� ���� ����	�� ��� 	��� G����8�� ���� *��4����8�� ��� 	���
������� ������"����	�� Ashtanga Yoga�����	��� 4������� G���"�������
���� G���"�	��8�� ��� 	��� *��4����8�� ���	��� ����������" ���� ���	��
Kanina rasa Lahari.� ���	��)��� ��� *�	#�4����� ���� 	��� ������ :��	����
$���	�� ��� 	��� *��4����8�� ��� 	��� *��8���� ���	��Nilyananda�
Kartikeye�� 	��� ������ ���#���� ���� ��8)��� ��� 	��� *��4����8�� ��� 	���
����������" ����� ���	�� Kanmarasa Lahari� ���� 	��� ������:�	����
G�	��� ��� 	��� :������"� ��� 	��� D�����8���1� ���	��Kamalasanadi.�
#�"���"� �))���� ��� 	��� 4������� �������� $�"�� ����.� ����������
/�"���� ��� 	��� *��4����8�� ��� 	��� $�	�� ���	��Iha Para Sadhana� ����
��� 	��� 4������G����8��E��"����� ��4��	��� ����� 	�"��� ��� 	��� :�������
��� 	��� ����	�� ���	��Sivananda Rajayoga.� *�� �K�"4��� ���*�	��������
��� 	��� 4������ M�� 	����44���� ��8��� ��� 	��� '�"��� 4��)��Mumga�
Tharugilaya.

/�"���� A		�����J�� )�"4���	����� ��)� ��4��	�� ��	��
�8����������  ���	���� ��� �	�� 	��� ������� ���� ��)��	��8����	���.� ;���
)���4��)��8�� ��� 	��"��8������������	�� ���4�)	� 	������ 	�����8��� �8�����
1� ���� 0��� H��� (��� G��� C�� ���� $�.� *� ���� �K�"4���� ���� ��� �������5
1. Sarasadalanetra - Atana - Adi
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Kamalasanadi Brundavani Adi
Pallavi Anupallavi Charana
P D S s n p N P m R S
Pa da Sa Kshath Ga . . . thro

Kartinarasamadhura prasada Mukhari
Pallavi Anupallavi
S N D P D p d s
Sa da Na .. tha

Adi

4. Gajavadana - Thodi - Adi
Pallavi Charana
G P m g r s  P D p d n d p m
Ga ja .. vada Bha no

5. Sivananda - Surati - Adi
Pallavi Charana
N S N d  P N m P
Si va nanda Pra na va hrim

6. Karunarasalahari - Yadukulakambhoji
Anupallavi Madhyamakala sahithya
P M P p D  S S n p d d
Pa rapa nan Sa ra si ru ha

Finally a very prominent decorative appendage in the 
compostions of the Ettayapuram rulers is Chittasvaram. All of them 
have Chittasvaras with the exception, apart from the Telugu Padam 
“Enduku”, of the Asaveri kriti Nityananda Karikeye and the
Bhairavi kriti Paramananda Sara, hut as already pointed out, the 
latter features instead Solkatlusvaram. The Todi kriti 
Gajavadana Sammodita in particular contains Chittasvaras of 
exceeding melodic beauty, all the four avartas of which begin in 
Gandhara and it is reported that this Chittasvara is the contribution 
of Kamura Ettendra’s Guru, Baluswami Dikshitar. In the Nilambari 
Kriti Karunananda Chalure, Shadja is the commencing svara
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throughout for the Chittasvara and also the Pallavi, Anupallavi 
and Charana. In the Chittasvara of the Sankarabharanam kriti 
Ashtanga Yoga Srothaovaha Yati occurs in the sequences P 
m g r s ,  D p m g r  s and S n d p m  g r s .  In the Tamil piece 
�����4�� �����4� ��� , the last four Avartas of the Chittasvaram 
are in Madhyamakala in which one can find Chatusram and Tisram 
combination. In 13, out of these 15 kritis, the Chittasvaram occurs 
only after Charanam, the only two exceptions being the Yadukulakam- 
bodi kriti Karunarasa Lahari and the Tamil piece Sivagurunathanai 
in Mukhari. In both these compositions, there is Chittasvaram 
also after Anupallavi under the name Mukthayisvaram. The 
Yadukulakambodi kriti Karunarasa Lahari contains, in addition to 
the Pallavi and Anupallavi, Muthayisvara, 4 Charanas and finally 4 
Avartas of Chittasvara. At the commencement of the Muktayisvara, 
the dhatu portion of the first. line is repeated for 3 successive 
Avarthas after which the 4th Avarta svara is sung to take up the 
Pallavi. As lor Charna, the sahitya followed by Chittasvara is sung 
in the case of the first three Charanas and then only the sahitya 
of the fourth Charana after which 4 Avartas of Chittasvara are 
sung to complete the song. Likewise the Tamil Mukhari piece 
��(�4����	�����  contains, in addition to the Pallavi and Anupallavi, 
Muktayisvara, 3 Charanas and 4 Avartas of Chittasvara. One should 
sing the first Avarta sahitya of the first Charana - Nitya Sangita 
Lolanai - with this first avartha sahitya being repeated after each 
Chittasvara. The one proceeds to the remaining 3 avartas of this 
Charana followed by the 2nd and 3rd charanas and then one 
repeates the Muktayisvara sung at the end of the Anupallavi to 
lake up the Pallavi.

The intertwining between the Sahitya and the Chittasvara 
in a few cases has given rise to a musical form which would appear 
to be a combination of the varna and kriti. The Ettayapuram 
composers have blazed a new trail in innovating novel genre of 
musical compostions which are replete with many features of melodic
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DEVELOPMENT OF THE REPERTOIRE IN 
MODERN BHARATA NATYAM

Introduction
In a modern performance of Bharata Natyam, the stage 

is often graced by an image of Nataraja, God of the Dance. 
Conversations with dancers who performed Bharata Natyam in the 
1930s reveal that this stage prop was not introduced into performance 
until later. The famous non-hereditary dancer, Rukmini Devi, told 
me that it had been her idea in the 1940s to place it on the stage 
during a dance recital. Despite this, many of the younger generation 
of dancers consider the presence of an icon a necessity and have 
confidently informed me that such a practice “is part of the tradition” 
(Gaston 1991)

This is only one example of a widespread tendency 
to regard as traditional, not those things which derive directly from 
the precursors of today’s dance, but those things that emphasize 
religious or historical associations. The contradiction between 
historical reality and the perceptions of modern performers can 
be viewed in two ways. Either we can view the statement that 
having an image of Nataraja on the concert stage is part of the 
tradition as erroneous, or we can re-define our idea of traditional 
to mean not, “based on accumulated experience or continuous 
usage” (concise Oxford dictionary), but “conforming with a set of 
beliefs about what the dance should have been like long ago”. It 
has become clear to me in the course of my experience with Bharata 
Natyam that the current idea of tradition comes much closer to the 
latter definition. In this paper I will examine the present day 
perception of the traditional in the repertoire of Bharata Natyam.

Anne-Marie Gaston (Anjali)



Before 1920 dancing in South India was the almost exclusive 
preserve of the devadasis. Today, Bharata Natyam is no longer a 
hereditary profession and is studied, taught and performed by 
many people from outside the isai vellala community. The 
devadasis for the most part were employed by temples for ritual 
purposes. During the latter part of the nineteenth century a public 
campaign to abolish the institution of devadasi began. With the 
passing of the devadasi Bill, in 1947, dancing in the temples of 
Tamil Nadu was no longer permitted as a part of temple ritual.1

Although a lot has been said, ' little can be definitely 
established about which dances were performed as part of temple 
ritual(see Kersenboom 1987). However, prior to the dance being 
banned there were two parallel dance traditions and repertoires: the 
sacred or ritual and the secular or concert component. The concert 
repertoire (sadir/dasi allam) continued to be performed and it is in 
this form that the dance survives today. Coexistent with the campaign 
to abolish the dance as part of temple ritual and as a hereditary 
profession, a significant interest in sadir/dasi attain, was underway 
among families not traditionally associated with the dance. The new 
version of sadir became known as Bharata Natyam in the 1930s 
(Raghavan 1973; Subramanyam 1979; Devi 1985; Khokar, 1987: 
41,46). Although often referred to as a ‘temple dance,’ what is 
regarded as traditional Bharata Natyam today reflects the model laid 
down by sadir.

In recent years Bharata Natyam has transcended community 
and regional affiliations, to become synonymous with traditional 
Indian culture. The position of Bharata Natyam as a national treasure 
has led to intense pressure to conserve the dance in what is perceived 
to be its ‘traditional’ form. Because Bharata Natyam has moved 
a long way from its origins, both geographically, socially and 
artistically (Gaston 1991a), there has been some re-creation involved 
in the establishment of the modern tradition. Bharata Natyam today 
has assumed many of the characteristics of an ‘invented tradition’.
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who founded the dance academy, Kalakshetra, in Madras in 1936. 
Theory has been taught there since the late 1940s. Rukmini Devi 
chose selected portions from several Sanskrit texts, in particular: the 
Natyashastra and Abhinayadarpana, with emphasis on material in 
the latter. Although most traditional dance masters are fully 
conversant with the context in which various parts of the body 
arc to be used, they arc not always familiar with the textual 
reference. In actual fact, with a few' notable exceptions,5 the 
theoretical and practical aspects of the dance were, and continue 
to be, largely separate. It is possible to be a dancer and a dance 
teacher without any academic foundation in the textual tradition. 
Prior to 1970 the majority of the traditional teachers and dancers 
looked upon this type of knowledge, devoid of practical 
application, with suspicion (Gaston 1989, 1991a). Amongst the older 
generation of teachers it was the context in which the hand signs 
were used and how they were executed, rather than their names, 
that was important.
Nrilta

The basic steps (adavus)() of the pure dance (nritla) are 
the building blocks of Bharata Natyam. Each dance teacher 
has his/her own combination of adavus. The manner in which 
adavus are executed and their minor variations determine the 
different sub-styles or ‘traditions’ of Bharata Natyam. Those adavus 
that share similar characteristics arc divided into groups. The 
number of groupings varies anywhere from nine to fifteen. Vatsyayan 
(1974:17) identified nine whereas in 1963 she identified fifteen. 
Bhavnani identified 10(1965:32) and Khokar has described fifteen 
(Marg 1963:17-23). Chitra Vishveshvaran (1985) confirmed:

“The adavus are the same in every style [of Bharata
Natyam], but differ in execution” (Sruti, January 1985:43).
Groups of adavus arc referred to either by the particular 

movement that is performed (such as shanikkal which means sliding
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or slipping, or tattu which means to strike, pat or slap, and indicates 
that the foot is to be slapped (Marg 1963:18),) or by the mnemonic 
syllables ([sholkatlus)7 to which they are danced. The spoken rhythmic 
component for each adavu dictates the accents in the movement and 
suggests the movement. Thus hard sounds such as ‘ta’. ‘di’ ‘gi’ ‘na’ 
‘tom’ direct percussive movements and softer sounds such as ‘longu’ 
suggest other movements such as turns or jumps. Several adavus 
performed together are known as koivai. The syllables* that 
accompany both adavus and korvais are both known as sholkatlus. 
Complicated sholkatlus are known as jatis.

New adavus are being developed within the accepted 
parameters of Bharata Nalyam8 and combinations of adavus (jatis) 
are constantly being created. This has increased the rhythmic 
complexity which is one of the most noticeable features of modern 
Bharata Natyam. The rhythmic syllables of jatis are taken from 
the mridangam (drum) repertoire (Brown 1965; Higgins 973). Certain 
combinations are considered more appropriate than others. Such 
decisions are based on the musical quality of the spoken sound and 
the feasibility of one adavu joining another. Each jati combination 
ends with a tinnanaml) which is the same rhythmic structure repeated 
three times. This convention allows the musicians to anticipate 
when the spoken rhythmic passages will end. The successful 
conclusion of a jati must be supported by the entry of the singer 
and the other musicians who join with the music. This intimate link 
between the rhythmic structures of the dance, the music and how 
the dance is taught and performed emphasizes the importance 
of training in music for teachers and conductors of Bharata natyam 
recitals (nattuvanars) (Gaston 1991a).

