
THE JOURNAL
OF

THE MUSIC ACADEMY

DEVOTED TO THE ADVANCEMENT OF THE 

SCIENCE AND ART OF M USIC

Vol. LXIII 1992

R^cTT Vfa TjmfrcT cTeT frT^lfR ll

“l dwell not in Vaikuntha, nor in the hearts of Yogins 
nor in the Sun; (but) where my bhaktas sing, there be 
l, Narada!”

Edited ky
T. S. PARTHASARATHY

The Music Academy, Madras 
306, T.T.K. Road, Madras-600 014

Annual Subscription — Inland Rs.40: Foreign $ 3-(X)



OURSELVES

This Journal is published as an Annual.

All correspondence relating to the Journal�
should be addressed and all books etc., intended for�
it should be sent to The Editor Journal of the Music�

Academy, 306, T.T.K. Road, Madras - 600 014.

Articles on music and dance are accepted for�
publication on the understanding that they are�

contributed solely to the Journal of the Music Academy.

Manuscripts should be legibly written or,�
preferably, typewritten (double-spaced and on one�

side of the paper only) and should be signed by the�

writer (giving his or her address in full.)

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



CONTENTS

PAGE

The 65th Madras Music Conference - ����������	����  — �

Advisory Committee Meetings — 20

The Sadas — ��

Karnatic Composers - ������ ���������  — ��

Music in the Ramayana - ������� �����������  — 87

Darus in Karnatic Music -
���������������� �!��"���#����  — 100

The Varnas of the Dikshitar family -
�����$���������%�#��  — 110

Nuances of Bharatanatyam &�����������#������  — 118

Dances of India - T.S. Parthasarathy — 138

Panchalinga.Kritis of Muthuswamy Dikshitar -
������#��%	���  — 150

Book Reviews — ! 57



Statement about ownership and other particulars regarding

T he J ournal of the M usic A cademy
Madras

FORM IV
(See

Place of Publication�

Periodicity of its publication�

Printer’s Name
Nationality

Address

Publisher’s Name�

Nationality�

Address�

Editor s Name
Nationality

Address

Name and addresses of�

individuals who own the�

newspaper and partners or�

shareholder holding more�

than one percent of the�

total capital

Rule 8)

���� ����	� �	������� ���������

Once a year�

����� ������

Indian

������ �� ����� ���� ���

1, Goomes Street, Madras - 1.

� �! �� ��� ������ ��

Indian
306, T.T.K  Road, Madras - 14.

T.S. Parthasarathy

Indian
306, T.T.K. Road, Madras - 14.�

The Music Academy�

306, T.T.K  Road,

Madras - 600 014.

I, T.S. Parthasarathy, hereby declare that the particulars given�

are true to the best of my knowledge and belief.

(Sd.) T.S. PARTHASARATHY

������� �	�������� (Signature of the Publisher)



THE 65TH MADRAS M USIC CONFERENCE  

OFFICIAL REPORT

THE OPENING DAY

18.12.1991

The 65 th Annual Conterence of the Music Academy. Madras 
was held at the ����� ����#�����#����'���������  in the premises of 
the Academy from the 18th December 1991 to 1st January 1992. 
The Conference was inaugurated by Hon’ble Selvi J. Jayalalitha, 
Chief Minister of Tamil Nadu.

The inaugural function began with the singing of prayer by 
����� �		�#�� ������  and !��� ��� ������ , Lecturers of the Teachers’ 
College of Music.

MESSAGES

Messages received from the President of India and Governor 
of Tamilnadu were read:

���� ��� �	�%��������(� )�	���	�� , in his message, said:”On the 
occasion of the 65th Annual Conference of the Music Academy, 
I have great pleasure in extending my cordial felicitations to the 
maestros, vidvans, musicologists and rasikas associated with the Music 
Academy. It is gratifying that the Conference, which will be 
inaugurated by the Chief Minister, Tamilnadu, is to be presided over 
by the distinguished Vidvan Nedunuri Krishnamurthi and that its 
Sadas will be presided over by Sangita Kalanidhi Mysore 
Sri V. Doreswamy Iyengar. I am sure the standard of this Conference 
of the Music Academy in its various programmes of music and dance, 
both in the Carnatic and Hindustani traditions, as well as the 
discussions of Experts, will be as high as in previous years
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May the Conterence, with the blessings of the Trinity of 
Carnatic music, bring rapture and fulfilment to the artistes and the 
audience in rich measure.”

Sri BhLshma Narain Singh, Governor of Tamilnadu in his 
message, said: “I am glad to know that the 65th Annual Conference 
of the Music Academy, Madras will be held from December 18, 1991 
to January 1, 1992.

The Academy, with a record of sustained work of more than 
six decades has been in the vanguard of preserving and promoting 
classical music in South India. I am happy to note that many 
experts in music and musicology are expected to get together and 
participate in the Conference as also to hold discussions. The 
programmes of music and dance will, no doubt, be a treat to the 
music and dance loving people.

I send my best wishes for the success of the Conference and 
the festival of music and dance.”

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: Hon’ble Selvi Jayalalitha, Chief Minister 
of Tamil Nadu, Vidwan Nedunuri Krishnamurthy, Sangita Kalanidhi 
Dr. Semmangudi Srinivasa Iyer, Sri Sadasivam, Sangita Kalanidhi 
Dr. M.S. Subbulakshmi, distinguished invitees, ladies and gentlemen:

On behalf of the Executive Committee and members of the 
Music Academy, I have great pleasure in extending a hearty 
welcome to every one of you assembled here in response to our 
invitaion.

For the first time in its history, the Music Academy has the 
privilege of welcoming a lady Chief Minister who is here to 
inaugurate the 65th Conference of the Academy at our request. 
Hon’ble Selvi Jayalalitha is different from her peers in more ways
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than one. She was born in a family of artistes and was brought up 
in an atmosphere instinct with music, drama and allied arts. She 
made her grade as one of the top-rankinc stars of the film world. 
It is normal tor all these celluloid heroes and heroines to rise like 
meteors and slowly sink into oblivion. They are remembered once 
in a way, but the days when they held sway over the hearts of men 
and women become dim memories. But Hon’ble Selvi Jayalalitha 
,ruled the cinema world with a distinction and an allure all her own. 
'She added a new dimension to her personality by participating in 
party politics and helping Dr. MGR, keeping the party trim while 
he was the Chief Minister of Tamil Nadu. Perhaps, it is not just 
a transfer of glamour but a transfer of power too; but no one 
expected her to occupy the place which Dr. MGR once occupied 
without in any way slackening her hold over his following which, in 
number and loyalty, was unique. Many of you here might remember 
that Dr. M.G. Ramachandran inaugurated in 1978, the 52nd Conference 
of the Music Academy. Today, 13 years after, Hon’ble Selvi 
Jayalalitha is to open the 65th Conference of the Academy.

There have been ladies who had occupied high offices witn 
undisputed distinction. But they were all cradled in politics and they 
came to power as a result of long and hard schooling in the grammar 
of politics and the ground realities of political work. Barring Ronald 
Reagan and Dr. MGR, we do not hear any film star earning fame 
both in politics and films. Not so Hon’ble Selvi Jayalalitha. She 
has shown that it is possible for a lady to develop dimensions which 
have absolutely no relationship with her earlier personality and 
earlier associations.

She has, since she assumed office, shown thorough mastery 
over the adminstration. Clear in her thinking, firm in her decisions 
and restrained in all her speeches and actions, she has, during her 
short period in office, earned the goodwill of all sections, far above 
the poverty line and far below it too. She is amidst us today not
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only as the Chief Minister of Tamil Nadu, but also as one who has 
had close links with music, art and aritistes.

I offer a warm welcome to ������� +	������� ����#������#�  
whose election as the President of the 65th Conference will take* 
place shortly. Vidwan Krishnamurthy is a product of the Gurukula 
system with all the rigour, reverence and toil associated with it. He 
had his initial training in vocal music and violin at the Maharajah’s 
College of Music at Vizianagram and later, advanced training under 
���,���� �������#�� .��� ��� )���%������  ‘Nedunuri’, as he is 
affectionately called by his admirers, who are legion, has built up 
a vast repertoire and a reputation for uncompromising adherence 
to tradition. Raga alapana is his forte and he is a creative artiste 
in that field. He has rendered yeoman service for popularising the 
compositions of Annamacharya. I am sure the proceedings of the 
Conference, which will commence tomorrow, will immensely benefit 
by h’> vast experience as a performing musician and veteran teacher.

The celebration of the Diamond Jubilee of the Teacher’s 
College of Music on the 19th of October 1991 - an event of great 
importance to the Academy - is a tribute both to the farsight of the 
founders of the Music Academy and to the persistent and tireless 
work of their successors, down the years, who enlarged and embellished 
the traditions established by them. The cracking of the Gurukula 
system and the growth in importance of urban areas as centres of 
education and culture obviously made the founders of the Academy 
see far ahead and think in terms of establishing a Teacher’s College 
of Music to meet the inevitable demand for teachers of music. As 
early as 1930, .��� /$�� ����� ��� , the then President of the Music 
Academy, in his welcome address at the Madras Music Conference, 
said: “The demand for a music college now is so insistent that the 
Academy has resolved to open a college early next year and not to 
wait till funds are raised“. Hailed as an ‘epoch-making event in the 
history of South Indian Music’, the College has had a galaxy of
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Vidwans as its Principals and nas trained hundreds of teachers, many 
of whom have secured employment in institutions. We have an 
ambitious plan to make the College a residential one and 
self-supporting, by generating a corpus of Rs.25 lakhs. While here 
again we do not propose to wait till the required funds are raised, 
I fervently appeal to all music lovers and business houses to donate 
liberally to this deserving cause.

As usual we conducted the ‘Spirit of Youth Music & Dance 
Festival’ for ten days in October in which nearly 40 young and 
promising artistes performed, one of them, Lakshmi Gopalaswamy 
of Bangalore, being adjudged as the ‘best dancer’. She has qua lified 
herself to receive the Dr. MGR Award for a young danseuse and 
I request the Hon’ble Chief Minister to present it to the artiste this 
evening. The mid-term festival was sponsored by Parry’s Sweets and 
T.I. Cycles of India and I thank them for their help.

It is our custom to give this auditorium and its surroundings 
a face lift before the annual conference, but this year we could not 
do it because we had some major improvements to our complex, 
thanks to the munificence of a number of business houses. Kirloskars 
supplied a motor and compressor at concessional prices to enable 
us to replace the old ones. After 1963 the entire wiring of the main 
hall was renewed recently to accommodate the stage lighting equipment 
donated by London International Group Pic, London, and the new 
sound mixer and amplification. The Rotary Club of Madras East 
came forward to assist in fixing glass frames, false ceiling and granite 
flooring donated by Gem Granites. Stiles India, of which our 
Vice-President, Mr. Obul Reddy is the Chairman, have supplied tiles 
for replacement in our main auditorium, bathrooms (both upstairs 
and downsairs) at concessional rates.

We are indeed grateful to all these business houses and the 
Rotary Club for s< voluntarily coming to our help to improve this 
complex.
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The extension of the mini-hall auditorium has provided an 
opportunity for us to have an exhibition hall of musical instruments, 
paintings, etc. VST Industries Ltd. came forward to donate a 
beautiful teakwood door 10’ x � ’ which has a Tambura design 
engraved on it with two matching windows The hall will be named 
as the ‘Sprit of Freedom Hall’

VST Industries Ltd. will also continue to conduct their ‘Sprit 
of Freedom’ concerts as usual. This year, Pandit Bhimsen Joshi, 
vocal, and Pandit Ravi Shankar, accompanied by Ustad Zakir 
Hussain on the Tabla will be participating.

't he conference proper commences tomorrow morning and 
an interesting programme of talks and demonstrations has been 
drawn up in which musicians ai d scholars from the South and the 
North will be taking part. The highlights arc the lives and works 
of many Tamil composers including Subrahmanya Bharati and a 
comparative study of Carnatic and Hindustani styles by Sakuntala 
Narasimhan. Guru Vempati Chinna Satvam will be presenting a 
demonstration of Kuchipudi Natya.

I would take this opportunity to felicitate Sri T.S. 
Parthasarathy, Secretary of this Academy, who has been elected 
Fellow of the Central Sangcet Natak Akademi and Vidwans S. 
Rajam, Kandadevi Alagirisam« and Vellore Ramabhadran who have 
been selected for Akademi Awards.

The Sadas on January � , 1992 will be presided over by 
Sangita Kalanidhi Dr. Mysore Doreswamy Iyengar, the veteran Vina 
exponent of the Mysore School. In addition to Vidwan Nedunuri 
Krishnamurthy, who will be receiving the title of ‘Sangita Kalanidhi\ 
Vidwans S. Rajam and Kuttalam Viswanatha Iyer will be receiving 
certificates of merit and the T.T.K. Memorial Award.

b once again welcome all of you and request our HonTle 
Chief Minister to inaugurate the conference.
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INAUGURAL ADDRESS

Honble Selvi J. Jayalalitha, Chief Minister of Tamil Nadu, 
said: “I am grateful to you for the honour that you have conferred 
upon me by inviting me to inaugurate the 65th Conference of the 
Music Academy today, before this august gathering of legendary per­
sonalities of the world of classical music and connoisseurs of music. 
The eyes and ears of the country, nay, of the whole world of music 
Rasikas are focussed upon' the city of Madras during this sacred 
month of ‘Margazhi’, referred to so beautifully in the songs of Saint 
Andal and Saint Manikkavasagar, and hallowed in the best religious 
traditions of our land as a month to be devoted to the contemplation 
and celebration of the Presence of Divinity in all forms of life, 
through the instruments of ‘Music and Dance’ which are none other 
than the expressions of the infinite.

During the last 64 years or so, the Music Academy has 
unfailingly conducted this celebration, spreading the message of 
Music, unearthing and propagating its richest treasures and 
maintaining, at the same time, the essential features of traditional 
purity and piety which have distinguished Indian Classical Music from 
the Music of the re t̂ of the World.

On the occasion, I rise to offer my humble tributes to all 
the musical savants, connoisseurs and innumerable rasikas who have 
in their own way contributed to the maintenance of the highest 
standards of musical excellence, and have done their best to draw 
the attention of the whole world to the basic and irrefutable fact 
that Indian Music and Dance forms represent the highest hall-mark 
of the Indian Culture and Civilisation, and are rooted in the 
understanding of the Power and 01017 Divinity and its Manilesation 
in countless forms.

In its essence, Indian Music in all its ramifications including 
the Hindustani and Carnatic Styles of Music, and the rich Tamil 
Musical lore, is mystical par excellence.
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Its origin is in the emanation of NADA that is none other 
than the innermost attribute of the Absolute, Brahman or Narayana 
or Shiva, or whatever you may wish to call it. The properties of 
Indian Music are spiritual and encompass religion, philosophy, logic, 
science, common-siense and sensory impression. It spans the entire 
gamut or organic sensation, sense perception, perceptual conception, 
reasoning, judgement and spiritual realisation.

Indian Music therefore is a refined and cultured system of 
the most comprehensive kind. Indian Music thus emcompasses all 
the aspects by which the ultimate can be realised. A popular and 
anonymous text says: ‘There is nothing to surpass the singing (Gana) 
which is 10 million times superior to uttering of Mantra (Japa) which 
in turn is 10 million times superior to meditation (Dhyana) which 
again is 10 million times superior to ritualistic worship (Pooja)’.

Indian Music is thus Idealistic. It is both an ideal, and an 
instrument towards reaching that ideal. It is both theory and 
experience. It is Shastra and Sadhana. It is not merely a structure 
of tone, with varied permutations and combinations. It is performed 
with the help of tones and tunes, but it breathes the supramental 
atmosphere and raises even the ordinary person who comes under 
its spell, to the realm of the supra-mental. No doubt, Sahitya - the 
word, and Swara - the tune combine to produce musical excellence, 
but in its ultimate experience, Indian Music is symbolisation of man's 
inner spiritual life which is the expression of Divine Reality.

The Raga for example is not merely a structure. It is a living 
dynamic expression. It is the manifestation of the highest state of 
mind, and it expresses the aesthetic feelings of love and devotion, 
fear and anger, hatred and egoism, and all these fellings are used 
to express man’s inmost urge towards the realisation of the Divine 
Reality.

The greatest contribution of Indian Music is the 
conceptualisation of Raga. This grand effort, the outcome of the
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human mind in direct contact with aesthetic beauty is expressed in 
structured sound. The concept of Raga constitutes the vital force 
in the design and execution of the classical form of Indian Music. 
I cannot but express a feeling of awe and wonder at the grandeur 
of the concept of Raga, which is the result of a thought process, 
and the combination of tone transformed into concrete forms and 
expressed with emotion and melody. I can only presume that Ragas 
were the creation of a Qivine inspiration of the innermost being of 
the great Indian spiritual leaders wherever they lived, whether in 
the North or South, East or the West.

Over the millennia, the musical idealogy went inrough an 
evolution development. The best musical traditions incorporated the 
characteristics of ethno-cultural influences prevailing in various parts 
of the country, and that led to the current forms of Indian Music. 
However, it should not be forgotten that Indian Music derives its 
inspiration from certain original ideologies and substances. Looked 
at in this way, through the understanding of this oneness Indian 
Music that it has absorbed and assimilated diverse cultural patterns 
and made them its own. I would urge that this aspect of Indian 
Music, its role as the unifying force in the cultural lives of our people 
must be properly understood and highlighted, and not so much is 
ethno-cultural and distinctions.

It is time for me to say a few words on Carnatic Music. 
Believe me when I say that to me, Carnatic Music has represented 
the highest form of “Nadopasana”. In its structural perfection, tonal 
purity, in its ability to bring out the emotional and evocative 
expressions through the form of music, Carnatic music is unparalleled 
The contribution of the Trinity of Carnatic music, of Swatitirunal 
and other great savants of South Indian music, is so well known that 
it needs no special mention here. These savants have left behind 
a rich treasure of compositions, and these compositions provide the 
grammar and meaning for the word “Bhakti”, and, as such, these 
compositions have an eternal place in our lives.
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A galaxy of great Musicians with cultivated tastes, innate 
musical abilities and disciplined traditions have carried on the torch 
of Carnatic music sampradaya on the road of Bhakti and Sangita, 
preserving and enriching it wherever necessarv.

When I look at the renowned musicians seated in front of 
me, those who have contributed their best and dedicated their lives 
to the cause of Carnatic music, I feel like expressing my profound 
sense of gratitude to all of them, for the happiness and peace that 
they have helped to bring into our lives. I pray to God that every 
one of them should live for a long time and light the torch of music 
in the hearts of the younger generation so that they, in turn, can 
shine and carry on the glorious tradition of their masters.

When we speak of Carnatic music, we should not forget to 
mention the contribution of the people of Tamil Nadu from ancient 
times to the realm of music. The famous work Pura Nanooru, shows 
that Tamil people had acquired remarkable skill in music from an 
early period of time. According to Pattinappalai, the people of 
Kaviripoom Pattinam often assembled in the central square, the 
common place of the city, in order to enjoy music and dance recitals.

Bards of the Sangam age moved all over Tamil Nadu singing 
in praise of the Kings. The Tamil word “Isai” is itself significant. 
It denotes that which moves or melts people’s hearts. In the Sangam 
age itself, seven notes or swaras in the musical notation had been 
defined. The numerous sub-divisions of these notations had also 
been worked out—a remarkable testimony to the intensive develop­
ment of music by the early Tamil people. Silappadikaram is a 
treasure house of information on the rich music and dance traditions 
of that time. Quite a large variety of musical instruments were also 
used right from the Sangam age. Many musicians of high repute 
were patronised by the kings and rulerc
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The pinnacle of development of Tamil music was achieved 
during the time of the Nayanmars and Alwars, and the great hymns 
of these servants of God evoke some of the deepest emotions of 

, Bhakti in the hearts of the people who are blessed enough to hear 
them. The Tevaram hymns can be said to constitute to first regular 
musical compositions set in definite Raga and tala. The Raga 
concept is evident for the first time in Tevaram hymns, a great 
advancement in the realm of music. It is interesting to note that 
almost all the original Panns (Ragas) exist even now. The hymns 
of the Nayanmars and Alwars had a profound impact on the lives 
of the Tamil people.

The great G.U. Pope was su moved by the sight of hundreds 
of people proceeding to the temple in the Trichy Fort everyday, 
singing hymns of Tiruvasagam, that led him to study Tiruvasagam, 
and eventually to translate it into English. There are inscriptions 
of the grant of land and money to Othuvars and others, for rendering 
Tevaram hymns in the temples daily.

The hymns were sung to music originally by large numbers 
of people according to given Ragas, but over a period of time, such 
renderings were confined to a class of people known as Othuvars, 
whom you may find in the temples even today. The hymns sung 
in moving Tamil filled the hearts of the people with devotion, so 
much so that Bhakti became synonymous with with music. God loves 
music. The Sunreme Being is of the form of Music.

Therefore the best method of pleasing Him is by singing 
hymns in praise of Him. Not only does the Almighty like music, 
but He also uses music to please him own devotees. There is a 
beautiful song in the Tevaram of Tirunavukkarasar, in which it is 
stated that Lord Shiva rendered ‘Samaveda’ and danced to appease 
Parvati, when she became angry at his keeping the maiden Ganga 
on his head.
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The Music Academy has been rendering yeoman service to 
the cause of music. Its Patrons, Presidents and the Secretaries during 
the last half a century or more, have played a memorable role in 
helping to preserve, maintain and nourish the best traditions of 
Indian Music. In the Saga of the growth of the Music Academy 
as a world class institution, the names of many selfless workers have 
to be inscribed in letters of gold. Let me join you in paying my 
sincere, heartfelt tributes to all of them.

We are now passing through difficult times. The old order 
is changing, yielding place to new. The rich and ancient cultural 
values are crumbling all over the world. The responsibility is upon 
all of us to preserve the best cultural traditions so that posterity will 
not accuse us of negligence. The musical savants who are assembled 
here have an even greater role to play in this regard. The best of 
our traditions have to be preserved and passed on to the younger 
generation.

It is in your hands to enthuse the younger generation with 
zeal and vision, to motivate them to understand and to appreciate, 
so that they can carry on the mantle of this hoary tradition on their 
shoulders, and enrich it by their own “Manodharma” and innova­
tiveness. I have no doubt that you will do thi I am sure our country 
will continue to derive its inspiration from the musical geniuses who 
are assembled here.

I offer my felicitations to the President Thiru T.T. Vasu, and 
the Office bearers of this great institution, and the experts of 
Carnatic music, in whose hands the destiny of this great form of music 
has been entrusted. I express the fond prayer that your services 
will continue to be available for many more years to come.

I have great pleasure in inaugurating this 65th Conference 
of the Music Academy.

12 THE JOURNAL OF THE MADRAS MUSIC ACADEMY
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I also announce a personal donation of Rupees one lakh to 
fund the Academy’s proposal to make its Teachers’ College of Music, 
a residential institution.

Thank you ”

VOTE OF THANKS

Sri S. Viswanathan, Vice-President of the Academy, 
proposed a vote of thanks.

* * *

ELECTION OF THE PRESIDENT

Sangita Kalanidhi Semmangudi Sri R. Srinivasa Iyer proposed 
Vidwan Nedunuri Krishnamurthy to be the President of the 65th 
Conference. The proposal was seconded by Sangita Kalanidhi Smt. 
M.S. Subbulakshmi. Vidwan Nedunuri Krishnamurthy then delivered 
the following Presidential address:

“Hon’ble Selvi Jayalalitha, Chiet Minister of Tamil Nadu, 
respected President of the Music Academy, Sri T. T. Vasu, Members 
of the Executive Committee, Vidwans, Vidushis, Rasikas, 
distinguished guests, Ladies and Gentlemen, I offer my respect to 
you all, and in particular to the Hon’ble Chief Minister, who 
inaugurated this conference. I heartily thank the President of the 
Academy, Sri T. T. Vasu and the members of the Executive 
Committee for choosing me to preside over this conference.

On this auspicious occasion, I offer my devoted adoration 
to Lord Sri Venkateswara whose kind blessings bestowed this 
prestigious award on me. I also offer my reverential pranams to 
"��� "����	��� $�,��,���� ���� 2#������ �	%#��	����� ���������� ������  
����� � �� ����#�� ����%���� )		�#��  for his benedictional grace 
showered on me to achieve this rare distinction.



I remember with reverence my father, late Ramamurthy 
Panthulu and my mother late Vijayalakshmi who blessed me with 
Brahmopadesa and Sanggethopadesa respectively in my childhood.

I pay my respectful homage to my beloved Guru, late 
Dwaram Narasinga Rao Naidu, who was my initiator at Maharaja’s 
College of Music, Vizianagaram. I am highly grateful to Sangeeta 
Kalanidhi, Padmabhushan Dr. Sripada Pinakapani who is also my 
beloved Guru and whose enlightened guidance enabled me to attain 
this eminent position.

The Music Academy has proved itself to be a body of 
tremendous strength and stable support in the propagation and 
perpetuation of Classical Music. The Music Season which was 
started decades ago has attained feverish proportions at present in 
the metropolitan city of Madras. The moral, financial, academic and 
educational support the Academy is providing, is unique. The 
opportunities it is offering to upcoming artists is most encouraging 
and commendable. I wish it grows from strength to strength.

In the short time at my disposal, I wish to place before you 
some suggestions which have been uppermost in my mind for 
consideration and follow-up action. Music is the highest form in the 
concept of evolution. It is the only discipline, a function of art, 
science and philosophy, which can provide peace, sanctity, heavenly 
bliss and salvation to struggling mortals. It is Dharma; it is keerti. 
All others are asthiram.

Asthiram. Jeevita Loke
Asthire Dhana Yavvane
Asthira Putra Dharaascha
Dharma Keerti Dwayam Sthiram

It is not only our responsibility but also our duty that music, 
particularly Classical Carnatic Music is safeguarded, protected and 
remains unpolluted.

14  THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL LXIII
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Tnoutes to Trinity
Aesthetic grace, excellent style, technical elegance, rhythmic 

accuracy and captivating melody are the essential qualities of our 
South Indian Music. At this juncture, I venture to assert that the 
Trinity’s compositions are gold mines of the above outstanding 
features. It is in these compositions that the essence of manodharma 
Sangeeta is also embedded. The ability of the artist lies in unearthing 
these fine aspects from their compositions.

I am afraid, most of the invaluable treasures of Trinity’s 
works, at present are not in active circulation. Many standard 
compositions are not heard in the present day concerts. I wish the 
Academy evinces keen interest in collecting authentic versions of all 
the compositions of the Trinity and preserving them for the future 
generation preferably in cassette media.

