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This Journal is published as an Annual.

All correspondence relating to the Journal should 
be sent to The Editor Journal o f 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 o f the Music Academy.

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

The Editor o f the Journal is not responsible for 
the views expressed by contributors in their articles.
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THE 68TH MADRAS MUSIC CONFERENCE 

OFFICIAL REPORT

THE OPENING DAY 

16.12.1994

The 68th Annual Conference of the Music Academy, Madras was 
held at the T. T.Krishnamachari Auditorium in the premises of the Acad­
emy, 306 T.T.K. Road, Madras - 600 014 from the 16th December 1994 
to 1st January 1995. The Conference was inaugurated by His Excellency 
Dr. M. Channa Reddy, Governor of Tamil Nadu.

The inaugural function began with invocation by Smt. Revathi 
Subramanian and Dr. Manjula Sriram, lecturers of the Teachers’ College 
of Music.

The President of the Academy, Sri. T.T. Vasu, welcomed the 
members of the Academy, members of the Advisory Committee and 
distinguished guests.

Sri. Vasu, in his address said :

Your Excellency, Dr. Channa Reddy, Vidwan T.K. Murthy, 
vidvans, vidushis, members of the Academy and Advisory Committee, 
distinguished invitees, ladies and gentlemen :

With great pleasure I extend to all of you a hearty welcome to this 
inauguration of the 68th Annual Conference and concerts.

Your Excellency, I extend to you a warm welcome on behalf of all 
of us, the Executive Committee and on my own behalf. We are grateful to 
you sir, for finding the time to accept our invitation to inaugurate this 
Conference. I realise that you had to adjust your programme in order to be 
with us this evening.

You are one of the elder statesmen of this country and when you 
were posted as the Governor of Tamil Nadu, you brought with you a rich
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administrative experience, a burning zeal to work for the people of the State 
and a keenness to achieve all-round development of Tamil Nadu. Despite 
your busy schedule as the head of the State, you continue to be a patron of 
arts and culture wherever you hold office and a true lover of literature.

Even as a student, you had qualities of leadership and after 
acquiring a medical degree, you practised medicine not as a lucrative 
profession but as a service to the poor. Your love for the common man 
compelled you to enter politics and you became a parliamentarian at a 
young age. You soon became a minister and rendered yeoman service to 
agriculture and irrigation.

Later, you were invited to join the Union Cabinet and functioned 
as Cabinet Minister for steel. Returning to your home State, you played a 
signal rule to solve the Telengana problem. Twenty years ago you adorned 
the office of the Governor of Uttar Pradesh, the most populous State in 
India known for its problems. Your interaction with the masses secured for 
you fame as the people’s Governor.

During your later tenure as minister for Community Development 
and as Governor of Rajasthan, you displayed great dynamism and under­
standing of human nature, coupled with an unconventional style of 
functioning. We are indeed fortunate to have a leader of your calibre to 
inaugurate our 68th Conference this evening.

To Vidwan T.K. Murthy, who will be shortly elected as the 
President of the 68th Conference, I extend a warm welcome. A Mridanga 
Vidwan is being elected as the President of the Conference after an 
interregnum of 28 years and Vidwan Murthy’s choice has been widely 
welcomed in the sphere of Kamatic Music. Vidwan Murthy was bom in 
Neyyattinkara near Trivandrum and was a prodigy in playing the mridan- 
gam. In his eighth year, he had the good fortune of being spotted by the 
maestro Tanjavur Vaidyanatha Iyer and he migrated to Tanjavur to become 
a member of Iyer’s gurukulam which represented all that was best in the 
‘Tanjavur Mridanga Bani’. Vaidyanatha Iyer treated Murthy as his own 
son and taught him the technique of playing different kinds of laya. Murthy
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The Academy suffered a grievous loss in the passing away on May 
12, 1994 of Shri S. Natarajan who was its Secretary for nearly three 
decades and brought to bear upon his work his intimate knowledge of 
music and musicians and total dedication.

Shri. R. Ranganathan, who was Secretary of the Academy for about 
15 years and retired due to failing health, died on November 5, 1994. He 
belonged to a family that was closely connected with this Academy and 
his work as Secretary was marked by great interest in the affairs of the 
Academy and its progress.

Shri R. Venkataswamy Naidu, industrialist and philanthropist, who 
was one of our Vice-presidents, passed away recently. Shri Naidu was an 
ardent well-wisher of this Academy and the help he rendered to us in 
several ways will be gratefully remembered by us.

In the passing away of Shri S. Viswanathan, former Vice -President 
of this Academy in September last, we lost a sincere well-wisher and the 
world of culture lost a generous patron of the performing arts and a 
promoter of young talent. His father, the late K.R. Sundaram Iyer, was 
associated with this Academy for four decades and Shri Viswanathan had 
donated Rupees one lakh for improving our Library which has been named 
after his father.

A compilation of Lakshana Gitas is to be released tomorrow. This 
was undertaken because it is a well-known fact that this basic foundation 
is often overlooked by many teachers at both private and institutional 
levels.

I am very happy to announce that through the kind efforts of Sri.
A. Chengal Reddy, Chairman, the Tirumala-Tirupati Devasthanams have
created an endowment of Rs. 2 lakhs for conducting Annamacharya♦
Festival and propagating his compositions and philosophy.

Thanks to the kind assistance of our advisors on sound system, Mr. 
Raja Bangara and Mr. Ramesh Bangara of M/s. Electronic Service Co., the
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Academy has reinforced the sound system with AKG acoustics along with 
the world - renowned JBL speakers.

Once again I welcome all of you and request His Excellency to 
inaugurate this Conference.

INAUGURAL ADDRESS

His Excellency Dr. M. Channa Reddy delivered his inaugural 
address in which he said :

Music helped to overcome difficulties in life as it covered all 
aspects of human growth. He said spiritually and devotion were influenced 
by music and there was not a single saint who did not use music as a 
medium to spread spiritualism. He said many temples had propagated 
music as it had a power influence on humanity.

He praised the role being played by Music Academy for nearly 
seven decades in sustaining and propagating music which reflected India’s 
cultural heritage. A prestigious institution the Academy had a reputation 
all over the country for its service in the cause of music, the Governor said. 
He urged the Academy to take up research on the various aspects and 
influence of music on humanity.

VOTE OF THANKS

Ms. Maithreyi Ramadurai, Secretary of the Academy proposed a 
vote of thanks.

ELECTION OF PRESIDENT

Sangita Kalanidhi Smt. Mani Krishnaswami proposed Vidwan Sri. 
T.K. Murthy to be the president of the 68th Conference. The proposal was 
seconded by Sangita Kalanidhi Sri. B. Rajam Iyer and Sri Murthy was duly 
elected as president.

Sri T.K. Murthy then delivered the following Presidential address 
(in Tam il):
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Sri. T. Sadasivam honoured Vidwan Sri. T.K. Murthy with a shawl. 

CONFERENCE SOUVENIR

The Souvenir carrying the tricolour picture of the new building 
"Diamond Jubilee Block" of the Teachers’ College of Music which was 
brought out on the opening day, contained an account of the Music 
Academy from its inception, and its activities during the year 1994 with 
the following articles :

Article Author

Percussion Wizard 
Thanjavur T.K. Murthy

Thanjavur T.K. Murthy (Tamil)

Musings on a Master Composer

What is Music?

Kharaharapriya

Harikatha - A Composite Art Form

B.M. Sundaram 

"Gurukrupa"

T.S. Parthasarathy 

Brinda Varadarajan 

S.R. Janakiraman 

M. Premeela

*  *  *
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68th ANNUAL CONFERENCE 
ADVISORY COMMITTEE MEETINGS 1994-95

+) �)FG�)&)&� '.��F�+H+/F+.�+I0�)J.�IH  

FROM 17.12.1994 to 1.1.1995
u.

Daily from 8 a.m. to 12.30 p.m.

President: Vidwan Thanjavur Sri T.K. Murthy 

SATURDAY -17.12.94

Calcutta K.S. Krishnamurthi and Songs in praise of Lord Saturn 
his students

Release of Academy’s publication "Lakshana Gitas" (compiled by 
0�&� �&.&�%����	������  by ��	&� )&�)&� �����  rendering of some gitas by 
the students of The Teachers’ College of Music.

Calcutta K.S. Krishnamurthi Ragas : Malavi, Kadanakutukalam,
Dhanyasi & Surati

Meenakshi Chittaranjan Rare items of the Tanjore Quartette
(Dance) in the Pandanallur tradition

SUNDAY -18-12-94

Champakalkura & Party Bhajan in different languages
R.Kausalya Nalayira Divya Prabandham &

Panns (Nachimuthu Gounder 
Rukmani Ammal Charitable Trust - 
in memory of K. Palani Gounder).

Release of the book "Yet Another Garland"
(authored by ��	��&� .�9���3�����  IAS Retd.) by Sri T.T. Vasu 
Introduction by : ��	&� )&�&� (������������

MUSIC CONCERT

����	���'����	��	  B. Rajam Iyer Vocal
T.S. Veeraraghavan Violin
J. Vaidyanathan Mridangam
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MUSIC CONCERT

R.K. Srikantan 
Rudrapatnam S. Ramakanth 
Mysore Manjunath 
R. Ramesh

THURSDAY - 22-12-54

Thiruppugazh Anbargal Group 
A. Parthasarathy

Vidya Shankar 

Dr. S. Sunder

"Sri Krishnna Ganamntam"

Sangita Kalanidhi 
Nedunuri Krishnamurthy 
Sikkil R. Bhaskaran 
P.V. Ramana
Kuttalam R. Viswanatha Iyer

Vocal
Vocal Support
Violin
Mridangam

Thiruppugazh
"Tevaram Tharum Divya 
Anubhavam"
Commentary by A.Parthasarathy 
T evaram s by S etha lapath i 
Balasubramaniam 
(Nachimuthu Gounder Rukmani 
Ammal Charitable Trust- in 
memory of P. Nachimuthu 
Gounder)
Swara Sahitya angas in the 
compositions of Syama Sastri
The Influence of Western Music on 
Carnatic Music

Vocal
Violin
Flute
Ghatam

FRIDAY - 23-12-94

Kanthimathy Santhanam Group 
S.V. Parthasarathy

R. Ganesh - R. Kumaresh (Violin)

Kamakshi Thiruppugazh 
RAGAS : Kalanidhi, Jayanarayani, 
Sugunabhusani & Phalamanjari
RAGAS : Graha Bhedam on the 
29th Mela Dheerasankarabharanam
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Kanak Rele Mohini Attam
(Lecture demonstration)

SATURDAY - 24-12-94

Vijayaranga Padmashree Group
B. Krishnamurthy

Lata & Gita (Bharatanatyam)

Students o f the Music Department, 
University of Madras 
R. Vedavalli

Tarangams of Narayana Tirtha: 
Contribution of 18th Century com­
posers to Carnatic music (Chellam- 
mal Natarajan Endowment Lecture) 
Classical dance in modem media : 
A live-cum-video show of their 
dance-drama "Savitri".