Although basic principals define what movements and 
body positions arc accepted as Bharata Natyam, there are also 
variations. Bharata Natyam as performed today, includes many 
substylcs or ‘traditions’ of Bharata Natyam (Gaston 1991a, 1991c). 
Each tradition sanctions certain movements. For example, some
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dance which are found in the plastic arts, in particular painting and 
sculpture, thus an introduction to one facilitates appreciation of the 
other. To be able fully to appreciate Indian classical arts one must 
be familiar with the conventions and the symbols common to the 
Sanskritic tradition (Vatsyayan 1968; Sivaramamurthi 1970).

The execution of the theatrical component of Indian dance 
(natya) is more commonly referred to as abhinaya and is expressed 
according to strict rules. What the artist projects through abhinaya 
is known as bhava, what the audience feels is known as rasa (literally 
flavour). The ability to express feelings is often more highly regarded 
and stressed than the technical virtuosity of the abstract dance 
(nritta) when judging the excellence of a Bharata Natyam recital.
Identifying the Repertoire

The complete suite of dances in a concert programme is 
known as a margam. This suite consists of certain dances performed 
in a particular order. The principal compositions that make up a 
margam were first composed specifically for dance in the early 
nineteenth century by Ponnaiya Pillai (born 1804), of the Tanjore 
Quartet, who was both a musician and a dance master. The present 
repertoire in modern Bharata Natyam can be said to date from 
that period, as it is their repertoire that is regarded as the most 
traditional. Higgins states the “infusion of creative energy marks 
the early nineteenth century as one of the most innovative periods 
in the history of Indian dance (Higgins 1973:4)“.

The full classical Bharata Natyam recital is divided into 
six or more discrete pieces, each identified on the basis of its musical 
content and choreographic conventions (e.g. vamam, jatiswaram, 
shabdam, padam, javati, lillana). The choreography varies within 
each of these categories, (in that there are numerous options for 
variety of dance steps) but they are structured to conform to 
established general patterns. The songs are generally in Telegu, 
Sanskrit, Tamil or Kannada.11 Up to about 1960, the order in which
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these compositions were danced in a recital was more or less fixed; 
alarippu, jatiswaram, shabdam, vamam, padams/javalis, tillana and 
shloka. This order is not generally followed today, nor are all these 
dances still included in a dance recital. I shall discuss the reasons 
for change later, but first I shall briefly describe the concert 
repertoire in Bharata Natyam during the period from the 1930s to 
roughly the mid-1960s.

Alarippu,12 the first dance, is an abstract dance piece, 
with little or no musical accompaniment.13 The musical basis of 
alarippu is the fixed composition of mnemonic syllables (sholkatlus) 
that are spoken by the naltuvanar. the rhythmical clement (tala) 
predominates.

Jatiswaram. Like alarippu, jatiswaram is a piece of abstract 
dance.14 A jatiswaram includes sections of pure dance which come 
to a climactic end and are linked by the dancer moving to cither 
side of the stage and then backwards. This is followed by beating 
her feet rhythmically before beginning the next rhythmic section. 
These discrete sections are repeated anywhere from five to nine 
or more times, the dance combinations increase in complexity. 
Jatiswaram is, like alarippu, a term which covers both the music (such 
as it is in the case of alarippu) and the dance. The Jatiswaram 
musical form is unique to the dance repertiore. Unlike some of the 
musical compositions to which dances have been choreographed, 
jatiswaram is not part of the solo Karnatic vocal repertiore sung 
on the concert stage, perhaps because it does not allow for musical 
elaboration.

Shabdam15 is distinguished from all other dance pieces 
except vamam in having section of pure dance alternating with 
mime. The text of the song that accompanies a shabdam generally 
describes and eulogises the qualities of an idealized hero. These 
include his superhuman feats and generosity. Many shabdams arc 
in Kambhoji raga and misra chapu tala, although there are others
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padams, and javalis. The differences between a padam  and javali 
continue to be debated but it is generally agreed that the music of 
a javali is more up tempo than that of a padam and the lyrics are 
not only more erotic,s but according to Arudra (1986) lascivious. 
Nevertheless most of the early non-hereditary dancers performed 
the same javalis and other dance compositions branded as provocative 
when performed by devadasis (Gaston 1991a).

The themes of both padams and javalis usually involve 
the portrayal of a young woman (nayika) in a variety of moods 
and amorous predicaments. While the erotic component dominates 
the repertoire, devotional and descriptive poems are also set 
to dance. All of the imagery, situations,and reactions to them are 
codified and highly predicgable.

Tillana, the penultimate dance, is also the name of 
a musical form. This dance consists predominantly of abstract 
movement but a few simple lines of text are usually included near 
the end of the composition. Tillana music utilizes drum sholkattus 
in the main body of the music. These sholkattus are not spoken, 
a convention also followed in the jatiswaram after it opens with the 
speaking of only one set of sholkattus. The musical form, tillana, 
developed from the tarana form in north Indian music. V.Subramaniam 
and . Arudra (personnal communication) believe that it entered the 
Bharata Natyam repertoire at the beginning of the nineteenth 
century during the time of Swati Tirunal, the ruler of the princely 
state of Travancore, who provided considerable patronage to 
music and dance, as well as being a composer of dance and other 
music. Numerous tillanas, which are constantly being absorbed 
from the vocal and instrumental concert repertoire, have been 
choreographed for dance. Regarded as ‘musically simple’ (Higgins 
1983:105), many prominent musicians, as well as many teachers and 
singers for Bharata Natyam, have composed tillanas for dance.

In the accepted order, a recital should conclude with 
a shloka, which is danced to a piece of free verse addressed to a
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God or Goddess.16 This concludes the dance. Finally, a short piece 
of music, called mangalam, intended to give an auspicious ending 
to the dance programme, is played by the accompanying orchestra.

From the 1940s until the 1970s, the second half of the 
recital generally included several other dances.17 a gypsy dance 
(kurathi), a dance on the theme of the imaginary wedding of an 
important female Tamil saint known as Andal}8 occasionally a 
peacock dance,19 or snake dance (naganrittam), and a piece on the 
theme of Shiva’s cosmic dance, natanam adinar. All but the latter 
were considered semi-classical (ie incorporating folk elements) 
and three of them, (gypsy {kurathi), {Andal) and the Peacock dance) 
called for a change of costume to correspond with the theme. The 
inclusion of these dances in performances presented at the Madras 
Music Academy, 1931-88, gives some indication of how they became 
accepted and absorbed into the traditional repertoire (Gaston in 
Journal of M.M.Academy 1991). The Madras Music Academy’s 
festival has been an important force in the preservation of traditional 
performing arts in South India.20 Consequently, dancers and 
choreographers working within the style are very conscious of the 
demands of r^sikas. Because the economics of the dance do not 
depend on attracting a mass audience, the views of such intellectual 
gatherings are very important in determining the form of the dance 
and its presentation. The influence of the Academy, and other 
similar cultural groups (sabhas), may have created a greater 
self-consciousness among artists than would be typical of performing 
arts elsewhere in the world.
Changes in the Traditional Repertoire

The innovations that I address are those that have evolved 
within the framework accepted as classical Bharata Natyam since 
the 1930s. Although there have been changes, the original repertoire, 
presented in the traditional order has been retained for most debut 
recitals {arangetrams).
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“In the beginning, alarippu, which is based on pure rhythm 
alone, brings out the special charm of pure dance. The 
movements of alarippu relax the dancer’s body and thereby 
her mind, loosens and co-ordinates her limbs, and prepares 
her for the dance. Rhythm has a rare capacity to
concentrate the mind. The alarippu is most valuable in 
freeing the dancer from distraction and making her 
single- minded” ~ (T. Balasaraswati 1980). f
One of the most accomplished non-hereditary Bharata 

natyam dancers, of recent times, Yamini Krishnamurthi, commented:
“I like to start with an alarippu as it is a traditional 
warm-up for the eyes, neck and arms. I like the concept 
of alarippu."
Notwithstanding the opinion of these two great 

dancers, it has been the practice for many years to dispense with 
an alarippu after the first public recital, even at the Madras Music 
Academy. Alarippu is often replaced by a kautvam (poem addressed 
to one of the eight guardians of the quarters, Vishveshvyran 1985), 
pushpanjali21 nrittanjali (includes swaras and jalis), todaya 
mangalam, or mallari22 (a piece of nagaswaram music still played 
in temples) (Shankaran 1990). All of these pieces are adaptations 
of music or dances that were part of the temple tradition. 
Yamini Krishnamurthi again commented on these innovations;

“There is nothing to learning a kautvam. One must just 
know the song and its meaning. The whole rhythm is in 
the song and the jatis(rhythmic patterns) are in the music”.
Padmavati,23 the grand-daughter of the hereditary teacher 

ICP.Kittappa,24 and a descendent of the Tanjore Quartet family, 
included the Vayu 25 kautvum prior to alarippu when she presented 
her arangetram in 1989.
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Todaya mangalam, is from the repertoire of ritual temple 
music (Higgins 1973; Marg 1982; Kersenboom 1987). It was also 
danced in the Bhagavata Mela dance tradition, which has close 
affinities to Bharata Natyam (Parthasarathy 1989). The 
non-hereditary brahmin dance teacher, Dorairaja Iyer( 1900-1980) 
borrowed heavily from the Bhagavata Mela tradition. It is 
not surprising that in his tradition of Bharata Natyam, todaya 
mangalam is danced. However, support for this dance varies. While 
Yamini Krishnamurthi frequently opens her recitals with todaya 
mangalam followed by alarippu, todaya mangalam has never been 
performed by T. Balasaraswati nor her daughter, Lakshmi. Todaya 
mangalam is in the repertoire of several teachers including the 
hereditary teacher, the late V. Ramaiya, and the non-hereditary 
teacher, Adyar Lakshman, from whom I learned it.26

Jaliswaram was one of the first dances to disappear 
from the concert repertiore. This was to cut down on the length 
of rectials and allow the dancer to concentrate on tillana, also 
a piece of abstract dance, but more spectacular and with more 
appealing music (Devi 1985:18).

Shabdam, like jaliswaram, began to disappear from 
the concert repertiore of Rukmini Devi from the 1940s. Rukmini 
Devi’s decision to omit shabdam was not to cut down the length 
of the recital, but to add variety. She filled the traditional third 
spot with several songs from the classical music concert repertoire 
(Sarada 1985:45) From the 1960s onwards, shabdam has often been 
omitted even for arangetrams, that one moment in a dancer’s career 
when she is expected to demonstrate that she is competent in the 
full traditional repertoire. With the exception of the T. Balasaraswati 
tradition, best exemplified in the 1980s by her daughter, Lakshmi 
Shanmugam-Knight, shabdam has hardly been performed by her, 
and her students it was still an important part of the concert 
repertoire. However, T. Balasaraswati herself omitted shabdam 
for her concert at the Music Academy in 1950. In the 1950s and
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For most dancers the vamam , which may last anywhere 
from about fifteen minutes to one hour,28 must be included. The fact 
that it is considered important says much about its musical and dance 
content. In those cases when a concert must be kept short, sections 
can be cut out, or abbreviated, in particular the repetitive descriptive 
portions. The rhythmic abstract dance cct[ons(jatis/tiimanas),29 are 
generally maintained and have increased in rhythmic complexity and 
length since the 1960s.30 The descriptive content is very formalized 
and considered by some, highly repetitive (V. Subramaniam 1985). 
It is now perceived as having little significance. Where a great deal 
of compression is required, the solfege syllables (swaras) in the 
second half of the varnam are included but their accompanying 
text is omitted. This maintains the musical integrity of the piece, 
at the expense of the poetry.

Varnams are of two varieties: pada and tana.31 Pada 
vam a ms (also known as chauka varnams)h<\vc been composed for 
dance and for that reason it is generally agreed that they arc best 
suited for a Bharata Natyam recital. Tana ' varnams have been 
composed for music recitals but have also been used as music for 
dance. Despite the objecions made against including tana varnams 
as part of the Bharata natyam repertiore, several eminent traditional 
teachers, most notaby, P.S. Minakshisundaram, whose in-laws 
included the composers of most pada varnams in the Bharata 
Natyam repertoire, have choreographed tana iw7?<7/77.y(Chatterjea 
1979). Many dancers perform them, among them Shanta Rao who 
studied with P.S. Minakshisundaram, and Yamini Krishnamurlhi, who 
studied with one of his relatives, K.P. Kittappa. Most ‘traditionalists' 
consider that the repertoire is large enough and that tana varnams 
are unsuitable. However, Yamini Krishnamurlhi and Shanta Rao 
both told me that tana varnams were their favourite. As tana 
varnams are in a medium or fast tempo, it is very easy to accelerate 
(increase the Iaya),'n fact noted by Yamini Krishnamurthy who was 
ecstatic about learning a tana vamam with K.P.Kittappa but added:
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“The only problem is that he has to be there to conduct 
it. He has to do the talam to control the laya”
Many, including Rukmini Devi, believed that for dance 

recitals tana vamams were inferior to pada vamams.
“....tana vamams should be learnt only as a sample and 
should not take the place of the pada vamam which is more 
ideally suited for .the dance. I regret to say that even the 
pada vamam which is meant to be done in slow tempo is 
often ruined by too much speed” (Devi 1985:19).