Need for special attention to Raagam, Tanam and Neraval
Manodharma is altogether different from set music, because 

Manodharma needs a creative and scientific approach. Study of 
music should be art-based. The ultimate goal of raga is exalted 
aesthetics; raga is the soul of our music and kriti, the vehicle. Every 
raga has its own form and design, which we call Swaroopa. To attain 
this objective, we must strive hard and make a special study; 
otherwise, the emotional content will not be there. Tanam, a divine 
expression of endlessness - Ananta - is not enjoying its place in recent 
years. It is either omitted totally or is given minor importance; this 
applies to neraval also. Both need revival in full strength.

Varnas and their importance
Varnas are the repositories of Manodharma Sangeeta. These 

are the best examples of applied music. I appeal to the teaching 
communities to give maximum importance to this item, for the 
benefit of the students. It is this discipline which helps in voice 
culture; an Ata-Tala varnam rendered in two speeds correctly, is by 
itself, a Himalayan- exercise. Besides, the chitta swaras built in the
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For Vocal Artists - A suggestion
Vocal artists should be well acquainted with at least one 

instrument, preferably stringed, so that they can comprehend swara 
modulations distinctly. Knowledge of percussion instruments helps 
a lot to bring out th' academic aspects of rhythmic orientations 
perfectly and precisely.

Need for Musicology
Knowledge of musicology is essential to attain perfection in 

performing art« Besides, one must know the meaning of the song 
to bring out the bhava and to convey the message of the song. This 
Academy should explore the possibility of implementing this essential 
aspect by suitable means.

Pon^haratnas
Pancharatnas are full of poetic excellence, musical awareness 

and philosophioc deliberation. They are outstanding examples of 
swarakalpana and tanam. These pancharatna keerthanas need 
careful handling, maintaining their dignity and sanctity.

Reverence Towards Seniors
The very ability of an artist to sustain himself as an eminent 

performing artist for a quarter of a century, qualifies him for the 
S.ar Value in the galaxy of senior vidwans. They are repositories 
of the traditional heritage which the youngsters should inherit in their 
own interest for a bright and prosperous academic future. They 
should be the dependable custodians to transmit it intact to the 
future generations. This is my Brahmopadesa to My Younger 
brethren. Instead of bringing down the standard of music to the 
pamara level, the artiste should elevate the rasika to the pandita 
level or the knowledgeable rasika.

Duration of the Concert
Connoisseurs of music have a feeling that the highly evolved 

and talented aspects of music are fading out of late, for one reason
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or the other. One such important branch of creative music is Ragam 
Tanam and Pallavi, which provides ample scope for displaying 
performers’ skill, creative ability, artistic splendour, musical wisdom 
and rhythmic allotropy. To do justification for this item, the duration 
of the concert should be at least three hours, if not more. Excuses 
to reduce the duration are not found as acceptable reasons.

Devotional Music
Our temples are Rangasthalas (Cultural stages) from time 

immemorial for propagation of our cultural heritage. It is most 
appropriate at this juncutre to offer my respectful regards to the 
Hon’ble Chief Minister of Tamil Nadu, for her scheme of taking 
up the renovation of temples to inspire the divine wisdom.. Sangeeta 
Gnanamu Bhaktivina Sanmargamu Galade Manasa. We have a huge 
treasure of devotional music of saint composers, which should be 
popularised through temples. On behalf of the musical fraternity 
I appeal to the Hon’ble Chief Minister who by herself is an eminent 
artiste, to revive the past glory of our culture, I wish the routine 
domestic rituals also start with devotional music. Parents and elders 
in the family have a big role to play here.

Guru and Disciple
I firmly believe that the ancient system of residential schooling 

known as Gurukula Sampradaya is the best and most effective 
media of transmission of musical wisdom for professional eminence. 
The student should devote his full time usefully for learning, sadhana 
and listening to good music for better results. Today we teach only 
songs; we do not teach music.

Music to be a subject for study, right from primary 
level of education

Much has been talked about the dwindling number of rasikas 
.n a concert. While the platitude that Carnatic music is divine and 
that it will always survive is well enough a conviction, the fact remains
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that platitudes by themselves do not fetch much. It has proved very 
difficult to pull a listener to a concert. On the contrary cheap 
entertainment lures him.

Satyam Janavirodhaya 
Asatyam Janaranjakam 
Sura Vikrayate sthanaha 
Dad hi Kshiram Gruhe Gruhe

Solutions to solve the predicament are not that easy. The 
faculty of listening to Carnatic Music must be cultivated at a very 
early stage. Schools, particularly those for girls must have a separate 
period every day for music alone. Constant dinning of classical music 
generates a taste for it. The healthy result of this exercise is not 
only development of talent but a useful and purposeful diversion 
" om the unrest and indiscipline of the present day youth

Suggestions to Upcoming Artists
The success of a student depends upon the selection of a 

Guru who can guide properly. Traditional values are to be respected 
to achieve higher targets. Keeping this in mind, an eminent exponent 
should be chosen as the Guru. Any mistake in the regard is likely 
to affect the career inspects adversely of the promising students; 
proper foundation is vital. Besides untiring efforts to cultivate swar- 
agnana, the faculty of writing notation, grasping and improving raga 
gnana lead to ascendency in one’s career.

Role of Sponsors
It is observed that no norms are followed in sponsoring 

artists to reputed sabhas. There is a feeling that some are gaining 
access prematurely, while others, though deserving, are not 
encouraged. To get over this injustice, screening committees may 
be formed at important regions to select the worthy. Office bearers 
of sabhas may be co-opted to make it a success. It is also observed 
that with inadequate training, some upcoming artists are exposed on
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the stage for no fault of theirs. The teaching community and the 
sponsors should take proper care in introducing upcoming artists to 
the platform, more so as to the reputed sabhas. Honest and sincere 
approach by all concerned in this regard will be a commendable 
service to the cause of talented youth. Merit should be the sole 
criterion in the selection of artists.

Role of Sabhas
Generally speaking, these days the attendance in the sabhas 

is not encouraging. It is necessary to identify the reasons. I 
personally feel that it is time for sabhas to organise lecture 
demonstrations and appreciation classes to appreciate the art and 
science of music. This will certainly go a long way in educating the 
rasika.

Television and AIR
Even though T. V. is a powerful medium its contribution to 

classical music is hardly appreciable when compared to the audio 
medium, the A. I. R. The time allotted for National Programme 
of music over A I R is 90 minutes, whereas it is just 30 minutes 
over T V. I personally feel that it should be extended at least for 
60 minutes. Similar encouragement should be offered to dance.

Revival of Declining Arts
While in the faculty of vocal music, Violin and percussion, 

the number of artists is on the increase, there has been a downward 
trend in some important faculties like Nagaswaram, Veena and Flute. 
This Academy and other institutions must see that they also survive 
and progress.

Recorded Cassettes
Release of pre-recorded cassettes of all sorts has reached 

epidemic proportions. The music lover is at a loss to identify what 
is good and what is not. Great music can be enjoyed only live. The 
Rasabhava and Anubhuti can be realised only in live concert and 
not through cassettes.
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Epilogue
I seek the hearty co-operation of respectful members of the 

Advisory Committee, Vidwans, Vidushis and rasikas in conducting 
the proceedings of this conference. I once again thank the president 
and the executive committee of the Academy for choosing me to 
preside over this conference.”

* * *

M EETINGS OF THE ADVISORY COM M ITTEE  

19th DECEM BER, 1991

The sixty-fifth Annual Conference commenced with the 
rendering of Tevarams, Tirumantram and Thiruppugazh by (he 
Tirugnana Sambandar Tevara Innisai Payirchi Kazhagam led by 
Thirumarai Innisai Thilakam Saroja Sundaram and accompanied by 
their teacher, Kalaimamani Saidai Natarajan on the harmonium, 
Mrs. Vasanta Saravanan on the Veena and Yuvarajan on the 
mridangam.

Dwaram Bhavanarayana Rao spoke on the Prahlada Bhakti 
Vijayam, one of three of Tyagaraja’s operas which spreads the 
message of Bhakti through many musical forms. The flight of 
Tyagaraja’s imagination in sound and word reveals that pure bhakti 
succeeds in the end. In five act, the opera introduces a number 
of characters which show his familiarity with the Bharata Sastra and 
the operative form. Using nearly 25 ragas, the opera commences 
and ends in Saurashtra, indicating auspiciousness. He illustrated the 
talk by rendering some kritis like Vasudevayani (Kalyani); Vinatasuta 
(Huseni), Vendanamu (Sahana), Nijamaite (Bhairavi), Ennaga (Nil- 
ambari), Nannuvidachi (Ritigoula), Raramainti (Asaveri) and Sallere 
(Ahiri). The President commended Shri Rao for conveying the 
spiritual emotional and devotional aspects of the opera.
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Dr. Nookala Chinna Satyanarayana presented a commentary 
on the fourth Pancharatna Kriti ‘Kanakanaruchira’ of Tyagaraja. The 
significance and uniqueness of this kriti are that Tyagaraja composed 
and sang this soon after he had the darshan of Lord Rama, moments 
after his composing the last charana of ‘Sadhinchene’. This kriti 
describes Rama as a child, a young man and a prince. A notable 
aspect is the use of Tara Shadjam to pour out his faith and conviction. 
He emphasises the sweetness of Namaruchi - the sweetness of 
uttering the Lord’s name as learnt by him from Bhadrachala Ramdas 
and Sadasiva Brahmendra. Tyagarja had the great gift of sharing 
his knowledge with disciples of varying talents. The superstition 
attached to the teaching and learning of Varali raga is slowly losing 
ground. Jnana yoga is evident in the raga choice and Bhaktiyoga 
in the kriti. Another unique feature is the slow tempo with gives 
scope for minute gamakas and graces.

The meaning of the several charanas was highlighted and they 
vouch for his sweet, blissful experience of his darshana which is 
possible only to his bhaktas and saints who take refuge under the 
Taraka Mantra.

Delivering the Dr. V. Raghavan Shastyabdapurti Endowment 
lecture on ‘An attempt at editing Muthuswami Dikshitar’s Kritis’ 
Dr. N. Ramanathan started by saying that the very name has to be 
pronounced as ‘Muddu’ and not ‘Muthu’.

Editing in the context of musical compositions is beset with 
problems not confronted in the edition of literary works for the 
simple reason that one has to deal with written manuscripts as well 
as aural recensions. Further, editing requires proper understanding 
of external rules as well as the style of the composer. The broad 
division was in terms of the matu, (verbal), tala and laya (time) and 
dhatu (melody)



In the case of Dikshitar, there was also the problem of 
reconciling the 200 compositions recorded in the Sangita Sampradaya 
Pradarsini of Subbarama Dikshitar with the 400 and odd in the 
Dikshita Kirtanamala of Sundaram Ayyar. Dr. Raghavan’s work in 
this area was referred to. The points were explained by the rendering 
of many compositions and the possible interpretations that could 
occur to an editor.
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* * *

20th DECEMBER, 1991

The proceedings of the second day commenced with four of 
Narayana Tirtha’s compositions in the devotional music rendered by 
Shrimati Scthu Mahadcvan and group.

Shri Alleppey Venkatesan delivered the Chellammal Palani 
gounder Memorial lecture on the life and works of Arunachala 
Kavirayar, one of the Sirkazhi Muvar. Born to Sri Nallathambi Pillai 
and Valliammai at Thillaiyadi, he finally settled down at Sirkazhi at 
the instance of Chidambara Thambiran. He was proficient not only 
in Tamil but also in Sanskrit and Telugu. His idols were Kamban 
and Tiruvalluvar and their works, the Ramayana and Thirukkural 
respectively, but he wished to compose a people’s epic in simple 
Tamil. Yielding to the desire of his disciples Kothandarama Iyer 
and Venkatarama Iyer that Ramakatha should be music oriented, 
he initially composed 50 songs. Linked to their debut at Srirangam, 
he composed a few pieces like Ean Palli Kondirayya in praise of 
the presiding deity. Thereafter the work was presented in 1772 or 
thereabouts at the Kambar Mandapam in Srirangam on Panguni 
Hastham (the same venue and star of the Kamba Ramayana debut).

Shri Venkatesan paid tribute to his guru, the late Ariyakudi 
Ramanuja Iyengar, who used his stay at Madras to set these songs
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to music for weekly publication in the Tamil journal Swadesamitran 
at the request and with the help of Shri Neelamegham. A striking 
feature was the choice of appropriate ragas to the situations like 
Asaveri for the surrender of the Sea-God; Sahana for Vibhishana’s 
surrender and Husseni for Sita’s appeal to Rama to take her with 
his to the forest.

He rendered “Devi Ival Rama” in Kanada; “Anda rama 
soiindaryam” in Kedaragaula; “Ramanukku” in Hindolam; 
“Arivaryaar unnai” in Mukhari “Raghavane” in Sahana, and the 
mangalam “Sri Ramachandanukku”. A slide presentation of some 
of these songs as published in the Swadesamitran was shown. He 
made a reference to the innovation of translating Tyagaraja’s 
compositions in Tamil, whereby the beauty of the original was lost. 
Further there was no paucity in the rich tradition of Tamil literature 
and music that this should be attempted.

The second paper of the morning was the Subhadra Dayananda 
Rao lecture by Dr. Tadepalli Lokanatha Sarma on Bhadrachala 
Ramadasa. While his life history was known to all, the philosophical 
content and soul stirring nature of his compositions had to be 
stressed. Gopanna, as he was known earlier, had heard the Valmiki 
Ramayana from his father Lingana Mantri. His preceptar was 
Raghunatha Bhattacharya. Well-versed, he used even as a boy to 
compose verses. His appointment as Tahsildar of Bhadrachalam and 
his devotion to Rama got him the appellation of Bhadrachala 
Ramadasa. He w.as a Sahaja vaggeyakara or a natural composer. 
Only after his death, his songs became popular. They found place 
in religious discourses. The emotional fervour is well brought out 
in the rhythmic movement of the chaputala. Some of his compositions 
admit of a manifold rhythmic treatment. The ragas used by him were 
Dhanyasi, Punngavarali, Saveri, Nadanamakriya, Anandabhairavi, 
Kambhoji, Yadukula kambhoji, Varali and Kalyani. The talas used 
were Adi, Eka, Rupaka, Jhampa and Chapu (Misra and Khanda).
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The speaker sang excerpts from “Idigo Bhadradri”, “Ikshvaku 
ku!a’\  “Takkuve”, Kothandarama”, Srirama nee nama”, and 
Ramanama.

Dr. Rita Rajan, delivering the R.N. Sarma Memorial lecture 
on Post-Trinity composers, concentrated on the 19th century 
composers who were for the most part descendants of the Tyagaraja 
School. The Trinity had established their characteristic style in 
their compositions, but that of Tyagarja was most popular. 
Contemporaries and disciples of Tyagaraja were Sabhapati Iyer, 
Gopalakrishna Bharati, Aanaiyya, Walajapet Venkataramana 
Bhagavatar, Veena Kuppier and Subbaraya Sastri. The Tanjore 
Quartette were notable disciples of Dikshitar. In later days, Patnam 
Subramanya Iyer, Poochi Srinivasa Iyengar, Papanasam Sivan and 
Mysore Vasudevachar were notable for following the style of 
Tyagaraja. Venkataramana Bhagavatar and Mysore Sadasiva Rao 
showed preference for sahitya. The structure and easily identifiable 
nature of the pieces and author made the works of Patnam 
Subrahmanya Iyer and Srinivasa Iyengar marked. The beauty of 
madhyama kala sahitya in the style of Tyagaraja is also a notable 
feature. The use of certain rhythmic patterns highlights the style 
of Poochi Srinivasa Iyengar. She profusely illustrated the lecture 
with many songs of the various composers. What was unique about 
the songs of Papanasam Sivan was the spontaniety of both dhatu 
and mathu as that of Tyagaraja, while those of other composers 
of the post-trinity period were mostly contrived and were the 
products of conscious effort.

* * *

21st DECEM BER, 1991

The Conference commenced with the Ganamrutha group 
rendering six songs of Gopalakrishna Bharati including popular 
pieces like Kanakasabhapati (Dhanyasi), Enneramum (Devagand- 
hari) and Yaarukkuthan Theriyum (Devamanohari).
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Smt. Seetha Rajan delivered the Lingappa Naidu 
Endowment lecture. Briefly sketching the life of the composer who 
lived at Sirkazhi in the early nineteenth century and was a contemporary 
of the Trinity, he composed about 200 songs. Many of them were 
not written or notated and it was his descendent, Sri Ramachandra 
Naidu who visited his native place and collected the twelve extant 
versions from the residents of that area. Set in Telugu and Tamil, 
the compositions are replete with Bhakti and in easy- flowing style. 
Most of the songs are in praise of Rama and a few on Krishna. His 
mudra was Kosala. The lyrics were set to music by Thiruvizhimizhalai 
Sri Kalyana Sundaram Pillai and Sri Mudicondan Venkatarama Iyer. 
In some instances, both have set tunes in different ragas to the same 
lyrics.

She then rendered Thelivitho Sriramuni in Saveri, Neepadamu 
in Todi; Ninne Namminanu - Sama; Vandanamu Jesedara in Khamas, 
Endavidathil in Tamil (Ritigaula) and a padam Mathekeladi in 
Sahana.

This was followed by a concert by Sangita Kalanidhi 
Sri B. Rajam Iyer accompanied by Sri T.S. Vt eraraghavan on Violin 
and Sri T.K. Murthy on Mridangam.

* * *

22nd DECEMBER, 1991

The day’s proceedings commenced with the rendering of 
devotional music by Dasanjali represented by Meenakshi and Nalini 
and M.O. Srinivasan accompanied by Prabala Subba Rao on the 
harmonium, Sundar on Table and Gopal for other rhythm. They 
sang compositions of Kanakadasa, Raidas, Tulsidas, Jayadeva and a 
Mi'hratti Abhang.

Sangeetha Choodamani R. Vedavalli spoke on the Divya 
Prabandham under the K. Palani Gounder Memorial Endowment



lecuture. Beauty, meaning, metre ana devotion were overflowing 
in these works and it was a moot question whether the musical aspect 
or lyrical aspect was superior. It is well-known that of the nine forms 
of bhakti, the kirtana aspect is considered the best. The twelve 
Alwars who are the authors of the Nalayira Divya Prabandham were 
supposed to belong to the period between the third and eighth 
centuries or between the seventh and ninth. Of the four forms, all 
except Iyalpa and musical. There is proof in the hymns themselves 
of the existence and use of music as they refer to pann and Innisai. 
They also had the distinction between the vocalist (Isaikaarar) and 
instrumentalist (Yazhpaanar).

The Alwars belonged to various communities and God took 
them all into his fold, publicly acknowledging their faith in Him.

Nathamuni traced these hymns and standardised these into 
the Naalayira Divya Prabandha. The practice of singing these hymns 
and performing abhinaya was called Devagaanam. Vedanta Desika 
refers to him with gratitude as “Tamizh isai tanda Vallal”. These 
were again lost in the thirteenth century following the Muslim 
invasion. Nineteen panns and four talas are found in Nammalwar’s 
pieces in some editions. Seven panns more than those in Thevaram 
have been found Common ragas like Todi, Kalyani, Kambhoji as 
well as ragas like Apuroopam, Ghanta, Sokavarali, Saindhavi, Yamuna 
ragam and Desiya raga, are referred to

She rendered Periazhwar’s Pallandu in Nata; Kulasekhara’s 
Mannupugazh in Nilambari, Thondaradippodialwar’s Kadiravan in 
Bhoopalam, and Tirnmangaialwar’s Oon vada in Kedaragaula.

A notable function was the release of a cassette of Sangita 
Kalanidhi Mudicondan Venkatarama Iyer containing the Simhananda 
tala pallavi and tillana and excerpts from the 72 mela raga malika. 
Shri Semmangudi Srinivasa Iyer referred to the great Vidwat of Shri 
Venkatarama Iyer who was a simple person and had rendered 
yeoman service as the Principal of the Teachers' College of music.
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He referred to the rendering of a 32 kalai paliavi also by Shri 
Venkatarama Iyer and said that his impeeable and correct rendering 
was remarkable. President of the Conference Nedunuri Krishnamur- 
thi referred to the urgent need to preserve all these rare programmes 
for the benefit of musicians, musicologists and students of music. 
Shri T.T. Vasu presented copies of the cassettes to Shri Semmangudi 
Srinivasa Iyer, Sri Nedunuri and MudicondanV grand daughter 
Shrimati Vijaya who had taken the initiative in getting this cassette 
ready.

Smt. Vedavalli thanked the Academy for making the original 
tape available and artists Lalgudi Jayaraman and Umayalpuram 
Sivaraman who had accompanied her guru at that performance; 
Shri T. Sadasivam, Shrimati M.S. Subbulakshmi and Sri M. Saravanan 
of A V M for the recording and release thereof.

�� �� �

23rd DECEMBER, 1991

The proceedings of the fifth day commenced with the 
rendering of a few kritis of Annamacharya and Bhadrachala Ramdas 
by the Ragaranjani group from Hyderabad.

Dr. Salem S. Jayalakshmi, in her paper on Tirugnanasamban- 
dar, referred to the life of Sambandar, who was born in the sixth 
century to Sivapada Irudayar and Bhagavati Ammal. He was blessed 
by the Divine couple Siva and Parvati when he cried out for his 
father, whom he thought was drowned in the temple tank.

Tamilisai has been in existence from pre-historic times. After 
the Sangam period, came the Divya Prabandha and Thevaram. The 
three authors of Thevaram emphasised the importance of music and 
bhakti. In the Saiva tradition, there are 12 tirumurais. The first 
three have been given by Sambandar. At present, there are 24 panns 
in use.
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Sambandar has utilised 23 of the 24 panns. There are many 
subtle nuances in these panns. Kausikam (Bhairavi), Takkesi 
(Kamboji), Vyazhakkurunji (Saurashtram), Megharagakurinji 
(Nilambari) Sewazhi (Yadukulakamboji), Panchanam (Ahiri) and 
Andanikkurinji (Sama) are some of the panne

She rendered five verses: Thodudaiya in Nattappadai (Nata); 
Nanrudaiya in Kurinji (Harikamboji); Madar madappidiyum in Yazhmuri 
(Atana); Mangayarkkarasi in Puraneermai (Bhoopalam); Siraiyaarum 
in Pazhanthakkapann (Suddha saveri); Kallur peruman in 
Andalikkurinji (Sama); Kannil in Kolli (Navaroj) and a benediction 
Vazhga andanar in Madhyamavati.

Kodiyalam Srinivasan presented a paper on Sangita Bhava. 
Music in India has been not only for entertainment but also for 
attaining bliss. Sarngadeva has referred to the trivarga and music 
as the fourth medium. Music is a compound of three elements of 
raga, tala and bhava. Bhava has to be associated with both sahitya 
and raga. The navarasas are produced by the rendering of the 
different notes of a raga. Bhavasphurti is essential in classical music 
even as there has to be compatibility between a couple. Bhavabhanga 
occurs where the bhava of the chosen raga differs from the bhava 
of sahitya. He illustrated the point by singing exb ’cts from different 
kritis and songs from dramas.

The Chellammal Natarajan Endowment lecture on Tamil 
composers was devoted to the life and works of Kavi Kunjara Bharati 
(1810 - 1896). Early Tamil music lacks recorded tradition. There 
was an improvement in the period of the pre-trinity, Kavi Kunjara 
Bharati is noted for three major works - Azhagar Kuravanji and 
Skanda puranas as opera and Perinba kirtanas. These works breathe 
with the fragrance of musical aesthetics. Observance of the rules of 
prosody is remarkable. Many conventional tunes as then used in 
ragas like Arabhi, Madhyamavathi, Todi and Kalyani have been used. 
The works Dravidagaanam (1930) and Perinaba Kirtanas as published
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Prof. S.R. Janakiraman concluded his lecture with some songs 
from these works; Elloraiyum polave in Suddha Saveri and 
Unnathirshtam in Dhanyasi; Yellam ariven pomayya in Kalyani; 
Swami mavuragiri (Khamas); Ivanaro (Kamboji).

* * *

24th DECEMBER, 1991
Die proceedings commenced with the rendering of ' devotional 

songs of various saints and composers. They included pasurams, 
arupta, tiruppugazh and bhajans by the Harikrishna Mandali.

Dr. Rukmini Ramani gave a talk on the life and works of 
Nilakanta Sivan under an endowment by P.L. Subbalakshmi and 
Saraswathi Ram. Born in 1839 in Kanyakumari, Subrahmanyam as 
he was known in his childhood, was even then proficient in Tamil 
and learnt a number of songs. Married at the age of fourteen, he 
evinced no interest in household affairs. He served as a village 
magistrate for 15 years. Inspired by the divine light of his favourite 
deity, he renounced the world and came to be known as Nilakanta 
Sivan and started composing songs.

He has written a number of works like Lalita puranam, Rudra 
Puranam, Sri Lalita devi mahanmiyam, Nilakanta satakam, 
Somesvara mahatmyam, Pradosha mahatmyam, Sivaratri mahatmiyam, 
Sri Rudra mahimai and biographies of Tamil saints in songs. He used 
many torms like ashtakam, navaham, panchakam, viritham etc., He 
forstold his passing away.

She then sang some compositions including Vinayaka thunai 
(Natakuranji); Sivanai ninai (Hamirkalyani); Adisivanarul 
(Sankarabharanam), Shambho mahadeva (Bauli); Eninda padiyanal 
(Vasantha); Ananda natam aduvar (Purva kalyani); Endraikku sivak- 
ripai (Mukhari); kandan kalitheerthan (Sahana); Shanmugane (Kapi).

Dr. Ramani stated that her father, the late composer Sangita 
Kalanidhi Papanasam Sivan, considered Nilakanta Sivan his guru.
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Srimati Mani Krishnaswami then presented a demonstration 
on the works of Sangita Kalanidhi Mysore Vasudevachar. She was 
supported by Sri D. Pasupathi. Both of them had been disciples 
of this great composer who in a life span of 96 years had composed 
about 200 kritis, vamams, regamalikas, tillanas and darns. A disciple 
of Patnam Subramanya Iyer he adopted his lyrics in his own songs. 
The first part of his kirtana Manjari was published in 1929 and the 
second part in 1956, each containing 70 kritis in notation. Some 
of his songs were also published in the Swadesamitran

He taught his students even while he was walking. His 
reception of visitors and musicians was full of respect and humility 
which was reciprocated by vidwans like Ariyakudi. When a song 
became popular because of the handling by a musician he would 
say that it was their property. He composed a special song ‘Srimadadi 
Tyagaraja* in Kaiyani for the Music Academy on the occasion of the 
composer’s centenary. Khamas, Kaiyani and Sama were among his 
favourite ragas.

Another field in which he has made a lasting contribution 
is the writing of biographical details about the musicians of his time. 
This was “Naa Kanda Kalavidaru”. Also notable are his Shodashan- 
ama a kritis, songs on the Trinity, Charitra form of Tyagaraja. 
Navagrahadoshanivarti, and on many deities.