25-12-94

Devotional songs of Gopalakrishna 
Bharati on "Nandanar Charitram" 
Sanskrit compositions o f Tyagaraja

SUNDAY - 25-12-94

MUSIC CONCERT

Sangita Kalanidhi 
Smt. D.K. Pattammal 
T. Rukmini 
T.A.S. Mani

Shivaranjani Group 
CHOWDIAH BIRTH- 
CENTENARY IYER

Prof. V. Ramaratnam & 
Sukanya Prabhakar 
R. Hemalatha 
Kalakad R. Srinivasan

Vocal 
Violin 
Mridangam

-94

Glory of Lord Rama
Tribute to Sangita Kalanidhi T.
Chowdiah - presentation of a book
and cassette o f T. Chowdiah’s com-
positio n s  by B angalo re  B.
Venkataraman

Some compositions of 
T. Chowdiah 
Violin 
Mridangam

MONDAY-26-12-94
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K.S. Mahadevan (assisted by 
Mangalam Shankar)

Calcutta K.S. Krishnamurthi 
(Lalgudi V.R. Gopala Iyer Songs 
rendered by S.P. Ramh)

Kalaimamani Thanjavur 
K. Vijayanthimala

Chittaswarams
(Brinda Varadarajan Memorial 
Endowment)
Tamil composers of the 20th 
century. (Nachimuthu Gounder 
Rukmani Ammal Charitable Trust - 
in m em ory o f  R ukm ani 
Nachimuthu Gounder)
Harikatha on "Lakshmana Sakthi" 
(Alamelu Ramanarayana Sarma 
Award)

FRIDAY

Sarada Bhajan Mandali

Prof. D. Pasupathi 
Sringara Sankirthanams of 
Tallapaka Annamacharya 
(assisted by S. Venkataraman)

M. Balakrishnan

K.S. Nagarajan

K.N. Srinivasan

30-12-94

Songs of Mysore Vasudevachar on 
"Varalakshmi"

Vocal

Violin 

Mridangam 

R A G A S:
Shreeranjani, Abhogi, 
Jayamanohari & Madhavamanohari

SATURDAY - 31-12-94

Geethapriya Bhajan Group Bhajan
Charumathi Ramachandran RAGAS : Balahamsa, Kalgada,

Navaroj, Kapi & Karnataka Kapi
D. Umamaheswari Harikatha in Sanskrit on "Bhakta

Jayadeva" (P.B. Sarvarayalu Garu 
Endow m ent, endow ed by Sri 
S.B.P.B.K. Sathyanaryana Rao)
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SUNDAY - 01-01-95

Students of the Teachers’ College Utsava Sampradaya Kirthanas
of Music
Vairamangalam Lakshminarayanan T.S. Sabesa Iyer’s Bodhaka Award:

Compositions of 
'• Mysore Sadasiva Rao

(rendered  by Jaya K rishnan, 
Mythili Seshadri, Mythili Narasim- 
han & Vasantha Seshadri)

Tribute to Alathur Venkatesa Iyer in his Birth-Centenary Year.

Vidwan Thanjavur T.K. Murthy Summing up o f the Conference
Proceeaings. Distribution of prizes 
for competitions, devotional songs, 
best demonstration etc.

� ♦ *
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In Dhanyasi he stated that there were 62 compositions. In the 
rendering of the raga, he stressed the importance of gandhara rather than 
madhyama. Dikshitar’s "Paradevata" was then sung.

There was only one popular composition in the raga Malavi in 
which however liberties have been taken in terms of tempo and scale 
structure. Graha Bheda in Malavi could yield other raga as for example 
Kannada.

Concluding on the aspects of similarity between Surati and Kedara- 
gaula he stated that in Surati the gandhara and dhaivata had no real 
existence of their own but had to be rendered as latent shades of adjoining 
notes. Dikshitar’s samashti Charana Kirtana in Rupakam was rendered by 
him.

Prof. S.R. Janakiraman, Sri. S.Rajam and Smt. R. Vedavalli com­
plimented the speaker and hoped that more rasikas should attend and 
benefit from such lecture demonstrations.

The morning session concluded with a Bharatanatyam recital by 
Meenakshi Chittaranjan in which she first spoke of the contribution of the 
Tanjore Quartette to dance and the rich repertoire of the Pandanallur 
tradition. She chose Kubera Sandhi Kavuttuvam, a tana vamam and a 
tillana for her recital.

* * *

18th DECEMBER, 1994

The proceedings started with the rendering of bhajans in different 
languages by Mrs. Champa Kalkura and party from Tiruchirappalli.

Delivering the endowment lecture on Nalayira Divya Prabandham 
in memory of K. Palani Gounder, endowed by the Nachimuthu Gounder 
Rukmani Ammal Trust, Smt. Kausalya of the Department of Music, Raja’s 
College, Tiruvayyara, spoke about the closeness between bhakti and music. 
The Nalayira Divya Prabandham was a compilation of the verses of twelve
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Vaishnavite azhvars. These Prabandhams are rendered whenever there is 
a procession with the group rendering prabandhams in front of the deity 
and the vedic chanting group behind the deity. In fact it used to be said, 
that in His love of Tamil Isai the Lord followed the group reciting the 
Prabandhams. To the moot question whether there was music in these 
verses, there are numerous references to "Innisai" and "Pann". The musical 
scales in earlier times were referred to as "Panns". Between 9th century 
and 13th century, the panns for prabandhams seem to have been lost while 
they were kept alive by oduvars in the Tevaram tradition. Researchers 
surmise that there are many similarities between the panns for Tevarams 
and pasurams but that there are some more panns found in the Nalayira 
Divya Prabandham. Shri. K.N. Srinivasan, and Vidushi R. Vedavalli 
complimented the speaker on highlighting the similarities in the two 
systems.

Shanmuga Oduvar rendered some pasurams and tevarams in the 
ragas Nilambari, Harikambhoji, Kedaragaula, Ahiri and concluded the 
demonstration with the rendering o f the pasuram "Kulamtarum".

Shri. N. Rajagopalan’s book "Yet Another Garland" (Vol. Ill) was 
released by the President of the Music Academy and the first copy handed 
over to Vidvan T.K. Murthy. This is a compilation of biographies of 
performing artistes, musicologists and composers.

The day’s programme concluded with a concert o f Sangita 
Kalanidhi B. Rajam Iyer accompanied by Shri T.S. Veeraraghavan on the 
violin and Shri J. Vaidyanathan on the mridangam.

♦  *  *

19th DECEMBER, 1994

The proceedings began with the rendering of Krishnanjali - songs 
of various composers in praise of Lord Krishna.

Dr. Y. Bhagavati of the Department o f Music, University of 
Madras, spoke about the uniqueness of Tyagaraja’s Nauka Charitram.
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compositions of Dikshitar, Tyagaraja and Papanasam Sivan. Dealing with 
Kannada, he stressed that there was only a veiy negligible phase of Kaisiki 
Nishada in the raga and the ri and dha were the dominating notes. For 
Udayaravichandrika, he advocated only Kakali Nishada as against the 
prevailing practice of identifying the raga with Suddha Dhanyasi. He 
supported his premise on textual and compositional authority with illus­
tration from the Trinity, Patnam Subramania Iyer and Papanasam Sivan.

In the lively discussion that followed Vidvans K.S. Krishnamurthy, 
B.Rajam Iyer and Smt. R. Vedavalli supported his view.

In the endowment lecture on Sirkazhi Muvar, Dr. Saraswati Rama- 
nathan stressed that Kamban was the inspiration for Arunachala Kavirayar 
but he had excelled the former in some respects. Profusely illustrating the 
poetry, musical mood and dramatic impact achieved thereby the Rama- 
natakam was the best known of all his compositions.

In the compositions of Muthuthandavar, K.V. Srinivasa Iyengar 
and Tirupamburam Swaminatha Pillai had set some of them in different 
ragas. She stated that many of these are designated as padams in 
Bharatanatyam recitals.

Many compositions of Marimutha Pillai are popular without the 
authorship being known e.g. Kalaithooki, Orukal Siva Chidambaram, 
Edukkittanaimodi etc., Some are included in dance recitals.

She made a fervent plea for the reprinting of the works of all the 
three as they are not easily available for study and research.

.* * *

20th DECEMBER, 1994

The proceedings commenced with the rendering of the com­
positions of Tadepalli Venkatasubrahmanya Sastri entitled Kumara Gita in 
Telugu.

Smt. Geeta Ravikumar in her lecture demonstration on the Bhajan 
singing style in Hindustani Music stated that the word Bhakti means to
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worship and serve God in many ways and to seek His blessings. There are 
distinct rituals such as singing hymns, Chants, story telling or Kathapu- 
ranas, Veda Parayana, Puja etc., Bhajan singing is one of the simplest of 
the Bhakti marga. A bhajan is to propitiate God - Ishwara priti geyam - 
whoever the God may be.

According to the Bhagavatam, the Bhakti cult originated in the 
Dravida country, flourished in Karnataka and had sporadic success in 
Maharashtra. When a composition is sung in Hindi it is called a bhajan; 
when sung in Urdu it is a Qawwali and when sung in Marathi it is an 
abhang.

Hindustani music has developed a unique style in bhajan singing. 
Bhajan is a Shabda pradhan gayaki meaning words are given prime 
importance. From being sung in temples, it extended to discourses and then 
took a musical form.

Musicians o f this century like Paluskar, Pandits, Bhimsen Joshi, 
Kumar Gandharva, Jitendra Abhisheki, Jasraj, Manik Varma, Hirabai 
Barodekar and Kishori Amonkar have popularised bhajan singing in light 
ragas and in Keertankar, ragadhari, folk and thumri styles.

She then rendered a few bhajans o f Dhyaneswar, Mira and Haridas 
supported by Sri Krishnamurthy on the Harmonium and Deepak Pande on 
the tabla.

Examining the relationship between Carnatic and Hindustani raga 
counterparts, Sri. Sriram Parasuram took up four case studies. Begada- 
Bihagda; Asaveri-Asavari; Athana-Adana (Adana Kanada) and Sri- Shree. 
At one point of time there was only one system of music and it was only 
during the end of fifteenth and begining o f the sixteenth century that there 
was a bifurcation and the two systems began evolving.

Singing himself in both styles and with tapes he pointed out the 
points o f  common origin, exchange, differences in current practice in terms 
of aesthetic consolidation.
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Chandam is a speciality of Tiruppugazh. There are also various 
references in them to isai and therefore were meant to be sung. There is a 
beautiful hymn on Tiruchendur which says that listening to music, the tiger 
and cow will take milk from each other, stone will melt, the wizened tree 
will blossom again, the rogue elephant will be tamed and the flying birds 
will come down to earth.

The rhythmic or tala patterns are like an ocean and full of life. 
Difficult to reckon and render, the chandam is of absorbing interest and is 
exclusively natural in flow, independent on its own. Tevarams do not have 
these patterns. He illustrated the different forms of Khanda, Misra and 
Sankima Chapu in one and the same avartha as rendered in different 
Tiruppugazh. Concluding his lecture, he paid tribute to Devakkottai Sun- 
dararaja Iyengar from whom he had learnt these details.

There was a concert by Vidvan R.K.Srikantan supported by 
Rudrapatnam Sri. S.Ramakanth, Mysore Sri. Manjunath on violin and Sri.
R. Ramesh on mridangam.

� � �� �

22nd DECEMBER, 1994

The proceedings commenced with the rendering of a few Tirup­
pugazh hymns by Tiruppugazh Anbargal led by their guru Sri A.S. 
Raghavan.