Rukmini Devi was against ‘speed’ but expanded the traditional 
repertoire of vamams by adding rhythmic patterns to various pieces 
of music and adapting them to the vamam format.32 She also 
commissioned original vamams by eminent living musicians 
and scholars (Sarada 1985:46, Devi 1985:18). One of the main 
reasons why she choreographed new vamams was that she objected 
to the conventional erotic themes (Gaston 1991a)

Ram Gopal performed dances from the traditional 
repertoire but he also adapted them and had dances composed for 
him which reflected the tandava or masculine clement of Bharata 
Natyam. One of these dances was natanam adinar, based on 
the dance of Shiva. He accounted for the creation of this dance:

“Natanam adinar was composed specially for me by [P.S.] 
Minakshisundaram.33 I was the first to perform it. Now 
they don’t do it properly. It should be danced by a man. 
At the beginning of the dance I often preferred to do a 
few Shiva poses and get into a sort of trance.”
Natanam adinar appeared in the concert repertoire for 

several decades and was very popular until the 1960s. It is a very 
energetic dance. While it was often presented in addition to the 
traditional finale, lillana. it was also used to replace it. In the 1980s,
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���)�� ��L������ ��������� ��� �� �#4�#�� ������ 	��� )��	�"�� ���� *�����
�44��K�"�	��� 	��� )��	�"�� �����  #� 	��� ����	� ���� ���� "��������
	�� ������.� ��)�� )��	�"�� )������� ����� 	�"�1)����"����� ����
������)���  �)�"�� ��)��������#� �����	��	� 	�� ��)�� ��	����4	�����
��� 	���4�����""�.� ��)��������#����"�	���2=B,����������	�����	��8���
���������� (���� ����� �	������)��	��� )��	�"��)��������8������� ����
���4������ ��	��� 4����4��  �)����� ������)��� ����� ��)������ 	�� ���8�.
Abhinaya
C��)��4	�8�� C��)��5���&������� *�(� ��
'��� ��	������"� ���� ��"�� ���� 4��)��� ������	�� 	��	� 	����	������
���)���� ���� "���)����� ��8�� ����#�� �K4������ 	����� ��4��	����.�
E�����	��#� "���)��V���)�� ��"������� ��� 4��	�)����� 	��	� ��� 	��� ���)���
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T. Balasaraswati which included her mother, a singer (TJayammal) 
and grandmother, a vina player(T. Dhanammal)were involved in the 
direct creation of the dance repertoire.

Because of the families’ musical excellence and personal 
contact with contemporary composers, such as Dharmapuri Subbarayar, 
this resulted in much of the repertoire for abhinaya being regarded 
as the preserve of their family.35 Those additions36 to the abhinaya 
repertoire with “too much of rhythmic element” were rejected by 
two hereditary dancers T. Balasaraswati and Swarnasaraswati. Rukmini 
Devi’s decisions regarding additions and omissions to the repertoire 
centred on the content and text of the songs as well as how the 
abhinaya was rendered. Once again this underlined her aversion to 
the erotic (shringar) and tendency to edit the dance.

“...there was much that was undesirable not only in 
the actual movements and hastas but even in the 
subtle abhinaya, eye movements, lip movements, etc. It 
was not difficult for me to convince my teacher, 
Meenakshisundaram37 Pillai that I would not be able to 
learn such an aspect and so my dance took another turn 
and I worked entirely for the spiritualization of the art” 
(Devi 1985:18).
Some of the remarks of the dancers that I interviewed 

confirm that the expression (abhinaya) of the dcvadasis dance 
was usually direct and uncluttered, in contrast to the highly 
choreographed and complex depictions of today’s dancers. In 
particular they comment on sanchari, which is that part of the 
descriptive dance where a line of the song is repeated and the 
dancer supplies variations and elaborations. The dancer, Yamini 
Krishnamurthi, commented on the devadasi M.D. Gauri’s teaching:

“Gauri did not have much sanchari bharn. What she did 
was direct and it was not necessary for her to elaborate.” While
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another non-hereditary dancer, Gita Ramakrishnan said of the 
abhinaya of Swarna Saraswati.

“Swarna did exactly what the line said and not much 
sanchan,38 she did the literal meaning in one hundred 
different ways..dancers today* drift away and depict stories 
around the exploits of various deities, whether or not they 
are relevant.”

I studied - with Swarna Saraswati at about the same time 
(1971-72) and also found her abhinaya clear and direct. The 
tendency to elaborate extensively by referring endlessly to numerous 
mythological stories can be quite taxing. I studied several 
Kshetrayya padams with her, including some with highly erotic 
content, and I never once felt that she had transgressed the 
bounds of good taste. There was a simple majesty to her exposition.

Although change is inevitable, some such as
K.S.Srinivasan (1985) a well known dance critic, argue that abhinaya 
should continue as an essential component. He believes that 
abhinaya “reaches for the mind” and the “cultural consciousness 
of the viewer”. For him, audiences should be connoisseurs 
(rasikas), and therefore not only receptive, but familiar with 
Sanskritic theory of aesthetics (Sivaramamurti 1970; Chari 1980). He 
lauds the close association of abhinaya with the poems to which 
it is set. However Krishna Chaitanya (1987:5) has a different view.

“Mimesis is murderously strong in our tradition. The 
choreography is shackled to the libretto in Nritya... the body 
cannot speak in its own language if it is compelled to 
illustrate the text slavishly” (Chaitanya 1987:5)
K.S. Srinivasan appreciates the traditional repertoire, 

and V. Subramaniam, a radical among dance connoisseurs, laments 
the standardization of the Bharata Natyam recital in particular the 
abhinaya of the central piece, vamam:
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Rehman did later. These troupes presented several dancers and 
several styles. However recitals in the 1980s have been
dominated by a single dancer often performing several styles. 
While some dancers selected a few dances from various styles, 
others devoted one half of a programme to Bharata Natyam 
and the other to another style. This was largely because there 
was not enough repertoire in some of the styles for a full evening’s 
recital. This situation has changed as new dances in. all styles have 
been choreographed.

By performing other styles alongside the better 
known Bharata Natyam, audiences were gradually educated to 
accept the new styles in their own right. Mohini Attam was the 
first style to be presented sharing a programme with Bharata 
Natyam, initially by Ragini Devi in the 1930s and later by Shanta 
Rao. By the 1950s a number of dancers were offering performances 
in which the two halves of the evening were devoted to different 
styles.39 Two other dance styles, Kuchipudi in the mid 1960s and 
odissi in the late 1950s were also introduced to share a programme 
with Bharata Natyam. It is since the 1960s that full solo programmes 
in Odissi, Kuchipudi, and Mohini Attam have been developed.

None of the styles have survived in a vacuum but the one 
that has had the most influence on Bharata Natyam is Kuchipudi. 
Among the various styles of Indian classical dance, Bharata Natyam 
was originally most closely related to Kuchipudi. Both are set to 
classical Karqatic music. Swapnasundari, a non-hereditary professional 
exponent of both styles commented:

“(Bharata Natyam is)restrained and perhaps geometric, 
while Kuchipudi is freer, more flexible and essentially a 
natya, or expressive form”40
During the early period of increased interest in Bharata 

Natyam it was considered appropriate for Bharata Natyam dancers 
to study the abhinaya of tne more theatrical traditions of Bhagavata
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Mela,41 Kuchipudi and Kathakali. Until about 1947 these styles were 
a male preserve. The ��������  of Kuchipudi is particularly rich 
and, despite the fact that the style was originally performed only 
by men, it was studied by both ��#����� and non���#����� Bharata 
Natyam dancers. Both T. Balasaraswati and M.D. Gauri enriched 
their ��������  by studying with Kuchipudi masters, and their skill 
may have been influenced by their contact with the Kuchipudi 
style.42 ��������  is more adaptable and easier to integrate than 
the abstract movement �������� of the various dance styles.

Because of the highly codified and varied way in which 
the emotions are portrayed in Kathakali43 any non-hereditary 
dancers such as Ragini Devi, Shanta Rao, Ram Gopal, Uday Shankar 
and Rukmini Devi studied and included Kathakali dances in 
recitals primarily devoted to Bharata Natyam.
%���&�����������#������

In the 1920s which was the beginning of the revival 
of interest in Indian classical dance in general and Bharata Natyam 
in particular, there was already a form of Indian dance that had 
received international recognition. Created by Uday Shankar, 
these dances were innovative, but culturally Indian, and drew from 
art forms such as Indian painting and sculpture, as well as from 
the various classical styles of dance which were already in existence. 
Uday Shankar wished to create a style that was relevant to his time:

“A cultural revival cannot be achieved simply oy offering 
so-called finished products of art, especially those dealing 
with subjects of past periods. It can only be achieved when 
there is a real breakdown (sic) of feeling” (Uday Shankar, 
quoted by Banerji 1982:73).
Uday Shankar’s dances were created outside of India, 

and first performed to western music.45 He then returned to India 
founded his art centre at Almora (Banerji 1982:45) and increased 
his repertoire by working with classically trained teachers in various
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ancient dance in India were created for another rhythm of 
another age, long since dead. Don’t you think we should 
step forward and create something that is understandable 
in terms of today” (Gopal 1957:53).
His objections addressed the fact that most of the descriptive 

dances fit into a standard format in which the dancer enacts a plea 
for union with her lord, she taunts him about his callousness, criticises 
him for his' attentions to the other woman, flatters him for his 
heroism and physical beauty, and lauds his great compassion. 
Whether the dancer addresses a potential patron or a deity the poetic 
conceits are the same, as is the imagery. There is a formula, with 
no surprises.
Discussion

In the past twenty-five years there has been a resurgence 
in Indian dance both in India and abroad. Some dances, once 
exclusively performed by a particular sex are now done by either, 
and some styles previously presented as solo are performed ensemble. 
The reverse is also true. These are all minor changes, and most 
of the movements remain recognizably the same. However, the idea 
that the dance is a timeless, never-changing, art can be easily refuted. 
The very fact that it is necessary to repeat the historical pedigree 
of the dance as frequently as is customary today (it is rehearsed 
on virtually every brochure or promotional material produced by 
Bharata Natyam dancers in India and abroad), qualified Bharata 
natyam as to some extent an invented tradition. No secure and 
unmodified custom would need to reiterate its claims to antiquity 
so frequently.

Nevertheless the concert repertoire of sadir still forms 
the basis for present day Bharata Natyam. Most students today learn 
the full programme, as typically performed a few decades ago, before 
progressing to newer material. However, the introduction of new 
themes and stage presentation has given the dance a different
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look from what we were accustomed to in the 1960s and 70s (Gaston 
1990c). As we have seen, some of the dance compositions which 
have developed since the dance moved away from the temples have 
been re-choreographed. In practically all cases the new material 
is closely associated with the earlier temple tradition, rather than 
drawing on secular sources, and tends to be highly spiritual, not only 
in the content of the ����	�� , but in the overall presentation (lots 
of mime of gestures used in worship, etc.) The inclusion of Hindi 
bhajans is another example of the same phenomenon, familiar 
especially to audiences in North India. These trends parallel the 
tendency for the religious content of the dance to escalate at the 
expense of other elements. Rukmini Devi always promoted the 
idea that the dance had been more spiritual prior to the twentieth 
century and that the erotic content of the &�(�&��� repertiore 
reflected a recent degeneration of the art. The modern trend towards 
increased spiritual content seems to be a systematic attempt to 
validate the antiquity of the dance by emphasizing it religious 
components. Ranade’s skepticism towards a similar trend in music 
could equally apply to Bharata Natyam:

“The truth is that music does not become devotional
because its maker was/is in a devotional frame of mind
while making it”( l987:41)
Whether there really was an era when the precursor 

of Bharata Natyam was as religious as today’s presentations imply 
is hard to assess. However, the numerous historical references 
linking courtesans with dance suggests that a secular component 
was always strong (Gastpn 1985;.