His first song was Chintayeham in Mayamalavagaula. This 
and other songs, a varnam and a ragamalika were sung by Srimati 
Mani Krishnaswami and Shri D. Pasupathi. Shri S. Viswanathan, 
Vice- President of the Academy announced an endowment to 
celebrate Mysore Vasudevachar Day.

Celebrating the Hmbar Vijayaraghavachariar Day, Shrimati 
Kamala Murthy gave a discourse on the importance of Nama 
siddhanta Mahimai. This was under the Mrs. Alamelu Ramanaray- 
ana Sarma endowment lecture. A portrait of Soolamangalam
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Vaidyanatha Bhagavatar (1868 - 1943), who was a well-known 
Harikatha exponent, was donated to the Academy by his grandson.

To attain eternal bliss one must listen and chant God’s name. 
The harikatha form has been handled with great felicity by Embar 
and other exponents. Soolamangalam Vaidyanatha Bhagavatar had 
specialised in narrating the lives of the Saivite Nayanmars.

Nama Siddhanta Mimamsa is a well known treatise on this 
topic. She sang and illustrated the theme with the songs of 
Ramdas, “O Rama nama” and Tyagaraja’s Smaranesukham. It takes 
many births and association with good men before one can 
attain the state of fulfilment and freedom from rebirth. Other 
references made were Tirumangaialwar’s pasuram” Kulamtarum”; 
Purandaradas’s Ninyako and Harinarayana and Narayana Tirtha’s 
songs. Tiruneelakanta nayanar’s name, which he constantly repeated, 
brought God to his door. Manickavachagar’s .Thiruvachagam and 
Tyagaraja’s “Nee nama Rupamalaku” were other illustrations.

He *

25TH DECEMBER, 1991

The proceedings commenced with the rendering of devotional 
songs of Sadasiva Brahmendra by Vidya Bharati Gana Mandali. The 
tunes for the songs had been set by Sangita Kalanidhi Semmangudi 
Srinivasa Iyer and have been published by the Semmangudi Srinivasa 
Iyer Trust.

The M. Ganesa Aiyar Centenary Endowmem lecture on 
Arunagirinatha and Tiruppugazh was delivered by Sri R. Krishnan. 
He was assisted by Shrimati T.V. Sundaravalli..

Arunagirinatha sang the praise of Lord Muruga in songs that 
are known as Tiruppugazh. Sixteen thousand songs are supposed 
to have been in existence but research in the nintcenth century by 
Subramanya Pillai and later given with text by Chengalvaraya



Pillai reveal that only 1329 are available. In these he has covered 
226 pilgrim centres. These show the intricate metric and rhythmic 
patterns and musical nuances with which Arunagirinatha was familiar. 
The content of the songs reveal the personalisation of human 
suffering and an appeal to God for His grace.

Chandas or metre can be of four syllables and go up to 
twentysix. The Tamil lexicon defines Chandappattu as a stanza of 
four lines with four to twentysix syllables to a line. More than 
twentysix are called Viruttams and tandangal. In Tamil, chandas is 
called Vannam such as Kalai, Vaguppu, Udarkootru, Vanna Virut- 
tam and Chanda Viruttam. These are found in the work of Dan- 
dapani Swamigal known as “Vannathiyalbu”.

Even as music has seven notes, tala has ta, di, tom, nam, 
da, lang, dhin, their combination of long and short duration j'eild 
innumerable combinations. About 1008 have been identified. 
Dandapani Swamigal had identified and used other forms of vannam. 
There are some songs which have a mixture of these. The song 
Vellikaran has eight types of mixed Chandam and reveal variations 
of jhampa, Tisram and Triputa.

The essence of Tirruppugazh is its impartiality and nalance 
with which they refer to Ganapati, Siva, Devi, Narayana and 
Muruga’s relationship to them. Tamil and Sanskrit words have been 
used beautifully, even as corals and pearls go together. The flowing 
style, choice of words, poetry, metre are notable. Tirugnana 
sambandar and Arunagirinatha have extensively utilised intricate 
rhythmic patterns that could be described as the grammar for musical 
and rhythmic forms. A study of Tiruppugazh will initiate one into 
rhythm, poetry, philosophy and bhakti. They could be more 
frequently sung in voncerts.

The morning concluded with a concert by Sangita Kalanidhi 
Shrimati D.K. Pattammal accompanied by Smt. T. Rukmini on the
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Violin, Sri T.A.S. Mani on Mridangam, Sri R.A. Rajagopal on 
Ghatam and Vocal support was provided by Kumari Nityashri.

* * *

26th DECEMBER, 1991

The proceedings commenced with the rendering of 
devotional songs from Vedanta Desika’s Shristuti by the Sri Ranga 
Paduka Mandali.

Kalaimamani T.R. Srinivasan offered a demonstration on the 
mridangam with special reference to Atita anagata moras. He was 
assisted by Tanjore Murugabhupathi and A.S. Ranganathan.

Moras are an interlude before the finishing formula and con­
sists of six parts. This is required when playing the solo in a 
performance. These vary- with instruments like the tavil, 
mridangam, konnakkol etc. Students have to-be taught how to 
handle the different points of commencement of the line of a given 
song. It could be on the beat, before or after the beat which is 
what is meant by samam, atita or anagata eduppu. He took up for 
illustration Adi, Chatusra jati triputa, tisra ekam, Misra chapu, 
Khanda chapu. He gave the combination of the matras for each 
illustration.

Violin Maestro Shri M. Chandrasekharan sang a Sankirna 
nadai chatusra jati, Rupaka tala pallavi in Sankarabharanam. He 
had rendered the same pallavi twenty five years when Palghat Shri 
T.S. Mani Iyer had been conferred the title of Sangita Kalanidhi. 
He had learnt this from his guru Vidyala Narasimhulu Naidu. The 
words were Amba Sri Kamakoti nivasini. He was accompanied by 
Madurai S. Balasubramaniam on the violin and Tiruvidaimarudur 
Radhakrishnan on the mridangam.

The last demonstration under the Rukmani Nachimuthu 
Gounder Endowment on Tamil composers of the twentieth century
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with special reference to Periasami Thooian was presented by 
Dr. Prameela Gurumurthy.

Born in 1908, near a village in Erode, Thooran graduated 
from the Presidency College, Madras and served as a teacher in Gobi 
and Coimbatore. He composed songs even when in service. He 
received a prize for his compositions from the Annamalai 
Univc^'ty in 1947. His monumental work was as the Editor of the 
Tamil encyclopedia. He has also written dramas, poetry, short 
stories, books on psychology and compiled articles of Subramania 
Bharati that were published by Swadesamitran.

His songs are mostly in praise of Muruga, Siva and Parvati 
and Krishna. The music has been set by Shri Sivaramakrishna 
Bhagavatar and Gomathy Sankara Iyer. Musicians like 
G.N. Balasubramaniam, Chcmbai, Dandapani Desikar, K.V. 
Narayanaswami, T.M. Thiagarajan, T.K. Govinda Rao and others 
have also set tunes to his compositions. The speaker sang some 
songs from Isaimani Manjari, Murugan Arul Mani Malai.

The songs included Gananathane (Saranga); Muruga (Sav- 
eri); Vennai Unnum (Kamboji); Aadum perumane (Todi); Kaanba 
thenro (Pilu); Velava (Hamsanandi); Palani (Kapi); two ragamalikas 
- Pitchai edukka and Ennenna; two Kavadi chindus on Ayyappa and 
Muruga; and Muralidhara (Mand).

Apart from common ragas, some compositions have been set 
to tune in rare ragas like Swarna Deepakam, Silangi, Kalika, Vilasini, 
Nadabrahmam, Samanta Deeparam, Janasammodini and Sudha 
manohari.

* * *

27th DECEMBER, 1991

The day commenced with the rendering of bhajans of Swati 
Tirunal by Madhuradhwani. All of them were in Hindi and set to
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music by Pandit Ratanjankar. The group was trained by Mrs. Seetha 
Rajan.

Dr. Karaikudi Subramaniam have a lecture demonstration on 
the topic “From Tamil folk to classical in the South Indian 
musical tradition’’. The Harvard dictionary of music defined folk 
music or songs as the musical repertory and tradition of communities 
(particularly rural) as opposed to art music which is the work of 
musically trained composers. Folk music generally developed 
anonymously among the uneducated classes and was transmitted 
orally thereby becoming subject to modification. Classical music 
generally connoted certain objectivity, balance proportion and 
intellectualism.

In the Indian streams, the folk and classical have a continuity 
which is perceivable both at the melodic and the textual layers. Both 
share a lot in common from the oral to the intellectual. Structural 
similarity existed between the two as heard in the folk tunes 
“Pillayare” and “Raghuvira” (Husseni) or Venkataramana 
Bhagavatar’s “Guruvaru” “or Dikshitar’s “Tyagaraja Yogavaibha- 
vam” (Anandabhairavi). The Sa-pa relationship and the play on the 
octave become basic musical maneuvering. It is a  two way process 
of sharing. Musical osmosis with refinement and polish becomes 
inevitable in a transfer from rural to urban music. This is true of 
film music too with its touch of the exotic. This affects folk music 
in a painful way. He juxtaposed a few more parallels from the two 
traditions like Thanjavuru with Adamodi in Charukesi; Kaappukkada 
with Dinamanivamsa in Harikamboji and Raasathi with a bhajan 
Bhajata Murari.

Folk and classical tradition are ends of a spectrum that is 
not static but both exhibit change due to interaction and other 
popular elements. An attempt to get back to the primal simplicity 
of the folk tradition is bound to enrich classicism as was seen in 
the style of the flute wizard T.R. Mahalingam.
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A video presentation made for Brahaddhwani was then 
screened which gave Mannai nambi and Ninnuvina in Navarasa 
Kannada; jallikattu with Manjari; Muniappa with a devarnama of 
Purandaradasa in Nadanamakriya and the folk song “Nandavanathil 
orandi” which had been adopted for the concert platform.

The octogendrian vainika vidwan Shri M.K Kalyanakrishna 
Bhagavatar is h fourth generation vidwan of the Manjappara Veena 
family. They were Specialists in Madhyamakala tanam and had a 
large collection of chitta tanams in their repertoire. He gave a 
demonstration of ghana raga tanam playing. This presentation was 
highly appreciated for its chaste phrasing and melodic line. He 
sang snatches of various ragas before playing the veena.

Nedunuri Krishnamurthi spoke about some rare kirtanas of 
Annamacharya. Annamacharya had composed 32,000 kirtanas of 
which only 14,000 have been found. The T.T.D. has published 12,000 
of these. He used only 89 ragas. Among popular ragas used were 
Kamboji, Sankarabharanam, Bhairavi, Ramakriya, Varali and Nata 
and minor ragas like Bauli, Vasanta, Ravagupti. Rare ragas like 
Aabali, Desalam, Kondamalahari, Rayagoula etc. are found in his 
copper plates and are yet to be identified.

He sang the Abhisheka kirtana, Kanti Sukravaramu (Ananda 
bhairavi); Eduta Unnaduri (Bhujangini) (a panchama varjya janya of 
Chakravakam) and palumaru (Mukjiari).

Shri Nedunuri Krishnamurthi commented that the 
compositions now in circulation are not in the orginal ragas and that 
musicians have set these to their own tunes. He himself had set 
60 songs to his choice of tunes.

* * *
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boatman on the Indus river with a Kerala maiden and a song in sweet 
Tclugu. He refers to the abode of Saraswati as being in the white 
lotus, the lark’s song, the lisping words of children and the songs 
of women. He used the Tisra Ekam in many of his compositions 
to fix the tempo and mood of his songs on freedom. But he was 
capable of portraying bravery, love and pathos in as expressive 
a manner. He used the Chindu as sung by Annamalai Reddiar. His 
songs were intended for the commonman and for any age group. 
He was so conscious of the need to preserve traditonal forms that 
he asked friends to set these in notation so that traditional tunes 
are not lost,. His daughter, Shakuntala Bharati has said that he was 
very fond of Jonpuri and Behag. She had stated that her father 
had taught her the song ‘Chinnanchiru kiliye’ in Khamas and Tirada 
vilayuttu Pillai in Kedaram. For most songs, Bharati has indicated 
the raga or folk form to be used. Where he has not, musicians have 
set their own tunes. The prosody and alliteration in his songs are 
noteworthy. Sa. Ganesan and T. Sadasivam had sung in march tunes 
the song ‘Acchamillai’ when they led protest marches. Other songs 
used for illustrating the musical genius of Subrahmanya Bharati were 
‘Vellaittamarai’, Solla vallayo, Varuvai Kanna, Odi Vilayadu Pappa, 
Muruga varuvai, Ettanaikoti inbam vaithai, Mariamma, Jayaberikai 
kottada, Thayin Manikkodi, Kummi songs on women’s freedom, 
Tirupalli ezhuchi for Mother India, Dikku theriyada kattil and 
Chinnachiru kiliye. She mentioned that many of these songs had 
been rendered by D.K.P. and G.N.B. She concluded the lecture 
by singing the song “Nirinai charan adainden” in Punnagavarali.

The lecture was followed by a concert by Shri Salem 
D. Chellam Iyengar accompanied by M.S. Anantaraman on the violin 
and Nagore Ambi Iyer on the mridangam.
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in the charana. All the aspects'of music arc attributed to Muruga. 
This was sung by Ramya and Radhika Rajagopal.

D Pattammal has also composed in this raga.

The Brinda Varadarajan Memorial lecture on aesthetic 
priorities in Kamatic and Hindustani Music was delivered by Sakuntala 
Narasimhan.

Aesthetics is basic to all music as it has to touch the heart 
and please the ear. A raga has a minimum of five notes. A vivadi 
raga is not considered asesthetic and therefore not much used. In 
Karnatic music ragas have a defined form of arohana and avarohana. 
In Hindustani Music there are permitted variations.

There are two types of aesthetics music of the heart and 
music of the head. A combination of both is necessary to make 
music pleasant. When the lyrics are sung it is of the heart and when 
svaras are sung it is of the head. She sang Vandeham (Hamsadvani) 
with a few manodharma swaras, contrasting it with Kshetragna’s 
padam, Meragadu in Sahana. Taking Ritigaula and Subbaraya 
Sastri’s Kirtana “Janani Ninnuvina” she marked the difference 
between singing the sahitya and svara singing.

In Hindustani music she sang a thumri in Bhairavi ‘More 
naina’ and a fast piece Bolererangila in Sankara. A tarana or tillana 
‘Dhimtara’ in Hamir also revealed that the head may dominate. Die 
tempo really does not matter as that can also be appealing. A slow 
tampo composition in Hindustani Sahana as taught by her guru Ustad 
Hafeez Ahmad Khan of the Rampur Sahaswan gharana, was rendered. 
In Karnatic Music, she took Yadukulakamboji “Needayache”.

In aesthetics, it is difficult to decide which should predominate. 
The introduction of panchama in Hindustani Bagesri is a case in 
point. Musicology then takes a back seat. Karnatic Music is more 
systematised and formalised and does not permit such liberties.



ADVISORY COMMITTEE MEETINGS 41

Susvara and adherence to bhava as well as grammar is of prime 
importance.

She ended the demonstration with a chotathumri and tarana 
in Shyam Kalyan.

* * *

30TH DECEMBER 1991

The day began with the rendering of devotional songs of 
Annamacharya Bhadrachala Ramdas, Jayadeva and Narayana Tirtha 
by students of Shri Nedunuri Krishnamurthi.

Prof Tiruchi Sankaran then gave a lecture demonstration on 
‘The Cadential Forms and their variations in the traditional Karnatic 
drumming repertoire’

Several interesting types of cadences such as arudi, mohara, 
muktayi, korvai and tirmanam form part of the compositional 
repertoire in South Indian classical music and dance. The most 
striking rhythmic structures and formulae are found in such cadential 
types which are highlighted in Karnatak drumming. Also traditionally 
the jati moharas (chatusra, trisra, khanda, misra and sankirna jatis) 
and nadai korvais have been the most distinguishable rhythmic 
compositions in both the most distinguishable rhythmic compositions 
in both the Pudukottai and Tanjore schools of mridangam playing. 
An analysis through discussion and practical demonstrations revealed 
the beauty and rhythmic intricacies of these compositions.

The Natya Sastra, Silappadikaram and other great works 
reveal the rich heritage of dramatic and theatrical drumming practices 
from historical times. There are four patterns like villamba, 
madhyama, pharan and servalaghu and six yati patterns.

A mohara is a repetitive rhythmic pattern or motif which 
occurs at points of conclusion leading to another ongoing pattern.
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Thcic are subtle variations. Yati or Jati, referred to in the Sangita 
Ratnakara, Yati Prastaram and other works, helps to create numerous 
pattern and depends on the text of the song, svara patterns and tala 
avartana and is made up of many parts. These are developed into 
a Korvai or string. The mohara can include sub-patterns. He played 
a trisra nadai mohra and one for an intricate tala for a Tiruppugazh 
which was notable for its Veecchu adeuppu (Chatusra jati Dhruvam).

He referred to the work ‘Tala Anubhavam’ of Vaidyalingam 
Pillai, son of the famous Konnakkol vidwan Pakkiriya Pillai in which 
these have been classified according to Solkattu patterns. He also 
referred to the services of Dharmala Ramamurthy Garu.

He mentioned that since there was a structure in the 
different forms in Karnatic Music, there was scope for 
improvisation.

With Srirangam S. Krishnamurthy Rao giving vocal support, 
he illustrated the mohra, korvai and tirmanam playing methods for 
the Muktayiswaram in Bhairavi ata tala varnam; the chittasvaram in 
the Gaula kriti “Shri Mahaganapatim” and played accompaniment 
and solo for a pallavi in dvikala adi tala pallavi.

Shri T.K. Govinda Rao gave vocal concert accompanied by 
Chalakkudi Narayanaswami on the violin and Kuttalam Viswanatha 
Iyer on the mridangam.

* * *

31ST DECEMBER, 1991

Hymns from the Tiruvempavai sung by Madhurabhashini 
group trained by P.S. Narayanaswami marked the devotional session 
on the morning of the 13th day.

Kalaprapoorna Rajanikanta Rao spoke on the ancient musical 
scales of India. As a sequel to last year’s presentation, he
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demonstrated with the assitance of Dwaram Shri Satyanarayana, the 
variations that occur in Shadja grama, Gandhara grama and 
Madhyama grama.

The various murchanas of Shadja grama or Sankarabharana 
or the major scale in Western music gave near approximations of 
kharaharapriya, Harikamboji and Kalyani.

In Madhyama grama, he referred to the works of Sangita 
Kalanidhi Sri T.V. Subba Rao and a reference in Sangita Ratnakara. 
The murchanas gave Hanumatodi, Bilaskhani Todi, Hemavati and 
Rasikapriya. The sloka rimayoti revives the memories of 
Gandharagrama. Sruti, in Gandharagrama were very much the same 
as in Shadja grama.

The next programme was a special demonstration on the 
Satsuma Biwa by Mr. Nakamara Masumi. The biwa is said to have 
been transmitted from ancient Persia to China* and then Japan and 
especially Kyushu, the southern part of Japan. The Japanese biwa 
is broadly devided into gake biwa and moso biwa. The former is 
court music while the second is religious as they chanted Buddhist 
sutras to the accompaniment of the biwa. In the sixteenth century, 
the feudal lord of Satsuma, ordered the Chief of the blind priests 
to remodel the moso biwa to give greater volume. So the board 
was swollen up and the plectrum was made such longer.

Mr. Masumi played and sang parts o f‘Macbeth’ and ‘Horaisan’. 
The first was composed by him to interest foreigners in Japanese 
songs and Horaisan is one of the most ancient and famous Satsuma 
biwa songs.

A brief interlude was the exhibition of the talent of young 
Baby Lahari, in identifying snatches of ragas like Hamsadvani, 
Arabhi, Varali, Atana, Kapi Behag, Natakuranji, Sahana, 
Anandabhairavi, Ritigaula, Hamsanandi, Hamsanadam,
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Malayamarutam, and Revati and identifying the notes on phrases of 
ragas like Saranga and Arabhi.

Dr. P. Venugopala Rao traced the origins of the Kuchipudi 
style of dance. The demonstration was by Guru Vempati Chinna 
Satyam with his orchestra.

The origin of Kuchipudi Dance, and its evolution were based 
on Bharata’s Natya Sastra. Nritta items like hastas, charis, and 
sthanas, explained in detail and have been incorporated in the 
Kuchipudi style.

The salient features are dealt with in detail with particular 
reference to Pravesika Daruvu.

To analyse the techincal aspects of the choreography have 
been rationalised keeping in view changing times and aesthetic 
sensibilites. Dr. Rao stressed that such experiments were welcome 
signs so long as, they did not go off tangentially from tradition.

Dr. Vempati Chinna Satyam demonstrated the items with 
grace, perfection and excellence. He was assisted by Kumaris 
Kalpalathika, Hemamalini and Lakshmi.

* * *

1st JANUARY, 1992

On the concluding aay of the Conterence the students of 
T.T.C. of the Music Academy rendered seven pasurams of Tiruppavai 
set to music by late Sangita Kalanidhi Ariyakudi Ramanuja Iyengar, 
and trained by their principal, Sangita Kalanidhi B. Rajam Iyer.

Shrimati Lalita Ramakrishna, assisted by Shrimati Aruna 
Sairam, presented a paper on varnams in Karnatic Music. She dealt 
with six aspects of the varnam, regimented nature of intrinsic 
structure, akara, music of swara and sahitya, Laya, common talas and 
differences between tana and pada varnams. The varnam did not
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give any scope for manodharma and intuin this meant there were 
few differences in patantaram or traditional teaching methods. As 
the Pallavi and Anupallavi were full sentences with full meaning they 
were separate units and not one. The Anupallavi usually reached 
the tara sthayi or octave and contained the mudra.of the composer, 
name of deity of a temple or the name of �  patron. The mukthayi 
swara usually, started on the same important note of the raga on 
which the pallavi started. She illustrated these points with passages 
from tana varnams in Kanada, Saveri, Vasanta, Hamsadhvani, Kalyani, 
Kedaragaula and a Pada varnam in Suruti.

She specially referred to the anubandham and chittaswaram 
which were not sung nowadays. These passages were sung only for 
illustrations. The varnams formulate the grammar, idiom and 
discipline of a raga. It was a record keeper of the raga. It was 
good for practice and for getting to know the raga; it improved the 
quality of the tone of the artistes and to attain better standards in 
performance. Varnams give a guiding hand to the beginner in 
comprehending the vast scope and subtlety of ragas.

Shri T.K. Govinda Rao gave a practical demonstration on 
the concept of niraval. Sahitya and its bhava were essential in the 
rendering of compositions. For this, it was essential that a performer 
understood the language and ideas of the composer. There was a 
perfect balance between language, lyrics and music. With experience 
one understood and interpreted the raga and lyrics by way of neraval 
or elaboration or creative music. He took up for interpretation the 
lines Kannatallitandri (Intaparaka - Nadanamakriya). Rokkamicchtaku 
(Paridana-Bilahari) Maravakavc (Sama).

Essential guideliness in neraval were that words should not 
be split and that the eduppu should be strictly adhered to and the 
line taken should be appropriate.



The programme ended with a special programme under the 
Bodhaka scheme when a few Shyama Sastri Kirtanas taught by 
A. Sundaresan were rendered by his students.

Vidushi R. Vedavalli and Prof. S.R. Janakiraman summed up 
the proceedings of the Conference and complimented Shri Nedunuri 
on the conduct of the proceedings and the success of the Conference.

Certificates and Prizes for the various competitions were 
awarded by Shri V. Dorawamy Iyengar to the winners.
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THE SADAS

The Sadas (Convocation) of the 65th Annual Conference was 
held in the Auditorium of the Music Academy at 5.00 p.m. on 1st 
January 1992 with Sangita Kalanidhi Dr. Mysore V. Doreswamy 
Iyengar, in the chain

There was a distinguished gathering of members of the 
Academy, music lovers, musicians and scholars. The proceedings 
began with an invocation by Kumaris S. Sai Saraswathi, K. Sumana, 
B. Narayani and K. Sumathi Raj (Advanced Course students of the 
Teachers’ College of Music).

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

The message from sri Janardhana Reddy, Chief Minister of 
Andhra Pradesh was read by Academy’s President, Sri T.T. Vasu in 
which the Chief Minister had conveyed his happiness at the award 
being given to Sri Neduneri Krishnamurthy.

Welcoming Dr. Mysore V. Doreswant\y Iyengar ana others 
present, Sri T.T. Vasu said:

“I extend to all of you a hearty welcome to this Sadas, which 
is the Convocation of the Music Academy, and offer you my greetings 
for the New Year.

This morning we concluded a 15-day conference and a music 
and dance festival. It was our 65th annual conference and we not 
only did well this year but improved upon our past record in many 
ways. Both the morning sessions of lecture demonstrations and the 
music and dance recitals held later attracted audiences that literally 
overflowed this auditorium. The rush on many days was unprece­
dented, despite the proliferation of Sabhas, conferences and cultural 
festivals in the city during the same period. This, you would agree
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with me, is a tacit acknowledgement of the heights which the 
Academy has reached and the standards and values it stands for in 
the world of music and dance.

The 65th Conference had a glorious beginning on the 18th 
of last month when it was inaugurated by our extremely popular 
Chief Minister, Dr. Selvi Jayalalitha. In her erudite inaugural address 
she made an impassioned plea for the preservation of tradition in 
our performing arts and the maintenance of a high level of 
professional skill on the part of artistes. Her announcement of a 
personal donation of Rupees one lakh to our Teacher's College of 
Music and the promptness with which she followed up the announce­
ment by sending me a cheque for Rupees one lakh within two hours 
of the announcement, brought us immense luck. The Chief Minister's 
donation was followed by another Rupees one lakh donation from 
Indian Bank and thousand US Dollars trom Mr. Philip Glass of 
U.S.A in memorv of his wife Candy Jernigan.

In all we had 60 music and dance recitals in which nearly 
200 Vidwans, Vidushis and dancers took part. Almost all the 
veterans in their respective fields were covered by our programmes. 
I thank all of them for the excellent form in which they performed.

The morning meetings of the Advisory Committee attracted 
equally large audiences and a rich and varied fare was provided by 
musicians, musicologists and dancers. Among the highlights were 
a lecture demonstration on Carnatic and Hindustani music by 
Smt. Sakuntala Narasimhan and one on Kuchipudi dance by 
Dr. Venugopala Rao in which Guru Vempati Chinna Satyam himself 
presented the demonstration. An excellent presentation on 
Subramania Bharati was made by Smt. Saraswathy Ramanathan. 
24th December was observed as Embar Vijayaraghavachariar Day 
in memeory of the titan among Harikatha performers who passed 
away recently. Vidwan Nedunuri Krishnamurthy attended the
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morning sessions regularly and made illuminating comments on the 
items presented.