Sri A.Parthasarathy delivered the Tevaram Endowment lecture 
arranged by the Nachimuthu Gounder Rukmani Ammal Charitable Trust 
in memory of P. Nachimuthu Gounder. He was assisted by Vidvan 
Sethalapatti Sri.R. Balasubramanian and accompanied on the violin by Sri. 
Balu Raghuraman and by Sri. B.Sivaraman on the mridangam. Shri 
Parthasarathy gave the meaning of the hymns, anecdotes related thereto 
and their philosophical content. Some Tevarams of Sambandar, Appar and 
Sundarar were selected for singing like Todudaya (Nattapadai pann-Natai) 
Kutram Nee (Kausikam Pann- Bhairavi); Osaioli (Tanda Pann- Harikam-
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boji), Ponnarmeniyane (Pazhampancharam Pann - Sankarabharanam); 
Manattagattan (Kiravani) and in final prayer for peace Ulagelam in Khara- 
harapriya ending in Madhyaniavati with Vazhga andanar.

Smt. Vidya Shankar in her lecture demonstration on the Swara 
Sahitya in Syama Sastri’s compositions, stressed that while Tyagaraja had 
added sangatis where necessary to embelish sahitya and Dikshitar used 
madhyamakala sahitya as an adornment, Syama Sastri had used swara 
sahitya in his compositions. The short and long swaras were adapted to the 
needs of the sahitya. Illustrations were taken from his Bhairavi, Swarajati, 
two tana vamams in Kalyani and Saurashtra and kritis in Natakurinji, 
Saveri, Varali, Bhairavi and Nata.

Sri. K.N. Srinivasan commended the lecturer for the analysis of 
this musical form so special to Syama Sastri.

Dr. S. Sunder spoke of the influence of Western Music on Carnatic 
music. The Golden age of Carnatic music flourished during the British 
period in fact all over the world Beethoven, Haydn, Mozart, Chopin as well 
as the Trinity lived during this period.

The basic difference between the two systems lay in that musicians 
used a score in western music while it was from memory that Carnatic 
music drew its strength; melody and harmony were the other contrast. 
Manodharma and Gamaka existed only in Carnatic music. Dr. Sunder dealt 
with the subject under the heads of instruments, compositions, scales, 
notation and books.

It was Manali Mudaliar who introduced Muthuswamy Dikshitar 
and his brother Baluswami to the western band when he performed the 
Kanakabhishekam of Ramaswami Dikshitar, their father. Baluswami 
Dikshitar learn the violin and took it to Ettayapuram, Vadivelu to Tanjore 
and thereafter it was adapted for Carnatic Music. However, the fingering 
technique, style in holding the violin and tuning of the strings differed. The 
Harmonium, Clarinet, Guitar, Saxophone and Mandolin have been 
introduced later.
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Subramanya Iyer. He emphasised the need to adhere to sampradaya, 
gurukula tradition and the learning o f the alankaras not only in 
Mayamalavagaula but also in Sankarabharanam, Kharaharapriya, flari- 
kamboji and Kalyani. He gave the arohana and avarohana kramas of these 
ragas and the necessity to be aware of the nyasa swaras, gamakas and 
musical phrases.

Ganesh and Kumaresh accompanied by Prapancham Ravindran on 
the mridangam, dealt with the concept of Graha Bhedam. Graha Bhedam 
was a unique concept o f Carnatic Music. Graha is the note on which a raga 
commences and when there is a tonal shift there is a bheda or change. 
Alapana is possible. Taking the 29th mela Dheerasankarabharanam for 
illustration, tonal shifts give Kharaharapriya, Todi, Natabhairavi etc., Sruti 
bheda will persist with the same notes of the scale and is therefore not to 
be identified with Graha Beda.

Practice of Graha Beda gives a  good knowledge of swara and 
sanchara control and change of mood is possible.

They played different songs both of mela and janya ragas based 
on this concept. In fact, whole concert could be conceived, based on this 
intellectual exercise, which is most easily done on instrument than by the 
human voice.

The noted danseuse Kanak Rele, who has completed 25 years of 
service and founded the Nalanda Dance Research centre, gave a lecture 
demonstration on Mohini Attam.

After 1920, Mohini Attam was in decline. It was difficult to 
discover methodology and repertoire of this dance form. All South India 
Dances are derived from a common heritage but they have different styles. 
Mohini Attam has a special style of movements of the body especially 
spinal body movements. The kinetics of this dance opened up an entirely 
new vista. In Kerala, a lot of information can be obtained from the book 
Hasta Lakshana Deepika. She demonstrated a few body exercises for 
different level of the body come adavus, music and tala, typical of Mohini 
Attam. Sopana Sangitam special to this style is like the dhrupad style of 
Hindustani Music.
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The tala patterns also emphasise the oscillating nature of this dance. 
Short excerpts from Jayadeva’s ashtapadi "Chandanacharchita", Svati 
TirunaPs padam "Thezhi Vizhelum mukham" and Kavalam Narayana 
Panikkar’s translation of Jnanapith awardee Dr. Mahapatra’s poem based 
on kubja, hunchback, On the both allegorical reference to downtrodden 
women and their liberation in Yadukula Kambhoji, Misrachapu were 
performed. She was supported by M.S. Girishan (vocal and nattuvangam) 
and Jagdish Janardhan (mridangam).

* * *

24th DECEMBER, 1994

The proceedings started with the rendering of a few tarangams of 
Narayana Tirtha by Vijayaranga Padmashree group led by Smt. 
Muthumeenakshi.

Prof. B.Krishnamurthi (Retd. Principal o f Tamil Nadu Govt. Music 
College, Madurai) delivered the Chellammal Natarajan lecture on the 
contribution of 18th Century composers to Carnatic music.

The period between the 17th and 19th centuries can be regarded as 
the golden age of Carnatic music starting with Papavinasa Mudaliar to the 
Trinity in the 18th Century, there were many poet composers who also 
made a marked contribution to Tamil development.

Oothukkadu Venkatasubbier (1712-1794) Tillaividangam 
Marimutha Pillai (1712-1789) and Sirkazhi Arunachala Kavirayar (1711- 
1779) belong to this period.

Oothukkadu Venkatasubbier got his musical knowledge from the 
worship of Lord Krishna, at the behest of his mother. He sang of the pranks 
and miracles of Krishna and offered them at His feet. Rich in meaning, 
they are notable for the Madhyamakala Sahitya. Shri Krishnamurthy 
rendered Taye Yashoda (Todi), Enda Vidamagilum (Kambhoji) etc.,
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Brahmananda (Kamala bhava sukhamu or Vageesanandam) show his 
dexterity with words. Same word with different meanings have also been 
used by Tyagaraja. Many words not used by other composers have been 
utilised by Tyagaraja are enumerated in Dr. V. Raghavan’s book. "Spiritual 
Heritage of Tyagaraja".

She sang a gadyam "Jayatu jayatu sakala nigamagama" from 
Prahlada Bhakthi Vijayam depicting the meeting between Narada and 
Vishnu. ‘Deenajanavana-Bhoopalam which refers to the ten avataras of 
Lord Vishnu is similar to Jayadeva’s "Pralaya payodhijale" and Vedanta 
Desikar’s Dasavathara Stotram.

‘Giriraja suta’ in Bangala reveals his adroitness in choosing words 
- Girirajasuta tanaya refers to both Vinayaka as the son of the daughter of 
Giriraja or Himavan as well as to himself as the son of the daughter of 
Girirajakavi.

Many of his kshetra kritis like Sambho Mahadeva (Kovur); 
Devasritapasthirta (Lalgudi); Yehitrijagadeesa (Tiruvaiyyaru); Girirajasuta 
(Bangala); Devadideva (Sindhunamakriya); Devarama (Saurashtram) 
Vadanadyuti (Pantuvarali) and Sambho Mahadeva (Pantuvarali) were 
rendered by her students J.Apama, V. Sumitra, R. Harini, R. Anagha, S.R. 
Gomathinayagam and P.B. Madhavan.

The concert of Sangita Kalanidhi D.K. Pattammal accompanied by 
T.Rukmini on the violin and T.A.S. Mani on the mridangam with Lalitha 
Sivakumar giving vocal support concluded the morning programme.

* * *

26th DECEMBER, 1994

The proceedings started with rendering of songs by Valmiki, 
Arunachala Kavi, Kamba Ramayanam, Mirabai, Tulsidas and Bhadrachala 
Ramadas chanting the glory of Rama by the Sivaranjani group who are 
students of Sita Subramanian.
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The day, which had been earmarked for the celebration of the Birth 
Centenary of Sangita Kalanidhi T. Chowdiah, had Prof. Ramaratnam 
(Retired Principal, University College of Fine Arts, Mysore) and was one 
of the students of Chowdiah reading a paper on the life and achievements 
of Chowdiah as a musician and composer. Chowdiah was one of the very 
few musicians who had a long, continuous and distinguished career. He 
was placed under the tutelage of Bidaram Krishnappa who was a taskmas­
ter who also insisted upon physical fitness includes pranayama. When his 
guru mentioned that a 4 string violin was not always heard (there were no 
amplification facilities then) he invented in 1927 the 7 stringed violin with 
the technical assistance of Rangappa on which he assiduously practised 
and performed at many concerts. His later invention of a 19 string violin 
did not have much impact.

As a composer, he sang in praise of many deities and used simple 
languages and talas. There are about 30 compositions including tillanas. 
He used the signature of Trimukta. A compilation of eleven of these has 
been printed and a cassettee of some compositions recorded which were 
handed over by Bangalore K. Venkataraman to the President of the 
Academy and Vidwan T.K. Murthy.

Prof. Ramaratnam, assisted by Sukanya Prabhakar with R. Hema 
latha on the violin and Kalakad R. Srinivasan on the mridangam rendering 
some compositions in the ragas Bahudari, Dhanyasi, Kedaragaula, Bila- 
hari, Subhapantuvarali and Sahana. Smt. Padma Murthy thanked Prof. 
Ramaratnam for the lucidity of his exposition and the practical demonstra­
tion.

Under the Sri Ramanarayana Sarma Memorial Endowment, Vid­
wan A. Sundharesan said that Meesu Krishna Iyer (1878-1938) was one 
of the post trinity composers whose compositions were not much known. 
They were set to tune by Alathur Venkatesa Iyer. He used his full name 
for mudra. His songs were in Telugu. Students of Shri Sundharesan 
rendered some of his compositions in Ranjani, Hamsanandi, Vasantha, 
Abhogi, Sarkarabharanam and Behag.
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Tavil at the time of Dwajarohanam and on completion. The word Tavil 
was used for the first time by Arunagirinathar. Carnatic music is superior 
to other systems because of its highly evolved rhythmic patterns and this 
was primarily because of the Tavil. The Nagasvaram playing starts only 
after the Tani Layavinyasa was of two types, one apt for temple ritual and 
other for concerts. Temple processions start at 8 P.M. and would end only 
in early hours o f the morning during which time Mallari, Raga alapana, 
Rakti, Pallavi etc., were played and Tiruppugazh or Tevaram rendered only 
on return to the temple. The Tavil came in between while muktayi was 
used with Mohara, it was not played for raga alapana. Tiruppugazh 
chandams were also played. A mridangam artiste has to keep track of the 
tala and tempo given by the main artiste. They took up a seventeen akshara 
tala for demonstration.

Vidwan Chingleput Ranganathan stressed the need for rendering 
pallavis properly and that it was preferable to state the jathi first and then 
the nadai and kalai. After a brief rendition of ragam and tanam in Sankara- 
bharanam, he took up a pallavi in Adi talam (misra nadai) commencing 
after the first akshara "Venkataramana Sankataharana, pankajanayana 
Tirupati Tiramala Saptagirinivasa". The highlight of the programme was 
the demonstration of anuloma and pratiloma rendering of the pallavi. He 
wanted future generations to learn these intricate pallavis and render them 
as a tribute to past masters. He was ably assisted by M.A. Sundaresan on 
the violin and Mannargudi Easwaran on the mridangam.