Two camps have emerged among '3!")"$ 1� �@� $�3"/ 
Bharata Natyam: those that extol the virtues �@�  !"� O��3")9 
Bharata Natyam, and those that believe that the  )'3% %�$'��form has 
outlived its artistic usefulness. The opposing 3"1%)"1�of Bharata 
Natyam dancers to preserve and to innovate !'4"� �"3�both sides to 
seek historical justification for their positions. Hence the
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1950 1960 1991

alarippu pushpanjalifkautvam�
todaiya mangalam
arangetram ����
�))���������#�at a�
��)�	��

jatiswaram arangetrams ���#
shabdam �	��	��� 	�� ����44��� arangetrams ���#
varnan\ �"4��	��	 �"4��	��	

Interval
padams/javalis 8����	#� ���� ��)������ 8����	#� ���� ��)�����)
natanam adinar

E�����bhajan
arangetrams ���#�
��� $��	�� �����

Tillana �"4��	��	 �"4��	��	
kurathi arangetrams ���# arangetrams ���#
shloka ����
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1. Its ultimate demise has been attributed to public pressure, largely 
instigated by Dr Muthulakshmi Reddy. As well as being a member 
of the Madras Legislature Dr Reddy was also a medical doctor. 
According to Srinivasan (1984) Muthulakshmi Reddy (1886-1968)’s 
mother was a devadasi and her father a brahmin. However Narasimhan 
in Basu (1986:13) states that both Dr Reddy’s parents were brahmins. 
For a more detailed look at Dr Reddy’s achievements see Basu 1986.

2. Dance masters use both the terms hasta and mudra.
/

It is interesting to note that many of the hand signs used in dance 
are also used in iconography see Gaston 1982:26.

3. The one exception is the Manipuri style of dance where the foot 
rhythms are not continuous as in the other styles.

4. The Sanskrit texts relating to dance have been dealt with in detail 
.by Vatsyayan 1968:25-301; Bose 1970; 1989.

5. The late K. Muthukumai is an example of a traditional dance 
teacher who had a good grounding in the theory of the dance 
(Khokar 1964). Khokar has shown me the various texts that 
K. Muthukumar owned. A brahmin dance teacher, Mangudi 
Dorairaja Iyer was also very familiar with dance texts 
(Parthasarathy 1989).

6. Raghavan (1973:251) identified adavu as a Telegu word According 
to the Tamil lexicon, atavu is correct,, but as adavu is the more 
common spelling I have used it here.

7. Shot in Tamil means word and kattu means put together. Sholkattu 
indicates any fairly lengthy combination of rhythmic words.

8. Despite Van Zile’s comment that the number of adavus is fixed 
(1983) for the T. Balasaraswati tradition, this has not been the case 
generally. See Higgins 1973:52 where he states that T. Balasaraswati 
would not give her particular adavu patterns to him to record while 
he was conducting his research.
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9. In practice the terms tirmanam and jati are used interchangeably 
for a long rhythmic passage.

10. Lunges are used in the adavv known as sharukkal. In discussing 
the V. Ramaiya tradition of Bharata Natyam, one of his disciples 
Radha states that it is essential to stretch the leg backwards while 
in a full mandi or deep plie position (Sruti January 1985:42)

11. Recently songs in other languages such as Marathi, Hindi, and 
Bengali have been set to dance.

12. Higgins 1973:27 notes that in Ponnaiya’s day two additional musical 
items, melaprapti and lodaya mangalam, were performed behind a 
closed curtain before the dancer danced alarippu.

13. When musical accompaniment is included it is a selection from the 
Tiruppuhal(Tiruppukal)of the 15th C Composer Arunagirinadar. 
This convention is often followed by the T. Balasaraswati tradition 
and is the way in which I learnt my first alarippu from K. Ellappa 
in 1964. Higgins believed that this music was appropriate b6th for 
its formal devotional content (an auspicious beginning for the 
recital) and for the highly repetitive metrical rendering of the text. 
He illustrated the suitability of several poems from the Tiruppuhal 
(Higgins 983:114).

14. The melody for a jatiswaram is sung to solfege syllables (swaras) 
(Higgins 1973:73-102). The dance consists of rhythmic passages 
with an interlude between each of these sections during which the 
dancer walks to each side, then backwards before proceeding 
to execute the next rhythmic piece (Marg 1963 illustrates the 
dancer, Indrani Rehman, executing jatiswaram). The dance begins 
with sholkattus of the first sequence of dance steps (korvai) which 
are spoken by the nattuvanar while the song is sung. The korvais 
that follow aie executed without spoken sholkattus, while the 
nattuvanar beats his talam (cymbals) to accent the beats of the 
dancer’s feet. The swaras become progressively more complex 
rhythmically. This is an abstract dance piece and the intention 
is to show the dancer’s brisk footwork and rhythmic co-ordination 
as well as physical grace. Jatiswarams may be in all talas ano ragas.
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24. Navasandhi kautvams were included in the book of dances in the 
traditional repertoire of the Tanjore Quartet, edited by K.P.Sivanandam 
(1961). See also Kersenboom 1987.

25. Vayu is the wind god. Kautvams are poems addressed to the eight 
dikpalas or guardians of the quarters.

26. According to many dancers it is the choreography by the late 
nattuvanar Kalyanasundaram that is used by many nattuvanars.

27. The souvenir of the Madras Music Academy, 1955 stated: “Srimati 
Balasaraswati’s recital (December 25, 1955) includes a new sabda 
(shabdam) in Sanskrit by Dr Raghavan on Goddess Kalpakambika 
at Mylapore”.

28. Opinion varies about how long a traditional vamam should be. 
Although it is generally accepted that a vamam should be “at 
least an hour”, many of the traditional dancers such as K. 
Bhanumati and Swamasaraswati stated that their varnams never 
exceeded half an hour.

29. The vamam in the sadir style performed in the Tiruttani temple 
tradition was very simple and made use of only one choreography 
for the five tirmanas. (Kersenboom 1987:172)

30. Kersenboom 1987:172 notes that the sadir (catir) style performed 
in the Tiruttani temple made use of only one choreograhy for the 
five tirmanas. I have never seen this uncomplicated rendition.

31. The most celebrated tana vamam is Viriboni by Pachimiriyam 
Adiyappaiyya. See Seetha 1981:178.

32. While Rukmini Devi performed varnams from the repertoire of 
the Tanjore Quartet such as Sakhiye by T.S. Ponnaiya Pillai she also 
choreographed others using the music of Swati Tirunal, such as Sami 
Nine Namminanu, and songs such as En Palli Kondeerayya by 
Arunachala Kavi, Ela ni daya radu, and Rama Sita of Tyagaraja, Oh 
Jagadamba by Shyama Shastri and several from Jayadeva’s Gita 
Govinda.



33. Others such as Snanta Rao stated that natanum adinar was composed 
for them.

34. When I interviewed her in December 1989 and asked about the 
gypsy dance, she stated that it was not part of A.P.Chokkalingam’s 
repertoire. Times have definitely changed and I too would have 
drawn that same conclusion but the programme notes of her dance 
recital ai the Madras Music Academy records that it was.

35. Other composers of javalis are: T Pattabhiramaya, Patnam Subrah- 
manya, Tirupati Narayana Swami. V. Subramaniam notes that 
Ariyakudi Ramanuja Iyengar pleaded with Dhanammal, 
Balasaraswati’s grandmother to allow her to study dance because 
their family was the ‘store house’ of most padams (Seetha 
1981;Sankaran 1984).

36. T. Balasaraswati objected to kritis being added to the Bharata 
Natyam repertoire, especially those of Muthuswami Dikshitar 
which have become popular (Seetha 1981). Rukmini Devi believed 
that as long as not too many were included in a programme 
they were suitable for dance (Devi 1985:19)

37. This is an alternative spelling for Minakshisundaram.
38. Narayan, Kalanidhi 1989 discusses sanchari bhava. Also Vatsyayan 

1968.
39. Odissi is the seventh style. It had not been granted classical status 

at that time. Later I discuss the trend which began in the 1930s 
of brahmin dancers studying and performing several styles of dance. 
I have not discovered any examples of early dancers from the isai 
vellala community performing more than one style, although as 
noted above, the members of this community did study the abhinaya 
component of Kuchipudi.

40. Sruti No.13 1984:17-34 discusses the differences between Bharata 
Natyam and Kuchipudi. In Bharata Natyam the dancer is the 
medium through which the stoiy is told. In Kuchipudi she becomes 
the character. When she changes characters, one of the 
conventions is to make a full turn.
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to teach in his school. The interest in the dance which gained 
momentum after his school was founded and continued after 
his school closed in 1942.

* * *

BIBLIOGRAPHY
Development of the Repertoire in Modern Bharata Natyam 

M adras M usic Academ y Journal 
References

Abhinayadarpana
trans M. Ghosh, 1957. Calcutta: Firma K.L. Mukhopadhyay.

Arudra
1985 “Chandralekha’s Angika, striking a Blow for Innovation.” 

Sruti, No.20-20s, Madras, pp.51-54.
1985 “Suddha Nrittam: A Mangudi Specialty. “Sruti, No. 16, 1985, 

Madras, pp. 10-11.
1986 “Jewels of the Dance Repertoire II, Salvaging After the 

Decline”. Sruti, No.25, Oct.
Balasaraswati, T.

1980 “Bharata Natyam.” The Sacred and The Secular edited by 
V. Subramaniam, New Delhi: Ashish. pp 98-108

Banerji, Projesh
1982 Uday Shankar and His Art. Delhi: P.R. Publishing 

Corporation.
Bhavnani, EnakshL

1965 The Dance in India, The Origin, and History Foundations, 
and Art and Science of the Dance: In India-Classical Folk 
and Tribal. Bombay: Taraporevala.



DEVELOPMENT OF THE REPERTOIRE IN MODERN BHARATA NATYAM 129

Brown, R.
1965 The Mrdanga: A study of Drumming in South India. Ph.D. 

dissertation, Wesyelan University, Middletown, Conn.
ChaUanya, Krishna

1987 “Naive Longings For Winds of Change.” Sangeet Natak, 
New Delhi: January-March pp.5-13.

Chari, V.
1980 “The Rasa Theory: Theology or Aesthetics.” The Sacred and 

the Secular in India’s Performing Arts ed. V. Subramaniam, 
Delhi: Ashish, pp.47-61.

Chatterjee, Ashok.
1979 Dances of The Golden Hall. New Delhi: Indian Council For 

Cultural Relations.
Devi, Rukmini

1985 “Bharata Natya Sastra In Practice.” Bharata Natyam Yesterday, 
Today and Tomorrow, ed. by Leela Ramanathan, New Delhi: 
Sujata Dinesh, pp. 17-28.

Gaston, Anne-Marie
1971 “Encounter with Indian Dance.” Sangeet Natak, January- 

March, New Delhi: pp 24-33.
1982 Siva in Dance, Myth, and Iconography. New Delhi,
1985,90 Oxford University Press.
1989 “The Family History of Guru Purushottam Das,Hereditary 

Pakhavaji of The Sri Nathaji Temple, Nathdvara, Rajast­
han”, Dhrupad Annual, Banaras Hindu University: Banaras. 
pp. 16-57.

1991a Continuity and Re-creation In The Performing Arts Of India: 
A Study of Two Artistic Traditions, D.Phil. thesis, Oxford 
University.



��� ��������	���� �������������������������� +���������

2==2 � �C��)������ 	���E�����?�"����D����	���	#�"�0�10�	���]
�O��&�����$� �����&�$�	�� ��-������&��Q���������	��� #�F�����
I������� I�����5� G��	��.

2==2)� �D����	�� $�	#�"�� *� :�����)��� A��	� ������� C��)�� �	#��� ���
'�����	���&�� ������	�� ������ �	�&����*����� �� :�" �����.

2==2�� �C��)��0�)�	�����	�	���(������(���)�*)���"#��2=+212=BBY��
*����� � �7����� ��&���� ����2� �2�&���3� (�����.