Fourteen musical groups rendered devotional music at the 
commencement of the conference each day. They all came well 
prepared with different tvpes of devotional songs and I thank them 
for voluntarily offering to usher in a solemn atmosphere every 
morning before the proceedings began.

The Sadas today is presided over by a musician who needs 
no introduction to this audience. Sangita Kalanidhi Dr. Doreswamy 
Iyengar is the doyen among the Valnikas of the Mysore school. He 
is a musician whose reputation is not merely confined to the frontiers 
of India, but is worldwide. He has recently returned to India after 
performing at the Festival of India in Germany. I extend to him 
a warm welcome and thank him for so readily agreeing to preside 
over this Sadas. It is a unique case of a Vidwan from Karnataka 
awarding a Birudu to a Vidwan from Andhra Pradesh at a function 
held in Tamil Nadu, thereby proving that Carnatic music is the 
common heritage of South India and transcends caste, creed and 
linguistic barriers.

In addition to Vidwan Nedunuri, who will be shortly receiving 
the Birudu of ‘Sangita Kalanidhi’, we have selected two senior 
musicians to receive Certificates of Merit and the T.T.K. Memorial 
Award. They are Vidwan S. Rajam, who has also been selected for 
the Sangeet Natak Akademi Award for 1991, and Vidwan Kuttalam 
Viswanatha Iyer, a highly respected Mridangam artiste.

Friends might remember that a few years ago this academy 
created an endowment for giving away the Dr. MGR Award for a 
young danseuse every year. This year, Lakshmi Gopalaswamy, who 
danced in our ‘Spirit of Youth’ Festival in October, qualified for the 
Award which was presented to ner bv the Honble Chief Minister 
of Tamil Nadu on the inaugural day. Now, Mr. Obul Reddy has
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created an endowment for giving away a similar cash award to the 
Guru of the recipient of Dr. MGR Award from this year and I thank 
him for his kind gesture.

I am also pleased to announce that Sri N. Mahalingam has 
contributed a sum of Rs. 40,000/- in memory of his parents for 
creating endowments of Rs. 10,000/- each for popularising MUVAR 
TEVARAM, NALAYIRA DIVYAPRABANDHAM, SIRKALI 
MUVAR and TAMIL COMPOSERS OF THE 20TH CENTURY.

Sri Umayalpuram Sivaram has contributed Rs. 5,000/- for 
creating an endowment for giving the “Thanjavur Sri Vaidyanatha 
Iyer Memorial Award” to a senior mridangam vidwan.

Sri L. Vaidyanathan, Sri L. Subramaniam and Sri L. Sankar 
have created an endowment of Rs. 10,000/- for instituting an 
award for a junior violinist, in memory of their father, 
Prof. V. Lakshminarayana.

I take this opportunity to convey my hearty thanks io Sri 
N. Mahalingam, Sri Umayalpuram Sivaraman and the family of the 
late Prof. V. Lakshminarayana for their contribution to the promotion 
of music and allied arts..

We have received a number of other donations in cash and 
kind and I thank all the donors concerned. The various competitions 
organised by this Academy have been acting as an incentive for boys 
and girls to learn new compositions and more and more composers 
are being included in our list every year. The latest is a handsome 
endowment of Rs. 12,000/- received by us for including the compositions 
of the late T. Lakshmana Pillai from this year, Sri Pillai was a 
renowned Tamil composer of Trivandrum and was closely associated 
with this Academy in the 1930s.

Dr. E.S. Sankaranarayana Iyer was an Advisory Council 
Member of the Music Academy from its inception till his death. He
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has composed nearly 100 songs in Tamil, Telugu, Sanskrit and 
Manipravalam. They are available with notation in the form of a 
book in the Music Academy Library. Now his daughter, Smt. 
Sharada Natarajan, and son-in-law, Sri S. Natarajan, one of the 
Secretaries of the Music Academy, have come forward to offer a 
prize to the best singer of the compositions sung in competition. 
The prize money will be Rs. 2,500/- and can be split as first and 
second prizes if desired.

The Saptaswara Musicals have donated a Tambura, a Violin 
and Mridangam to be given away to some of the musicians who 
participated in the ‘Spirit of Youth’ Festival. Mr. S. Viswanathan, 
one of our Vice-Presidents, has voluntarily come forward to sponsor 
the Mysore Vasudevachar Day from this year after attending the 
lecture on the composer by Smt. Mani Krishnaswamy on the 24th 
of December.

A donor, who has been assciated with this Aic«ww.uy for 
decades, but who prefers to remain anonymous, has donated Rupees 
one lakh for the support of indigent musicians. Mr. S. Sankaran 
of U.S.A. has been continuing his contribution every year for the 
same purpose. Our hearty thanks to both these large-hearted 
philanthropists.

I thank Miss Sonu Appa Rao and Mrs. Ramaswamy for the 
stage design they prepared for us this year and Mr. Uday Shankar 
for giving shape to their design. The simplicity and elegance of the 
design ha’ e been greatly appreciated by all visitors to this auditorium.

This marathon conference lasting for a fortnight imposed an 
enormous strain on our Secretaries, office staff, volunteers and 
others and I thank them for cheerfully shouldering the responsibility.

The environment for Music and Dance is changing rapidly 
and violently, affecting the various aspects of these Arts, including
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the profile of the audience. It appears to me tnat a premier 
organisation like the Music Academy which has played a significant 
role over six decades in maintaining standards and values, cannot 
remain complacent and therefore it has to examine the situation 
carefully and chart our a programme of action.

(a) to promote excellence;

(b) to preserve valuable tradition; and

(c) to encourage innovation which is meaningful.

I am hoping to form a Committee of eminent experts in the 
fields to advise how best the Academy can play an effective and 
vigilant role to stem the tide of disturbing trends which are emerging 
in these arts.

I once again extend a warm welcome to all ot you and request 
Sangita Kalanidhi Dr. Dorcswamy Iyengar to preside over the Sadas 
and conduct the proceedings.”
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Sri T.T. Vasu presented Vidwan Sri Nedunuri 
Krishnamurthy, President of the 65th Conference.

CONFERENCE PRESIDENT

Born on October 1927 at Kothapalli Village in Andhra 
Pradesh; son of Sriramamurthy Pantnulu and Vijayalakshmi, had 
initial training in vocal music and violin at the Maharajah’s College 
of Music, Vizianagaram from Dwaram Narasinga Rao Naidu; later 
had advanced training in vocal music from Dr. Sripada Pinakapani; 
commenced his musical career from an early age and built up a vast 
repertoire as well as a reputation for strict adherence to tradition 
and chaste classical style; well-known for his creative artistry in 
singing raga alapana; worked as Principal of Government music 
colleges at Vijayawada, Tirupati, Vizianagaram and Secunderabad.
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The President of the Sadas Sangua kalanidhi Mysore 
Sri Doreswamy Iyengar confer**^ th~ title of ‘Sangita Kalanidhi’ on 
Vidwan Sri Nedunuri Krishnamurthy and presented him with the 
Sanad and the Insignia of the title.

Sri T.T. Vasu, President of the Academy, presented to 
Vidwan Sri Nedunuri Krishnamurthy a cheque for Rs. 5,000/- being 
tiic interest from an endowment made by Sri C.V. Narasimhan, 
to be awarded to be President of each year’s Conference of the 
Music Academy in memory of his Guru Sangita Kalanidhi 
Musiri Subramanya Iyer.

Accepting the cheque from Sri T.T. Vasu, Vidwan 
Sri Nedunuri Krishnamurthy immediately announced that he was 
donating the amount of Rs. 5,000/- for creating an endowment in 
the name of his guru Dr. S. Pinakapani, saying that his (Nedunuri 
Krishnamurthy) first performance at the Academy was in the 
year 1951.

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

Sri S. Natarajan, Secretary of the Academy presented Vidwan 
Sri S. Rajam.
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CERTIFICATE OF MERIT AND TTK MEMORIAL AWARD

Bom on February 10, 1919 at Madurai; son of V. Sundaram 
Iyer, lawyer and musicologist; educated in Madras and had his 
musical training under eminent maestros; became proficient in vocal 
music at the age of 13 and won medals and awards in competitions; 
joined the School of Arts at Madras and stood first in painting after 
five years of training; joined the All India Radio in 1943 and served 
for 36 years; has a vast repertoire of rare kritis; known for his 
melodious voice, classical purity and specialized stress on swaras; has 
toured Africa, U.S.A and Canada.

Sangita Kalanidhi Mysore Sri Doreswamy Iyengar awarded 
to Vidwan Sri S. Rajam, the Certificate of Merit and cash award 
of Rs. 1000/-
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Sri T.S. Rangarajan, Secretary of the Academy, presented 
Vidwan Kuttalam Sri Viswanatha Iyer.

CERTIFICATE OF MERIT AND TTK MEMORIAL AWARD

Born on 19th August 1920 at Thathampettai-Palur, in Tirucni 
District son of S. Raja Iyer; trained in Mridangam, under Vittal Iyer 
of Chidambaram, Ponnayya Pillai of Annamali University and Kuttalam 
Kuppuswamy Pillai; started his performing career early in life and 
has been accompanying leading Vidwans for many decades on the 
Mridangam lecturer lecturer and has trained .students who are 
eminent artistes today; recipient of several awards and titles.

Sangita Kalanidhi Mysore Sri Doreswamy Iyengar presented 
to Vidwan Sri Kuttalam Sri Viswanatha Iyer the Certificate of Merit 
and a cash award of Rs. 1000/-.
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Sangita Kalanidhi Mysore Sri Doreswamy Iyengar, then 
delivered his address during the course of which, he said that there 
should be no pessimism about the future of Carnatic music as many 
youngsters were excellent musicians. He requested young musicians 
not to sacrifice tradition for the sake of cheap popularity. Music 
should be ^motional rather than being spectacular. He said that 
Nedunuri Krishnamurthy, as a performer and a teacher, had left an 
indelible impression on tne rasikas. The fact that music lovers from 
all over India and abroad throng to Madras during the music season 
showed that people still loved traditional music.

Dr. S.R. Janakiraman felicitated Vidwan Nedunuri 
Krishnamurthy: Vidwan Sri C.S. Krishna Iyer felicitated Vidwan S. 
Rajan; Vidwan Kuttalam Sri Viswanatha Iyer was felicitated by 
Mridangam Vidwan Urnayalpuram Sri K. Sivaraman.

m e recipients of the awards thanked the Academy for the 
honour done to them.

Otners who felicitated Sri Nedunuri Krishnamurthy were 
Dr. Balamurali Krishna (on behalf of the T.T. Devasthanam), 
Smt. Mani Krishnaswamy, Dr. T. Lokanadha Sanaa and Lalgudi 
Sri Jayaramnn.

Sr; Nedunuri Krishnamurthy, replying to the felicitations, 
described the occasion as a coronation more than a convocation. 
Such functions would serve to set an example for the vouth that 
intense practice was a must tor receiving such laurels.

Sri S. Natarajan, Secretary, Music Academy introduced the 
musicians who had participated in the different concerts of the 
festival and had been adjudged as deserving of Special Awards and 
the prize winners of the various music competitions.

The President of the Sadas Vidwan Mysore Sri Doreswamy 
Iyengar then distributed the endowment awards and certificates for



the winners in the competitions and concerts (vide details elsewhere 
in this issue).

Sri V. Subramanian, Academy Secretary, proposed a vote 
of thanks.
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Prize W inners in competitions and concerts 1991-92

S.No. Name of Prize/Award Donor Winner

1.
COMPETITIONS
Divya Prabhandam, Lingappa Naidu Garu’s 
Kirtanas and Tevaram - Sri Vijayaraghavalu 
Naidu Memorial Prize

Endowed by Vijayaiciguavaiu Memorial 
and Charitable, Trust, Sirkali.

Yamini Chari

2. Tamil songs - Amarar Kalki Prize Endowed by Sri T. Sadasivam Ramya Rajagopal

3. S.A. Venkatarama Iyer Prize for Mridangam Endowed by Dr. (Smt.) S.A.K. Durga R. Radhakrishnan
4. Syama Sastri Kritis - Sri IJttaram Thamba 

Satchidananda Prize
Endowed by Sri V.S.S.K. Brahmananda. 
Jaffna, (Ceylon) C.N. Krithika

5. Purandaradasa Padas -do- Shanti Venkatakrishnan
6. Rajalakshmi Jagannarayanan Prize for 

Tulasidas Songs
Endowed by Sri S. Jagannarayanan

Not Awarded
7. Smt Alamelu Viswanathan Prize-Papana^m 

Sivan's Songs
Endowed by Sri K.V. Balasubrahmaniam 
and Kum. Lakshmi Viswanathan Savitha Karthikeyan

S. Prize for Sangita Kalanidhi G.N.Bs Songs Endowed by Dr. Sinnathambi of 
New Zealand S. Chitrambari

9. Vocal Music (Ladies) T.R. Venkatarama 
Sastry Memorial Prize

Endowed by Sri T.V. Rajagopalan
Padma Aravamudan



10. Vocal Music -Gentlemen-Sangita Kalanidhi 
GNB Memorial Prize

11. Veena Dhanammal Memorial Prize for Veena

12. Tyagaraja Kritis - Vedagiri Prize

13. Sanskrit compositions - Dr V. Raghavan 
Memorial Prize

14. U. Ramachandra Rao Memorial Prize for 
Meera Bai Songs

15. Dikshitar Kritis - Bhikshandar Koil 
Rajagopala Pillai Memorial Prize

16. Maharajah Svati Tirunal Compositions 
Murthy Memorial Prize

17. Modern compositions - L. Muthiah 
Bhagavatar Memorial Prize

18. Pallavi singing - Dr. Sankaranarayana Iyer 
Memorial Prize

19. Prize for Tamil Devotional Songs

20. T. Chowdiah Memorial Prize for Varnams

21. Kasturi Ranga Ivengar Memorial Prize for 
Violin

bnaowed by Smt Rajeswari Ranganathan
Not Awarded

Endowed by late M. Sundarshanam Iyengar Revathi Sadasivam

Endowed by Smt Lakshmi Vedagiri Prasad Venkataraman

Endowed by Smt Priyamvada Sankar
Prasad Venkataraman

Endowed by Sri U. Ramesh Rao
Not Awardcv

Endowed by Smt Sarada Natarajan
K. F Rathika

Endowed by the R.K. Murthy Memorial 
Committee Prasad Venkataraman

Awarded by the Executive Committee of 
the Music Academy Ramya Rajagopal

Dr. S.S. Krishnan and members of his 
family Yamini Chari

Endowed by Sri V. Natarajan Manimaran

Endowed by Sri V. Sethuramaiah and 
Sri R.K. Venkatarama Sastri N. Sridhar

Awarded by the 'The Hindu'
S. Jyotsna



22. Award for the best rendering of Lingappa 
Naidu Garu's Kritis

Endowed ,by Sri V. Ramachandra Naidu 
Sole Trustee of Vijaraghavalu Naidu 
Memorial Trust Sripriya K. Dasan

23. Kshetragna Padams Awarded by the Executive Committee of 
the Music Academy Balaji Venkataraman

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

Endowed by Smt Meenakshi Sankar and 
Smt Kanaka Cadambi

Badri Narayanan 
R. Anaga

25. Mayuram T.R. Viswanatha Sastri Memorial Endowed by Teear Vee Trust Not Awarded

26. Bulusu Premeswari Prize for Annamacharya 
kritis

Endowed by Sri B.V.S.S. Mani
Not Awarded

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

Endowed by Dr. M.G. Varadaraian
Savitha Karthikeyan

28. Sri Narayana Thirtha Educational and 
Charitable Trust Prize for best singing of 
Sri Krishna Leela Tarangani

Endowed by Sri Narayana Theertha 
Educational and Charitable Trust

Prasad Venkataraman

29. Sint. Mangalammal Ganesa Iyer Prize for 
Thevaram

Endowed by Dr. M.G. Varadarajan
Sivagnanavathi

30. Jayammal and Balasaraswati Prize for Natya Endowed by Smt V.S.S.K.B. Nageswari
Sangeetham and Natyam & Ms B. Varatha Luxmi Not Awarded
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8. K.R. Sundaram Iyer Shastiabdapurti Award 
for best Sub-Senior Musician

9. Nyayapathi Rangamannar Award

10. Sri K.S. Ramaswamy Shastyabdapurti Award

11. Smt Pankajam Rajam Award for a musician

12. Vissa Satyavatamma Award for the best 
Veena artiste

13. M.D. Ramanathan Award for a senior flutist

14. Suiamangalam Vaidyanatha Bhagavatar 
Memorial Award for a Harikatha Performer

15. Abhirama Sundari Award for a violinist 
Junior/Sub-scnior

16. Semmangudi Narayanaswamy Iyer Memorial 
Award for Junior violinist

17. Lalgudi V.R. Gopala Iyer Memorial Award 
for musician - Junior/S^o-senior

Awarded by K.R. Sundaram Iyer 
Shastyabdapurti Trust

Endowed by Sri N.V.VJ. Swamy, USA

Endowed by Smt Akhilandeswari and 
Kumari Chitra

Endowed by Smt Pankajam Rajam

Endowed by Sri Vissa Krishnamurthy and 
brothers

Endowed by Dr. Fredric Lieberman 

Endowed by Sri M. Rammohan

Endowed by Violinist late 
Abhiramasundari

Endowed by Sri V. Panchapakesan

Sri D. Raghavachari & 
Sri D. Seshachari

- do -

- do -

- do-

Sri D. Balakrishna

Smt. Kunjamani & Smt 
Nccla (Sikkil Sisters)

Arranged llarikatha at 
Ramakrishna Mission 
Students’ Home on 
12.10.91 by Sri M.V. 
Ramasubra mania Sarma

Sri R.K. Sriramkumar

- do -

Endowed by Lalgudi Sri G. Jayaraman
- do -



18. Smt M.S. Sivakami Animal prize for ihe best 
artiste in violin

Endowed by Smt M.S. Sivakamuammal
-do-

19. Smt Ixikshmi Sundaram Award for a talented Endowed by Smt M.S. Janaki Loganathan Ms. Jayanthi Radha
Veena Artiste Krishnan

20. P.R. Chari endowment for the best singer in 
the monthly or annual concerts

Endowed by Mrs Janakam Chari Smt. Scetha 
Narayanan

21. V.T. Krishnamachari Memorial Award for 
Harikatha

Endowed by Sri V.K. Rangaswamy Arranged Harikatha at 
Ramakrishna Mission 
Students’ Home on 
17.12.91 by Mannargudi 
Sri Sambasiva 
Rhagavatar

22. D.K. Pattammal Award for young lady Endowed by D.K.P. Ladies Felicitation
vocalist Committee Smt. M. Sudharani

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

Endowed by T.V. Manjula
- do -

24. Naum Lichtenberg Prize for a Violinist - Endowed by Dr. Johanna Spcctor,
Junior/Sub-senior New York Sri Mysore Nagaraj

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

Endowed by Sri Mahalingam Kolappan 
of South Africa, Disciple of Sri 
AV. Raghuprasad Sri H. V. Uday Shankar
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35. Chidambaram V.V. Swarna Venkatesa 
Dikshitar Prize for the best Junior Carnatic 
Music vocal artiste

36. The Music Academy Endowment for M.G.R. 
Award to a young and talented danseuse

37. V.R. Sambasiva Iyer Mrmorial Award

38. T.S. Rajagopala Iyer Endowment Prize for 
Raga Alapana

39. Pappu Kamakshi Ammal Award for a 
senior vocalist

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

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

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

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

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

Endowed by Chidambaram Sri V.V.Swarna 
Venkatesa Dikshitar

Sri Sanjay Subramaniam

Endowed by Saravaraya Sugars Lts Kumari
Lakshmi Gopalswamy

Awarded by Sri S. Natarajan Not Awarded

Endowed by Smt Kamakshi Ramac landran 
and Smt Rajalakshmi Swaminathan Sri Balaji Shankar

Endowed by Sri V. Pappu Smt. Sudha
Raghunathan

Endowed by Smt Savithri Satyamurthy 
and other disciples of Dr. S. Ramanathan Sri S. Unnikrishnan

Endowed by Sri R. Subrahmaniam
Sri Vittal Ramamurthy

Endowed by T.T. Srinivasamurthy
Sri Mysore Manjunath

Endowed by Mrs Padmini Diwakar
Not Awarded

Endowed by Sri T.N.S. Mani and 
Sri T.N. Swaminathan Sri P. Sund.ir Rajan



45. Budalur Krishnamurthy Sastirgal Prize for 
Gottuvadyam Artiste

46. The Carnatic Music Association of North 
America endowment prize to a carnatic 
vocalist under the age of 25.

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

48. Smt D. Padmavati Ammal Award to a 
Senior Veena artiste

49. Flute Mani Award to a Flutist

50. Ambujam Krishna Award for Junior 

Artiste (Spirit of Youth)

Sri P. Obdul Reddy endowment 
for the Guru of the best danseuse 
<n the Spirit of Youth Programme

E n d ow ed  by M rs Gayatri K assebaum

Not Awarded

Endowed by the Carnatic Music 
Association of North America INC

Endowed by Smt Sudha Vyas

Endowed by G.V.D. Sons, Coimbatore

Endowed by Sri G.V.D. Songs, Coimbatore 

Awarded by Sri Suresh Krishna and 

Smt. Suresh Krishna

Ms. Bombay Jaishree

Sri S. Kannan

Sri K.P. Sivanandam 

Sri K. Bhaskaran 

Ms. Kavitha Saralaya

Ms. Triveni Saralalaya 
(Vocal) Durai Balasubra 
maniam - Accompanying 
Violinist; Dr. S. Bhavani 
(Veena) S.M.S. 
Mahadevan - Accomp- 
nying Mridangist.

Ms. NarmadaEndowed by Sri P. Obul Reddy
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bath. It is said that when the Swami sprinkled holy water on it 
and observed that it was destined to become a great personality 
the infant smiled and joined hands in obeisance. The child was 
named Bhuvaraha and was taught all sciences early in life. His 
rapid progress and the regard the Swami had for him excited the 
envy of his fellow students. The Swami to show how utterly unworthy 
their ill-feeling was for him called all the disciples together and 
placed heaps of fruits before them and told them they might 
have as much as they desired. All of them except Bhuvaraha 
took away as much as they could. Bhuvaraha when questioned why 
he did not have fruits fave his reply in an Ugabhoga meaning that 
he desired devotion to Guru, the grace of God and renunciation 
of worldliness. This was the first composition of Vadiraja in his 
Purvasrama. As he was Upasaka of Hayagriva his songs bear 
the Mudra of Hayavadana. Swami Vagisa was delighted with the 
reply of young Bhuvaraha, and the other disciples were humiliated 
for the enmity they bore. At the proper age the Swami gave Asrama 
of Sanyasi to Bhuvara who then became known as Vadiraja.

When Vadiraja succeeded Vagisa and became the head of 
the Mutt, he went to Vijayanagara to make further progress in 
the higher studies of Vedanta. He had for his fellow Vijayendra 
Tirtha and they together derived the highest benefit from the 
teachings of Vyasaraya. It is needless to say that at that time there 
were numerous scholars in Vijayanagar studying under the guidance 
of Vyasaraya, for it was the ambition of every sincere student to 
sit at the feet of the greatest scholar and philosopher of the times. 
Vyasaraha taught them all with equal zeal. Vadiraja had special 
skill in debate and in disputations he could easily overcome any 
opposition. For this reason he came to be known as Vadiraja. 
Krishnadevaraya, who was greatly impressed by the capacity of 
Vadiraja to argue and convince, called him Prasangabharana Thirtha. 
Like Vijayendra, Vadiraja too became an adept in the 64 arts. While
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a place of safety, and the form of Bhimasena changed to Sri 
Madhvacharya. The owner of the ship fell at the feet of Sri 
Acharya and offered to him all that the ship contained. The 
Acharya, however, was content to accept only the three blocks of 
earth. It was found on examination that they contained the 
Vigrahas of Balarama, Krishna and Durga. Sri Madhvacharya 
installed the first idol near the sea-shore, the second in Udipi 
and the third at Vajakakshetra. The worship of Sri Krishna in Udipi 
was entrusted to the eight Udipi Mutts while Grahasthas conducted 
the worship of the other two idols. Vijayadasa’s Suladi gives 
a fine description of Sri Krishna of Udipi installed by Madhvacharya. 
Vadiraja who systematised worship in Udipi extended the period 
of service of each Mutt from two months to two years. During 
worship it was made obligatory, after the manner introduced by 
Sripadaraja and Vyasaraya, to sing Kirtanas of Haridasas. 
Vadiraja’s compositions are a speciality in the worship of Krishna 
by the eight Mutts. His Kirtanas are sung there in larger number 
than those of other composers.

During the sojourn for Chaturmasya in Poona, Vadiraja 
wrote a Kavya called Rukminisa Vijaya. His object was to disprove 
the imputation that Sanyasis were incapable of writing literary works 
which were Rasapradhana. Though Vadiraja was in his element 
in writing philosophical works, yet could he if he had a mind write 
boks purely literary. The Pandits of Poona had regarded Magha 
as the greatest Kavya; but Vadiraja’s work soon displaced it 
in pubic esteem. It was acknowledged on all hands in those parts 
that Rukminisa Vijaya was the finest Mahakavya of the age.

Vadiraja went to Prayaga Kshetra and performed Tapas for 
a period. His Upasana of Vyasa made him see Vyasa Bhagavan 
himself. A kirtana was immediately composed in Mukhari raga, in 
Ata tala. It has a pallavi, anupailavi and three charanas. Vadiraja
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was in great ecstasy when he saw Vyasa. Vyasa in turn blessed 
Vadiraja and desired him to accompany him to Badarikasram. 
Vadiraja’s dream was to be fulfilled. Vyasa took him to Badari 
and introduced him to the Gods and Brahmarishis of the place. 
Vadiraja saw also Sri Madhvacharya who enquired if worship of 
Sri Krishna of Udipi was being properly performed.

Vadiraja obtained from Sri Madhvacharya the idol of 
trivikramamurti and returned to Prayag to the great joy of his sishyas. 
He travelled to Benares where he remained for some time. He 
stayed in Dvaravati for six months, and performed penance without 
food. He cured Krishna Thirtha a sanyasin of these parts, of a 
malignant fever and spread the Bhakti teachings through him. 
From Ayodhya Vadiraja secured the idols of Garuda and Maruti and 
installed them in Udipi. In Guzerat large members of persons 
became his followers.