The President elect, Vidwan T.K. Murthy, in his demonstration of 
some rare talas first took up Lakshmisam of 24 aksharas (of the ashtothara 
sata talas). The tillana of Ramnad Srinivasa Iyengar in this tala in four 
avartas set in Kapi Raga was rendered by Dr. S.R. Janakiraman, Sri. J. 
Vaidyanathan assisted in the exposition of this tala.

The second tala taken for illustration was Chatusra jati ata talam of 
12 aksharas. A Tiruppugazh in Vijayanagari (Parimala) was sung by 
Dr.S.R. Janakiraman for which rhythmic elaboration was performed by Sri. 
T.K. Murthy and J. Vaidyanathan. Moving to chandas tala of Tiruppugazh



MEETINGS OF THE ADVISORY COMMITTEE 37

5����� �&*������ &4� ?(� �A��� ���� ���� �� �,,�-�L�� c%����&��c� 8%�*��+��
:� �+�9� 5��� ��*-$� �� �� ��D���� ��:��  �*�� ��� �5&�,�++�:��� c� � �-��,�����
����� ���D����c� �*� ��� �� � �,���� �*�� c����� -�*�� +&+�� ������+�� A���+��
�����,���c� �*� ��*�A����� �,���$

���� �,����+� 4���� �� &4������ , &- ����� 5��� ����� ���5�*� �� ����
5�&�����3��++��, &4����*���*�%&*�AA&+� �������������+���&+4��87����9���++��+���
5��+�� ������*����*��*��<� ����5� �*�,+���������� ���*-��$

�����+,� ��� ���:� ����*� �&�,+���*���� ���5�*� �� ���� &*� ����
���+�,� 4& ��*����*��5����������+&*-�+�4���*��, &�,� ���$

6� 6� 6

?=��������E����(11)$

���� , &�����*-�� ��� ���� 5���� ����  �*�� �*-� &4� ��+���� �&*-�� &4�
�� ������� <�++��� ��� ���� ������ ���� - &�,$� ����� 5� �� ��������� ��� ���$�
7���+�A����� &*� ���� ���*��� ��D��� ��*A������ &*� ���� :�&+�*� �*�� ��-���
< �A����&*������ ���*-��$

�&*��*��*-� ���� �� ���� &*� �-��+�A���*������*-����%�+�*�����E$��'�
D������ ��&&A��,����� �-������:� �����:�A ����� �� ��5������*&�� ���/�+����
�*�� ����*��$

���:� �� ��� ��  �A���  �-�� �*�� ��D�*���  �-�� &4�7�*�� �&��� ��� +������ �*�
��*-�������, ������< ��� ��*�$� �������*�&+�� �-���*����&�*����*����A����*��
A� �*�� ����$� ���,&�*����&�������� &��*��5������������ �*��++����� ��:� ���$�
��� ��� ��������*-��  �-��5���� ���� ������ ����  ������� ��� ���� �*��� �5� �$� ���
��*-� �&��� ��,& ��*�� ,� ����� &4������  �-�$� ���-� �D�� �*�� ��A����� � ��:��
�&�,&���� �*� ����� �-�$� �����*-��;�� ,���&4��� �����*����/�A�*������*'�
� �����D���*����+���� �A*&5*��&�,&����&*�&4���A����� ��%��� ���5���'�
*��$� ��:�A ���� ��� 5���� ��� *&5� ,&,�+� +�� A*&5*� ��� ��������:� �$� ���
 �4�  ��� �&� ���� �&�,&����&*� &4� ��A����� � �*��  �*�� ��� � �:���A�*����$�
�*&��� ���:�A �����;�����������*��*����-� �D�F��	�������$

��� �� ���&*+��&*���&�,&����&*�&4���A����� ��*����� �-�� �� ��5���'�
��*&�� �� ��-�**�*-� 5���� ���� *���� &4� ����  �-�$� ��� �+�&�  �4�  ��� �&



Tyagaraja’s composition Entavedukondu. Dikshitar’s version is a janya of 
the 29th mela Dheerasankarabharanam while Tyagaraja’s is considered as 
a janya of the 28th mela Harikambhoji.

Vasanta is a janya of the 15th mela Mayamalavagaula and is a 
bhashanga raga. This raga uses the Chyuta panchama. He referred to the 
fact that earlier Tyagaraja’s Seetamma mayamma used to be sung with the 
Suddha dhaivatam. He rendered the song Hariharaputram.

There is no controversy over the arohana and avarohana of Lalita. 
It uses the Suddha Dhaivatam. He referred to the kriti of Syama Sastri in 
Lalita (Nannubrovu). After narrating the anecdote relating to the kriti 
Hiranmayim as related in Sangita Kalanidhi T.L. Venkatarama Iyer’s book, 
he rendered the song in full.

Vidwan C.S. Krishna Iyer complimented the speaker on his analy­
sis of the four ragas. Dr. S.R. Janakiraman pointed out that Muddu 
Venkatamakhin and Venkatamakhin of Chaturdandi should not be mixed 
up while dealing with the origin and development of ragas.

This was followed by vocal concert by Sri P.S. Narayanaswamy 
accompanied by Sri. V.V. Ravi on violin and Umayalpuram K. Sivaraman 
on mridangam.

3 8  THE JOURNAL OF THE MADRAS MUSIC ACADEMY VOL.LXVI

* * *

29th DECE »1BER, 1994

The proceedings started with the rendering of some hymns of 
Tayumanavar by Sethumahadevan Group.

Delivering the Brinda Vaiadarajan lecture on some aspect of mu­
sicology, Shri K.S. Mahadevan said that there was no specific set of rules 
about the musical form known as Chittaswaram. The word Chitta means 
embelishment or adornment and this ought to be in keeping with the raga 
bhava and tempo of the kriti. Normally, it is sung after the anupallavi and 
repeated at the end of the charanam, sometimes in sama kala or mad- 
hyamakala. The swara sahitya anga of Syama Sastri is different. He
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phrase m r m g s that occur in this raga. Singing kalpana swaras in this 
raga will be pleasing.

Kalgada is a janya o f the 13th melakarta Gayakapriya. This mela 
has 43 janyas all beginning with the letter "GA" and all with an unusual 
name. Not many compositions are available in this raga. She referred to 
the compositions o f Tyagaraja, Syama Sastri and Vedanayakam Pillai. She 
rendered Syama Sastri’s "Parvati ninu". The jaru "SP" is attractive and the 
Suddha Nishada is found to occur occasionally. The arohana is also found 
a s s r g p d n s i n  same quarters.

Kapi is a janya of the 22nd Mela Kharaharapriya. It is a Bhashanga 
raga with three anya swaras, antara Gandhara, Suddha Dhaivata and Kakali 
Nishada. It is a rakti raga, The phrase s r m p s is also used. In the phrase 
s r m p n the nishada is invariably Kaisiki and occasionally Kakali. She 
rendered in full Tyagaraja’s "Intasowkhya manine" and Dharmapuri Subba 
raya Iyer’s Javali Parulanna Mata. She said that the raga was eminently 
suited to the rendering of slokas and viruttams and illustrated by singing 
the sloka "Sri Raghavam".

Karnataka Kapi is close to Kanada. There are variations in the 
avarohanakrama. She referred to the two compositions of Svati Tirunal, 
Sambho Satatam and Sumasayaka. She sang the piece "Sambho Satatam".

The raga Navaroj is a janya of the 29th melakarta Dheerasankara- 
baranam. It is a panchamantya raga with the live phase ‘s n d n  p ’. She 
referred to the contribution of Tyagaraja, Dikshitar, Purandaradasa, 
Kshetrajna and Pallavi Seshayyar in this raga. She pointed out that this was 
often used for Oonjal and Laali. She rendered a Kamba Ramayana Oosal 
paadal and Hastivadanaya, which is one of the Shodasha Ganapati kritis of 
Dikshitar.

While complimenting the speaker, Dr. S.R. Janakiraman stated that 
Navaroj, a panchamantya raga could well be identified even without the 
raga being sung in Madhyama Sruti.

The morning session concluded with a Harikatha in Sanskrit on 
Bhakta Jayadeva by D. Umamaheswari under the P.B. Sarvarayalu Garu
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stories and composed songs for Harikatha. He has tuned many Tiruppugazh 
hymns. In 1945, he started the Sadguru Sabha at TrichinQpoly, bought the 
house of Dikshitar at Tiruvarur and donated the same to the Trust. In his 
direct line, Alathur Sivasubramania Iyer had two sons and three daughters 
one of whom was given in marriage to V. Tyagarajan, son of violinist, 
Sangita Kalanidhi Papa Venkatarama Iyer. Among his disciples were 
A.K.C. Natarajan, M.K. Tyagaraja Bhagavatar and M.K. Govindaraja 
Bhagavatar, Chingleput Ranganathan, Lakshmi, Sarojini Sundaresan, M. 
Anandavalli. This list was supplemented by Vidwan T.K.Murthi who 
added the names of Saptarishi and Krishnamurthi.

Vidushi R. Vedavalli summed up the entire proceedings of the 
Conference and Dr. S.R. Janakiraman, K.N. Srinivasan and C.S.Krishna 
Iyer felicitated Vidwan T.K. Murthy.

The Conference concluded with the distribution of prizes to the 
winners in various competitions, devotional music programmes and best 
demonstration.

* * *
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THE SADAS

The Sadas (Convocation) of the 68th Annual Conference was held 
at the T.T.Krishnamachari Auditorium at 4.00 p.m. on 1st January 1995, 
with Hon’ble Shri Vasant Sathe �(���	������ ���	��� /���,	���� � � /�������  
.����	����� ����0���	�  in the Chair.

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

The function began with invocation by Kumaris B. Hemalatha, 
K. Ganga and S.Sowmya, Advance Course students of the Teachers’ 
College of Music, Music Academy.

The Sadas was convoked by Shri T.S. Rangarajan, ��,�������� �  
����+,������

Welcoming Hon’ble Shri Vasant Sathe and others present, Shri. 
T.T. Vasu, the (���	����� � ������+,�����  said :

I extend to you all this evening a warm welcome to the Sadas 
(Convocation) of our 68th Annual Conference and I wish you happiness 
and prosperity during the New Year commencing from today.

"This morning we crossed another landmark in the annals of this 
institution by concluding a 17 day Conference and music festival, one of 
the longest in our history. Considering the fact that the number of sabhas 
and similar institutions in Madras city are on the increase year after year, 
our concerts were well attended although there was a visible reduction in 
attendance by our own members. Our concerts covered not only veterans 
in the respective fields but a number of young and promising artistes who 
deserved to be brought to the forefront. Nearly 200 artistes participated in 
the concerts and I thank them all for their excellent performance.

Vidwan T.K. Murthy, the President of the Conference, attended the 
morning sessions regularly and presented a lecture demonstration on‘some 
rare talas’ on 27th December. The morning sessions of our Experts’ 
Committee attracted musicians and music lovers and a wide spectrum of
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Shri T.S. Rangarajan, Secretary of the Academy presented Vidwan 
Shri C.S. Krishna Iyer.