��!�1�$� 6����(���������
2=�@�$��	��� .�� ���� ���(���� � I�����5� ������� ���� ?�� ���.�

��44���3� *��� 9��	���2%
2=@+���������2��7�9����	��)�	��� �G�.C.�	�������?����#���M��8����	#�

(�����	����� :���.
2=B+� �D����������	�J���������� ������ &��'���(���)���:��	��	&����

��	7�����4���	�����.�&��3����	��� #�D������:.�?�����D������#5�
:��	��� 6��� ���	�� ���� ���	�� A��	� *����� �	�����.

7�����0 1�����
2=B+� ���	����)	����� ��8��	���� '����	���.&����� .�(��	���� �7�

���&�	���3� ���	���  #� A��)� E� � ��"���� '����)�� 0�����.�
:�" �����5� :�" ������ M��8����	#� G������ 44.2123.

����1� �2� 5������
2=-+� �*�$�	��;��'�����4��	��#����"�� ������ � 	����  ����?�(�����

D�" �#�� 44.� 321�B.
5�������� 1�.��,��1�%2

2=B@�)�	�������4�I�3� ��(�&���� ���&�	���� ��� ���	�� .�&���� �� ��5�
��	� � � D���������.

���%��3������
2=-+� ��&�(���� 	��� D���)� C��)�� M��	�� ��� D����	�� $�	#�".&� ���

���43� D�" �#�� 44.�2-1>-
2=-3� D����	�� $�	#�"� �������� (�	����"���4�����.� $��� C����5�

������	� $�	��� *����"�.



DEVELOPMENT OF THE REPERTOIRE IN MODERN BHARATA NATYAM 131

1987 “A Momentous Transition”, Sangeet Natak Akademi April- 
June 1987, New Delhi, pp. 41-47.

Lakhia, Kumudini
1987 “Classical Dance Technique in Dance-Drama.’ Sangeet Natak 

Akademi , No. 85-86 July-December 1989, New Delhi.
Marg Magazine

1963 Indian Classical Dance: Bombay, J.J. Bhabha.
1973 Mohiniattam, vol XXVI, No.2
1979,1982 Bharata Natyam, Indian Classical Dance Art, Bombay, J.J. 

Bhabha.
Nor ay an, Kalanidhi

1989 “Sthayi Bhava-lts significance in Abhinaya Choreography
and Scope For Variations. Shanmukha, Vol. XV. No.2, 
Bombay: pp. 21-22.

Nalya Sastra
Vol I translated by M. Ghosh, Calcutta, 1967. Vol II, text 
edited by M. Ghose, 1967.

Parthasarathy, T.S.
1989 “Suddha Nrittam.” Shanmukha, Vol. XV. No.2, Bombay, 

p p.23-24.
Raghavan, V.

1949 “Merattur Kasinatha, A composer of Sabdas of the'18th 
Century.” Journal of the Madras Music Academy, Vol. XIV, 
pp. 130-134.

1955 Souvenir of the Madras Music Academy Conference 
December 25.

1963 “Her Infinite Variety.” Journal of the Madras Music 
Academy, Vol. XXXIV parts l-IV. pp 124-131.

1967b The Number of Rasas, Adyar Library Series, Vol. 23, Madras.



132 THE JOURNAL OF THE MADRAS MUSIC ACADEMY (VOLLXII

1973 “Bharata Natya.” Journal of the Madras Music Academy, Vol. 
XLV, Madras.

Ramnarayan, Gauri
1984-85 “The Vazuvur Dance Tradition: Two perspectives.” Sruti, 

No.14, Madras, pp. 4-45.
Ranade, Ashok D.

1987 “Devotional Music in India.” Sangeet Natak Akademi, no.

Sankaran T.
85-86, July-December 1987, pp.*

1984 ’’Kandappa Nattuvanar.” Sangeet Natak, April-September, 
No.72-73, New Delhi: pp.55-60.

1984 “Bala’s Musicians.’ Sangeet Natak, April-September, No.72- 
73 New Delhi: pp.61-65

1990 “The Nagaswara Tradition” in Studies in Indian Music And 
Allied Arts ed.Dr Leela Omchery and Deepti Omcherry- 
Bhalla, New Delhi: Sundeep Prakashan.

Sarada, S.
1985 Kalakshetra-Rukmini Devi. Madras: Kala Mandir Trust. 

Satyanarayan, Y.
1966 “Pushpanjali.” Journal of the Madras Music Academy, Vol. 

XXXVII, I-IV Madras, pp.98-105.
Seetha, S.

1981 Tanjore as a Seat of Music Madras: Madras University. 
Sivanandam, K.P.

1961 The Dance Compositions of the Tanjore Quartet. Madras: 
Ganesh.

Sivaramamurti, C.
1970 Sanskrit Literature and Art-Mirrors of Indian Culture. Memoirs

of the Archaelogical Survey of India, New Delhi: Sagar.



���������	���������������������	������	�=�������	������ �,,

.����#����1� �%.2
2=B+� �'���(#�	�L������:�����)���C��)�.&����4��	�)�	�%�;)	1C�)��

$�.� @,.� 44� 2=1>>.
2=B��� �'���)���%��� ��� ������� :�����)��� '�����H������� ���� ����� 	��

H���#.&����4��	� )�	�%��$�.@�.� F�����#1(��)��� $���C������
44.� @12+.

2=B� �;��(�� � ���� )�7	���<� ���4��	�)�	�%3�$�.@�.�F�����#1(��)���
$��� C������ 44.� �1-.

���	�
���	��� ������� :�����)��� (���)�����C��)��(���O�����(�����.�
F�����#� 2=B3� $�.� 2+� 44.� 2@1+3.� F�����#� 2=B�� G�@.

.���� ���� 1�92
2=B�� �'���'������ � ���D����	��$�	#�"��*���)��1���	���)���*���#����

��� �	�� ;������� ���� C�8���4"��	.&����4��	� )�	�%�� ���.�@���
F�����#1(��)��� 44�>B1+B.

9��� :���1� /���
2=B+� �D����������	�Q��������� � ������ 5� �� :��������4��)� *���#]

���.&����7�����4���	�� ��� .�&��� ���	���  #�D������ :.� ?���.�
D������#5�:��	���6������	��*������	��A��	�*������	�������
44.� 3�12,>.

9��������1�5�!���
2=-B�/ ����2� �.�&�������2�����#�	���	������&�	�����	���$���C����5�

������	� $�	��.
2=@3�.�&����/ ����2� ����2��� $���C����5�G� ��)�	�����C�8�������

(����	�#� ���A��)�	���.
2=@B� �;��0�1:���	������'����	���.&�������	�$�	����$�.3B��*4���1�

F���.� 44� �1=.
9��,�������� 1��2

2=3-� �D����	�� $�	#�".&�$��!� )�,��� � ���� ����� ������� $�.��� $���
C����5� *��� ������ 6���� *�	�� ���� :���	�� ��)��	#�� 44.� B12B.



134 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [ V O L  LX II

Vijayaragfiavan, Sujalha
1985 “Learning Dance Theory: Modest Beginnings Made.” Sruti, 

No.10, Oct. p. 8.
Vishveshvaran, Chitra

1985 “Kavuthvams.” National Centre for the Performing Arts Quar­
terly Journal, Volume XIV, Bombay.

Ramnarayan, Garni
1984-85 “The Vazhuvur Dance Tradition: Two Perspectives.” S ru ti, 

No.14, Madras, pp. 4-45.
$ ^ $



TANA VARNAM - ITS IDENTITY AND SIGNIFICANCE

In the world of music when we say Varnam, we always mean 
the Tana Varnam, just as in dance circles, Varnam refers to the 
Pada Varnam. This article deals with the Varnam in music, its 
identity and its significance. What is the Varnam and why is it 
important in musi °

Although there is a theme and a sahitya, the structure 
and the musical setting of the Varnam do not highlight this aspect. 
What the Varnam describes is the raga itself. The Varnam is 
a description of the raga, by the raga, in its own language which 
is the language of svaras, gamakas and phrases. It is as if the raga 
were looking at itself in a mirror, and describing its own form, 
its gait, and its whole bio-data in a charming musical manner. This 
description is systematic, brief and comprehensive. Although there 
may be more exquisite raga portrayal in a krti, the raga svarupa 
is not presented in the codified, systematic manner, as in the 
Varnam. This is mandatory in the Varnam whereas in the Krti 
it is optional, and always secondary to the sahitya bhava. Because 
of this, the Varnam is accepted as being the grammar of raga. It 
preserves raga lakshana for posterity. Though it is the grammar 
of music, it is not just a dull set of rules, but is replete with the 
colour, movement, and the life of a raga.

The Varnam is a deeply classical musical form and 
when Varnams are composed in ragas like Bagesri or Behag, these 
ragas attain full classical stature. Before the fifth century, ragas 
like Anandabhairavi, Saurashtram, etc, were part of the folk 
tradition.

After Matanga brought them together in his Brhaddesi, 
these came into the classical framework. These folk melodies then 
conformed to certain rules. They accepted a discipline and they

Lalita Ramakrishna
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of its tightly controlled structure that inhibits individual 
improvisation, the Vamam has been preserved in its original 
version. We ought to be thankful for this, because it would be 
confusing to have several versions of the grammar or law in any 
subject.
The inner structure in detail:

The opening svara or Graha svara is always a Jiva 
svara of that raga and this is articulated fully and deliberately. The 
first phrase is a typical phrase of the raga. The pallavi is in the 
madhya or mandra sthayi. When there is a mandra sthayi setting, 
it is an indication that mandra sthayi elaboration is suitable for 
that raga. Ragas like Sri raga or Saranga that establish their identity 
in the avarohana krama, have varnams with avarohana krama 
beginning. The jiva svara which opens the pallavi is also the 
beginning of the muktayi svaram, thus emphasising the importance 
of this note. The anupallavi stops at the tara shadja at the end 
of its first avartana, and in the second avartana goes into the tara 
sthayi phrases. The second avartana usually carries the mudra of 
the composer which is the name of a deity like Venugopala, 
Venkatesvara, or the name of the patron such as Sarabhoji 
Rajendra.

The pallavi and the anupallavi are not clearly separated 
and while singing their is no pause after the pallavi. There has 
been a doubt as to whether the whole of the first half is one 
unit. However, a look at the sahitya and the prosodical rules 
governing sahitya establishes that there is a pallavi and an 
anupallavi. The rule is that there should be on one complete 
pada or sentence in the pallavi and another independent sentence 
in the anupallavi. This rule is followed in Varnams.
E.G. Ninnu kori yunnanura nikhila loka nayaka - Pallavi. 
Nannu palimpa samayamura namida krupa judarada - Anupallavi.



These two sentences from the Mohana adi tala 
Varnam, constitute two independent sentences. The prosodical 
rules require dvitiyakshara prasa i.e. rhyming of the second syllable 
of the first word in the pallavi and anupallavi. This is to be seen 
in the ‘nnu’ of the words ‘ninnu’ and ‘nannu\

In the old method of singing Varnams where the 
Anubandham was also sung, this mudra line occurred twice as this 
portion was repeated after the charanam.

The Muktayi svara shows permutation of svaras and 
svara phrases and is more rhythmic than the pallavi and anupallavi 
where the focus had been on gamakas and akaaram. The Muktayi 
svara ends with a flourish of svara patterns. These patterns 
emphasise the jiva svara as in the Vasanta Adi tala Varnam, or give 
the arohana avarohana as in Sami Ninne, Sankarabharanam, Adi, 
or give a SPS finish. In the ancient way of singing Varnams 
the Muktayi svara was the final portion of the full Varnam.

The anubandham is as obsolete part of the Varnam. 
It was a sahitya portion that completed the charana sahitya line. 
It came after all the ettugada passages. After the Anubandham, 
the second line of the Anupallai was sung followed by the muktayi 
svaram, ending with the opening of the pallavi.

The original varnam was a massive piece and had 
a circular structure since it started with the pallavi and ended with 
the pallavi.

The uttaranga is the second half or the charana portion. 
It has a line of sahitya followed by svara passages, the opening 
note of the charana is a Jiva svara which is different to the Jiva 
svara of the pallavi opening. This Jiva svara is emphasised by making 
the sahityam a svar&kshara at this point.
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The extra emphasis given at the beginning of each svara 
phrase also destroys the integrity of the word. The padacchedam, 
or splitting up of the sentence is not done according to the 
meaning but according to the need of the svara phrase. The word 
is used for its syllabic value and becomes a peg for hanging the 
svara phrase. The charana sahitya of many Varnams is an 
incomplete sentence. E.g. Ciru nawu momuna or Nirajakshi ni pai.