Vadiraja is justly famous for having introduced true Aryan 
worship in places where existed rites not approved by the highest 
Hindu Sastras and tradition. In Dharmasthala which was a 
Bhutakshetra he installed Manjunath and ordered that food should 
be given to all who came, irrespective of caste or custom. In 
Dharmasthala the Mahants are Chaitanyas and they have been 
maintaining their principles of worhsip intact. The Saivaites 
and chaitanyas live there in perfect amity.

The Jains had great regard for Vadiraja. Their king was 
such an ardent, admirer of his that he presented Vadiraja with 
Vigrahas of Vitthala Murti in token of adoration. When Vadiraja 
returned to Udipi from his travels he was constantly followed by 
a Brahmin who appeared to be in great distress. The stranger had 
been oppressed by his creditors and he was seeking the grace of 
Vadiraja to escape from the ill-treatment of the creditors. In those 
days it was not a crime to harass debtors by physical tortue.
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rhythmically more powerful. It was Tyagaraja who made a greater 
use of Adi tala as being more conducive for his melodic fancies. 
It is recorded that Vaikunta Das who is a well known composer of 
Kirtanas, and was, at the time Vadiraja sang the Kirtana, one of 
the crowd danced to the tune in sheer joy. Vaikuntha Das was one 
of the well-known Haridasas ol Belur and his meeting with Vadiraja 
was productive of mutual joy and inspiration. Before leaving Belur, 
Vadiraja composed a Kirtanaon Kesavaswami of the temple wherein 
all the ten avataras are described in language of beauty and simplicity. 
That Kirtana is sung at the time of Mangala harati. It is in Surati 
raga, and in Ati tala.

Then after visiting many sacred places Vadiraja came to 
Tirupati. When he was there on the Sri Rama Navami day he 
:omposed a Kirtana in Madhyamavati raga, in Triputa tala. This 
>ong is a marvel of literary and musical artistry. The garland of 
gold and Saligramas which adorns Sri Venkatesa from head to foot 
to this day was the devout offering of Vadiraja. In Trivandrum 
he regularised the worship of Sri Padmanabha according to the 
system laid down by Madhvacharya. The Samasthana of Cochin 
also came under his influence. Vadiraja was one of the longest 
lived Mathadhipatis and was able to spread his teaching to a great 
part of south and Central India. He had five turns, each once in 
sixteen years, of administering the Mutts of Udipi. During each 
term of two years he lived in Udipi and managed worship in the 
most magnificent manner and for the other fourteen years toured 
the country to spread culture, wrote works and composed numerous 
Kirtanas

Vadiraja was a mighty personality who was fully conscious 
of his great powers and on occassions would even proclaim them; 
but he would always have the grace to say that they were all of God’s 
doing and he was only an instrument. His work “Vaikuntha 
Varaana” contains references to his miraculous doings.
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His last days were spent in the village of Svadi. His 
health began to fail and his eye-sight grew dim. His longing to 
visit Udipi and behold the beautiful form of Sri Krishna grew 
within him. He was grieving over his feeble sight and was wondering 
whether he could see the beloved form at all. He gave expression 
to his pathetic feelings in a fine verse in Sanskrit, in the 106th 
charana of Vaikuntha Varnana and in an extraordinarily simple 
composition in Kedaragaula, in Chapu tala. Singing in this strain 
he reached Udipi and when he stood before the deity his vision 
cleared and he had Visvarupadarsana.

Vadiraja then returned to Svadi his native village. 
The Naick chief too was quite anxious to have the Swami in the 
village. When the Swami knew that the end was nearing he ordered 
five Vrindavans to be erected one for himself and the other four 
in memory of the Tirumurtis and Vayu. The Naick was very sad 
that the Swami should think of the end. Vadiraja replied that he 
was to enter the brindavan alive. The Vrindavans were made 
ready, his superhuman powers, his intimate contact with the 
masses, his concern for the ignorant and the suffering had made 
him the idol of all who had seen him. The news he was to make 
his final departure caused widsespread grief. Weak and enfeebled 
as he was he personally supervised the car festival of Trivikrama. 
It is then recorded that messengers of Indra appeared before him 
with the Vimana and awaited his pleasure. This fact is testified 
to by Jagannathadas in his Kirtana “Vadiraja”. The Swami then 
had his sacred bath, gave phala and manthrakshata to his followers 
around, entered the Brindaban with instruction, to fix the covering 
stones when he flung the Jupa sara which was accordingly done 
amidst the sky-rending cries of Jay, Jay. Soon after was seen 
the Vimana ascending the skies with his radiant form. And he 
cast down his sandals and vastra as tokens of his love for the people. 
This was in the year 1600, in Sarvari, in Thritiya of Phalgunabahula.
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than Purandaradas. His eminence was so undisputed that all his 
contemporaries not excluding his own guru Sri Vyasaraya, have given 
him the highest praise and homage. Dasas who came after him have 
done nothing less than deify him as the special incarnation of Sri 
Narada. It is no disparagement even to Tyagaraja to say that his 
compositions in the main furnished the inspiration for the latter’s 
outpoutrnings. Muthuswami Dikshitar though a composer with a 
distinctive original style of his own, was yet a faithful adherent to 
the tradition of Purandaradas in the frequent use he made of the 
Suladi sapta talas and in the shaping of melodic forms of antique 
ragas embodied in the devamamas. A comparison of the archaic 
sancharas in familiar ragas of Dikshitar’$ compositions with corre­
sponding phrases in the Kirtanas of Purandaradas will reveal a 
remarkable identity. An examination of certain padas of Puran­
daradas side by side with those of Kshetregna will establish the 
closest affinity between them. Sri Vyasaraya the preceptor of 
Purandaradas was profoundly impressed with the greatness of his 
Sishya insomuch that he paid his tribute in a kirtana in Kambhoji 
raga, Jampa tala. He discusses therein who is and who is not a 
dasa and concludes that only Purandaradas can be called a 
dasa. Vijayadasa the foremost disciple of Purandaradas gives a 
brief account of his master in a kirtana in Bhupali raga.

In the city of Purandaragada eighteen miles from Poona lived 
a rich banker by name Varadappa Naik. He was a man of 
high character. To him was bom in the year 1484 a son 
named Srinivasa Naik who later came to know as Purandaradas. 
It is commonly believed that Purandaradas was Karnataka by race; 
but if his name is indicative of his ancestry it may be supposed he 
was of Maharatta extraction. His native city formed part of the 
regtions alternatively claimed and abandoned by Karnataka chiefs 
according as their power was strong or weak, and was till the end 
of the 16th century bilingual in character. After that period the
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regions became Marathi in culture and language. But whatever the 
origin, by the time of Purandaradas the family had become 
naturalised Karnatakas and were as familiar with Kannada as 
Maharastra. If the language of his compositions except those in 
Sanskrit was Kanada, it was for the simple reason that he came to 
live in Vijayanagara to be with his guru Vyasaraya and he composed 
his Kirtanas for the benefit of the people into whose midst he lived.

At a very early age Srinivasa Naick received his education 
and attained great mastery over Sanskrit and music. He knew full 
well all the spoken languages of those parts. At the age of eighteen 
he was married to Sarasvati Bai of a rich and noble family. Her 
wealth, however, was her least qualification. In beauty and virtue 
few ladies could stand comparison with her. endowed with a most 
noble and generous nature, she was a pativrata in the truest sense. 
Srinivasa Naik with all his learning and refinement was extremely 
averse to parting with even the smallest coin. His wife whose natural 
disposition inclined her to be extremely charitable, could not but 
suffer within herself for the heartless parsimony of her husband; but 
in the true wifely manner desisted from protesting. In good time 
they had four sons and a daughter.

It was at this time that an aged brahmin with a young 
boy came to Srinivasa Naik to ask for help to enable him to perform 
the upanayanain of the boy. The wealthy banker turned him off 
the door, but again and again came the octogenarian undeterred 
by repulses. Six months passed by and neither would give in. At 
last the weary brahmin tired of his petitions to the flint-hearted 
Naick, approached his wife in his absence and appealed to her mercy. 
Her heart melted with pity for the wretchedness of the yachaka, 
and in a moment of extreme tenderness, forgetting what she was 
about, she handed over to him the mukkura, her nose ornament that 
he might make any use of it to gain the wherewithal! for the
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He reached Vijayanagar in humility and sought the asrama 
where the renowed Rajaguru lived. He was to sit at the feet of 
the great master to acquire treasures of a different kind. No sooner 
had Vyasaraya seen Srinivasa Naik than he gave him the warmest 
welcome, spoke kindly and praised him regarding his unparalleled 
sacrifice and his good fortune in having obtained the grace of God 
so early in life. Srinivasa was received into the Mutt with cordiality 
and after the partaking of the prasada, he and the guru had a hearty 
and intimate conversation wherein the latter disclosed knowledge of 
all the experiences the disciple had undergone. The next day he 
obtained the holy initiation and shone forth to the world as 
Purandara Dasa and composed innumerable kirtanas with the mudra 
of Purandara Vitthala. Thereafter every utterance of his was so 
perfectly rhythmic and musical that he poured his melodies more 
often than he breathed in and out. What language can describe 
the supreme poetic gift, the philosophic insight and unequalled 
musical talent which combined to produce lakhs of kirtanas of 
imperishable beauty?

In one of his earliest compositions he pays a glowing tribute 
to his noble wife whose merit it was to cause the Light to dawn 
on him. It is in raga Pantuvarali and Adi tala. It was his daily 
custom to go along the principal streets of the city of Vijayanagar 
sounding his tambura, composing and singing kirtana with his four 
sons playing drums and keeping time. His voice was so rich and 
superb that people thought that none but gandharvas could sing 
like him. Those who heard him were stirred to their very depths. 
Offerings would pour in but he would never take more than what 
was just necessary for the day leaving nothing for the morrow.

Krishnadevaraya the ruier of Vijayanagar who learnt that the 
fabulously wealthy merchant so familiar to him had turned Dasa came 
to the Mutt of Vyasaraya and unobtrusively sat in a corner to listen
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to the rapturous compositions of Purandaradas. He invited the Dasa 
to bless his palace by going over there and enlightening him in 
quiet retirement. Purandaradas availed himself of the opportunity 
to speak out his mind by means of a song in Dhanasari raga, 
in Adi tala.

Purandaradasa visited Tirupati and his stay was prolonged. 
Every day he would bathe in Swamipushkarani and say his prayers 
in a corner of the tank. Krishnadevaraya who noticed it got a 
special mantapa constructed for the use of the saintly bard, which 
in time came to be known as Dasara mantapa. He would w'ait until 
the concourse of pilgrims dispersed from the sanctuary of the 
temple, and when solitude and silence reigned he would stand in 
front of the Deity and sing his kirtana to his heart’s content. His 
son Madhvapatidas who was always with him would record the songs. 
It is said that even the archakas would go out as if unwilling to 
interpose between him and Sri Venkatesa. The songs that then 
poured out of his heart are the unalloyed expression of the Ananda 
that overflowed.

When Purandaradas returned to Vijayanagar after the pil­
grimage Vyasaraya was unable to restrain his emotions of love and 
joy. He gently observed that few could understand Purandaradas as 
he did. He would ask Madhrapatidasa daily to recite to him all the 
padas that were recorded and ponder over the beauty of their music 
and the depth of their meaning

Purandaradas was an ardent lover of peace and harmony. 
His valued services were always available in composing differences 
particularly between communities. Once in Sholapur when the 
Lingayats and Brahmins were quarelling bitterly over their religious 
beliefs, Purandaras interceded and sang his kirtana in Madhyamavati 
in Ata tala and pacified and reconciled them to each other. The 
raga being as ever most appropriate for the time of day which



:9 "?@�DA H+�% F�A 3�"?@�#%<+%��#H�17�%7%<@#� I�AFF51H

���� ����� ���� ���� 	��� �$$���������$������ 	��� �������	���� ������$�����
���� 	��� ����$� ����$	)

"��� ���	� ����� ���>������������ ����� �/��	� ��� /����$	� �����)�
?�� �������� 	��	� ���� ���� #����8�/�	������ ������� $��/����
	��� ���������� J���	��� ��� �� ����� ���$��/���	����� ��� ���� $��	��,�
/��	���� 	��$��/��	�� ���� ����)� %�	��� �� ����� ��� ���G��/���� ���8�$�� ����
	���$����� �������$�� ��	���	����� ���������� /������/��� ���� ��$����L��	�$���
��� ���	� 	���� ������ 	�� ���8�� 	��� F���� ��� ���� ��/���������� ������
��� ��	������ >������������ %��8����� ��� +��	������ ����� $����W
�/������� 	�� -6(.� %)<)

3��	���	���� ��� ���� ���	� ��� ��� ����	� ��� 	�� 	��� �������
���/��$��� $��/����� ��� >�����������)� %/��	� ����� 	��� 	��	������
����	����� ��� ��8�� ���� ���� ����� ���$��$���������� ���� ����� ������
��8��	�,��8�� 	�������� /��$��� �$$������� 	�� ���L�$	� ��		��)� Q����
�	� ��� ����������� 	��	� ���	� ��� 	���� ��8�� ��8����� $��������� 	���
�����8������� ������ /����$	����� ��� �/	� 	����������� 	��� �������	���)�
��	� ���� 	��� ������ ��� ���� $��/����� ��� ���� ���	��� ���� 	��	� ��		����
������	��� ����	�� �//���$�� 	�� ���� ��� 	����G	��	� ���$���	�8�������	)�
1	� ��� ��	)� ����8���� 	��� �	�/�������J���	�	�� ������������ 	��	� ������
��� ������,�	������� ��	� 	��� ���	������ ��8��� ��� ��/����� ����	�� ���
������� ��������� ���� ����$)

A��� � �� 	��� ����� ��� >������������� ���� 	�� $��8��� 	�� 	���
�������	��� �����	,� 	�����	�� ���� �G	������	��	������?�����$��	���� ����
<�����)� 1	�������������G������	���� 	������	��	����	���� ��	�$��	������
��� ���� $��/���	����� ��� ��	� ���	�� �������)� %$$������� 	�� ���� ����
�	�	����	� ���� �		����$��� ����� ������� ��� $�������	�� ��	�� ���	�� ����
������)� A������ 	��� ������������� ����� ���� �� ����	��� $����� 	�� ���
������������ %$������� ��	��$��������������)� ?�����������������	��$��
���� ��� ���8������ �//���)� 1	� ��� 	��� ������	� L��	�$�� 	��	� ���/�����
���������� 	�� ���$����� ���� $��/���	����� ��� >��������/������	� ����
8����� 	���� ��� �$��/	���)� "���� ���� ��/��	�� ��	�� �/�������� ���



KARNATAKA COMPOSERS 83

epigrams, with parables and allegory, with playful conceit and 
sparkling fantasy. They breathe the fiery spirit of the prophet and 
the sympathetic fervour of the poet. They bear all the charm of 
literary grace. The haunting beauty of their diction is the despair 
of the literati. The richness of their rhythm is untramelled by the 
regidness of formal verses. The natural flow of their cadence is 
music by itself. All these marvellous effects are produced by the 
employment of the simplestjanguage that a child can easily understand. 
The bookish style of the pedant and the pedagogue was deliberately 
eschewed. The spoken tongue of the people was adopted. For 
musical purposes nothing suits better than the colloquial diction. In 
fact it has always been the recognised privilege of composers to be 
permitted to ignore the strict rules of grammar and idiom. Musical 
effect is their one aim. It may be noticed in passing how the Pandits 
of the Court of Tanjore who twitted Kshetregna with his colloquisms 
were unable to answer his challenge by the completion of the 
unfinished quarter of the charana and how he himself had to do 
it to their insuferable humiliation. Tyagaraya was equally a believer 
in the charm of the colloquial tongue and freely used it in his 
compositions, some of his recent editors who did not understand 
the natural beauty of his style have murdered it by twisting its 
gentle forms into pedantic monstrosities. It will be found that 
Tyagaraia had Purandaradas for his ideal in all respects. The 
greatness of the bard of Tiruvarur shines all the more for the affinity 
he bears to his prototype. Does it detract from the merit of that 
master-piece of comedy “The Merchant of Venice,” that the 
creative urge for it had its roots in “The Jew of Malta” or of 
Raghuvamsa that it was inspired by the Ramayana. Tyagaraja did 
not stop with having a model. He improved. He brought about 
the greatest innovation, that of rendering sangatis in compositions 
with the result the whole world of music has been influenced by 
the change.
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Purandaradas has been justly termed the father of Carnatic 
music. He was not merely a composer, but a jakhshanakara of the 
highest calibre. The system of South Indian Music as we now have 
it is entirely his gift. The seperation of the northern from the 
southern system is more than a thousand years old. Without the 
basis of regularised Lakshana both the phases continued nebulous 
for several centuries. It was the work of Purandaradas that imparted 
a distinct individuality to South Indian Music, which after the 
labours of Venkatamakhi became even more pronounced. The 
North Indian phase not having had the benefit of any great master 
who combined in himself mastery of both science and art, has 
developed loosely unrelated to systamatised basis, the continuity 
of tradition from Bharata having been lost It is however, just 
possible that the very absence of new systematic basis has enabled 
the northern system to retain some old melodic forms now lost to 
South Indian Music.

�  . Ins' great change effected by Purandaradas was to 
introduce the Mal ivagaula scale as the basic scale for music 
instruction. The ancient suddha scale was Kharaharapirya. It 
was derived by the application of a Chatusruti interval to Shadja 
panchama and madhyama. Later the sruti values of the notes 
of the resultant scale were enumerated. In Nothern India as well 
as in South India the tradition of Bharatas system was forgotten. 
Ignoring that Bharata’s scale started from shadja, the pandits of 
northern India treated the note with reference to which the 
strutis of shadja were given, as the initial and basic note and arrived 
at the Sankarabharana or Bilaval scale. Purandaradas, however, 
adopted the Malavagaula scale as its derivation from Shadja, 
panchama and madhyama was based on a process identical with 
the derivation of the ancient classic scale with this significant 
difference that in the derivation a Dvisruti instead of a chatusruti 
interval was used. A Dvistruti interval is beyond question easier
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In bhava, raga and tala they are the prototype for all pada 
composers.

The type of composition which exhibits his extraordinary 
mastery of the technique of music is the Suladi. As to the exact 
meaning of the word “Suladi” authorities differ. But one inter­
pretation not ordinarily familiar to the students of music treats the 
word as a corruption of “Sulu Hadi” meaning easy path which is 
as relevant to the attainment of bliss as proficiency in sangita. In 
the Suladi the theme is the same as in the Icirtana. but it has usually 
seven or eight distinct divisions with elaborate sahitya each of which 
is set to one of the classical talas. Some Suladis have different ragas 
for the different divisions, and in some others the raga is the 
same for all the divisions. The Suladi is a learned, elaborate and 
difficult piece giving a most comprehensive view of all the important 
raga sancharas. Sangita Saramrita of Tulajendra cites numerous 
prayogas from Suladis of Purandaradas as classic authority for 
lakshana of ragas described in the work. It is regrettable that the 
tradition of rendering the Suladis is fast disappearing. A revival of 
interest in them would be of no small value for the future of the 
science and art of Kamatic music.

There is yet another type of composition of his known 
as Ugabhoga. The meaning of this term is a gain obscure. If an 
alternative to the classical interpretation may be offered, the 
following may be considered viz. that the word is symbolical implying 
“conducive to the attainment of heavenly bliss.” Ugabhoga is an 
extremely simple type of song undefined into parts and almost 
nebulous in structure. The tala is merely the sarva laghu and the 
simplest phases of the raga go to make up its music. It is as a 
musical form even more elementary than the gita. From the point 
of view of Bhava it is supposed to be a direct translation of the 
thoughts of the composer in the ecstasy of inspiration.
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Purandaradas like his guru also composed what is known 
as Vritta nama. It is a composition in which padya and kirtana occur 
alternately. In other respects the kirtana part conforms to the 
common type.

It is usual to estimate a composer’s contribution to Carnatic 
music; but what words can adequately convey the magnitude of 
the achievement of him who was the author and founder of that 
very system of which we are the proud inheritors; who endowed and 
enriched it with hundreds of thousand compositions; who never 
sang but composed and never composed but sang; whose creations 
bearing the sad touch of humanity are of perennial interest to 
mankind. His place as Vaggeyakara and Lakshanakara is unique. 
He is to Carnatic music what Valmiki is for Sanskrit literature. He 
is a mighty personality the like of whom it takes the world a 
millennium to produce.

a f :  s k

M USIC IN THE RAMAYANA.

BRINDA VARADARAJAN

The complicated and difficult strains of Saman Chant had 
already brought in traces of art Music. The Ramayana contains many 
important references to music.

Valmiki, the great author of this epic poem, teaches Lava 
and Kusa to sing it to music. They prove ideal students, satisfying 
even the great rishi — by their innate talent and earnest application. 
The Rishi is meticulous that it should be sung properly.

The very fact that the poem has been set to music -- to 
be sung at the court of princes -- proves what an advance rnu&ic 
had made from the Vedic times. Instead of being used as a means
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pleasure from the sentiment expressed and pleasure from the realistic 
representation of events. They then proceed to the court of 
Rama, fame preceding them -  there to exhibit their musical skill, 
and the great learning of the poet Vaimiki. They enter the Court, 
behold Rama, in all his regal majesty, and commence their song.

The city Ayodhya is described as vibrant with the sounds 
of the lute, the drum, the tabor and the flute and, the chanting 
of the Veda. The city attracts artisans of every class. Bards and 
minstrels gather in groups, and while they sing and play, damsels 
and men dance and ‘entrance the soul’.

The next reference to music is, where a group of girls are 
sent to bring Rishyacringa to the kingdom. This episode is related 
by Minister Sumantra. The group of lovely girls, filled the air 
with music, in their efforts to entice the sage Rishyacringa.

Music is mentioned again at the birth of Rama. The 
celestial nymphs danced, the minstrels raised their strains and the 
drums of heaven pealed; within Ayodhya all the people spent 
joyous holiday. In the spacious squares and the boad roads, dancers 
and others throng. Music is heard, where the minstrels and singers 
congregate.

Music is mentioned at the wedding of Sri Rama. Celestial 
voices blended with the strains of many musical instruments. 
Again nymphs are said to have danced to the strains of the 
minstrels’ song.

The Balakanda comes to a close with the wedding of 
Rama. Hitherto music had been mentioned as being sung or played, 
only on happy occassions such as the wedding, etc. Ayodhya 
is of course always vibrant with musical sounds, as till the departure 
of Rama to the forest, it had been a heaven on earth.



In the Ayodhyakanda, the king decides to crown Rama as 
the Yuvaraja. In giving directions to prepare for the happ) 
occasion, the king says:

‘Let all musicians skilled to play,
And dancing girls in bright array,
Stand ready in the second ring,
Within the palace of the king.’

We can infer from this that music had acquired a definite 
place in all ceremonial observances. The king confers an honour 
on the musicians in asking them to be placed in the second ring 
within the palace. They formed an integral part of the 
participants in the ensuing ceremony.

In the sixth canto, Rama, after spending the night fasting 
is reported as hearing auspicious strains the first thing in the 
morning.

News of this reaches throughout the City and one and 
all, not excepting the children come forth and each does his little 
mite to decorate the City. Musicians and dancers begin their 
song and dance.

On the morning of the eventful day, the courtiers and 
the sages find that the king has not yet risen from bed. Sage 
Vasishtha comes to wake him up. He asks Sumantra, the 
trusted charioteer to inform the king, that all awaited his coming. 
He mentions here, as those among the waiting:-

“The best musicians skilled to play,
The dancing gins in raiment gay!"’

Sumantra is sent to bring Rama to Kaikeyi’s palace. He 
goes and on the way, meets bards, minstrels and instrumentalists 
waiting to please Rama with their efforts, when he should chance 
to pass by them on his way to the palace.
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Bharata, to take up the work of the kingdom, as a country without 
a king is fraught with many evils.

“No gathering, festival, or feast,
Together calls the merry throng
Delighted with the play and song.”

The well-being of any art, naturally requires a sympathetic 
atmosphere. Art is smothered by adverse influences, and, the 
absence of the king is considered one of the hardest blows, that 
can ever fall on a country. Music, as the finest of the fine arts, 
cannot flourish then.

In Canto LXIX music is once again mentioned. Bharata, 
away at his maternal grandfather’s dreams unpleasant omens. He 
wakes up from his slumber in sheer terror, at that juncture, 
musicians sing and play and some begin to dance, to divert his 
mind.

The psychological effects of music seem to have been 
realised then. This bespeaks a high degree of perfection in the 
realm of music.

Bharata returns to Ayodhya as yet he does not know the 
awful tidings. The desolate aspect of the city strikes him at once- 
especially the absence of musical strains. He asks the 
charioteer about- it.

“Why are the drum and Tabor mute?
Why is the music of the lute,
Loved by the happy, hush and still?”

The funeral rites are over. The morning ushers in another 
day. Many of the subjects, thinking it likely that Bharatha would 
accept the kingdom make auspicious sound.
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The drums are sounded with sticks of gold, and the conch 
is blown, all musical instruments are also played.

Bharata leaves the city to go to Rama. On his way he is 
entertained royally by the sage Bharadvaja. After the royal fare, 
celestial nymphs come and dance. Tumburu, Narada, Gopa, Sutanu 
with their Gandharva hosts come at Bharadvaja’s behet, and charm 
Bharata with their song. The very trees, make music, with the 
breeze and keep time to the dance of the apsaras. This is no 
doubt the result of the flight of the poet’s imagination. But, (Milton 
speaks of the ‘music of the spheres’, much harder to imagine,) we 
can very well picture this--the romantic setting, the grandeur of the 
assemblage, the soul-stirring dance and music, of the divine 
progenitors of music, and nature herself moving in unison. The 
breeze whistles through the leaves. All this must have given the 
impression of the trees making music.

Bharata returns to Ayodhya with the sandals of Rama. He 
is once again struck with the desolate aspect of the city and 
comments on it.

The lyre and flute, and the minstrels’ voices are not heard 
in Ayodhya.

The Ayodhya Kanda concludes without any further references 
to music.

Rama, with Sita and Lakshmana passes on to Agastya’s 
hermitage. On the way near a lake, they hear musical strains.

The ladies sing during their sports, and their music is 
enhanced by the sound of their tinkling anklets.

Ravana, moved by Surpanaka’s lament comes to where 
Rama and others reside. On the way, in his aerial chariot, he hears 
sweet strains of music.
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In Canto 10 Hanuman searches the harem of Ravana. 
The numerous consorts of Ravana are said to be lost in slumber. 
One of them is described as clasping the lute to her in a loving 
hold.

Another one expert in dance, and having danced while 
awake, retained the same attractive poses while asleep.

Another woman well-versed in the art of dance is described 
asleep embracing a seven stringed Veena, called Vipanci. Another 
is described clasping a mrdanga.

Another woman, tired due to playing the drum ;s said to 
be asleep clasping the instrument.