SANGITA KALA ACHARYA

Vidwan C.S. Krishna Iyer

Bom in 1916; had his initial training under Sesha Bhagavatar, 
father of Palghat Mani Iyer; later graduated as Sangita Bhushanam from 
Raja Sir Annamalai Music College, Annamalainagar in 1932; had training 
under great masters like T.S. Sabesa Iyer; joined Sri Swati Tirunal Acad­
emy of Music as professor and worked with Harikesanallur Muthiah 
Bhagavatar and Semmangudi Srinivasa Iyer; was a music teacher in the 
palace; was the first principal of the Government Music Academy of 
Trivandrum between 1957 and 1971; recipient of awards from the Kerala 
Sangeet Natak Academy; has been on the board of studies in the Kerala 
and Calicut Universities ; has composed kritis iii Malayalam; has trained 
a number o f disciples who have become front rank musicians.

Hon’ble Shri Vasant Sathe conferred the title of "Sangita Kala 
Acharya" on Vidwan Shri C.S. Krishna Iyer and presented him with the 
Birudu Patra and the gold insignia of title and a cash award of Rs. 5,000/-
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Shri U. Ramesh Rao, Vice-President of the Academy presented 
V id wan Shri S. Rajam

SANGITA KALA ACHARYA

Vidwan S. Rajam

Bom on February 10, 1919, at Madurai; son of V. Sundaram Iyer, 
lawyer and musicologist; educated at 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 specialised 
stress on swarns; has toured Africa, U.S.A. and Canada.

Hon’ble Shri Vasant Sathe conferred the title of "Sangita Kala 
Acharya" on Vidwan S.Rajam and presented him with the Birudu Patra 
and the gold insignia of the title and a cash award of Rs. 5,000/-

* * *
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Ms. Maithreyi Ramadurai, Secretary of the Academy presented 
Guru Pandanallur Subbaraya Pillai.

CERTIFICATE OF MERIT 

AND

T.T.K, MEMORIAL AWARD

Natyacharya Pandanallur C. Subbaraya Pillai

Bom on December 7, 1914 as the eldest son of Natyacharya 
Pandanallur Chokkalingam Pillai and Sengammal; was taught music, dance 
and choreography by his grand-father the legendary Pandanallur 
Meenakshi Sundaram Pillai; assisted his father Chokkalingam Pillai for 
many years at the Indian Institute of Fine Arts at Egmore; trained several 
disciples who are leading Bharata Natyam artistes today; recipient of 
several titles and awards including the Sangeet Natak Academy award in 
1979; has conducted recitals at many centres in India and abroad.

Hon’ble Shri Vasant Sathe awarded to "Natyacharya" Pandanallur 
Shri C. Subbaraya Pillai, the Certificate of Merit and cash award of Rs. 
2,000/-
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7. a. TULSIDAS SONGS
Smt. Rajalakshmi Jagannarayanan prize

b . MEERABAI SONGS
Sri Ramachandra Rao Memorial 
Committee prize

Sri. S. Jagannarayanan 

Sri. U. Ramesh Rao

Sujansree Vedantham 

S. Sripriya

8. SANSKRIT COMPOSITIONS - 
Dr. Raghavan Memorial Prize

Smt. Priyamvada Sankar Madhumita Dhandapani 
J. Uthra

9. TAMIL SONGS
Amarar Kalki Prize (Tambura)

Sri. T. Sadasivam S. Padmavathi

10. MODERN COMPOSITIONS 
L. Muthiah Bhagavatar Memorial Prize

The Music Academy S. Uma Shankar 
M. Shiva Kumar

11. VOCAL (Gents)
Sangita Kalanidhi G.N.B. Memorial Prize

Smt. Rajeswari Ranganathan V.Vikram 
B. Uma Shankar

12. SYAMA SASTRIKRITIS
Sri Uttar am Thamba Satchidhananda Prize

Sri. V.S.S.K. Brahmananda 
(Jaffna)

Srividya Ganesan 
A. Gayatri Dhevi

13. PURANDARADASA PADAS Sri V.S.S.K. Brahmananda 
(Jaffna)

Srividya Ganesan 
V.Vikram
Madhumita Dhandapani

14. PAPANASAM SIVAN SONGS
a. Smt. Alamelu Viswanathan Prize
b. Gowri Mahadevan Memorial Prize (Girls)

Sri. K.V. Balasubrmaniam 
Kumari Lakshmi Viswanathan 
Sri I. Mahadevan

Srividya Ganesan 
S. Kasturi
Sivaranjani Venkatram



15. TIRUPPU G AZH
a. M. Ganesa Iyer prize
b. Parthasarathy Mudaliar Memorial Trust Prize

16. MRIDANGAM
S.A. Venkatarama Iyer Prize

17. VOCAL (Ladies)
T.R. Venkatarama Sastri Memorial Prize

18. MUTHUSWAMY DIKSHITAR KRITIS 
Bhikshandarkoil Sri Rajagopal Pillai 
Memorial Prize

19. VARNAMS
T. Chowdiah Memorial Prize

20. MAHARAJA SVATITIRUNAL 
COMPOSITIONS
Murthi Memorial prize

21. VIOLIN
Kasturi Ranga Iyengar prize

Dr. M.G. Varadarajan 
K.H. Shanmugasundaram of 
Parthasarathy Mudaliar 
Memorial Trust

C.N. Krithika 
K. Swetha 
A. Krishnan

Dr. (Smt.) S.A.K. Durga K.V. Gopalakrishnan 
Ashwin Sridharan 
G. Vijaya Ganesh 

. K.S. Ramana

Sri. T.V. Rajagopalan C.N.Krithika 
Srividya Ganesan

a. Smt. Sarada Natarjan
b. Smt. Indira Ramadurai

Mrs. Mathangi Ravi
S.Kasturi
Mrs. Uma Ashok

Sri. V. Sethuramiah &
Sri R.K. Venkatarama Sastri

R. Anaga 
R. Kasturi 
Amrutha Murali

R.K. Murthy Memorial 
Committee

C.N. Krithika 
Srividya Ganesan 
A. Gayatri Dhevi

THE HINDU 
(through Mr. N. Murali)

S. Ramakrishnan
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25. RAMALINGA SWAMIGAL SONGS-Prize

26. Sangita Kalanidhi G.N.B. Songs - Prize

27. Mayuram T.R. Viswanatha.Sastri Memorial 
Endowment
(for general proficiency in - songs)

28. T. Lakshin ana Pillai musical compositions 
Award for rendering of his compositions

29. Veena Dhanammal Memorial Prize

30. Tamil Devotional songs

31. D. Rangasamy Iyer Endowment / 
Prize for Elocution in Musicology

32. Dr. Sankaranarayana Iyer songs- 
Maragatham Sankaranarayanan Trust

33. Natya Sangeetham and Natyam - 
Jayammal and Balasaraswathi Prize

Dr. M.G. Varadarajan Mrs. Mathangi Ravi 
R. Prabhakaran

Dr. Sinnathambi 
(New Zealand)

C.N. Krithika

TEE ARVEE Trust Srividya Ganesan

R. Mahadevan Nair C.N. Krithika
Brig.R.B.Nair 
Smt. Rajeswari Menon 
R. Indusekar

Ganesh

Late M. Sudharsanam Iyengar Not awarded

Sri V. Nataraja" Not awarded

Dr. S.R. Janakiraman Srividya Ganesan 
S.R. Gomathinayakam 
R. Balaji

Smt. Sarada Natarajan C.N. Krithika 
A. Gayathri Dhevi

Sri. V.S.S.K. Brahmananda 
(Jaffna)

Not awarded
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Sangita Kalanidhi Musiri Subrahmania Iyer 
Memorial Award

Sri. C.V. Narasimhan Vidwan T.K. Murthy

C. CONCERTS

VOCAL

Name of the Award / Prize Endowed by / Donor Prizewinner

� . Smt. Yogam Nagaswamy Award to a Senior 
Vocalist (gent or lady)

Smt. Yogam Nagaswamy R.K. Srikantan

2. P.R. Chari Memorial Prize for the best Pallavi 
Singing (gent or lady)

Smt. Janakam Chari Dr. Premeela Gurumurthy

3. Pappu Kamakshiamma Award to a sub-senior 
vocalist (lady)

Sri. V. Pappu Seetha Rajan

4, a. Nyayapathi Rangamannar Award to a 
sub- senior Vocalist (gent)

b. K.S. Ramaswamy Shashtyabdapurti Award to 
Sub senior Vocalist (gent)

c. Smt. Pankajam Rajam Award to a Sub-senior

N.V.V.J. Swamy

a Smt. Akhilandeswari 
Smt. Chitra 
Smt. Pankajam Rajam

SanjaySubramanian

Vocalist(gent)
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12. Dr.S. Ramanathan Memorial Award for the best 
raga rendering in concerts

13. Maharajapuram Viswanatha Iyer Memorial Prize 
for the best rendering of Tyagaraja Kritis in 
concerts

14. The Carnatic Music Assn, of North America 
Endowment Prize to a camatic vocalist under the 
age of 25 - (gent or lady)

15. Sri. N. Sivaswamy Endowment prize to vocal 
artiste for the best rendermg of Rama Nataka 
Kritis of Arunachala Kavirayar

16. Sri Vinjamuri Varadaraja Iyengar Memorial 
Award to a Senior Artiste for the best Pallavi 
Singing (Gold medal)

17. G. Ramakrishna Iyer Award for a Sub-senior 
vocalist (gent or lady)

18. Dr. Raja Sir Annamalai Chettiar Memorial 
Award for one or more talented musicians

a. Smt. Savithri Satyamurthy
b. Disciples of
Dr. S. Ramanathan

Suguna Varadachari

Smt. Padmini Diwakar Geetha Rajashekar

The Carnatic Music Assn, of 
North America INC.

T.M. Krishna

Sri. S. Vaidyanathan Not awarded

Sri. V. Govindarajan Bombay Sisters

Smt. Indira Sivasailam S. Sowmya

Smt. C.T. Unnamalai Achi Maharajapuram 
Ramachandran 
Hyderabad Sisters
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3. C.S. Iyer Endowment prize to a Junior violinist 
(Gent or Lady)

4. N.V. Raghavan Memorial Award to a Junior 
violinist (Gent or Lady)

5. Tirukkodikaval Sri. R. Krishna Iyer prize to a 
promising Junior violinist

6. Naum Lichenberg Prize to one or more violinists 
in concerts

7. Dr.T.S. Tirumurthi and Smt. T.N. Sundari 
Ammal Prize to a young aspiring violinist

8. Lalgudi Sri Jayaraman Prize to a sub-senior 
violinist

9. Sangita Kalanidhi T.V. Subba Rao prize to a 
Junior Violinist

10. V. Lakshminarayanan Memorial award to a 
Junior Violinist

Dr. S. Chandrasekaran and 
other family members of late 
C.S.Iyer

S. Varadarajan

Smt. Indira Ramaswamy B. Gayathri

Sri R. Subramaniam R. Hemalatha

Dr. Johanna Spector Kalpana Kishore

Sri T.T. Srinivasamurthi V.L. Sudharshan

Sri T.N.S. Mani &
Sri T.N. Swaminathan

P.K. Padmanabhan

Smt. Sudha Vyas Raghavendra Rao

Sri. L. Subramanian Ranjani B.