These sentences were completed in the Anubandham. 
But the Anubandham has gone out of vogue and musician as well 
as the listener seem quite happy with these incomplete sentences.

This proves that one does not really care for the words 
in a varnam.

This devaluation of sahitya in a Varnam is deliberate 
for the Varnam keeps our attention geared to the raga and svara 
and gamaka shapes without the distraction of sahitya bhava.
Quality of the Akaaram:

The word akaaram is a generic term and means all 
the vowel sounds in music. In each musical form the akaaram 
manifests itself in a different manner. In the Varnam the 
akaaram is strictly controlled and regular, and has no scope for 
individual manipulation. It is like a marching movement where 
the timing and the number of steps taken are regimented.

In the akaaram of a krti, we can compress or expand 
the individual units according to our perception of the raga phrase 
and the mood of the words. There is scope lor personal expression 
within the structure of the krti. This is like walking in our personal 
manner, our own gait, on an appointed road. Raga alapana 
offers the utmost freedom of movement and also of stasis. The stops 
or karvai (stasis) are given according to the musician’s 
perception of the raga phrase at that moment. Here, the akaaram 
walks, stands still, runs and even turns cartwheels.
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Type of Laya:
The Varnam takes the laya of the Tanam. The rhythm 

is even, vigorous and there is a regular pulse. In Alapana phrases 
there is also a laya but it is asymmetric and subtle, the pauses 
in Alapana are beyond calculation. When Tanam is started 
after Alapana, we sense immediately a palpable rhythm. It is explicit, 
vigorous, and has a beat. .Tanam is also called Ghanam. We can 
borrow a term from dance and say that the Tandava aspect 
is expressed in Tanam. Tanam is sometimes called madhyama 
kala. This means 1) a medium tempo and 2) a regular pulse where 
there is a one-to-one relationship between each svara and the 
sound unit.

The Varnam is ideal as an opening piece in a concert, 
because it is assertive and vigorous. There is hardly any pathantara 
difference, so the accompanists join enthsiastically. The Varnam is 
composed so that it can be practised in multiple speeds. One would 
not dare to attempt this kind of practice in the krti or padam. 
Although it can be practised in ati vilamba or ati druta kala, the 
Varnam is rendered in madhyama kala, because, like Tanam, it 
sounds best in this speed. Internally the rhythm is governed by 
the svara phrases. The beginning of the phrases or certain single 
svaras and gamakas are emphasised in the laya.
Types of Talas generally used:

The Adi and the Ata talas are the most popular talas 
in Varnams. Since every aspect of the Varnam is composed with 
a great deal of deliberation much thought would have gone into the 
choice of the tala.

The Adi tala is a fairly easy tala, and, this is important 
because the Varnam is specifically designed for the apprentice in 
music. The Adi tala has a beautiful balance as it has two equal 
halves - Purvangam : 4 and Uttarangam: 2 + 2. The tala of a Varnam
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����� ��	���� ��� 	��	� 	��� G���� �����"� ��� �� �����"� 	��	� ���� ����	#��
���� ���� �	����)	������ ������ 	���'���� �����"������ ��	� ��8������	#��
���� 	��� (��	�#�� �8���� ���� A		������ �8����.� '���� ��� ��	� 	��� "��	�
�"4��	��	���������)������ 	���� �����	���8�����4���	���#�"���.� ���� ����
�D�����8��� *	�!� ���� ���� �K	��� ����	#�� �44������ 	�� �	.� '���� �����
��	� "���� ���� ���� �� G���� �����".� '��� $�	��������� *��� 	����
�����"�� :���"����� ���� ����	#�� ���� ���� �	�� ��)	����.� ��	�� �	� ����
)�����#� �� '���� ��#�.
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The main difference is indicated in the name of these 
two forms; the Pada Varnam has the qualities of the Padam, and 
the Tana Varnam is modelled on the Tana style. The Pada Varnam 
has a slow laya. While singing, the musician highlights the words 
and the mood of the piece.

The Lord is the nayaka in most Pada Varnams and 
the mood is one of madjiura bhakti or srngara. Techniques like 
frills (briga) syncopation (talli padaradu) and modulation to snit the 
words are used to express sahitya bhava.

The Tana Varnam gives stress to the svara phrases and 
not to the words. It is rendered in a medium tempo and it expresses 
the forcefulness and flow of the Tana movement.

Thus it is seen that the Tana Varnam has a well 
defined identity. Its significance is in its role as the grammar of 
a raga and also in its function as abhyasa gana.
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How many janya ragas are possible under the currently 

accepted 72 melakarta scheme? This is a question that has been 
with us for quite some time. The question is somewhat easier to 
answer if consideration is limited to varja ragas (or very specifically, 
non-vakra' upanga janya ragas). Various musicologists have tried to 
provide the answer, often with inconsistent results. In this paper, 
a different but comprehensive approach to the problem is presented, 
and the final answer turns out to be lower than previous estimates. 
The method is straightforward through it involves a certain amount 
of book keeping. A set of five simple rules is shown to be sufficient 
to describe the complete counting process.
������������

The Melakarta and Janya Raga scheme is definitely one 
of the greatest achievements of the theory of Carnatic music. 
It provides a firm theoretical foundation upon which the rest of the 
musical structure is built. The Melakarta scheme originated by 
Venkatamakhi includes 72 melakartas and is based on the idea of 
placing the sapta swaras into twelve note positions or swarasthanas 
under certain rules. In the presently accepted system, all the 72 
melakartas employ a complete or Sampoorna arohana - avarohana 
structure, in addition to having a simple (non-vakra) construction. 
This is, musicologically and mathematically, a very well defined 
structure. Thus, there is little controversy over how many melakartas 
exist, unless we change the allowable swara sthanas or their ordering.

Janya ragas, on the other hand, present an entirely different 
picture. Most of the janya ragas have evolved out of years of usage 
and thus, a concise scientific classification system is difficult to devise. 
Nevertheless, several categories of janya ragas have been recognized
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an exhaustive naming scheme for janya ragas belonging to this 
class(2). The implication also is that the total number of ragas 
belonging to this class cn be counted without ambiguity. Unfortunately, 
this counting task is fraught with traps and most published sources 
appear to be in error.

The simplest and easiest approach is to figure out the 
number of NUJ ragas that can be derived from a single melakarta 
and then multiply this by the number of melakartas (72) to obtain 
the total number of NUJ ragas. Refinements to this procedure 
attempt to identify NUJ ragas that can be derived from more than 
one melakarta and subtract these out from the total since the original 
cosunt would have double counted these. The problem with this 
approach is that it is very difficult to correctly identify all the double 
counted ragas and the ragas that have been counted more than twice. 
In this paper, an additive approach is used, where in the NUJ ragas 
are first classified in an exhaustive manner, somewhat similar to the 
one proposed by Pattammal. It is a fairly straightforward task to 
count the number of ragas in each classification category and thus 
the total number of NUJ ragas can be obtained in a reliable fashion. 
The number so obtained is lower than what is given in literature.
Some Basic Principles

As a preliminary step, it is convenient to list some 
standard classification ideas before embarking on the task of estimat­
ing the number of possible NUJ ragas. The simplest approach, as 
mentioned previously, is to count the number of NUJ ragas that arise 
out of single melakarta and multiply this by the total number of 
melakartas. In order to do this, first we must establish the minimum 
number of swaras required to define an arohana or avarohana. Five 
is a generally accepted number for this, though lower numbers can 
be found in practice. For the purpose of illustration, five will be 
used in this paper; if a lower number is permissible, all the principles 
remain the same and only the resulting numbers are different.
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It is convenient at this stage to introduce the conventional 
terms sampoorna, shadava and oudava, denoting seven, six and five 
notes respectively in the arohana or avarohana. Each NUJ raga is 
identified first by the number of swaras occurring in its arohanam 
and avarohanam. This gives rise to the following eight classes of 
NUJ ragas, where the first term indicates the nature of the arohanam 
and the second term refers to the avarohanam.

(1 ) Sam poorna - Shadava
(2 ) Shadava Sampoorna
(3 ) Sam poorna - Oudava
(4 ) Oudava Sampoorna
(5 ) Shadava Shadava
(6 ) Shadava Oudava
(7 ) Oudava Shadava
(8 ) Oudava Oudava

Note that Sampoorna - Sampoorna is not listed,since this 
class of ragas represents the melakartas themselves. Consider the 
Sampoorna - Shadava scales. Due to symmetry, the number of NUJ 
ragas of the type Sampoorna - Shadava is exactly equal to the number 
of NUJ ragas of the Shadava - Sampoorna type. The same argument 
can be applied to Sampoorna - Oudava and Shadava - Oudava type 
scales. Thus, it is sufficient to count the number of NUJ ragas in 
categories 1,3,5,6 and 8 in order to obtain the total number of 
NUJ ragas.

The next step is to identify the specific combinations under 
each of the categories for a single melakarta. Sampoorna scales are 
complete in themselves and thus, there is only one sampoorna scale 
corresponding to the given melakarta. Shadava scales are obtained 
by deleting one swara from the sampoorna scale. Since there are 
six notes (excluding the Shadja, which cannot be deleted) which can 
be dropped out, there are six possible shadava scales. In a similar
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there are 483x72=34776 NUJ ragas. This is the number that is 
presented In introductory books like the vama malika (3). The upper 
bound appears to be 484x72=34848 given in reference(4). However, 
in this estimate, a distinction is made between melakartas and 
melakarta ragas. Including the latter in the count leads to the high 
number of janya ragas. Also, in this reference, mention is made 
of the errors due to multiple counting but the author has not 
provided any numerical results.

The flaw in the 34776 estimate is that there is a significant 
amount of double counting. Consider, for example, an NUJ raga 
indicated M-M (eg. Malayamarutham). Since this raga is madhyama 
varja in both arohanam and avarohanam, it can be derived from two 
melakartas that differ only in the madhyamam. Specifically, in the 
example of Malayamarutham, the M-M scales from melakartas 16 
and 52 lead to the same raga. The first approximation ignores this 
effect and thus overestimates the number of NUJ ragas. 
A refinement has been suggested by Prof. Sambamoorthy(5) whereby 
these double counted ragas are identified and their total number 
subtracted from 34776. He has postulated a set of rules in an attempt 
to arrive at the correct result and his rules identify ragas that have 
been counted more than twice also. However, it is practically difficult 
to apply these rules and obtain numerical results. Nevertheless, a 
result has been arrived at by Prof.Sambamoorthy and the number 
of NUJ ragas is stated to be 28632. The same number is given in 
reference(2) also but without much elaboration on the rules and 
details of counting.
'���������#���!!�����

It can be observed that the estimate provided in the 
previous section relied on subtraction of multiply counted NUJ ragas 
fromthe basic 483x72 result. In this section, an alternate approach 
will be used, namely, adding up the individual contributions from 
the 483 combinations. Actually, in light of the symmetry argument, 
only 6 + 15 + 36 + 90 + 225 + 372 combinations need be anlayzed.
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Sampooma - Shadava and Sampooma - Oudava scales: Scales of 
these types can be uniquely traced to melakartas and hence there 
is no double counting in these categories. Thus, we have 6 x 72 
= 432 NUJ ragas each of the types sampooma - shadava and shadava
- sampooma and 15 x 72 = 1080 NUJ ragas each of the types sam- 
poorna - oudava and oudava - sampooma.
Shadava - Shadava Scales: There are a total of 36 scale types under 
this category. There is a general rule that helps simplify this and 
other estimations. If the missing notes in the arohana and avarohana 
are not the same, then the scale can be traced to a unique melakarta 
and thus there are 72 NUJ ragas each in scales that satisfy this 
condition. If the missing notes are the same, then we have a raga 
that is entirely varja in that swara. There are six varja scales types 
in this category, namely, R-R, G-G, M-M, P-P, D-D and N-N. 
Panchama varja scales can be traced to unique melakartas and thus, 
there are 72 P-P scales. For this reason, the panchama traced to 
unique melakartas and thus, there are 72 P-P scales. For this reason, 
the panchama varja scales will be counted with the non varja scales, 
leaving us with only five varja scales and thirty one non-varja scales. 
The remaining varja scales can be counted as follows. Consider the 
R-R scales; there are 3 gandharas, 2 madhyamas and six daivatha
- nishada combinations to yield a total of 3x2x6 = 36 R-R scales. 
The same argument holds for G-G, D-D and N-N scales. In the case 
of M-M scales. The same argument holds for G-G, D-D and N- 
N scales. In the case of M-M scales, there are six rishaba - gandhara 
combinations occuring with six daivatha - nishada combinations to 
yield 6x6 = 36 M-M scales. A detailed listing of these is given in 
Table 1 and summarised as follows.