All this shows how music was learnt by all and those 
proficient in them played in groups as described above.

Ravana is awakened by the sounds of the Saman chants 
being sung, and auspicious instruments being played.

Ravana seeks to make Sita reciprocate his feelings for her. 
He offers her as an inducement She can have music, dance and 
instruments etc. This, though repellent as a statement shows us 
how music was valued by the ancients-and sponsored and learnt by 
royal ladies.

Music was not confined to the civil population. Armies 
marched both in peace and war with the military band. The call 
to arms to mobilize the troops in Lanka was by beating the bheri, 
or a big drum, etc. Ravana sallied our of Lanka for battle with 
martial music.

References to funeral music are met with in the Ramayana. 
Ravana’s corpse was carried to the burning ghat with funeral 
music.
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When Ravana is killed celestials are joyous. They welcome 
the riddance. The poet describes that the sound of music and 
drum came from the celestrial minstrels.

Music is mentioned again, when the citizens of Ayodhya 
welcome Rama with music. Bharata’s army goes to fetch Rama 
to the kingdom accompanied by musicians and dancing girls.

At the consecratin of Rama in the last canto of the Yuddha 
Kanda the sound of music is heard.

The Uttara kanda also abounds in references to music. The 
Sama Veda is the oldest musical composition extent. Ravana is 
described in the 16th Canto as hymning God Sankara with the sama 
veda hymns.

All classes of people were interested in Music. Rama 
collects an audience to hear the twin bards sing. Among those 
assembled are grammarians, astrologers, linguists, learned men, 
skilled musicians and others.

Maidens are said to have amused themselves with dancing 
and singing.

Music was called Gandharvam in the time of the Ramayana.

The bards who woke up Rama are said to have had sweet 
and trained voices.

Music seems to have been one of the recreations of 
the prince. Rama is said to have enjoyed music and dancing with 
Sita after meals.

Valmiki gives the twins instructions as to where to sing. 
He bids them sing his poem in hermitages, in the houses of 
Brahmins, in the streets, in sacrificial halls and in palaces-i.e. in 
places where an appreciative audience is assured.
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SAPTAJATI
STHANa
SVARA

The seven notes of the Octave 
The three octaves 
Voice or notes

TANTRI or a stringed musical instrument (Vina) used as 
accompaniment

TRISTHANA
VADITRA
VADYA

The three octaves 
Instrumental Music 
Musical instrument

The musical instruments in use called Vaditra or Atodya were 
divided into four classes.

1. TATA

2. AVAN ADDA

3. SUSHIRA

4. GHANA

VINA and other stringed instruments.

Stretched or leather bound instruments

various kinds of drums, tabors, etc.

Hollow or wind instruments -- e.g. Flute. 
Trumpets or Conch.

-- Solid ones like bronze-bells, cymbals, gongs. 

They were also divided as follows:-

1. VINA (Six-stringed) sometimes played with plectrum)

2. VIPANCI (Seven stringed) Vina 

B. Wind Instruments

VENU or Vamsa or Flute 
SANKHA or CONCH 
TURYA OR Trumpet
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C. Percussion instruments. 

(1) With leather facing. BHERI DINDIMA 
DUNDUBHI and KONA 
MADDUKA MRIDANGA 
MURAJA MURAVA

(2) Of earthenware.

(3) Metallic

%� � � � �

KALASI

GHANTA
TALA

PATAHA

SVASTIKA

The classes of professional musicians mentioned in 
the Ramayana are:

1. NATA

2. NARTAKA

3. GAYAKA

4. TALAPACARA

5. SAILUSA

6. GANIKA OR VESYA -

*

Actor

Dancer

Songster

Musicians keeping time time 

Dancing master.

Dancing Girl.

*  *
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DARUS IN KARNATIC MUSIC

GOWRIKUPPUSWAMY & M. HARJHARAN
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Suda Prabandha is of two lands - Suddha Suda and Salaga Suda. 
Again the Salaga Prabandhas are of seven types - Dhruva, Mattha, 
Pratimattha, Nissa, Adda, Rasa and Eka tali. It is this Dhruva 
Prabandha which is the progenitor of the musical form Darn.

The term Dhruva itself is traceable to the Dhruva or stage 
songs clearly elucidated in the Natya Sastra. Bharata devotes a whole 
chapter in this earliest o f the treatises on our Fine Arts to these 
Dhruva songs, describing and illustrating different classes, divisions, 
and sub-divisions of dhruvas and their uses. They were essentially 
versified musical compositions which formed an important part of 
our ancient Sanskrit dramas. According to Bharata these were called 
Dhruvas in view of the fact that its words, Vamas, Alankaras and 
Jatis were regularly (ie. Dhruvam) connected with one another. Five 
kinds of Dhruva songs have been described in the Natyasastra - 
Pravesika, Nishkramika, Prasidita, Akshepita and Antara, and they 
were employed in particular scenes and situations in the drama. 
Many of these Dhruva songs bear a close resemblance to some of 
the Dams features in our post-medieval operas and dance-dramas. 
For instance the Pravesika of Natya Sastra, which denotes the song 
heralding the entrance Of a particular character on the Stage, has 
its parallel in the Patrapravesa. Daru of the Bhagavata Mela and 
Kuravanji Natakas. Another common feature was that both Dhruvas 
and Darus were eminently capable of evoking diverse rasas, that 
being the main function of both in our Geya natakas. Prabandhi 
Giti too possessed not only the Dhatus, Angas and Jatis but also 
brought out the rasas.

Dhruva Prabandha refers to a special type of composition 
since the prefix dhruva signified an unbending rigidity in the 
composition. It has two initial sections. The dhatu-the musical 
setting is the same for both the sections, the Sahitya, however, being 
different. Both the sections constitute the Udgraha. Then follows
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the third section, the dhatu of which employs swaras of higher 
pitches. This section itself constitutes the Abhoga and the 
conclusion of the Udgraha is reckoned a Dhruva. Etymologically 
the role of Dhruva was repetition. It was a portion which was 
constant in each part and was repeated after completing the 
different parts of a composition like the Udgraha and the 
Melapaka. In modern musical compositions the Dhruva stands 
for pallavi. The relationship of the Dhruva Prabandhas to the Darus 
in our Natya and Geya natakas can be gauged from the fact that 
the latter too have mostly a pallavi followed by a multiplicity of 
charanas, all of which are sung to the same Dhatu although there 
are some Darus also with the Anupallavi section. The fact that 
the different classes of Dhruva Prabandhas have been dealt with 
in detail by Raghunatha Nayak in his lakshana treatise Sangita 
Sudha cannot be a mere coincidence because it was at the time 
of the Nayak rule at Tanjore that the Daru made its appearance, 
to start with in the Yakshagana.

The earliest Yakshagana that has so far been traced in the 
Andhra Yakshagana ‘Sugriva Vijayamu’ by Kandakuru Rudra Kavi 
who flourished in Krishnadevaraya’s court. Apart from different 
types of Ragades, its music was set in complicated metrical 
verses such as Ardhachandrika, Davala, Ela etc. By the time of 
Vijayaraghava Nayak these bombastic forms came to be discarded 
and the far more attractive Darus composed in appealing rakti 
ragas took their place with only sparing use of verses. Darus 
gained wide currency and popularity in the multitude of Natya and 
Geya Natakas composed during the Martha rule at Tanjore.

The musical form Daru commonly encountered in the Telugu 
and Tamil dramas and operas of the type of Yakshagana, Bhagavata 
Mela Natakas and Kuravanji natakas, Therukkoothu etc., belong 
(>the sphere of applied music. Essentially Daru is a story song.
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rule at Tanjore, Dams were composed in plenty for use in musical 
plays enacted at the Royal court. There are examples like Thendral 
Dam, Vennila Daru, Manmatha do etc., dealing specifically with 
the experiences of courtesans in love with the hero who was 
invariably the king. In fact these Darus on love themes may be 
considered to be the forerunners of Javali.

It was however only at the hands of King Shahaji and his 
illustrious brother Tulajaji that this musical form attained perfection 
and prominence. King Shahaji put together the traditions of the 
literary Prabandhas and the Yakshagana tradition and created 
a fusion of the two in his wonderful Drisya Kavyas ‘Sankara 
Pallaki Seva Prabandham’ and ‘Vishnu Pallaki Seva Prabandham’. 
Both of these are replete with Dams as well as his Yakshaganas 
‘Sachi Purandaramu’ and ‘Sati Dana Suramu’. All these Darus 
contain Shahaji’s signatures, like Tyagesabhupa, Tyaga sowra, 
Tyaga murari etc.

Among the special types of Darus composed by Shahaji, 
mention may be made of the Salam Daru and the jakkini Dam 
belonging to the spere of Desi music. Salam is a Marathi word 
meaning paying obeisance and Shahaji has composed Salam Darus 
on the deities enshrined in various kshetras like Chidambaram, 
Tanjore, Vaitheesvaran koil, Tiruvarur, Mannargudi, Madurai, 
Srirangam etc. . They are also featured in his pancharatna 
prabandha and Tyagaraja Vinoda Chitra Prabandha. In his Salam 
Daru on Padmanabhasvami exquisite yamakam, like Pad- 
masambhava, Padmalaya, Padmapatra, Padmanabha occur. In his 
kalyani Salam Daru, Adiprasam, Dvitiyaksharaprasam, An- 
tyaprasnam etc are featured.

Jakkini darus may be deemed to be the earlier form of 
Tillanas and prior to the advent of Tillanas, the last item on Jakkini
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Kavi Mathrubhuthayya’s Yakshagana ‘Parijatapaharana 
Nalakamu’ contains Manipravala Darus with sahitya passages in 
Hindi, Marathi, Kannada, Telugu and Tamil. In the ‘Rajamohana’ 
kuravanji of Giriraja Kavi, King Serfoji’s couffpoet, the heroine sends 
a love message to the King through a parrot in a Daru set in 
Bhairavi raga while the advent of the kuravanji is indicated in a 
Pravesa daru who reads the heroines palm and foretells the happy 
union of the couple.

The famous opera ‘Ramanatakam’ of Arunachala Kavi con­
tains as many as 200 darus. Mostly they are quite big pieces, 
each containing not less than 3 long charanas. The tempo of these 
Darus is mostly Vilamba because of the profusion of words. They 
rank quite high in quality in view of their Yati and Prasa, loftiness 
of ideas and musical excellence. Another characteristic feature 
is that they feature many proverbs like ‘pazham nazhuvi pali! 
vizhundar pole’, ‘vennaikku pallu mulaithat pole’, ‘pambukku 
pal varkka varkka’ etc.

King Shahaji had composed an Anuloma Viloma Daru 
‘Naguthadittedi’ in Telugu. Muthuswami Dikshitar’s father Ramaswamy 
Dikshitar has composed a similar Daru in Sanskrit, revealing his eru­
dition in this language. This anuloma viloma Daru ‘Sarasadala 
nayana’ is set in Gangatarangini raga, and Rupaka tala.

Darus are very prominent in the Bhagavata Mela Nataka 
of Melattur Venkatarama Sastri who was a senior contemporary 
belonging to this group, the most well known being ‘Prahlada 
charitram’. As the play proceeds, each character announces himself 
with a Patra Pravesa Daru. The Konangi daru is sung at the 
appearance of the divine clown. This daru is usually set in Kambodi 
raga and its tessitura centres round the Tara Shadja.
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Among the Trinity, Syamasastri does not seem to have 
composed any Dams. Tyagaraja is said to have composed 
three operas, but among them only two are now available to us 
since there is ho trace of the 3rd opera ‘Sitarama vijayam’. Prahlada 
Bhakti Vijayam comprises only Kirtanas. However darns of diverse 
types figure in the saint’s ‘Nowka charitram’. In the Uttara 
pratyuttara daru statements are made alternatively by two characters.

Muthuswamy Dikshitar has to his credit the Sriranjani Daru 
‘Ni sari sati’ set to rupaka tala. It is worthy of note that whereas 
Dikshitar has composed kritis almost exclusively in Sanskrit, this 
daru is in Telugu. Anuprasa is featured in the terms ‘Valapu’ 
‘Solapu’, ‘Kalupu’, ‘Kolupu’ etc. There is allusion to an aneedote 
in the phrase ‘Vasavadi amarulella Vamri svarupametthi Vasudeva 
Garvamanachi’.

None in Tyagaraja’s Sishya Parampara seems to have 
devoted any attention to this musical form. The Kedaragaula 
daru ‘Kamiyinchinnudira’ in praise of his patron, the zamindar 
of Udayarpalayam is ascribed to Syamasastri’s grandson An- 
naswami Sastri.

Krishnaswami Ayya who would appear to have been influ­
enced more by Mutthuswami Dikshitar has to his credit a rare 
piece known as Tillana Daru set in Suruti raga and Eka tala. 
This piece begins with Jatis after the manner of Tillana followed 
by Pallavi, Anupallavi and Charana. At the end of the charana a 
new Jathi passage is sung and the piece concludes in the Pallavi.

Among the modern composers Muthiah Bhagavatar has 
composed four daru varnas, some of which have become popular. 
Two of these are in Telugu and two in Kannada. They contain 
Jatis, svaras as well as Sahitya.
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a hundred years by his sons, Muthuswami Dikshitar, Balaswamy 
Dikshitar and Chinnaswamy Dikshitar followed by Subbarama Dikshitar, 
grandson and adopted son of Balaswami Dikshitar. It is also to 
be noted here that these compositions were preserved and 
propagated by the direct descendants of the family like Subbarama 
Dikshitar and Ambi Dikshitar and thereafter by the direct disciples 
of these descendants like Kallidaikurichi Vedanta Bhagavatar, 
T.L. Venkatarama Iyer, A. Ananthakrishna Iyer and A  Sundaram 
Iyer in recent years.

The Varnas of the Dikshitar family are available in the 
Sangita Sampradaya Pradarsini of Subbarama Dikshitar, Sangita 
Balabodhini of Ananta Krishna Iyer and a few in Dikshita Kirtana 
Mala of A. Sundaram Iyer.

The number of available Varnas is as follows:

Ramaswamy Dikshitar -12 (7 Tana and 4 chauka)

Muthuswamy Dikshitar -2 (1 Tana and 1 chauka)

Balaswamy Dikshitar -1 (1 Tana Varna and has set to music 
for a chauka Varna, the Sahitya 
composed by Mutu Kumara pulavar)

Subbarama Dikshitar -8 (6 Tana, 1 chauka and 1 Pada Varna)

Ambi Dikshitar -1 (Tana Vana)

Amongst these, Muthuswamy Dikshitar’s Chauka Varna 
‘Rupamujuchi’ in Todi, alone is popular. Altogether, about 25 
varnas are available. All these Varnas are composed in accordance 
with the structural rules framed by early Vaggeyakaras. The names 
of the earlier composers of Varnas may be mentioned here. They 
are - Govindasamayya (1680-1710), Merattur Virabhadrayya (First 
half of 18th century), Sonti Venkata Subbayya (father of Sonti
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Venkata Ramanayya who was the guru of Tyaaraja). and 
Pacchimiriyam Adiappaiah.

Subbarama Dikshitar, in his work Sangita Prachina Paddhati, 
.mentions the Lakshnas of the chauka and Tana Varna.

Chauka Vama resembles a pada ie., the Sahitya composed 
with Sringara Rasa and is in slow tempo. Muktayi Svara should 
have double the number of avartas than that of Anupallavi and it 
leads to pallavi. The Charana consists of four avartas. After 
the first avarta of the Charana, the first Svara which is set in 
Vilambakala ie., with Dirgha Svaras, consisting of one avarta is sung 
followed by the second, third and other svaras, set in Madhyamakala 
each of them concluded with the first avarta of the Charana. After 
the svara portion is finished, the other three avartas of the 
Charahas are to be sung folowed by Muktayi Svara and then 
concluded with the Pallavi. Some chauka Vamas are composed with 
Sahitya for all the sections and sometimes with Bhakti rasa also.

Regarding Tana Varna, the Lakshanas given by him are as 
follows. It is fit to be sung in Madhyamakala. The Sahitya words 
are. elongated with akara, ikara phrasings. The other aspects 
regarding the sections and the order of singing the sections are the 
same as that of the chauka Varna.

Let me now discuss the prominent features noticed in 
the Vamas of the Dikshitar’s family and take the Tana Vamas first. 
Ramaswamy Dikshitar has composed the maximum number with 
seven. Next comes Subbarama Dikshitar with six Muthuswami 
Dikshitar, Balaswami Dikshitar and Ambi Dikshitar one each.

In addition to the usual common talas, Adi and Ata, there 
are varnas in Triputa, Rupaka and Chaturasra Jhampa tala.
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Ramaswamy Dikshitar has composed six Tana Varnas of 
similar pattern. All of them are devotional in content. Three of 
them are in Adi Tala, one each in Rupaka, Misra Jhampa and 
Triputa Tala.

1. Sri Subrahmanya Swami - Hamsadhvani - Rupakam.

2. Saraswati - Begada - Triputa

3. Viravasanta Tyagesa - Todi - Chaturasra 
Jhampa.

4. Kamakshr - Karnataka Kapi -Adi

5. Kamalambha - Kalyani -Adi

6. Sri Kanialainba - Kanialamanohari - Adi

The Varna ‘Saraswati’ is in Triputa Tala in Begada raga. 
Here again, the Tisra and khanda jati phrases are prominent. The 
last ettugada Svara comprises all the five jatis, Tisra, Chaturasra, 
khanda, Misra and Sankirna. An ettugada Svara is Sarva laghu 
pattern ie., with hrsva svaras, which is a common feature in the 
later varnas is absent in all the varnas of Ramaswamy Dikshitar.

The Ata Tala Varna of Ramaswami Dikshitar, ‘Rarapu’ 
in Sankarabharanam and all the varnas of Subbarama Dikshitar have 
a similar structure and belong to the other type with charanas 
having more number of avartas. In these varnas, the first avarta 
of the charana conveys an incomplete meaning with a mere phrase 
and has to be followed by some more words to complete the meaning 
in theme of the sahitya. This was a regular feature in the 
earlier varnas. At present this concluding section is named as 
‘Anubandham’ giving the idea that these remaining lines were 
added as extra sahitya lines of the composition as separate anga 
and considered unnecessary to be rendered. The now popular
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varnas like ‘Viriboni’ in Bhairavi of Adiappiah, Vanajakshi in 
Kalyani of Pallavi Gopala Iyer, Samininne in Pantuvarali of Shatkala 
Narasayya and Samininne in Sankarabharanam and Sarasakshi ninne 
in Kambhoji of Vina Kuppayar have the charana with more avartas, 
but nowadays it is sung with the incomplete charana line only. 
The remaining avartas of the charana are completely forgotten.

The prominent features of this vama Rarapu in Sankarabhar­
anam may be mentioned here. It consists of more Janta and 
hrsva svara proyagas. Dirgha Svara prayogas are very rarely used. 
Pallavi and anupallavi are characterised by more vowel extensions. 
The long pauses at the close of the avartas are noteworthy.

This varna is mostly confined to madhya sthayi, especially 
around gandharaand madhyama. The sancharas below the madhya 
sthayi shadja also figure herein.

All the six Tana Varnas composed by Subbarama Dikshitar 
have long charana sections, with the same mode of singing. They 
are also lengthy compositions set in Ata Tala with five or six 
ettugada Svaras. The two varnas, ‘Inta modi’ in Darbar (First 
composition of Subbarama Dikshitar) and Varijakshi in Sahana 
have the structure like that of Ramaswamy dikshita’s Ata Tala Varna.

The other four varnas of Subbarama Dikshitar have a 
different structure. They have Sahitya for Muktayi Svara and all 
the ettugada Svaras. They are:

1. Sri Rajadhiraja

2. Sri Rajivakshadi

3. Sri Rajarajarajamanna

4. Sri Maharajadi

Balahamsa 

Edukula Kambhoji 

Athana & purnachandrika 

Athana
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Ramaswamy Dikshitar's Varna ‘Rammanave’ in Hindolam is 
a rare instance of a varna in Ata Tala with eduppu in first finger 
count instead of the usual eduppu in the second fnger count for 
the Pallavi and Anupallavi and Sama eduppu for the other sections.

Another feature noticed in all these chauka Vamas is that 
the charana consists only of one avarta followed by ettugada svaras. 
There are no further avartas to be sung after the svara part.

It is also noticed that the chauka varnas present a different 
treatment in the use of Svara phrases ie., phrases with Dirgha 
Svaras, which give a Vilambakala setting. The presence of a greater 
number of words is also a noticeable feature.

Some of the peculiar features present in these varnas are, 
the three Avarta Pallavi and four avarta anupallavi, the Muktayi 
Svara which is conceived in two Kalas. Herein the first two avartas 
are in Vilamba kala ie., with Dirgha Svaras and other two avartas 
with short or hrasva svaras, giving the impression of madhyamakala. 
The Svarakashara beauty, the svaralankara, the srotovaha yati 
pattern ie., svara phrases in increasing order of magnitude, are some 
of the decorating elements.

Subbarama Dikshitar has also given the varna, Entaninne 
in Khamas under the name ‘Pada Varna’. Its structure and the 
order of singing the sections are somewhat different. Its structure 
resembles chauka Varna with sahityas for all the sections. The 
order of singing the sections in the charana is as follows. The first 
avarta of the Charana is repeated after the two ettugada Svaras 
and their sahityas. Then another different sahitya part is sung 
which may be called another charana followed by svaras and 
sahityas. Then another different sahitya part is sung which may 
be called another charana followed by svaras and sahityas. Like 
this there are two more sets of charanas and ettugada svaras.
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On the whole it may be said that there are four different charanas 
followed by ettugada svaras. This order of rendering is specified 
so as to complete the meaning of the svara sahityas. The meaning 
will be complete in sense only if the ettugada svaras are concluded 
with the particular charana. The last svara Sahitya leads to the 
Pallavi and the varna is concluded with the pallavi.

Coming next to the theme portrayed in the sahitya, they 
can -be classified into four categories.

1. Which are highly erotic as they are saturated with Sringara 
rasa.

2. Which have less Sringara rasa with description of a god 
or praising the patron who is usually the local Raja.

3. With purely devotional theme - Bhakti rasa.

4. Which are purely in praise of rulers or patrons without 
either Sringara or Bhakti rasa.

All the four chauka varnas of Ramaswamy Dikshitar 
Rarapu, his Tana varna in Ata Tala and Rupamujuchi, the chauka 
varna of Muthuswamy Dikshitar, the chauka Varna of Subbarama 
Dikshitar ‘Sareku’ in Ananda Bharaivi, the two Tana varnas of 
Subbarama Dikshitar, Inta modi in Darbar and Varijakshi in Sahana 
belong to the first type with predominant Sringara rasa.

Subbarama Dikshitar’s Tana Varna, Rajivaksha in Edukula 
Kambhoji may be classified under the second group with less 
Sringara Bhava but with praise of the Lord.

In the purely devotional type come the six Tana varnas of 
Ramaswamy Dikshitar which are addressed to Vinayaka, Saraswati 
and others and the Tana Varna of Muthuswamy Dikshitar ‘Gajan- 
anaya in Sankarabharanam.
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NUANCES OF BHARATANATYAM 
������'! '2"'+.�'+

(Wc have great pleasure in publishing below a rare paper on the 
revival of Bharata Natyam by the late K.V. Ramachandran a noted 
Sanskrit scholar, musicologist and a discerning lover of Bharata 
Natyam who has seen the dance of some of the renowned performers 
of his time. He was for some years editing a high class Tamil Journal 
called "Silpasri" devoted to music and dance. Sri Ramachandran had 
presented lecture demonstrations in the Music Academy including 
a very enlightening paper on the Sankarabharana raga. Ed.)

Let us praise the immaculate Siva! Siva whose Angikabhi- 
naya is the universe; whose Vachikabhinaya is all expression; and 
whose aharya are the sun and moon and the stars.”

In 1935 I wrote a small thesis on our dance in Triveni. In 
that thesis, I had made a detailed analysis and study of current dance 
forms, from the technical and aesthetic points of view. The 
appearance of that thesis coinciding with the revival of our dance 
at the time, possibly opened the eyes of quite a few people, to the 
intrinsic beauty of an art, which had been looked down upon 
previously; and in its own way helped to popularise the art. Many 
books on dance have since appeared, based on the data that I had 
brought together; for the first time in 1935; and as the data has 
neither been questioned nor altered, it is some satisfaction to me, 
that what I had written over twenty years ago, continues to be valid 
today and has not been out-dated.

I referred to the revival of our dance 20 years ago. Seven 
cities claimed Homer; likewise, quite a number of people seem to ' 
take credit for having brought about the revival, by their own unaided
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endeavours. The latest theory is that Madam Pavlova a famous ballet 
dancer toured India at the time and that her shows stimulated such 
interest in the local dances, that they got magically resurrected 
overnight.

In olden days there were the Rajasdasis who performed 
before royalty, the Alankaradasis who danced at social functions like 
marriages, and the Devadasis, who danced exclusively in temples. 
Whether at temples or palaces or houses, the dances had a hieratic 
and propitiatory significance. It will be seen that the three types 
represented three differing types of dance. The anti-nautch movement 
directed at the art, killed all the three varieties; and legislation 
deprived thousands of teachers and pupils of their only means of 
livelihood. Yet, the art carried the secrets of its own reanimation 
and like the phoenix arose from its own ashes to live again. Just 
as in the most fanatical periods of Islam, the Hindus hid their images 
and worshipped in secret, some families of DasiS continued to learn 
and the teachers to teach the art as their kuladharma without any 
hope of emolument or fame. Srimati Balasaraswathi was one such 
and so was Varalakshmi among the younger; and Srimati Gauri 
among the older. Like Saraswati at Prayaga, the river of Natya went 
underground for a time, but it was there all the time. It was quite 
fortuitous that the revival came when it did, and it was the art's good 
fortune, that it immediately commanded such outstanding exponents 
of Abhinaya and dance like Balasaraswati and Varalakshmi who gave 
the revival the initial momentum, it badly needed. I am sure the 
art would not have survived if at that time there had been dancers 
with just the equipment of the present-day dancers and stars. Public 
conscience was touched and stirred at the sight of those marvellous 
expositions, and the art had come back like Udayana's harp. Like 
all vital events, the revival was a brief and swift one; So swift that 
there was nothing to investigate how it came about. All that others
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Nagaratnam and Nagaswaram players like Natesan, Ramaswami and 
Ponnuswamy of Rameswaram and Pakkiri, of a decade ago to 
remember the outstanding distinction they had achieved in their 
special fields. And during those sublime pageants called Utsavas, 
they rendered a wonderful and elaborate dance service. We have 
it on record that in 1898 a Devadasi named Ponnuthayi of the 
Madura temple danced Sukumara Lasya derived from the Agamas 
interpreting phases of mystic love through Lasya and Pattisa Natya 
which involved dancing in and out of planted swords; and Perani- 
another interesting dance involving an intricacy of steps. Of the 
Perani dance by another lady named Ponnammal about the same 
time at Ettayapuram, a poet said that Rambha became winkless 
because she was watching it. Another popular dance was a dance 
on a tray of water without spilling any of it, while at the same time 
playing on the Vina or waving a chamara and stringing tiny beads 
with her mouth. That is to say dances as old as Bharata continued 
to be danced till about 50 years ago, when the antinautch movement 
caught them.