MRIDANGAM

Name of the Award / Prize Endowed by / Donor Prizewinner

a. Palani Subramania Pillai Memorial Prize to a 
sub-senior Mridangist

Sri Mahalingam Kollappan of 
South Africa, disciple of Sri 
A.V. Raghuprasad

Arun Prakash

b. Dr. Henry Cowell Award for the best junior 
Mridangist

Dr. Henry Cowell

Coimbatore Ramaswamy Pillai Award to a Junior 
Mridangist

Mridanga vidwan Coimbatore 
Sri Ramaswamy Pillai

Thanjavur
Prapancham Ravindran

Thanjavur Sri Vaidyantha Iyer Memorial Award 
to one mridangam Vidwan in senior concert 
during the Music Festival

Umayalpuram Sri K. 
Sivaraman

Vellore Ramabhadran

VEENA

Name of the Award / Prize Endowed by / Donor Prize Winner
a. Veenai Shanmugavadivu Memorial Prize to a 
Senior Veena Artiste
b. Chellapally Rangarao Award to a Senior 
Veena Artiste

M.S.S. Ladies’ Felicitation
Committee
Sri Chitti Babu

Not Awarded
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UPAVADYAM

Name of the Award / Prize £ndowed by / Donor

Prof. B. Ramamurthy prize to a Senior Artiste Dr. M.G. Varadarajan 
Kanjira / Ghatam / Moresing / Konnakol

NAGASVARAM

Name of the Award / Prize Endowed by / Donor

Smt. Kamala Krishna Iyer prize for an eminent Sri. S. Muthukrishnan 
and deserving Nagaswaram Artiste

DANCE

Name of the Award / Prize Endowed by / Donor

The Music Academy Endowment for Dr. M.G.R. Sarvaraya Sugars Ltd. 
Award to young and talented danseuse

D. SPIRIT OF YOUTH FESTIVAL

Name of the Award / Prize Endowed by / Donor

Ambujam Krishna Award to Junior Artistes Sri. Suresh Krishna and
Smt. Suresh Krishna

Prize Winner

Umayalpuram
Nar ayanaswamy Iyer
(Kanjira)

Prize Winner

P.K. Madurai

Prizewinner

Akila Shankar

Prize Winner

S. Prakash - Vocal 
L. Neela - Violin 
R. Srinivasan • Mridangam



2. Sri.P. Obul Reddy Endowment Award to the Sri. P. Obul Reddy 
Guru of the best dancer in the Spirit of Youth 
Programme

E. LECTURE - DEMONSTRATION

Name of the Award/ Prize
1. a. Award for the best paper, talk etc., at the 

Morning Session

b. S. Ramaswamy Shashtyabdapurti Felicitation 
Committee prize

2. Suryakanthamma Memorial Award for the best 
demonstration

Endowed by / Donor
Sri. A.C. Rangarajan

Sri. S. Ramaswamy- 
Shashtyabdapurti Felicitation 
Committee

Sangita Kalanidhi 
Dr. Balamurali Krishna

T.T.K. AWARD - CERTIFICATE

1. T.T.K. Award - Certificate of Merit in memory of Sri. M.S. Pattabhiraman 
M. Seshadri Iyengar

U. Rajesh - Mandolin 
Kavita Ramu - Dance 
Preethi B. Athreya-Dance

Chitra Visweswaran

Prizewinner

Not awarded

Dr. Y. Bhagavathi 
Sriram Parasuram

Sri. Pichumani 
(Veena Vidwan)
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4. Philip Glass

H . TEACHERS’

Name of the Award / Prize

1. K.V.K. Memorial Prize for the best student in the 
college, TTC

2. Raja Sir Annamalai Chettiar Prize for the first 
rank student in the TTC ‘Practical’

3. R.N. Sharma Memorial Prize for the first rank 
student in TTC ‘Theory’ . 'animation

4. Brinda Varadarajan Prize to the TTC student, 
who prepares the best teaching aids like charts, 
graphs etc.,

5. Brinda Varadarajan Prize to the best all rounder 
either in the TTC or Advance Course, punctuality 
& regularity in attendance, ability in music, dis­
tinction in sports and other co-curricular activities

6. Sri Ramanarayana Sharma Centenary Memorial 
Prize to the best student (boy or girl) in the Ad- 
vance/II year course who renders the best concert.

Mr. Bernard L.Dikman, 
New York

COLLEGE OF MUSIC

500 dollars towards 
Conference for 1994

Endowed by / Donor Prize Winner

Sri G.T. Sastri Devi Kamakshi 
S. Kasturi

Raja Sir Annamalai Chettiar 
and Raja Sir Muthiah Chettiar

S. Padmavathy

Smt. Alamelu Animal Henry Saldanha

Dr. M.G. Varadarajan A. Prabha Nandini

Dr. M.G. Varadarajan M. Shivakumar

Dr. M.G. Varadarajan Not awarded



7. Mysore Doreswamy Iyengar endowment for 
veena scholarship to help aspiring veena student

8. Meenakshi Poornam Prize to the best 
Veena student

9. S. Parthasarathy Memorial Prize for the best 
rendering of Tyagaraja Kritis

10. M.L. Vasanthakumari Prize to a young student of 
the Music College (vocal or instrumental)

11. Alamelu Govindarajan Prize to the best student 
in the TTC ‘Theory* examination

12. R. Kamala endowment towards scholarship to a 
promising young student (boy or girl) who is 
economically backward

13. Umayalpuram Krishna Bhagavatar and Sundara 
Bhagavatar endowment, for a scholarship to a 
deserving student

14. K.S. Ganesa Iyer Prize for helping young 
promising student of talent, for pursuing the 
study of music in the College

15. Inner - Wheel Scholarship

Mr. James Rubin of Pan 
Orient Foundation and his 
friends

Not Awarded

Sri Poornam Viswanathan Not Awarded

Smt. Gayatri Murthi I. Prize: S. Kasturi
II Prize: S. Padmavathy
III Prize: B. Hemalatha

Dr. R. Madhav Devi Kamakshi

Sri. M.R.K. Sundaram A. Jayanthi

Sri. R.T. Rajan M. Gowri

Sri T. Karthikeyan Not Awarded

Sri. K.G. Sankaran L. Mangala Gowri 
V. Devi

V. Prasanna
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N.K. VENKATESAM PANTULU
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mainly on a manuscript in the Sarasvati Mahal Library at Tanjore. It was 
published in book form by the Academy in 1940.]

About four miles to the south-west of Kumbakonam, is a village 
known as Patteeswaram or Dhenupuram. It is a renowned place of pilgrim­
age, situated on the.northem bank of the river Tirumalairajan, a branch of 
the Cauvery. The region in which the shrine is situated is known as the 
Sakti Vana, and the tradition says that, when in this Vana or forest, Ambika 
or Parvathi was performing her tapas (meditation) in order to become one 
with Paramasiva, Patti, one of the four Kanyakas or maidens sent by 
Kamadhenu for doing service to Parameswari, made a Linga of sand and 
was worshipping it day after day in her own private Puja. The Linga that 
was worshipped by Patti is known as Pattees vara and the place where it 
Was worshipped came to be known as Patteeswaram. In Samskrita, the 
names of the place and of the Linga are Dhenupuri and Dhenupureeswara. 
The Goddess is called Gnanambika - the Goddess of Divine Wisdom. In 
the yard, just in front of the Garbha-Grha (the Holy of Holies) of Sri 
Gnanambika, stands the majestic figure of one whose name is ever closely 
associated with Patteeswaram and also that of his Dharma Patni. The 
oriental minister of the Tanjore Nayak Kings of the sixteenth Gentury stands 
there in his quaint oriental state-garb, with the long robe and with the 
curious head-dress of the day, the Devotee of Gnanambika, and he has 
beside him his accomplished and true Patni, the devotee of the simple 
Brahmana, Govinda Deekshita. To the generation that is slowly passing 
away just now, the name of Govinda Deekshita is a household name in the 
part of the country, known as Chola Desa, and traditions concerning him 
have therefore become many and interesting. His active and exemplary life 
as a true Brahmin at home and as a great statesman and minister at the 
court of the Tanjore Nayak Kings during a period of nearly three quarters 
of a century has naturally made his name permanent and his fame eternal.

Govinda Deekshita was a Karnataka Brahmin of the Asvalayana 
Sutra of the Rigveda and his wife’s name is ascertained to be Nagamba. 
Tradition has assigned to Tirunageswara, a sacred shrine about 4 miles to 
the South-east of Kumbakonam, and to Patteeswaram, the honour of having
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been the place where the minister lived and spent his private life. But the 
fact that images of Govinda Deekshita and his wife are in the temple at 
Patteeswaram and that the ruins of his house are still pointed out at 
Patteeswaram, combined with the fact, which is very important indeed 
considering the age in which he lived, that the river Tirumalaifajan, a 
branch of the Cauvery, which runs beside the village of Patteeswaram 
maintains somehow an almost perennial supply of water, even in the 
summer season, when the Cauvery itself is dry in the Tanjore District - a 
very important requisite for a Brahmin of the type of Govinda Deekshita, 
may go to show that Patteeswaram was the place selected by Govinda 
Deekshita for his private residence, rather than Tirunageswaiam which has 
not these traditions or facilities for residence. A place called Tiruppalatt 
urai, near Papanasam, in the Tanjore District, is also mentioned as the place 
where Govinda Deekshita lived. But as has been said above, the name of 
Govinda Deekshita is closely associated with Patteeswaram and so we may 
quite fairly hold that the minister lived with his family in his house at 
Patteeswaram, on the bank of the river, where the ruins of a Pushya- 
Mantapa or bathing-ghat and the ruins of a portion of a wall of his house 
and of four pillars, said to have been at the entrance to his house, mark the 
site of his residence, according to tradition.

Although it is certain that Govinda Deekshita spent the best years 
of his life in the Chola countiy, as the minister of the Tanjore Nayak Kings, 
yet it seems to be clear that he was originally a native of the Kingdom of 
Vijayanagara. From what has been related by Bramasri Narasimha Sastri 
Garu, the late Dharmadhikari of the Mysore palace, himself closely related 
to the family of Govinda Deekshita, it appears that Govinda Deekshita was 
a native of the Vijayanagara kingdom, and that at a very early age, he 
acquired fame for his learning in the sacred lore of the Hindus. He appears 
to have been also an accomplished astrologer. He is said to have been a 
very pious Brahmin, strict in the performance of his daily duties, as became 
the order of his birth or Vamasrama.

The way in which the young, learned and pious Brahmin, Govinda 
Deekshita found his way into the Chola Desa, as the minister of the Nayak
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to Chewappa Nayak, that Govinda Deekshita accordingly travelled about 
and found that the Chola Desa, especially in the Deltaic portion of the 
Cauvery, was the most fertile tract and as such worthy of being given as 
dowry to Chewappa. The special interest taken by Govinda Deekshita in 
this matter is explained not merely by his attachment to the court of 
Vijayanagar, but also by the fact that Chavappa had been his own servant, 
before he entered the service of the king, and had the fortune of marrying 
the Queen’s sister. Tradition says that Chavappa had been a veiy intelligent 
lad from his early years and that Govinda Deekshita introduced him into 
the place. Ever since his introduction into the palace, Chavappa exhibited 
his extraordinary intelligence in various ways, and soon rose higher and 
higher in the king’s esteem. A story about Chavappa handed down by 
tradition is interesting in this connection. Once when a certain letter of state 
received by the king, and just overheard by the servant boy Chavappa, 
which being read in court, had to be reproduced in the absence of the 
original, mislaid somewhere, the boy Chevappa repeated the whole letter 
word for word. He thus showed his genius, which roused the admiration 
of the king. It is no wonder that such a lad became the royal son-in-law 
and a ruling prince also.