Total number of scale types 
Varja scale types 
Non-Varja scale types

36
5 (36 each) 
31 (72 each)

Total number of NUJ ragas in this category
5x36+31x72=2412
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ragas of the type R,P-R,P. There are 5 scale types belonging to 
this category each. Finally, we have the following 10 oudava - oudava 
scale types left; R,G-R,G; R,M-D,N. The R,G- R,G and D,N-D,N 
give rise to 12 NUJ ragas each and the rest, 18 NUJ ragas of the 
oudava - oudava class as detailed in table 3.

���� ,(���  � /���	5  Now we can combine all the eight 
classes to obtain 432 +  432 + 1080 + 1080 + 2412 + 5580 + 11868 
+ 28464 total NUJ ragas. These numbers are also presented in table 
4. It should be obseved that this result is a little (168, to be exact) 
lower than the estimate arrived at through the subtractive technique. 
Perhaps, some repetitions have been overlooked in the formulation 
of the subtractive technique. The varja rules are summarized in the 
following section.
Summary o f Counting Rules

The following set of rules summarized the principles used 
in generating the results presented in this paper. These rules apply 
to all 483 types of NUJ ragas. The rules are to be applied considering 
the arohanam and avarohanam together and thus, missing swara 
implies the swara is varja in both arohanam and avarohanam. In these 
rules, the term class refers to a type designation such as R,N-0.

(1) i t  a  class of NUJ ragas has all the seven swaras present 
in it (considering both the arohanam and the avarohanam 
together, as stated above), then there are 72 NUJ ragas 
o f that class.

(2) If there is one missing swara in a class, then there are 
36 NUJ ragas of that class, unless the missing swara is 
the Panchama, in which case there are 72 NUJ ragas.

(3) If there are two missing swaras and
(a) one of the missing swaras is Panchama, there are 

36 NUJ ragas of this class.
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(b) the missing swaras are Ri and Ga or Da and Ni, 
there are 12 NUJ ragas of this class.

(c) if neither (a) nor (b) applies, there are 18 NUJ 
ragas of this class.

It can be verified easily that all the numbers presented in 
the tables follow the above set of counting rules. These rules are 
much simpler to apply than the 14 rules of repetition deducd by Prof. 
Sambamoorthy and presented in reference 5.
Verification

A FORTRAN computer program has been used to verify 
the calculation described. A complete listing of the program is 
provided at the end of the text as the appendix. The program is 
documented internally with comment statements but the basic logic 
will be outlined here for the convenience of the reader. Each raga 
is represented by an array of 12 locations, one each for the six 
possible swaras (excluding the Shadja, which is assumed to be always 
present) in the arohanam and the avarohanam. To start with, 72 
such ragas (arrays) are set up, one corresponding to each melakarta. 
Each swara location is loaded with a value representing the ‘Variety’ 
of the swara used (i.e) a 1 to indicate the lowest note, a 2 for the 
next higher one and so on. For example, the first array location 
represents the Rishaba in the arohana. If a raga employs the suddha 
Rishaba, the first location contains a 1; use of the chatusruthi 
Rishaba and shatsruthi Rishaba are represented by using values 2 
and 3 respectively in the same array location. It should be noted 
that array location is used to indicate a varja swara. Evidently, the 
locations corresponding to Madhyama (3 or 9) can have values of 
0, 1 or 2 only while the Panchama locations (4 and 10) can be only 
0 or 1.

There are no zeros to start with, when all the 72 arrays 
are melakartas. The program is started off by indicating the varja
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The resulting scales are identical except that in case (a), a particular 
swarashthana is alloted to Ga while in case (b), the same swarasthana 
is occupied by Ri. In the absense of gamakas or special usage 
phrases, these janya ragas will be melodically impossible to distinguish. 
Under a scientific classification system based only on scales and not 
on swaras, these ragas cannot be considered to be distinct We can 
apply the additive formulation technique subject to this restriction 
and postulate a set of rules as in the previous section. Then, it turns 
out that there, are 26864 distinct or independent NUJ ragas (detailed 
count is provided in table 5). I will leave the issue of whether it 
is practical and acceptable to make such a distinction (of two ragas 
sharing all the swarasthanas in the arohanam and avarohanam, but 
with different swaras in the swarasthanas) to experienced musicians 
and musicologists. The overall idea as presented here can also be 
extended to bashanga ragas, and if successful, will result in an 
estimate of the total number of non-vakra (bashanga or upanga) 
ragas possible. We are presently working on that idea.
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BOOK REVIEWS
THESAURUS ON KATHAK DANCE
Kathak (Indian Classical Dance Art) By Sunil Kothari. 

Abhinav Publications, E-37, Hauz Khas, New Delhi-110 016 Rs.800.
In 1979 Marg Publications of Bombay brought out an 

epoch making deluxe edition on Bharata Natyam edited by Dr. Sunil 
Kothari and recently the firm published an equally luxurious volume 
on the Dances of Manipur guest-edited by Dr. Saryu Doshi. The 
present book, produced by Abhinav Publications of New Delhi, 
excels all previous publications, Indian and foreign, in gorgeousness 
and content.

Kathak is the most popular form of classical dance in North 
India like Bharata Natyam, Odissi and Manipuri in the respective 
areas. Strangely enough, the term occurs in the Adi Parva of the 
Mahabharata to mean a narrator or story-teller but it also meant 
a cheif actor. Originally nurtured within the holy precincts of Hindu 
temples, Kathak journeyed through the courts of the Moghuls and 
the Nawabs and acquired an exclusive character. Two main schools 
(gharanas) of the art, the Jaipur and the Lucknow, flowered in the 
course of time and later assumed multifaceted forms. A third 
gharana of Banaras came to be known as the Janaki Prasad gharana. 
The book under notice is the most comprehensive and researched 
work on Kathak so far attempted.

Sunil Kothari is a renowned dance historian, scholar and 
critic and the first Indian to get a Doctorate in dance. He was since 
come a long way and is now an internationally known figure in the 
field of dance.
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After dealing with the gharanas, Kothari discusses the 
technique of Kathak under the headings Nritta, Nritya and Abhinaya. 
Dozens of illustrations show these techniques as practised by the 
leading exponents. The chapter on Natya deals with traditional 
Rasalilas performed at Mathura and Brindavan featuring Krishna and 
the Gopis in the Rasa Mandala. The beginnings of dance-drama 
in the Kathak style could be seen in the attempts of pioneers like 
Madame Menaka nearly half a century ago. Later, Birju Maharaj 
alone has choreographed nearly 20 dance dramas for Shri Ram 
Bharatiya Kala Kendra and the Kathak Centre at New Delhi.

The excellent narrative is rounded off with a chapter on 
Contemporaries which contains crisp bio-data of 61 outstanding 
artistes with their photographs. There is a useful glossary of technical 
terms.
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The sumptuous publication contains 401 half-tone and 31 
colour illustrations. Printed in Singapore, the book is a masterpiece 
of the printer’s art and a feast to the eye, besides being fully worth 
the price. It is another feature in Sunil Kothari’s cap. .

T.S. PARTHASARATHY
(Courtesy - THE HINDU)
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PANORAMA OF INDIAN FOLK THEATRE
�;��,� '��������+������� " By Balwant Gargi, Published by Rupa & 
Co., 15, Bankim Chatteijee Street, Calcutta - 700 073. Rs.250.)

According to the Natya Sastra of Bharata ‘Natya’ means 
play production and in Sanskrit a play is called ‘Rupa’ or ‘Rupaka’. 
When the word reigns supreme, the play is called a Rupaka and 
when music and dance predominate, it is called an Uparupaka or 
minor play. Bharata has classified Rupakas into ten varieties like 
Nataka, Prakarana etc., depending upon the text During the Peridean 
age of Sanskrit drama, poets like Kalidasa and Bhavabhuti wrote 
plays which rank among the master pieces of the world.

Regarding folk theatre, the author observes in his 
introduction “When after the tenth century, the classical Sanskrit 
languages splintered into vernaculars and took root in the form of 
regional languages, the Sanskrit drama-petrified for many centuries- 
was replaced by the growing folk theatre. In this way the tradition 
flowed not from the folk to the classical but from classical to folk”.

Balwant Gargi, the author, is a renowned playwright, directo 
and novelist from Punjab and has a first hand knowledge of the 
theatre masters of the East and the West. He is a well-known 
authority on the folk theatre of the different regions of India and 
the present work is the magnum opus of this many-sided scholar.

Every region in India has developed its own folk theatre 
with a tradition of a few centuries behind it. The Jatra (Yatra) of 
West Bengal, the Nautanki of Uttar Predesh, the Tamasha of 
Maharashtra and the Ramlila of Barnaras are rural theatrical forms 
with the flavour of the respective soil. The Bhavai of Gujarat, the 
Raslila of Brindaban, the Therukoothu of Tamilnadu and the 
Yakshagana of Karnataka are similar performances with different 
traditions of their own. The Chhau of Seraikella is a peculiar kind 
of dance drama is which the faces of the actors are covered with
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composed, the best writer being Lavani Venkat Rao (died 1882) who 
also composed the 72 Melaraga Malika in Marathi.

As opposed to this, the Ramlila of North India is a purely 
religious form in which a cycle of plays based on Rama’s life is 
enacted with great fervour. The Maharaja of Banaras heads the 
Ramlila procession every year and the Ramnagar pageant is a 
spectacular production. The Ramlila represents Varanasi’s passion 
for music, acting, poetry and showmanship.

The Raslila is its counterpart on the Krishna theme. In 
the Braj area around Brindaban the Raslila is a highly developed 
form of dance drama. The Nauka Lila, describing Krishna’s excursion 
in a boat on the Yamuna in the company of Gopis, was probably 
the inspiration for Tyagaraja’s music play the ‘Nauka Charitram’.

The author laments that the Therukoothu of Tamilnadu, 
which has a long tradition and a superb dramatic form, has faded 
into the background. He describes the art in great detail and 
concludes that it has power in its operatic songs and reveals theatrical 
shrewdness.

According to Shivram Karanth, the Jnanpith Award winner 
the stage conventions and preliminaries of Yakshagana are described 
in a work dated 1621 A.D. The art is mostly confined to North 
Kanara and uses about 150 ragas including Dvijavanti and Ghanta.

•The last chapter gives brief descriptions of other 
theatrical forms like the Naqal of Punjab, Veethi Natakam, Burrakatha 
and Kuchipudi of Andhra and the Bhagavata Mela of Melatur. The 
exponents of the last two forms may object to their art being 
included in the folk theatre.

The book appears to have been written some years ago 
as some of the persons mentioned in it are no longer alive. The 
racy style of the author, his intimate knowledge of the subject and 
the precision of his scholarship make the book an eminently readable



document in addition to being a first hand authority on Indian folk 
theatre A large number of photographs enhance its value and the 
drawings by Shivax Chavda are a class by themselves. The printing 
and get-up are excellent and American spelling has been used 
throughout.

T.S. PARTHASARATHY
(Courtesy - THE HINDU)

* * *

�!�� rHE �� � � � � � �� � � THE � �	����������� � � 	 � � � � ��� � � �����

ABHINAYA IN SANSKRIT DRAMA
A STUDY OF THE TECHNIQUE OF ABHINAYA IN 

RELATION TO SANSKRIT DRAMA
(By Shveni Pandya, Somaiya Publications Pvt. Ltd.', 172, 

Mumbai Marathi Grantha Sangrahalaya Marg, Bombay - 400 014. 
Rs. 112.)

The oldest exposition of Indian dance, musical theory and 
theatrical art, which has survived the ravages of time, is the Natya 
Sastra described to Bharata Muni. Contrary to the common belief 
that it is merely a treatise on dance, it deals comprehensively with 
dramaturgy including poetics and everything conneced with the stage, 
make-up, acting, music and many other subjects.