Let me take you back to a day forty years ago near one of 
our great temples. The deity had just been brought out, the great 
gongs boomed the solemn syllable Om; Kahalas blared, and conchs 
resonated. An artist devotee like Sembanarkoil Ramaswamy re­
hearsed God's majesty in a sublime Mallari. The music stopped out 
- it may be Gnanam or Ammalu and she danced a transcendental 
dance of surging exaltation and ecstacy, oblivious of the world around 
a very feast for the Gods. Indeed she looked like some remote 
goddess who did some celestial dance that imparted sanctity to those 
moments and to the very ground on which she stood. Against that 
solemn background, her dance seemed to be the very apex of that 
magnificent ritual. They were not stars, those ladies, they were just 
humble devotees who deemed it a precious privilege, to be allowed
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to bring a small dance offering to their God. In that climate and 
atmosphere, this art was born and grew to its full stature, before 
it was put down. Moreover, the Devadasis were practising the art 
for centuries, and so brought to bear on the art a hereditary psyche, 
and a rich and significant dance-past vital factors for the emergency 
of a genius, though even among the Devadasis, the occurrence of 
a genius was not a common event. Why a genius? Because, it was 
his creative dynamism that projected new significant forms or gave 
new turns to the old ones. Art may be described as the dreams 
and visions of countless unnamed artists of the past caught and fixed 
for ever by them in a childlike urge to communicate. Where intuition 
and imagination are rich, if poor, the art is poor. Intuition and 
imagination are not factors that could be purchased or made to order, 
and they require a very special environment to grow and thrive in. 
When dance, like an infection, spread on a mass scale, the girls 
spread on a mass scale, the girls who took to it, lacked the natural 
and hereditary advantages of the Devadasis. Anyone may pick up 
the banalities of a technique and make a show, but to rehandle the 
technique in an original intuitive way, is not within the reach of all. 
Thus mere technique and technique informed by intuition define 
themselves as being quite unlike each other. With the Devadasi, 
the motive was, one of dedication. Her initiation symbolised by the 
binding of the anklet was itself a holy mystery for which an auspicious 
Lagna was chosen; there was elaborate worship with while flowers 
and incense and pipe and tabor, and a symbolic bamboo wrapped 
in silk was held by the girl decked in white with both hands, as two 
teachers initiated her into the alphabets of dance, which she stamped 
out with her feet from ankle deep grains of paddy. The Guruvandana 
in which a pair of Sikhara hands pass in alteration over shoulder 
and arm was an adoration of Brahma, Vishnu and Sarasvati, Lakshmi 
and Parvati on the left. The onetime costume of the dancer the
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specialised in natana lasya or sukumara lasya. In the latahasta the 
whole arm, resembling a creeper terminating in a drooping bunch 
of flows, is the theme. When you plant your foot in front in terms 
of Nattadavu or locate it behind as Nupurapadika for the anklet to 
be bound, the theme is the shapely foot the foot, at touch of which 
the Asoka burst into flowers, according to Kalidasa. When with a 
delicious evasion of your anatomy, you allow us to see your face 
in the framework of interlocked Nrttahastas, the theme is the face, 
eloquent with eyes and eyebrows and the lips melting into the grace 
note of a smile. And when you retreat in profile, it is another 
exquisite variation. The stress is not on sex, but on the aesthetic 
potentials of the feminine body to move and exalt. Does any one 
think of sex when seeing those dancing nudes at Belur? Look with 
the same eyes on the role of the body in dance; at the star rather 
than at the mud. Ravana is said to have played 20 different 
instruments simultaneously; but you have to operate a dance orches­
tra consisting of all your limbs, the angas, pratyangas and upangas 
involving the play of the entire body. If out of seven notes wonderful 
symphonies could be fashioned, how much more wonderful dance 
symphonies could be created with the resources of your body! 
Beauty and grace must be essential part of your dance. Lasya has 
no place for movements which are not exquisite, soft and tender. 
And like music dance has its grace notes also.

This is an important doctrine. Where the hands proceed, 
the other limbs should follow. If the hands move aside or dart 
forward, the body flexes itself into an exquisite posture, which is but 
a variation of the attitude with which the dance started. The more 
perfect the flexion, the more perfect the movement and consequently 
the dance. Without flexion the movement resembles a drill by a 
mppet; with it, it becomes a rich dance, even like a Raga with full 
nterplay of Gamakas.
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Whether in music or dance the standard is the vilamba kala- 
-slow tempo, and the movements of dance quoted above, refer to 
this tempo only. Music and dance informed by alt such graces in 
slow time, would still retain their charm in the second diminution, 
because they are aesthetically alive. But without such a content and 
embodying only bare notes and mechanical movements, music and 
dance have nothing to offer in the faster tempos. What an 
unpardonable offence then is the modem craze for speed? Not only 
has speed driven out all aesthetic qualities, but it has reduced all 
systems~even the genuine ones to a dead level.

Dance has its stayavaghas too. The stayavagha is a new unit 
made up of an intimate fusion of the Swara and the Gamaka. Do 
you know to move your eyes, eyebrows, neck and hands simulta­
neously and to time? The mobility of face is an essential decorative 
factor in abstract dances. When you do Alarippu without facial 
modulation, the face turns into a mask and the other movements 
seem to lose their significance. Make-up also helps to convert a 
live face into a mask. Please do not copy the idiocies of the cinema 
world in music or dance or costume or makeup. Don't raise your 
hip; and don't convert the beautiful lashasta into an arm stiff with 
paralysis; don't put up your palm to reveal the war paint there. Your 
face must respond to every modulation of thought mood and feeling 
spontaneously. Don't go to the pancake makeup for a stimulation 
of your dance faculty. Don’t paint the lily, but make it smell sweeter, 
if you can. Occasions may arise as in Kathakali where the demons 
and Gods are limited to one dominant facial expressions-the terrible 
and the kindly-by a masklike makeup, even as an alapa could be 
restricted to a single raga. But in your dance, facial expressions is 
vital and should never be distorted.
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flawless. Maintain the harmony of limbs in repose and movement. 
Be tense where the posture calls for it and relax where you must 
Above all, there are the involuntary feminine graces. Hava, Bhava 
itc. manifesting the effects of love. From the facial expression 
anticipating pleasure with just a touch of doubt, on the graceful 
modulations of eyebrows and furtive glances and turns of head and 
leek on the quicker rippling movements of eyebrows anbd love 
glances and play of head and neck ending in a sweet confusion you 
must reproduce all these poetical graces which are essential of Lasya, 
if you wish to enrich your dance. Vedantam Veeraraghavaiah of 
Kuchipudi used to do these well once, before he went to the cinema.

I hope you are familiar with the Asamyuta hastas (single hand 
gestures) and Samyuta hastas (double hand gestures), each with 
several sets of meanings for employment in Abhinaya. These 
gestures are thought of as static; and depend on certain stylished 
movements called Pranas to take them from one position or place 
to another or connect one gesture with another, as without these 
vital movements the hands could never be connected and would 
therefore remain lifeless. Now there was a third class of hands in 
the setting of specific movements; they were called Nrtta hastas. The 
hand and movement formed one unit-the nrttahasta, unlike the 
static single and double hand gestures which demanded an extra­
neous movement to make them live. The patterned movement of 
arms and hands, these moving gestures-Nrttahastas-were employed 
not for their meaning, but for their beauty, in pure dances; but these 
arabesques could also serve as Abhinaya hastas for interpreting the 
meanings of words, in contexts where they were more appropriate 
than the single and double hand gestures. The main thematic 
material of our dance are the Nrttahastas, with their fleeting patterns 
md changing lines. The nrttahastas are also the essentials of those
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cadences of the body in movement, the Karanas. The Karanas bring 
into dance a dramatic-pictorial quality, bringing the whole body into 
play to which the movements of the members of the body are 
contributory and subordinate. Now the Karanas are the units out 
of which have been built up those exquisite dance poems--the 
Angaharas. In fact, Alarippu, Jatiswaram and Tillana may well be 
defined as Lasya Angaharas. A knowledge of Nrttahastas would 
surely help us to understand our dances better. To recognize the 
Nrttahastas and Karanas whereever they occur and to recover those 
that have been forgotten, becomes the most imperative duty, if we 
desire that our dance should develop. But to delineate the careei 
of the Nrttahastas in their entirety with their specific curves and 
contours and to visualise the Karanas in precise and perfect detail 
is not easy. One has to gain intimacy with the living art and Bharata's 
wisdom and grapple and wrestle with the theory, illuminating it if 
necessary with sculptural treatises on dance and secrets gleaned from 
parallel traditions such as Kathakali, Manipuri, Javanese, Balinese. 
Cambodian, Siamese and Ceylonese. If Bharata's Natya is Sanskrit, 
these various traditions resemble dialects based on Sanskrit, wherein 
one could recognise the accents of the loftier speech. Indeed what 
I plead for is some kind of art enquiry involving comparatice study 
and synthesis and demanding very special equipment and collabo 
ration; it is certainly not everybody's business and can never be done 
at the popular level. It took me thirty years to discover what the 
first Karana-Tala-pushpaputam-was. But it is precisely this kind 
of research and discovery that the circumstances of the art demand. 
I suggested this twenty years ago, but no one seems to have heeded.

Leaving the acrobatic Karanas and those idealising animal 
movements that found employment in the temple to personate the 
vahanas of the gods and goddeses, there are some simple and 
elementary Karanas out of which we could make dance lesons for
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Vismita: Eyes wide open and motion less and pupils directed upwards 
in wonder.

Snigdha: A restrained variation of Kanta with sweet sidelong 
movements, and eyebrows raised and expressing love.

Lalita: Suggestive side glances with eyebrow movements and smile.

Hrishta: Eyelids closed a little pupils moving and shaped after a smile.

The dancer's beloved is God himself, at sight of whom she 
grows self-conscious and her face breaks into a panorama of feminine 
graces. Now she does some lovely neck movements—Hela—in double 
time as she extends her hands as outstretched Patakas; now follows 
a swift duct between the hands and neck, the hand making a crisp 
movement and the neck responding with a caressing one, emphasised 
by an appropriate Rechaka of the hip-the last another exquisite 
endearment; now the hands and neck move in unison, doing thje 
Pataka Vartana alternately as they reach the shoulder describing 
patterns of petal like symmetry and then doing the Nrttahasta 
Aviddhavaktra circling over the shoulder and diverted back as 
outstretched Pataka from where thgey approach the shoulder again 
in terms of the Nrttahasta Udvritta and return; if here the feet cross 
each other Swastika, potraying the modesty of the divine bride; from 
a coy semi-seated posture Motitam, appropriate for love-sickness, all 
the previous movements are iterated seriatim. Now follow two 
lateral swaying movements, empoloying the Nrttahasta Uttanaanchita 
with a crossing of the feet suggesting the Karana Swastikarechitam, 
w hich sounds the first note in the gamut of joy to follow; then follow 
restrained quick double time movements which make the joy explicit; 
hen follows a forward movement with a winsome chalaka of the 
a nds ending in two swift dazzling varieties of Dhi Ti Tai, the last 
I which is the Nrttahasta Dandapaksha, followed by a rapid retreat
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to the accompaniment of the Nrttahastas Urahparswardhamandala 
on to another overhead Anjali and hands outstretched as at the 
beginning from the Samapadasthana. In some renderings there is 
the play of the Mandalasthana in the middle. The whole dance 
embodies the mystic rapture of the dancer at the sight of the deity 
whom she adores with all the wealth of her graces and eloquence 
of movements.

The syllables of this dance are intoned to a monotone-the 
Tara Shadja wioth suitable inflections and ornamentations to bring 
home the atmdsphere of the Vedas, because Bharata got his music 
from the Vedas. While the mein root connects Natya with the Vedas, 
others connect it with the Agamas which govern and regulate temple 
worship and tantric rituals. Sometimes the monotone is replaced 
by Nata.

Look at the Alarippu as a mobile piece of architecture--a 
moving frieze. In architecture there are endlessly repetitive scrolls 
of leaf and flower and elephant and dolphin with human sculptures 
in between at intervals; but as they are all static, architecture can 
be called a frozen dance. In dance the arabesques consisting of the 
NRttahastas are in perpetual animation and so are the Karanas, 
leenum Vakshaswastikam and Swastikarechitam around which the 
dance scrolls wind in and out. Dance may be therefore called a 
liuid architecture. Repetition is an important principle of architec­
ture. Tala in dance contributes an ever present and abiding repetitive 
element. Somanatha said with reference to the repetition of a certain 
phrase in a raga, that the more it was repeated, the more the Rasa. 
Look for the Symmetrical reduplication and repetitive parellelism of 
dance patterns in Alarippu: repetitions standing and seated; repe­
tition of Tala units by hands and neck in alternation and unison; 
repetition of Nrttahastas in alteration and unison, at top and bottom; 
repetition of static postures; repetition of Anjali. Watch also how,
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Jatiswara in the Griva and Kati rechakas and the sculpturesque 
forward movements; suddenly the structure changes and in a few 
simple cadences she epitomises the majesty of women, her airs and 
graces and turns of head; now she is gracious and smiling; now she 
turns away in exquisite caprice, permitting the vision of her barest 
profile, only to reappear under guise of an entirely different mood; 
placing a roguish finger on cheek, she beats a slow retreat, concealing 
and revealing her face; in playfulness she returns and vouchsafes a 
vision of her half everted face in a framework of uplifted Nrttahastas. 
Now she plays a whimsical male role in executing the Karana 
Parsvajanu.

Tillana is characterised by an exuberance and abandon and 
refined Narcissicism that appeals by its intense and exquisite feminity. 
Nrttahastas and Karanas are essential elements of Tillana. The tiny 
sahitya and the briefest ripple of an energetic Tandava are an 
element of surprise coming at the end of a pure dance phantasy and 
impart to it an exotic flavour and add to the fascination of an already 
exquisie dance. Sound films of Tillana in the various traditions as 
well as Alarippu, Jatiswaram and the Varnam are well worth taking 
by institutions interested in their preservation.

A few words about Abhinaya: the single and double and 
gestures into which tradition had imported several sets of meanings, 
are important in interpreting the meaning of a song. Though one 
of the principal means of approximating sense, these hand gestures 
iust completed the significance suggested by the hand, eyebrows, 
eyes, lips and even the breath and facial expression. Thus the 
Adbhuta head, turned across and lifted up, lips curled up, the eye 
brows raised and eyes to suit, evoke in the mind of the audience, 
the idea of pride; an Arala hasta held against one's breast, completes 
the idea. The sense of the interpreting hand is thus controlled by I

1.M
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other factors, especially facial expression--Mukharaga--which is said 
to illumine the angas even as the moon lights up the sky. Eyes and 
the various glances were the principal means of expressing subjective 
feelings and emotions; while the hand gestures could describe 
objective things and suggest the shape of an object (Mukula or 
Padmakosa for the lotus) or a combination of shape and action 
(Makhara) or a symbol (Aniali). Sound was approximated by the 
head being turned to one side and a little lowered, eyes looking 
across in mild wonder and the forefinger of a Soochi hand approach­
ing the ear. Smell was portrayed by the eyes being half closed, 
nostrils dilated a little, and one intaken breath. And so on. The 
resources of the art demanded a very choice kind of poetry resonant 
with emotional overtones that lent itself to endless play of mood 
and counlermood. That is you can’t employ any and every song for 
abhinaya, but must chose only those that can been composed 
exclusively for such a purpose like the Gita Govinda and Kshetragna 
padas exalted poetry which is to be interpretted by the poetry of 
your dance.

A study of the directions for Abhinaya in this and other 
manuals reveals how essential a knowledge of Sthanas, Karanas, 
Nrttahastas Vartanas and Gatis are, if one should do justice to the 
theme. This makes it imperative that the part of the theory 
intimately connected with the living art should be recovered immediately 
in the manner suggested by me. That part of the Sastra which is 
purely archaeological and unrelated to the art, we may overlook; but 
we cannot shut our eyes to the vital core which carries the secrets 
of the living arts, if we wish to rejuvenate them.

Now for some new material about our dance. Mr. Ganapati 
Iyer of Tanjore has an old manuscript belonging to a dance master 
of Ettayapuram containing some rare temple songs in Tamil named
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celebrates Siva's wedding; Bhairavi deals with the love quarrel of Siva 
and Parvati There are also other songs dealing with the jealousy 
of women and secular themes relating to the Court. The other songs 
are pure dance songs composed in Marathi to enable the members 
of the harem to follow and were probably rendered by the Rajadasis. 
This, is the rough scheme of the songs; first a Mangala called 'Jaya 
Jaya' then syllables for Alaru which is probably the Alarippu; then 
a Jati unit called sol, then a Sabda, then a Pada, then a Swarajati. 
then an abhinaya pada, Uliana, Gita, Prabhanda, Slokavama, Kavutta, 
and finally a Mangalam. Now and then one comes across a Jakini 
which is a Sahitya with swarams words and jatis like the sabda, also 
a song called Saranu. The Tillana in Arabhi is in the northern Ada 
Chautal; that in Pantuarali in Surpakhta; The Arabhi Tillana is on 
Krishna, the Nilambari one on Isvara and that in Kanada on Krishna. 
There are tillanas on kings also and a long Ragamalika. The sol 
in Gauri is on Siva.

In the great tower of the Tanjore temple right above the 
sanctorum is a frieze of sculptures depicting a fourhanded Siva 
dancing. There are about 80 sculptures rendering various Karanas. 
On the strength of the inscription that Raja Raja was enraptured 
by the narration through dance of the secret of Siva putting on his 
ear jewel (Ahamargam) by a padiyalar at Tiruvorriyur, during the 
Panguni Uttaram festival, I had hazarded that the sculptures at 
Chidambaram came into being at Raja Raja's instance. The dance 
sculptures at Tanjore seem to clinch my suggestion. One may 
consider this series as a sculptural text on dance as at Chidambaram, 
but the carvings are much bigger and have much greater life and 
movement. If the great Vimana represents Kailasa, then Siva from 
Kailasa teaches the secrets of dance to Tandu-indeed the origin and 
birth of dance appear to be the burden of the narrative. There are 
possibly other dance sculptures in other temples, a search for which
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would be worth while. The Archaeological Department would do 
well to publish these, getting the collaboration of people who have 
studied dance and dance sculpture and could read the dances like 
a score instead of making it a mere departmental affair.

Another Lasya composition held in great favour during the 
best period of our dance was the Gaundali, which combined Gita, 
Vadya, and Nritta in a dance rhapsody and demanded an exponent 
who had the voice of M.S. and played like Varalakshmi and did 
Abhinaya like Balasaraswathi and was also outstanding beautiful. 
When such a combination could not be found even in those spacious 
days, they relieved the dancer of her singing role making it a muka 
Gaundali (silent gaundali). The Belur dance sculptures, where girls 
carry vina, flute and drum have recaptured some of the dramatic 
moments of this dance. This dance is said to be the penance with 
which Parvati won Siva. Was not Rambha called the Nritta Muni 
and was not dance a noble kind of Tapas?

I have referred to dance as the expression of a spiritual 
reality. By secularising it, we have converted it into an affair of the 
drawing room: and imported the spirit of the market place into the 
tabernacle. It was a living faith that gave life to these arts; and the 
arts continued to flourish so long as they drew their sustenance from 
that faith. But once secularised, it does not take long for a frivolous 
society unaware of the spiritual inwardness of the arts, to profane 
the sacred, the vulgarise the beautiful, to hybridise the pure. From 
an exhibitionistic social pastime, it has now become a trade. All 
our arts were ancillary to our religion; a restoration of faith in that 
religion might help to restore the arts. For art without faith, is like 
the Ramayana without Rama. India has forgotten more art than 
other countries have created. India today is in danger of forgetting 
her religion, from which all that was great in her art was derived!
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gestures are used. The main item in a present day recital is the 
Pada Vamam in which all these three aspects are of equal impor­
tance and it is a touchstone for the dancer’s calibre. The compo­
sitions of the Tanjore Quartette continue to be the backbone of 
Bharata Natyam recitals today.

Recently, however, vast changes have taken place in the 
character of the orchestra, costumes, stage decor, lighting and 
announcements. Bharata Natyam is fast becoming popular in 
contries abroad and acquiring the status of a global art.

KUCHIPUDI

If Bharata Natyam is a product of the Tamil soil, its 
counterpart in Andhra Pradesh is the Kuchipudi style of dance. 
About 500 years ago, a new drama form was created by some 
Brahmin families in the Telugu speaking areas and was known as 
Bhagavata Mela Nataka. Later, the main centre of this dance 
became Kuchipudi in the Krishna District and the art itself came 
to be named after this village.

Siddhendra Yogi is considered to be the founder of the 
Kuchipudi tradition but he continues to be a legendary figure. 
‘Bhama Kalapam’, the most popular item in a Kuchipudi perform­
ance, is stated to be his work. Till recently women were forbidden 
to take part in the dance but now that the ban has been lifted, they 
are playing a pivotal role in its revival.

The most thrilling features of Kuchipudi is the rhythmic Gati 
variations and some artistes attempt as many as 35 rare step 
combinations. The forte of this style is pada abhinaya which a gift 
artists renders in a single rasa. Narayana Tirtha’s ‘Balagopala 
Tarangam’ is the main item and includes an intricate dance on a 
brass plate.
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The present day repertoire of Kuchipudi includes songs from 
Usha Parinayam, Prahlada Nataka, Golla Kalapam, Ashtapadis, 
sahdams, Padams, Varnams and Tillana. Fresh items are being added 
from time to time. Kuchipudi is becoming increasingly popular in 
the city of Madras and many Bharata Natyam dancers arc taking 
training in this style as an additional accomplishment.

KATHAKAL1

Kathakali is an exclusive product of the Kerala soil and is 
the offspring of the imagination of a race strongly individual in 
culture and tradition. It is a complex art consisting of Abhinaya, 
Nritya and Gita. It is a pantomine in which the actors neither speak 
nor sing but interpret their emotions through a highly sensitive 
medium of gesture, hand poses and vivid facial expressions. Its 
general simplicity of atmosphere, the manly vigour of the dance and 
fullness of histrionic expressions are typical of the people of Kerala.

In the 17th century, the Zamorin of Calicut worte plays called 
Krishnattam for this style and later a Raja of Kottarakara wrote 
similar plays on Rama. Their efforts were later supplemented by 
Maharaja Swati Tirunal, Iraiyimman Tampi and others who wrote 
texts for Kathakali.

The plots for these dance dramas are invariably taken from 
Hindu epics apd Mythology. The chararC.., classified into 
Satvika, Rajasa and Tamasa and the make-up and costumes are based 
on this principle. Paccha or green is adopted for Gods and kings, 
Katti is for asuras, Tadi (beard) for villains and gorgeous costumes 
for women.

The songs are sung in what is called the Sopana style of South 
Indian music. Musical instruments like Chengala, Elattalam, Chenda 
and Maddaiam add local colour to the art. Nala Charitram, Kalyana
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ODISSI

The Natya Sastra of Bharata speaks of regional variations 
of Indian dance and mentions the eastern southern style as Odhra 
Magadhi. Scholars have identified this as the earliest precursor of 
the present Odissi which is the pride of the State of Orissa.

The. colossal and magnificent temple of Konarak has a stag­
gering variety of dance sculptures which are three-dimensional. 
These postures come to life in an Odissi dance number called the 
Batu Nritya, and in a pure dance item called Pallavi. South Indian 
influence on the music of Odissi is discernible when Kamatic ragas 
like Arabhi, Sankarabharanam and Kambhoji are used in the Pallavi.

Odissi follows the basic rules of the Natya Sastra and the 
Silpa Sastra. It treats the human body in terms of three bhangas 
or bends. The characteristic feature of this style is a hip deflection 
and it is really this Tribhangi that lends the unique charm for which 
Odissi is famous.

Devadasis in Orissa are known as Maharis but boys dressed 
as girls, called Gotipuas, also dance in temples. Odissi dance includes 
both the Tandava and Lasya elements and has a rich variety ol 
mudras based on the Natya Sastra and Abhinaya Darpana.

In the traditional repertoire of Odissi, the dancer begins with 
bhumi pranam followed by a dance dedicated to Ganesa. The Batu 
Nritya presents the full gamut of the Odissi Nritta. The dancer 
moves on to Svara Pallavi in which a melody is introduced and 
compositions by Upendra Bhanja and Banamali Das. The Dasava- 
tara from the Gita Govindam is a favourite in Odissi. The final 
number is called Moksha Nritya.
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KATHAK

Kathak is the most popular form of classical dance in 
northern and western India like Bharata Natyam, Odissi and Manipuri 
in the respective regions. The term ‘Kathaka’ occurs in the Maha 
Bharata to mean narrator or story-teller but it also meant a chief 
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 gharanas 
(schools) of the art, the Jaipur and the Lucknow, flowered in the 
course of time and later assumed multi-faceted forms. A third 
gharana of Banares came to be known as the Janaki Prasad gharana.

The Lucknow gharana developed in the 18th century. Wajid 
Ali Shah, Nawab of Oudh, was not only its chief patron but also 
a dancer in his own right. The Jaipur gharana was free from Moslem 
influence and developed on its own lines.

The characteristic features of Kathak are its jumps and 
pirouettes (a rapid whirling about of the body). The style has its 
own type of Nritta and Abhinaya. The Kathak dancer invariably 
recites the bols or jatis of the dance cadences. For Abhinaya, the 
artistes perform to selections from Jayadeva, Vidyapati, Surdas and 
Mira Bai. But the richest part of Abhinaya in this style is the Thumri 
and another composition known as Dadra. Recently the old form 
of Kathak has also undergone many significant changes and is 
gradually switching over to dance dramas.
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GARBA AND DANDIA RAAS

Gujarat has always been a land of dancing since the days of 
Lord Krishna and his reign from Dvaraka. Dance is an integral part 
of the social, religious and cultural life of the people of the state 
which is also known as Saurashtra.

Gujarat has a rich ethnic variety of people including tribes, 
peasant communities and urban society. The dances of this region 
can be broadly divided into dances of social pattern, dances con­
nected with agricultural functions and those of religious ceremonial 
occasions.