When Chavappa was thus presented with the Tanjore Principality 
and sent out to bear independent rule over the Province, he took with him, 
it is needless to say, his master, his best friend and well-wisher - Govinda 
Deekshita. Tradition goes so far as to say that Chavappa, instead of 
accepting the kingdom for himself, requested Govinda Deekshita to rule 
the kingdom himself, that Govinda Deekshita refused to accept the gift, as 
he a Brahmana- was debarred from ruling a kingdom, but agreed to be 
Chavappa’s minister. It is said that Govinda Deekshita then crowned 
Chavappa as the ruler of Tanjore and he himself became his minister. 
Govinda Deekshita, who must have been there in the prime of his life, was 
a learned man, well-versed in Vedic and Shastric lore, well-versed also in 
astrology and music. He was besides a pious Brahmin, scrupulous in the 
discharge of his public duties, as the minister of Chavappa Nayak.
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The history of the Nayak race at Tanjore was all too brief, for the 
race began with Chavappa in the middle of the sixteenth century, and ended 
with the fourth king Vijayaraghava Nayak in the middle of the seventeenth 
century. Govinda Deekshita began his career as a minister under the first 
king Chavappa, continued as the minister of the second king Achutappa, 
and seems to have been helping in the administration of the third king 
Raghunatha Nayak, for a few years in the beginning of his rule. The 
statement that Govinda Deekshita was minister under the fourth ruler is 
obviously based on the mistaken identity of the second king Achutappa 
with the fourth king Vijayaraghava, known as Achuta Nayak and also an 
Achuta Vijayaraghava Nayak. This conclusion seems to be incredible, 
when we see that between the first king and the fourth king there is an 
interval of nearly a century, so much so, that, even if Govinda Deekshita, 
be considered as having become the minister of Chavappa as early as, say 
his twentieth year, when Vijayaraghava ascended the throne about the 
middle of the seventeeth century, he must have been more than a hundred 
years old. There is no tradition that Govinda Deekshita lived to such an 
advanced age an we have also no record of his work under the fourth Nayak 
king. From references which will be given later on, it will be seen that 
Govinda Deekshita was minister under the first Nayak king and so it seems 
to be unlikely that he was also minister under the fourth king. It seems to 
be clear, therefore, that Govinda Deekshita’s career as minister came to an 
end in the first part of Raghunatha Nayak’s reign.

An inscription in Tamil of 1549 A.C., refers to "Chavappa 
Nayakar" and "Ayyan". The word "Ayyan", a derivation of "Arya" mean­
ing noble, was generally used for Govinda Deekshita, out of respect.

These inscriptions show not only that Govinda Deekshita was the 
minister of the first Nayak king Chavappa, but also that he was so closely 
associated with the administration that his name was mentioned with the 
king’s name in the inscriptions of the time. This fact also confirms the 
feeling of respect which Chavappa always had for his benefactor and 
counsellor, Govinda Deekshita. A Tamil stanza in the Tamil version of the
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minister of the Dynasty. From a reference in the Sahitya Ratnakara, we see 
that as the consequence of a Karnataka war, Achutappa, the second king, 
had to give up the throne which was ascended by Raghunatha Nayak. A 
whole canto treats of mantralochana (secret counsel) of King Achutappa 
with his minister Govinda Deekshita and his son. The same honour seems 
also to have been shown to Jiim by the third king, Raghunatha Nayak as 
has already been said. Yagna Narayana Deekshita says that Govinda 
Deekshita placed the sacred ashes (Vibhuti) on the forehead of Raghunath 
Nayak in the place of the usual Pattam or the gold plate - the mark of 
Royal Authority customarily placed on the forehead of the king at his 
coronation or Pattabhisheka.

This is particularly noteworthy as showing the tolerance of the king 
who was by faith a Vaishnavite and his regard for the sage- like minister 
Govinda Deekshita.

It is no wonder then that for a period of nearly seventy years, the 
Chola country had the rare opportunity of being improved steadily, in the 
peaceful reigns of the first three Nayak kings and under the able guidance 
of the state by a genius like Govinda Deekshita. It was in the reign of the 
third Nayak king that troubles seem to have slowly invaded the peaceful 
palace of the Nayak Kings, and it was exactly then that the master hand of 
Govinda Deekshita was removed from the helm of the State by Provi­
dence. It is with great pity that we must now look upon the all too brief 
story of the Nayak race at Tanjore, after the figure of Govinda Deekshita 
was removed from the state. For we learn that the next Nayak king, Vijaya 
Raghava was not only the next in succession to Raghunatha, but was also 
the last of race at Tanjore, the rule of the kingdom then passing on to the 
sturdy Maharashtra kings. A small tradition in this connection is somewhat 
interesting to recount. Although the Nayak kings were Vaishnavites by 
faith and Govinda Deekshita was an advaitic Brahmin of the Saivite 
persuasion, yet during the rule of the Nayak kings at Tanjore, both Siva 
and Vishnu temples were equally well attended to by the state and the 
Brahmins were always treated with the respect due to them in accordance 
with the Shastras. The temples at Chidambaram, Kalahasti and Tirupati
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seem to have been renovated in the reign of the second King, Achutappa 
Nayak. It is said that Raghunatha Nayak and Govinda Deekshita renovated 
the Ramaswami temple at Kumbakonam and had the whole of the Ramay- 
ana pictorially represented of the inner walls of the temples. The Vishnu 
temple at Sri Mushnam in the South Arcot District, the temple at Ra- 
meswaram etc., seem to have been renovated by Raghunatha Nayak and 
Govinda Deekshita. It is worthy of note that an inscription of the reign of 
Chavappa, relating to a grant of land to the Fakirs at Tanjore, places a 
heavy moral penalty on those Mohammandans that chose in any way to 
interfere with the right vested in the Fakirs. This exhibits the extraordinary 
tolerance of the Hindu kings for the followers of alien faiths.

It is now time to turn to some of the works of charity with which 
the name of Govinda Deekshita is closely associated. It has been said 
before that Govinda Deekshita and his wife are worshipped in the form of 
life-size images in the temple at Patteeswaram, while Lingas known as 
"Govinda Deekshita", are worshipped in the temples at Tiruvadi and 
Kumbakonam. Generally in Siva temples, only the Saivite saints are 
worshipped, and it is only in one Siva temple that the image of Sri 
Sankaracharya is placed and worshipped, viz., at Conjeevaram. It is not 
usual to have images of Smarthas (the Saivites who follow smritis) in 
temples for worship; while so; Govinda Deekshita and his wife alone have 
had this unique honour. To have had such Divine worship granted to them 
in this age, Govinda Deekshita must have done something which could be 
expected only from the Divine being. When we examine the traditions, we 
have no doubt that Govinda Deekshita was a typical Brahmin in his private 
life, and did his work always as a servant of God. It has been said before 
how, when Chavappa offered the crown to him, Govinda Deekshita not 
only refused to accept it, true Brahmin as he was, prevented as such by the 
Shastras from being a ruler, but he also agreed to be Chavappa’s counsellor 
instead, in accordance with the injunction of the Dharma Shastra - that it 
is the Brahmin’s fundamental duty to advise the ruler and always work for 
the good Qf the state and of the happiness of the people by means of Tapas, 
Yagna, counsel etc., To us now it may sound rather fanciful if I should
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Deekshita. In Tantrasikhamani a commentary on the Mimamsa sutfas of 
Jaimini by Sri Raja Chudamani Deekshita, Govinda Deekshita is referred 
to as Advaita Vidyacharya, Agnihotri and a performer of sacrifices.

These go to show not merely the god-like life led by Govinda 
Deekshita but also the vast learning of the Deekshita, to which we shall 
refer presently.

To speak about a few things in which we have his name even to-day 
the Ayyan Kulam (tank) and the Ayyan Kadai (Bazaar) in Tanjore, Ayy- 
anpet, a village between Tanjore and Kumbakonam, on the South Indian 
Railway, Ayyan Vaikal (canal) an irrigation channel north of the Coleroon, 
starting from the Akhanda Cauvery, the Ayyan them (street) in Tiruvan- 
namalai, already referred to, are some in which we have the name of 
Govinda Deekshita to this day. Again the Yagasala street and the Yagasala 
Mantapa at Kumbakonam are said to mark the place where Govinda 
Deekshita performed his Yagas on the banks of the Cauvery. A house in 
the West Ayyan Street at Kumbakonam used till recently to be pointed to 
as his house at Kumbakonam and it is said that all the members of his clam 
used till recently to perform marriages etc., in that ancient family house. It 
is said that he built the temple at Kuttalam, Tirupalathurai and several other 
ancient shrines in South India. It is said that the celebrated Mahamakham 
tank at Kumbakonam owes its present condition to Govinda Deekshita. In 
connection with this, a story is told, that when the Nayak king doubted 
the sacredness of the Mahamakham tank, Govinda Deekshita, by his Puja 
to Ganga Devi, made the Goddess stretch her hands above the water and 
receive his oblations, thus proving to the Nayak king the sacredness of the 
tank, which attracts millions of pilgrims to this day. It is said that on seeing 
this wonder, the king gave gold equal to his weight for the renovation of 
the sacred Mahamakham tank. A work of sculpture in the Mantapa on the 
bund illustrates this tradition. Govinda Deekshita provided the tank with 
an extensive flight of steps all around the tank, nowhere else so constructed,
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and also erected mantapas and gopuras for the sixteen Lingas all round the 
bund of the tank. These are some of the items in which we still see historical 
evidence of his unbounded charities. It is said that Govinda Deekshita 
constructed also bathing ghats, pushya-mantapas in various places such as 
Tiruvadi, Kumbakonam, Patteeswaram, Madhyarjunam, Tiruvalanjuzi, 
Vriddhachalam etc. The village known as Deekshita Samudram (or Mul- 
lakudi in the Tanjore Dt.) and Venkata Samudram (or Varahur, near 
Tirukkattuppalli in the Tanjore Dt.) seem to connected with Govinda 
Deekshita and his son Venkata Makhi.

Above all, Govinda Deekshita seems to have done much for the 
temple at Patteeswaram, his own favourite place. In the temple there is an 
image of Ganapati in the front court-yard just opposite to the small tank, 
concerning which there is an interesting tradition. The Ganapati is called 
Agjna (order or command) Ganapati. It is said that originally there was a 
fine big Mantapa in this first yard of the temple and that, when the Nayak 
king ordered the materials of the Mantapa to be removed for the use of 
some other temple, Govinda Deekshita sent word to the king that it was 
the command of the Ganapati, that those materials should not be removed. 
The king being a Vaishnavite by faith wanted a sign of the power of the 
Ganapati and asked if the water poured over the image of Ganapati would 
flow down as milk. Govinda Deekshita said, "yes". The king at once tested 
this, and found that the word of the Deekshita was true. The king then 
rescinded his order to remove those materials from the temple and even 
gave a separate grant of land for the worship of that Ganapati, apart from 
the general temple funds.

The Deekshita learnt the news and then consoled himself with the 
thought that his effort to save the mason was an act opposed to the law of 
Gods; and taking hint from the incident, he thought of the information 
given to him by the messenger of Yama regarding himself and proceeded 
Lt once to establish Nandavanas in different parts of the country. A stone 
image of a man in lying position outside the temple at the entrance to the 
southern Gopura of the temple at Patteeswaram is shown to this day as 
marking the place where that ill-fated mason met his death.
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a net work of Patasalas for the teaching of the Vedas, Vedangas, Vedantha 
and the Shastras of the Hindus. The Raja Patasala at Kumbakonam, which 
traces its origin to the days of Govinda Deekshita, is still a centre of 
learning. Similar Patasalas are still seen in different parts of the Chola 
Desa. These Patasalas took the place of the ancient Gurukulas and really 
were educational centres of great importance and are still so to a certain 
extent. Hundreds of scholars in that part of the country, owe their learning 
to this Patasala system inaugurated by Govinda Deekshita in the sixteenth 
century. The Patasala System has not lost its vitality even now and the 
value of the system is still recognised far and wide. It will be quite easy. I 
venture to think, for our Matathipathis and truly public spirited Hindus who 
have hearts for the maintenance of Dharma and culture in the pure Hindu 
form in Aryavarta, to establish a regular University on truly Hindu lines, 
having these Patasalas, as the nuclei. There is good scope for organised 
practical work, in this direction in the Chola Desa.