Abhinaya or the histrionic element in dance is stated to 
have been taken by Brahma from the Yajurveda which describes the 
performance of certain rituals by means of ‘abhinaya’ which literally 
means ‘carrying forwards’. Abhinaya is fourfold (1) Angika - 
movements and gestures of the limbs (2)Vachika-speech and dialogue
(3)ahaiya-make-up and costumes and (4)Sattvika aesthetic experience.

In ancient days there was no drop curtain in the theatre 
but only one or two curtains separating the green room from the
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RARE ART FORMS
PUPPETRY AND LESSER KNOWN DANCE 

TRADITIONS OF KERALA:
(By G. Venu. Published by Natana Kairali, Ammanur Chakyar Madham, 
Irinjalakuda - 680 121, Trichur District, Kerala, Price not indicated.)

Kerala is a mosaic of varied cultures and a storehouse of 
myriad forms of theatrical art. Side by side with highly sophisticated 
classical arts like Kutiyattam, Kathakali, Mohini Attam and 
Krishnanattam, there is a multitude of folk forms intimately related 
to the realities of social life and rites and customs of different 
communities. But many of the latter languished for want of support 
and were almost becoming extinct.

Starting his life as a Kathakali dancer, G. Venu, the author 
of this book became a teacher but soon gave up that profession to 
devote himself to the arduous task of reviving the lost glory of 
puppetry and other rare arts of Kerala. He started an institution 
called Natana Kairali at Irinjalakuda which adopted any art form of 
Kerala that was on the brink of extinction. No less than nine such 
forms were rejuvenated, the important ones being Pavakathakali, 
Tolpavakoothu, Mudiyettu and Kakkarissi Natakam. It was an uphill 
task to contact the surviving artistes in remote villages who were 
ruraf folk not used to any discipline in work. Perseverance on the 
part of Venu paid him rich dividends.

For example, the Pavakathakali artistes in the Palghat area, 
called Andi Pandarams, spoke Telugu at home and belonged to a 
few families in Paruthipully village. This glove-puppet play may be 
called the poor man’s Kathakali as the major plays were the same 
as in Kathakali like Kalyana Saugandikam and Duryodhana Vadham. 
It is interesting to know that in the Tolpava Koothu (shadow 
puppet play) most of the verses recited are from the Kamba Ramayanam 
in Tamil
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The book has been written in a racy style and describes in great 
detail the stage, costumes and make-up, manipulation of the puppets, 
the characters and the legends adopted. Some songs have been 
translated into English and the stories summarized. A calendar of 
performances and a glossary are useful additions.

The author’s other works include his English translation 
of the Krama Dipika (production manual) and the Attaprakaram 
(acting manual) for Kutiyattam and his ‘Mudras in Kathakali’ with 
notations for 373 hand gestures. The present work is bound to be 
welcomed by all lovers of dance traditions in Kerala.

'2.2� 3�$'7�.�$�'78  
(Courtesy - THE HINDU)

* * *

TAMIL DANCE MUSIC
PAZHANTAMIZHAR ADILIL

(Music in  th e  D a n c e  o f  A n cient  T am ils)

(By Dr. Jnana Kulendran, Department of Music,Tamil Univesity, 
Thanjavur Published by the Tamil University. Rs. 35.)

The Tamil University. Thanjavur, has recently brought out 
a number of publications highly useful to students of music and dance 
of the ancient Tamils. Tancha marabil isai marabu’ published 
recently is a One example. The book under notice is yet another 
milestone which emphasizes the glorious tradition of Tamilnadu in 
the twin fields of music and dance.

The present Alaprippu-Tillana format of Bharata Natyam 
is barely two centuries old and came into existence during sdthe 
previous Nayak rule mention dances like Allika, Chaupada, Desi, 
Jakkini and Perini which became obsolete even during the 
subsequent Maratha rule. It is, therefore, obvious that dance forms

*<=
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composition meant for dance and deserves the attention of Bharata 
Natyam dancers.
The fifth chapter describes the musical instruments that were being 
used for dance performances in ancient Tamilnadu. The book is 
profusely illustrated and the bibliography consulted is vast A complete 
list of all the 400 Davadasis mentioned in an inscription of Rajaraja 
Chola (985-1014) has been furnished and this makes interesting 
reading. The book will be found useful by teachers and scholars.

T.S. PARTHASARA TFfY
(Courtesy - THE HINDU)

* * *

GITA GOVINDAM
THE GITA GOVINDA OF MAHAKAVI JAYADEVA:

(With Nayaki-Nayaka Iakshanas and notation for the ashtapadi) 
Published by S. Jagannarayanan and J. Sujatha, 10, Tiruveethi Amman 
Street, Ramakrishna Nagar, Madras - 600 028. Rs. 75)

No two critics seem to share the same opinion about the 
form and allegorical meaning of Jayadeva’s ‘Gita Govinda’. Lassen 
classed it as a lyric drama, Jones as a pastoral. Levi as an opera 
and Pischel as a melodrama. Von Schroeder called it a refined folk 
play or Yatra. Lassen thought of Krishna in this poem as the divine 
soul manifested in humanity, drugged by the fair shows of the world, 
yet full of yearning to recover the serenity of its original condition 
and finally winning its way to the source of true and eternal light. 
Duncan Greenlees, whose English translation of the poem was 
published by Kalakshetra, was convinced that the titillations and 
embraces here are spiritual.
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The love between Krishna and Radha occupies an integral 

place in the Vaishnava philosophy in North India. The poem’s 
spiritual significance could easily be overlooked if only the surface 
is skimmed. Besides the aesthetic merits of the Kavya, by far the 
best part of it is the philosophy behind the love between Krishna 
and Radha and its bearing to the universal problem of relation 
between the Divine and the Human.

It is no wonder that this evergreen lyric sequence of Jayadeva 
is being published over and over again, in many languages and in 
different forms. It is one of the most translated among Sanskrit 
classics in India and abroad. The late Kirtanacharya C.R. Srinivasa 
Iyengar published in 1948 his edition of the Gita Govinda which is 
yet to be excelled for its thoroughness. This edition is out of print 
for quite some time now. In addition to his sparkling commentary 
and notes, Iyengar published the notation of all the 24 Ashtapadis 
with a note that the tunes were originally composed by Tirumalairajan 
Pattinam Ramudu Bhagavatar. According to Subbarama Dikshitar, 
this Vidwan lived during the middle of the 19th century and was 
present when Dikshitar sang his newly-composed kriti 
‘Sankaracharyam’ before the Acarya of the Kanchi Math at 
Kumbakonam.

Mr. Jagannarayanan, the author of the edition under notice, 
is a noted scholar in Tamil, Sanskrit and Hindi and has several 
precious volumes to his credit like the Tulasi Ramayanam, Triveni 
Ramayanam, Tiruppavai and the Bhashyas of Sankara and Ramanuja 
on the Brahma Sutras. An ardent Vaishnava, he published in 1976 
an edition of the Gita Govindam with the text in Sanskrit, a full 
translation, a long introduction and copious notes. Along with this 
he also published the ‘Sri Sitarama Vijaya Rahah Keli’, a prabandham 
composed on the model of the Gita Govindam but with Rama and 
Sita as the hero and the heroine. In this he signed his name as 
‘Jagaraja Kavi’.
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MANUAL OF KARNATIC MUSIC
NATAKA VADIVIL TYAGARAJAR - PURANDARA DASA

(A &��'!� �

(i.��&���� .���  (Tamil) Parts 1,2, & 3. By R.V. Krishnan. Part 3 
jointly authored by R.V. Raghavayya. Published by the Music 
Information Bureau, E-148, Fifth Main Road, Kamaraj Nagar, 
Tiruvanmiyur, Madras - 600 041 Price Rs. 15, 15 and 20 respectively.)

With the introduction of music as a subject in many schools 
and colleges and the starting of several music colleges all over 
Tamilnadu, there has been a sharp increase in the demand for text 
books by students appearing for the various examinations. Numerous 
sabhas have also come into existence with a corresponding growth 
of interest in music on the part of concertgoers.

The late Prof. P. Sambamoorthy may be called the father 
of musicology so far as Karnatic music is concerned. He was the 
pathfinder who wrote a series of graded text books in* English to 
equip students appearing for examinations. R.V. Krishnan, the 
author of the present series called ‘Sangita Saram’, comes from a 
distinguished family of musicians and retired as the Vice-Principal 
of the Government College of music. In addition to his thorough 
knowlede of musicial theory, he has long years of experience as a 
teacher and it is no surprise that the book under notice has run 
into several editions.

Part I deals with technical terms and descriptions like Nada, 
Svara, Sthayi, Sruti etc. The different kinds of ragas and the notation 
used in music are than described. The reader is then introduced 
to the lakshanas of ragas, musical forms and the decorative angas 
of kritis. The volume is rounded off with the biographies of several 
composers like Pura'ndara Dasa.
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The second part takes the student to the next stage of 
theory like the structure of Janaka-Janya ragas, their classifications, 
graha bheda, Kalpita and manodharma sangita and the structure of 
tales. Seven ragas like Todi and Severi are taken up for a detailed 
analysis with their special sancharas and important compositions in 
them. The chapters of seats of music and the evolution of Karnatic 
music are interesting. .

The third part takes the reader to the advanced stages of 
musical theory like musical terms and their connotations. Musical 
instruments, their construction and methods of play are described 
in great detail and these include the Tambura, Vina, Violin, Gottu 
Vadyam, Flute, Mridangam and the Yazh. Tamil panns are then 
dealt with and the contribution of the Tevaram Trinity discussed. 
This is followed by 16 biographies of composers, raga lakshanas and 
model question papers thus making the volumes a rare and 
self-contained manual on the various aspects of Karnatic music.

‘Nataka vadivil Tyagarajar’ is an imaginary play in which 
Tyagaraja is defended against attacks that he was a bigoted Rama 
Bhakta. The second half of this booklet contains a short appreciation 
of Purandara Dasa.

T.S. PARTI1ASARA THY
(Courtesy - INDIAN EXPRESS)
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Kothari the veteran authority on Indians classical dance claims the 
laurels for the written word, the versatile ace photographer, Avinash 
Pasricha, has added another dimension by contributing more than 
200 photographs out of which 40 are those of the leading artistes 
in the style.

The colossal and magnificent temple of Konarak has a 
staggering variety of dance sculptures which are three-dimensional. 
These postures come to life in an Odissi dance number called the 
Batu naritya and in a pure dance item called the Pallavi. South 
Indians influence on the music for Odissi dance is discernible when 
Karnatic ragas like Arabhi, Sankarabharanam, Kharaharapriya and 
Kambhoji are used while dancing the Pallavi.

Orissa is fortunate in having a number of treatises 
containing information about the technique of Odissi, often illustrated 
with sketches showing the body positions and movements. Some 
of them like Sangita Muktavali, Natya Manorama, Sangita Narayana 
and Abhinaya Chandrika have recently been published.

In its technique, Odissi follows the basic rules of the Natya 
Sastra and the Silpa Sastra. It treats the human body in terms of 
the three bhangas or bends along which deflections of the head, torso 
and hips can take place. The characterstic feature of this style is 
a hip deflection which is almost taboo in other classical forms. But 
it is really this Tribhangi that lends the unique charm for which Odissi 
is rightly.famous.

Sunil Kothiri has dealt with the subject in a methodical 
manner. He first discusses the myths, legends and history of the 
style and dance sculptures of Orissa. Palm-leaf manuscripts and 
Sangita texts are next explained before th living tradition of Maharis 
and Gotipuas is discussed. Maharis are the counter-parts of the 
Devadasis of Tamilnadu while Gotipuas are boys trained to dance 
dressed as girls. Many of the renowned Gurus of the present like







seven entitled “Future Music towards Integral-Harmony Divine” 
rounds off the book with the conclusion, in Sri Aurobindo’s words, 
“God moves always towards a Harmony, a greater and more beautiful 
and fuller Harmony”.

The author has consulted no less than 217 authors and it 
was perhaps inevitable that the book is full of quotations from them. 
But the author’s own comments in between are illuminating. The 
annexure contains a defence of our National Anthem ‘Jana gana 
mana’ composed by Tagore against unsavoury attacks by some 
Indians. The get-up is excellent and there are more than a dozen 
ullustrations.
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T.S. PARTHASARATHY
(Courtesy -THE HINDU)