The most poplar dances are the Garba, Garbi, Rasa, Rasada, 
and Dandia Raas. Garba is the most well-known women’s folk dance. 
The Garbo or Garbha is the life inside a woman’s womb. This dance 
is performed by women only for getting the blessings of Goddess 
Amba. It is performed for nine nights at a stretch during the 
Navaratri festival and all are expected to join. The technique is very 
simple and no intricate foot work or body movements are involved. 
The dance is performed in a circle by clapping of hands and singing 
of songs by the group itself. The special Garba songs are usually 
known to everyone. The rhythm is kept by a Dholi or drummer 
who sits in the centre.

As fhe name implies, the Dandia Raas is danced with the 
help of small sticks which each dancer holds in his or her hands. 
As the dancers go round, they strike the sticks with each other in 
an intricate play of foot and hand movemments. The sticks are 
beaten standing, sitting or lying on the floor as well as jumping in 
the air. Gujarati poets like Narasimha Mehta have written special 
Raasa songs describing various stages of Krishna’s life.
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POYKAL KUDIRAI

Tamil Nadu has a-vculture that goes back to the early 
centuries of the Christian era and has many art forms and folk dances 
which survive mostly in its villages. The Them Koothu is a form 
of folk theatre staged at street junctions, enacted with a variety of 
folk music and dance with dialogues in between. The characters 
enter from behind an improvised curtain and develop the play scene 
by scene. Elaborate make-up, imposing headgear and ornaments 
decorated with gilt paper and colourful costumes enliven the 
characters.

One of the oldest dances of Tamil Nadu is the Oyilattam 
usually performed by men standing in rows and dancing with intricate 
steps involving forward and backward movements. The dance is 
embellished by the colourful costumes of the artistes.

Silambattam is the martial art of Tamil Nadu said to have 
been practised by Chola emperors and involves tricky methods of 
attack and defence. The weapons used are long staves, deer horns 
and fire balls.

But the most characteristic dance is the Poykal Kudirai or 
Dummy Horse dance. Although this is found in the other parts of 
India as well, it is at its best in Tamil Nadu. The horse used is 
made of bamboo sticks and baskets with an artistically prepared head. 
The dancer, dressed as a bride-groom in flowing costume and with 
a sword in hand, adjusts the horse on his waist in such a way as 
to create a realistic effect. Very irtricate footsteps are danced on 
the Dummy Horse including feats of acrobatic skill.

CIHIAU DANCES

There are three varieties of this type of dance known as the 
Meyurbhanj, Seraikala and Purulia schools. Mayurbhanj Chhau is
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prevalent is the South-eastern part of Orissa and adjacent to this 
town lie Seraikala and Purulia, now parts of the States of Bihar and 
Bengal respectively. A large variety of tribes in this region share 
many common traditions and the Chhau dance is one among them.

Two occasions are considered appropriate for the dance. 
One is about the Dasara lime and the other at the Chaitra Parva 
which is a harvest festival. The rituals are an amalgam of ancient 
rites, fertility ritual and deity worship of Siva. There is no recorded 
history of the chhau dance but many of the stances and postures 
have an affinity to sculptures in the region. There are also dances 
which depict only martial drill. Hunter dances and trick dances using 
poles, ropes and pots are also common.

The dance begins with Rangabaja which is essentially a 
musical invocation like the Purvaranga in other dance forms. Musical 
instruments and the drums crcats the powerful and necessary prelude 
to the dance. The characters appear in different stances. In the 
Mayurbhanj used in the Saraikala and Purulia schools. The first 
dance is called the Rukmara Nach, a close parallel of the Parikhanda 
exercises of Saraikala. A wind instrument called Mahuri and drums 
like the Dhol, Nagada and Dhamsa are played to great effect.

Mayurbhanj exhibits a complexity of movement in the treat­
ment of the torso and leaves the impression of a strong, well-defined 
movement, while Sarikala is lyrical. The themes are based on Hindu 
mythology with Hanuman, Parasurama, Krishna and Nataraja as the 
characters.

The three styles of Chhau have many features in common 
and are also allied to the dances of the adjoining areas like Odissi.
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PANCHALINGA KRITIS OF 
MUTHUSWAMY DIKSHITAR

B.KAR TH1CKEYAN

Dikshitar specialised in ‘Samudaya’ or Group Kritis. Guru- 
guha, Navagraha, Abhayamba, Kamalamba, Nilotpalamba and 
Panchalinga, fall under this category of group kritis. Some scholars 
have however clubbed kriti-s dedicated to a particular pantheon and 
these set of kriti-s for the sake of convenience be loosely termed 
as Group Kritis e.g. Ganapati, Rama and Krishna.

Dikshitars greatness as ail Advaita purusha, Sri Vidya and 
Nadopasaka have been time and again glorified in the articles 
published by writers. He visited the length and breadth of South 
India on pilgrimage, and sang in praise of the deities enshrined in 
the temples therein and it is in this grand pilgrimage Sri Dikshitar 
covered the Panchalinga Sthala-s, more aptly termed with the prefix 
‘Bhooloka’.

Panchalinga represents the basic five elements constituting 
the entire cosmos viz. Prithvi (earth), Apu (water), Agni (fire), Vayu 
(air) and Akasa (ether).

Apart from the kriti-s dedicated to the Bhooloka panchal- 
inga-s. Dikshitar has composed on the panchalinga-s enshrined in 
the Tyagarajaswamy temple at Tiruvaroor in Tanjavur District.

The Sthala-s of Bhooloka panchalinga-s and names of 
Tiruvaroor Panchalinga-s are given in the list below and a brief 
account of each kriti dedicated to the linga-s is being attempted in 
the following.



PANCHALINGA KRITIS OF MUTHUSWAMY DIKSHITAR 151

Kriti Ragam Talant Kshetra Element

BHOOLOKA

1 Chintaya Bhairavi Roopakam Kanchipuram Prithvi

2 Jambhupate Yamunakalyani Roopakam Tiruvanaikka Apu

3 Arunachala
natham

Saranga Roopakam Tiruvannamalai Agni

4 Sri Kalahas 
tisa

Huseni Khanda
chapu

Kalahasti Vayu

5 Anandana
tana

Kedaram Misrachapu Chidambaram Akasa

TIRUVAROOR

1 Anandes
varena

Ananda Bhairavi Misrachapu Tiruvaroor Prithvi

2 Siddhes
varaya

Nilambari Misrachapu Tiruvaroor Apu

3 Sadachales
waram

Bhoopalam Adi Tiruvaroor Agni

4 Hatakeswara Bhilahari Roopakam Tiruvaroor Vayu

5 Sri Vaimika Kambhoji 
lingam

Misrachapu Tiruvaroor Akasa
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Lord is Arunachaleswarar and Devi is Apeetakuchambal. The Lord 
is in the form of Agni. He is ‘Aprakrutatejomayalinga’ i.e. He is 
transcending Nature. He is ‘Swayamprakasa’ - self illuminating. The 
Annamalai Deepa utsavam during Kartikai is an annual feature. 
According to ancient texts it is ‘Kasyamtu maranam mukti, Jananat 
Kamalalaye’ i.e. to die at Kasi or to be born at Tiruvaroor is 
Salvation. But to even the very thought about Tiruvannamalai 
provides salvation and that is why Dikshitar has sung ‘Smaranath 
kaivalyaprada charanara - vindam’.

VAYU

Sree Kalahasti is approximately 150 kms from Madras on the 
way to Tirupati. The Lord is Kalahastiswarar and His consort is 
‘Gnanaprasunambika’. It is said that out of the two deepa-s in the 
sanctum sanctorum, the upper one always seem to flicker as if under 
an influence of a wind. Dikshitar aptly uses the terms ‘samira’ and 
‘anila’ to describe the Lord. He also addresses the ‘sthala’ as 
Dakshina kailasam. That the Lord was worshipped by a low caste 
hunter Kannappan and was blessed to be included amongst the 63 
Nayanmars is well taken in the kriti as ‘heenajati kiratakenapoojita 
keerte’.

AKASA

Chidambaram hardly requires an introduction for who has 
not heard of the Cosmic dancer ‘Nataraja’. Located at a distance 
of 243 kms south of Madras on way to Tanjavur, Chidambaram with 
its temple is a picturusque place. The Devi is Sivakamasundari. Here 
there is no Lingam in the Sanctum Sanctorum and there is a small 
ante-room where there is a ‘Bilwa’ garland of gold. Devotees are 
taken into the room by the priest and with a wave of his hand 
declares that ‘this is Chidambara Rahasyam (secret’, thereby meaning
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l he vast space - akasa). Dikshitar, keeping in mind that the Lord 
is the king of dances, has added a ‘Jatiswaram’ at the end of the 
kriti. The Lord is also called the Kanakasabhapati. The roof of 
the ante-room of the Sanctum is that of gold, the beauty of which 
has to be seen to be appreciated.

The kriti gives the graphic detail of the Lord from head to 
foot (if at all they are the limits!). On the head He is adorned by 
Chandra and Ganga - ‘Sitamsugan-gadharam’. He is blue in the neck 
- ‘Neelakandaram’. He wears tiger skin for clothes - ‘Sardulachar- 
mambaram’. His well curved feet are the ones that are savoured 
by sages like Patanjali and Vyaghrapada - ‘Divyapatanjali - vyaghra- 
pada darsitakunchitabja charanam’. His heart is like pure butter for 
His bhakta-s. He illumines like crores of Suns -Bhanukotikoti 
sankasam. His pose is a dancing one. Is more description necessary 
to bring the Lord to our mind? Closing our eyes and singing this 
‘Kedaram’ song of Dikshitar would be sufficient to have the ‘darsan‘ 
of the Lord. Dikshitar has more to say. He is the first cause 
(Aadyam); He is immeasurable (Aprameya); He is understood 
through the vedas (vedavedyam) and is mentioned in the Advaita 
vedantam (advaita pratipadyam).

After the pilgrimage with Sri Dikshitar to the Panchalinga 
kshtra-s, let us halt at Tiruvaroor, his home town. The Tyagara- 
jaswamy temple has always been his favourite wandering place and 
has never ceased to inspire his philosophical mind. The temple has 
within its premises five linga-s dedicated to the five elements.

ANANDESWARA

The song is replete with highly philosophical connotations 
and that Dikshitar is a realised soul is clear from the phrse 
‘Brahamaanandarupa asmi\ ‘nityanandarupa asmi\ To give complete
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over the Lotus like face of the Devi who belongs to Chandra vamsa 
‘Somakulambikambhojamadhukaram’. Are not become a subject 

matter for a deep analytical research and study.

Conclusion

What is aimed above is only an introduction to the two sets 
of Panchalinga kriti-s composed by Sri Dikshitar. His bhakta-s will 
benefit by singing the kritis or even reciting them as sloka-s.

*
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BOOK REVIEWS
DANCE AND DANCERS

SOME DANCERS OF INDIA: By Susheela Misra Hannan 
Publishing House, A-23, Naraina Industrial Area, Phase II, New Delhi 

� - 110028. Rs.800.

While there is a plethora of literature on musicians and 
composers, books on dancers and choreographers are few and far 
between. Richard Allen has said: “Great dancers are vital, often 
idiosyncratic human beings, whose marked individuality is the source 
of their gifts.”

Dancing as profession, however, has never been a bed of 
roses and some dancers have made and are still making supreme 
sacrifices for the sake of the art. Indrani Rahman told the author: 
“The dancer has to race against time and its destruction of the human 
body. Yet, once the dancer has experienced the sublime magic of 
moving an audience by her performance, she can never be a normal 
human being again.”

Susheela Misra is a highly accomplished and colourful musician 
and writer. Born in a cultured and music-loving family in Kerala, 
she obtained a Master's degree in English literature at Madras and 
studied Carnatic music. Later, she took a degree in Hindustani 
music, served as producer of music in Akashvani and settled in 
Lucknow. She has written eight books on music in English and Hindi 
besides hundreds of articles on music and dance.

Her special qualification to write on Indian classical dance 
is that she has witnessed at close quarters the performances of 
legendary pioneers like Ragini Devi, Guru Gopinath, Madame 
Mcnaka, Indrani Rahman, Uday Shankar and Rukmini Devi as well
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It is little surprise that no less than 21 dancers figuring in 
the book are women. Kumudini Lakhia, Damayanti Joshi and Rani 
Kama (Kathak), Sonal Mansingh and Sanjukta Panigrahi (Odissi) 
and Bharati Shivaji (Mohiniattam) are dancers in their own right with 
a saga of sacrifices behind them.

Among the dancers of the younger generation. Mallika 
Sarabhai (different styles) and Kamalini and Nalini (Kathak) get their 
due credit. Following the footsteps of Ragini Devi, young dancers 
like Sharon Lowen (US) and Veronique Azan (France) have made 
India their home and become notable exponents of classical dance. 
Dancers from other countries like Myrta Barvie (Argentina), Devayani 
(France). Ulrike Stein (Germany) and Johanna Hongell (Sweeden) 
are among those who were “totally smitten by Indian classical 
dancing”

The book is rounded off with a chapter on Kerala Kaiaman- 
dalam, the Academy of dance built up poet Vallathol and Mukunda 
Raja and its sad state of flux due to dwindling patronage. The 
glossary of technical terms and the bibliography are useful appendices.

Written in a racy and pleasing style, the book offers a wealth 
3f material on the different styles of Indian dance and the dancers 
figuring in them. The 33 art plates and the 87 black and white plates, 
many of them of great archival value, make the book a veritable 
treasure for dancers, teachers and dance lovers. It is a hoped that 
a later volume will cover Bharatanatyam doyens like Balasaraswati, 
Kamala and others.

�����)���#������#�
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NAGASWARAM MAESTROS :

TAMIL

MANGALA1SAIMANNARGAL: By B.M. Sundaram, published 
byAch’iser; Southern India, INTACH, 22,22nd Cross Street, Besantnagar, 
Madras - 600 090. Rs.75.

The Nagaswaram is perhaps the most widely heard musical 
instrument in South India and one can hear it in all temples and 
auspicious functions from early morning till late in the night. 
Performers on the Nagaswaram can be reckoned in hundreds as the 
instrument is indispensable for processions of all kinds and being 
an open air instrument, its shrill sound can be heard from long1 
distances.

A great and continuous tradition has been built up around 
the handling on the instrument for several centuries. Some of the 
greatest musicians and percussionists of all time in Kamatic music 
were Nagaswaram players and Tavil exponents. Although there is 
a profusion of literature on the lives and works and vocalists anc 
players on the Vina, Violin, Mridangam and the like, biographies 
of eminent Nagaswaram and Tavil vidwans are disappointingly scarce.

B.M. Sundaram, the author of the book under notice, is a 
noted musicologist and the son of Nidamangalam Minakshisundaram 
Pillai (1894-1949), one of the all time greats among Tavil vidwans. 
Sundaram has been collecting, with missionary zeal, data on the 
Nagaswaram and Tavil exponents of the 19th and 20th centuries and 
one is astounded that the earliest percussionist mentioned in the 
book is Kivalur Subbaraya Pillai (1787-1846). He was a player on 
the Kidikitti, a pair of drums used as rhythmic accompaniment in 
Nagaswaram concerts.
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AESTHETICS OF KARNATIC MUSIC

THE VARNAM (A special form in Kamatic music): By�
Lalitha Ramakrishna. Harman publishing HouJe, A-23, Naraina�
Industrial Phase I f  Hew Delhi - 110 028. Rs.380.
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Pada Varnam is the piece de resistance which is performed after 
two or three preliminary items. A Tana Varnam is similar to an 
Etude in Western music intended for practice to develop technical 
skill. It falls under the category of abhyasa gana and is learnt by 
students who arc just about to move from the practice genres to 
learning concert music. Varnams are good for training the voice 
and also for developing instrumental technique partially because they 
are practised in three levels of speed. A Varnam is also considered 
an authoritative source for the correct rendering of a raga and an 
excellent warming up piece.

But the popular misconception is that the Varnam is a dry 
technical exercise devoid of delicacy and beauty. Nothing can be 
farther from the truth. A Varnam is entertaining in its own right 
and can be a composition of great aesthetic appeal. It requires 
extraordinary skill and creative faculty to compose Varnams and this 
accounts for the relatively small number of Varnam composers.

These thoughts appear to have exercised the mind of Lalitha 
Ramakrishna who is a research scholar in music, a dedicated musician 
and an academician. She has done in-depth studies of the aesthetics 
of Karnatic music. The book under notice is a comprehensive 
dissertation on the Varnam written by her for her post-graduate 
couirse in the Univeristy of Delhi. The accent is on Tana Varnama 
and Pada Varnams are dealt with only in a minor way.

The etymology, form and structure of Varnams are discussed 
in the opening chapter and the differences between this form and 
other compositions explained clearly. The author has pointed out 
that the Ata Tala was preferred by composers as it enabled an 
extensive portrayal of ragas. The sections of a Varnam are then 
analysed and the author has taker pains to enumerate eleven
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similarities and 16 differences between Tana Varnams and Pada 
Varnams.

Although the term ‘Varna’ occurs in Bharata and Dattila, it 
was only in the 17th century that the present Varnam took shape. 
Govindasamayya of Karvetinagar was its earliest architect and was 
known by the appellation Tana Varna margadarsi’. Once the way 
was shown by the pathfinder, a galaxy of composers, too numerous 
to be mentioned here, followed in his footsteps. But, Melattur 
Virabhadrayya, Pachimiriam Adiyappayya, Ramaswami Dikshitar, 
Syama Sastri, Swati Tirunal and Vina Kuppayyar are among the all 
time greats in composing Varnams. The fact that Pachimirian 
Adiyappayya achieved immortal fame by just one Varnam ‘Viriboni’ 
in Bhairavi shows the importance attached to this composition.

In chapter four the author emphasises the role of the Varnam 
to the beginner, the teacher, the concert musician and the musicolo­
gist. She dispels the fallacy that it has a limited application. Her 
deep research and insight are evident from the chapter on ‘structural 
and stylistic analysis of Varnams’ and she hopes that this typically 
Karnatic musical form will not be relegated to limbo by the future 
generation of musicians.

The eleven appendices, the glossary and the bibliography 
constitute a treatise in themselves and make the book complete and 
self-contained. Appendix I gives the chronological placement of 
almost all the Varnams in print and it is amazing that 87 composers 
have written 410 Varnams in addition to 26 composers and 162 
Varnams found in the Tamil work ‘Tana Varna Kadal’.

The computer type setting and excellent printing of the book 
make it very attractive. The work is a single, definitive treatise on
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and singers of South India”. Iyengar scrutinised the texts and 
followed the most acceptable versions.

Kalluri Virabhadra Sastri’s Tyagaraja Kirtanalu, published in 
1948 by the Andhra Gana Kala Parishat, Rajahmundry, was a 
landmark in Tyagaraja lore as a full-fledged commentary on the songs 
in Telugu was written for the first time by a Pandit fully qualified 
for the task. A Telugu humorist, Bhamidipati Kamesvara Rao, 
known as “Hasya Brahma” was so moved by the kritis that he wrote 
the Tyagaraju Atmavicharam in which he had classified the songs 
under different headings.

Among English translations the “Spiritual Heritage of 
Tyagaraja” published by the Sri Ramakrishna Math contained 550 
songs. But the pride of place goes to Tyagaraja — Life and Lyrics 
by William JJackson, an American scholar (Oxford University Press 
1991) which is the most comprehensive study of the composts 
undertaken so far with a blank verse translation of 161 kritis.

E.N. Purushothaman, the author of the present book, was 
bom and educated at Madras and served the police department with 
distinction for more than three decades. But it is as a votary and 
interpreter of Tyagaraja that he has made a mark in the field of 
scholarship. From 1971 he wrote a series of articles entitled 
“Tyagopanishad” in the Indian Express covering 125 kritis and these 
were published in book form (376 pages) in 1975 by the Andhra 
Pradesh Sangeetha Natak Akademi. The publication came as a 
revelation to devotees of Tyagaraja.

Purushothaman did not rest on his oars. Spurred by some 
eminent Telugu scholars he undertook this total study of Tyagaraja’s 
songs in all their aspects and recast his earlier writings under specific 
headings. These include “Rama as God and man”, “Bhakti”,
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LYRICAL DANCE OF KERALA

MOHINIA TTAM: THE LYRICAL DANCE: Kanak Rele. 
Published by Nalanda Dance Research Centre, Plot A-7H, N.S.Road 
No.10, JVPD Scheme, ViUe Parte (W), Bombay 400 049. Price 
not indicated.

This book was long overdue from the pen of Kanak Rele 
who has been ceaselessly stiving for the past 25 years to rejuvenate 
the Mohini Attam of Kerala. One of the scholarly dancers of India, 
she obtained a Ph.D. from the University of Bombay for her the? is 
on Mohini Attam and received the Padmasri award in 1990 for her 
contribution to this style of Kerala dance.

The task of writing a full-length book on Mohini Attam is, 
however, not an enviable one as there is no treatise or manual on 
the subject nor any literature worth mentioning. The author is aware 
of this position and admits on page 86 that “in the general absence 
of documentary evidence in the form of manuscripts, records or 
granthas pertaining to Mohini Attam, I have derived the technique 
of Mohini Attam by observation, recording, enumeration and finally 
analysis and deduction.”

The earliest mention of Mohini Attam in a Kerala literary 
work appears in the ‘Vyavaharamala’, a Dharmasastra work in 
Sanskrit by Mahishamangalam Narayanan Nambutiri (16th century) 
which has a Malayalam commentary written in A.D.1709. The 
commentary on one slika describes how a royalty to the performers 
of Mohini Attam (the same term is used) and other artistes is to 
be divided “Mohini attam mutalaya attakarku labhikkunna dravyam 
pakuttetukkunna vidhi”. Later, Kunan Nambiyar, the wellknown 
Malayalam poet and founder of the Tullal type of dance, who lived 
in the court of Martandavarma, has referred to Mohini Attam in



his “Ghoshayatra Ottam Tullal”. These two references belong to 
a period just befotre the time of Kartikatirunal Balarama Varma 
(1724-1798) who in his Sanskrit work ‘Balaarambharatam’ refers to 
Mohini Attam as ‘Mohinatana’. Dr.Easwaran Nampoothiry, in his 
Ph.D. thesis on this work, has stated “Mohiniatana refers, no doubt, 
to the Mohiniattam prevalent in Kerala. This is a simplified form 
of Bharata Natyam with slight changes in the performance”.

Dr. Venkitasubramania Iyer writes in his ‘Swati Tirunal 
himself to be the originator of Mohini Attam, the fact cannot be 
gainsaid that it received great fillip at the hands of this ruler. Some 
of his padas written in Malayalam came to be largely used for 
Mohiniyattam”. The art, however, did not catch on in Kerala 
because Swati’s successor, Uttaram Tirunal, was fanatically devoted 
to Kathakali. Mohini Attam reached the lowest depths an art form 
could descend to.

The result was that when poet Vallathol and Mukunda Raja 
tried to revive Mohini Attam along wiht the other arts of Kerala 
it was difficult to find qualified teachers and what was worse, no 
students were forthcoming. Somehow Guru Krishna Panicker 
trained Kalyanikutty Amma who is happily in our midst as a leading 
and authentic exponent of Mohini Attam.

Against such a background, the author was perhaps forced 
to devote nearly half the book to subjects like the Natya Sastra, 
Marga and Desi etc. But she has produced an eminently readable 
and informative dissertation on these subjects which contain points 
usually overlooked by other writers. She has pointed out that Nritta, 
though not representational, is capable of producing Rasa. As 
regards Nritya, the term is found in the Amarakosa of Amarasimha 
(5th century A.D.) although we do not know the exact practice
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GUIDE TO THE POET AND THE DANCER

�"8�+'�3'� �'���'�'+.��"'�'�'+'�3':� ���"	��  
��-���������(� "������ )�����#��,�"���	(� '&;<(� +������� 5���������  
'�	�(� )#��	&77 , +	�� .	�#�� 77=� =;>�� ���EE=�

Many exponents and teachers of Bharatanatyam try to read 
the Natya Sastra of Bharata under the impression that it is merely 
a treatise on dance and the basic text for what is now known as 
Bharatanatyam. On the contrary, Bharata Muni’s classic is a 
compendium which deals comprehensively with dramaturgy, 
including poetics, and everything connected with the stage, 
make-up, acting, music etc. and is intended as a guide alike to 
the poet and the player.

In fact the present day Bharatanatyam is primarily the 
‘Ekaharya Lasyanga’ described in the Natya Sastra and a dance form 
in which a single dancer takes up different roles. All emotion is 
conveyed by one person who effectively uses his or her skills in 
abhinaya to present two, three or even a multitude of characters 
like the hero, heroine, messenger and the sakhi. The Natya Sastra, 
however, forms the bedrock of all the later treatises like the 
Abhinaya Darpana. The latter has been the handbook for most of 
the contemporary exponents of Bharatanatyam.

The present work by Hema Govindarajan attempts to 
highlight certain prominent features of Bharatanatyam in its 
contemporary format vis-a-vis the Natya Sastra. The author is a 
noted scholar in ancient history and archaeology and holder of a 
doctorate in dance besides being a performer of Bharatanatyam and 
director of a dance academy at Bangalore.

The performing technique of Bharatanatyam is studied 
under the heads of nritta, nritya and abhinaya. The author has
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pointed out that although adavus and karanas are described as the 
basic units of dance, there is no similarity between them whatsoever. 
Bharatanatyam differs from the Natya Sastra even as far as the basic 
units are concerned. She then describes the ten major sets of adavus 
which are illustrated by Vidya Govindan and Malavika Kamath.

The chapter on nritya is naturally the longed in the book. 
Nritya in Bharatanatyam is largely dependent upon angika abhinaya. 
The movements which are more prominently used in this style are 
listed and explained. These include movements of the head, glances, 
movements of the pupils, eyelids, eyebrows, cheeks, lips, etc. A vital 
aspect of angika abhinaya is the language of hand gestures (hastabhi- 
naya) which are divided into single-handed, combined-handed and 
nritta hastas. The description of these is followed by a discussion 
of the movements of the chest, sides, hips, knees and the feet which 
play a vital role. In nrittya, angika abhinaya communicates meaning 
while in nritta, movements are done primarily to bring out the beauty 
of the human form.

The fourth chapter deals with abhinaya, a very essential 
aspect of which is the sattvika abhinaya. In fact the ultimate goal 
of dance is the creation of rasa in the spectator by meanigful 
presentation of emotions. Indian aesthetics accepts nine rasas which 
are explained by the author with clarity. The Nayaka-Nayika bhava 
occupies an important place which is highlighted in dance through 
the medium of Vamams, Svarajatis, Padams and Javalis.

In the last chapter the author discusses some conceptions and 
misconceptions about Bharatanatyam which, in her opinion, has little 
affiliation to the Natya Sastra. But she admits that many terminolo­
gies found in the texts on dance are freely used in Bharatanatyam 
today, although the art seems to be drifting away from its roots. She
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