Thus far I have dealt with the life of Govinda Deekshita as the 
minister of Nayak kings of Tanjore. I have traced the origin of the Nayak 
rule at Tanjore in the middle of the sixteenth Century, briefly related the 
chief features of the Nayak rule in the Chola country, the connection of 
Govinda Deekshita, with the state and the public works he did as the 
minister of the Nayak kings, almost throughout their career at Tanjore. It 
is now time to turn to the man Govinda Deekshita and record what is known 
about him and say a few words about his family and private life. Govinda 
Deekshita was first a man and then a minister. He owes his greatness as 
much to the purity and dignity of his private life as to his multifarious 
activities as the minister of the Nayak court. He discharged his ministerial 
functions as conscientiously and as perfectly as he could. In his pravritti 
or "going forth" as a minister, he never allowed himself to forget that the 
true end for a Brahmin was nivritti or "drawing in". I have already related 
how every day from his earliest years, he would regularly and punctually 
perform his Agnihotra enjoined on every true Brahmin as Nithyakarma. I 
have also related how he, in his life, performed all the yajnas which have 
to be performed be every true Brahmin and how he directed several of his



/- THE JOURNAL OF THE MADRAS MUSIC ACADEMY VOL.LXVI

charities along lines which would make life worth living for people in the 
Chola Desa. The benefits of these works carried out by Govinda Deekshita 
are still enjoyed by the Hindus in Southern India. While Govinda Deek­
shita thus led a perfect life at home as a true Brahmin, and while in the 
state he was so active and so beneficient in everything he did, he was also 
a very learned man. This has special significance in these days when most 
of our educated men think that eastern culture saps the roots of progress, 
instead of watering them.

Govinda Deekshita is always referred to as "Advaita Vidyacharya" 
(the master of "advaita" or "monistic" knowledge) by Sri Raja Chudamani 
Deekshita in his Tantrasikhamani, referred to already. Govinda Deekshita’s 
son, Yagna Narayana Deekshita, refers to him as Sri Pada Vakya Pramana 
Paravara Parina Srimad Advaita Vidyacharya. Yagna Narayana Deekshita, 
in his "Sahityaratnakara,, and in his "Raghunatha Vilasa" says that Govinda 
Deekshita had "advaita vidya" as his special study, that he churned the 
ocean of the six systems of Philosophy (shaddarsana) and gave the Amrita 
so churned to all learned men. This reference shows that Govinda Deek­
shita was not merely a learned men, but also engaged his leisure hours in 
imparting his learning to others. Venkatamakhi, another son of Govinda 
Deekshita, in one of his songs says that his father taught and thus firmly 
established the faith of Sri Sankaracharya - viz., Advaita. It is said that, 
while Govinda Deekshita was one day engaged in expounding to his 
disciples the commentary of the "Brab na Sutras", known as "Kalpa Tarn", 
of Bhamati, a gloss on the Sutra Bhashya of Sri Sankaracharya, the great 
Appiah Deekshita (bom 1554) whose name is held in high esteem to this 
day in Southern India, then a young man, visited Govinda Deekshita. The 
two great Deekshitas had been brought together for the first time on the 
occasion of Govinda Deekshita’s performing the Yajna known as Sarvatho 
mukha at Madhyaijunam. Appiah Deekshita originally belonged to a 
village known as Adayappalam near Arni in the present North Arcot 
District and his descendants are still living in the Tanjore District. On this 
occasion of their second meeting, Govinda Deekshita asked the young 
Appiah Deekshita very modestly expressed himself and said that he knew
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(the look of the king). One day, when the king paid a visit to the Great 
Minister at his residence, Govinda Deekshita’s accomplished daughter took 
the harathi to the king, -as is the custom on such an occasion. The king 
naturally was pleased with the accomplished lady, but unfortunately she 
died, it is said, afterwards by the evil effect of the look of the king, as is 
believed in by the Hindus. It is said also that one of his sons, an expert 
player on the Vina met with early death, as is believed, in consequence of 
the admiration of the king. The king it is stated gave away all his royal 
ornaments to the young son of Govinda Deekshita, but that in a few hours 
afterwards, he died of the effect of Rajadrishti. Tradition says that it was 
then that Govinda Deekshita pronounced a curse on his clan, that wealth 
and beauty should not adorn his clan at any time and the members of the 
Deekshitar’s clan still believe in the curse.

Of his other sons, we know prominently of two, viz., Yajnanaray- 
ana Deekshita and Venkateswara Deekshita, known as Venkata Makhi. Yajna 
narayana Deekshita was a friend of the Nayak king Raghunatha, in whose 
praise however he wrote the play known as "Raghunatha Vilasa", already 
referred to. His master-piece "Sahitya Ratnakara" has also been referred 
to. He wrote also a Champukavya known as "Raghunatha Bhupa Vijaya". 
Besides being a great poet, he appears to have mastered Vyakarana 
(Grammer) tharka (logic), Mimamsa (the science of interpretation) and 
Advaita Vedanta. Although we do not hear of any separate work on music 
as written by Yajnanarayana Deeksh’ a, we still see that he had cultured 
taste in music, as well as in the science of dancing orBharatha Sastra, from 
the references found in his work. A whole canto, the 8th in his Sahitya 
Ratnakara gives a detailed description of the technicalities of the science 
of music. His son Venkatesa Deekshita was a scholar in Jyotisha (astrol­
ogy) and his work "Jataka Chandrika" has been translated into English by 
Mr. B. Suryanarayana Rao. Chokkanatha Deekshita, the guru of Raja 
Chudamani Deekshita, in the preface to his "Bhashya Ratnavali", says that 
he was induced by Venkatesa Deekshita to write that work. Venkatesa 
Deekshita or Venkatamakhi, the brother of Yajnanarayana Deekshita, is a 
familiar figure in the world of music. His treatise "Chaturdandi Prakasika"
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marked a turning point in the history of South Indian Music. Mr. Subba 
rama Deekshita in the preface to his "Sangita Sampradaya Pradarsini", 
published under the patronage of the Raja of Ettiyapuram, says that 
Venkatamakhi wrote his "Chaturdandi Prakasika" under the patronage of 
the 4th Nayak king Vijaya Raghava and that it is still standard work in the 
science of music. The Hindus believe that through any form of knowledge, 
one could realise Brahman and obtain spiritual force and power. Venkata 
makhi is believed to have had such realisation by the science of music.

It appears that Venkatamakhi also wrote two other treatise Kar- 
manta Mimamsa, a work on the Mimamsa Sastra, and Vartikabharanam 
also a work on the same Sastra. He says he learnt Mimamsa from his 
brother Yajnanarayana Deekshita, whose discnle he was. Venkatamakhi’s 
disciple was Neelakantha Deekshita the author of Siva Leelamava, which 
describes the Leelas of Sri Minakshi Sundareswara of Madura. Neelakanta 
Deekshita was the grandson of Appiah Deekshita’s brother and it is said 
that Appiah Deekshita asked his grand-nephew to stay with Venkatamakhi 
and learn the Sastras at his feet. The beginning of his work in which he 
speaks of the nature of poetry and the characteristics of a poet is couched 
in style which discloses much resemblance to the style of Yajnanarayana 
Deekshita.

Sri Raja Chudamani Deekshita, the author of "Tantrasikhamani", a 
commentary on the Mimamsa sutras of Jaimini says that he was induced 
by Venkatesa Deekshita to write his work. The terms in which he refers to 
Venkatesa Deekshita show that Venkatesa Deekshita also performed 
several Yagas (sacrifices) and was a learned scholar.

I have no hesitation in asserting that the study of the life and work 
of this great personage of modem times is sure to be a source of great 
inspiration in this age to all those of us who have a love of our country, 
her glorious past, her inimitable culture and her grand institutions, social, 
religious and political, which still have that vitality in them which was 
imparted to them by the ancient Rishis o f Aryavarta. The life of one like 
Govinda Deekshita, who lived and worked among us only 300 years ago
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THE SCHEME OF 72 MELAS IN 
CARNATIC MUSIC

T.L. VENKATARAMA IYER

The formulation of the scheme of 72 Melas by Venkatamakhin is 
a great landmark in the history of Carnatic Music. Before him the classi­
fication of the Melas and the janya ragas as appears in the works of the 
previous writers is nebulous and confused. There is no apparent principle 
deducible in the classifications. Sometimes there are several melas with the 
same swaras. Often there is no identity discoverable between the melas and 
the janyas. The number of melas also varied from 15 to 23 and several 
groups were altogether left out. The object of these early writers was 
merely to classify ragas then current and that is also the scope of 
Venkatamakhin’s work. But in evolving a scientific system based on the 
value of the swaras, he revealed the possibility of new ragas and indeed 
one may say that it was Venkatamakhin’s system that rendered possible 
the wonderful pieces of Sri Tyagaraja in several new modes.

Latterly the scheme of Venkatamakhin has come in for some 
criticisms here and there. It has been stated that the scheme has resulted in 
the mechanisation of music and has reduced it to simple arithmetic; that it 
has tended to throw melody which is of the essence of the Carnatic Music 
into background and to weaken the true conception of raga. I shall now 
consider how far this criticism is well-founded.

That there s a whole world of difference between ragas and mere 
swaras is undoubtedly true. The ragas transcend the swaras and have 
features which give them a distinctness such as could be visualised in 
imagination.

Now a raga is totally different from a mere combination of swaras, 
which may make impressive combinations but cannot possess those fine 
shades of melody which make for the life of a raga. Indeed the idea of a 
mere combination of swaras or a scale as distinguished from raga is 
unknown to our music and goes against its genius.
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The question then is : Did Venkatamakhin in inventing a possibility 
of 72 swara combinations and calling them Mela Ragas or Ragangas go 
against the true conception of raga and did he introduce a conception of 
scales as distinguished from ragas? It is my desire in this paper to show 
that Venkatamakhin when evolving the scheme of 72 meals has scrupu­
lously adhered to the true conception of raga and that in his system there 
was no such thing as scale as distinguished from raga. If it was not a raga 
it had no existence at all.

Now I must explain what the notion of mela according to 
Venkatamakhin is. From the earliest days of Carnatic Music down to recent 
times a mela was understood to be a raga wherein the 7 notes occurred 
whether in the ascent or in the descent. It was then called Sampuma and 
was then taken as a Mela raga. It was not necessary that a Mela Raga should 
be a sampuma both in ascent and descent. Thus Sriraga is a Mela according 
to all the writers and that is the 22nd mela of Venkatamakhin. Likewise 
Kedaragoula is the 28th mela of Venkatamakhin. Following the same 
principle, a shadava omits one swara in both the ascent and descent like 
Sriranjini and in oudava 2 swaras will be absent as in Mohana and 
Madhyamavati.

Now when Venkatamakhin propounded the possibility of 72 melas 
according to the value of the swaras, he found that while some of them 
were represented by ragas actually in existence others were not. Now 40 
of these melas represented what is known as vivadi swara combinations. 
Venkatamakhin adopted with reference to them the conception that a mela 
need not be sampuma in arohana and avarohana but that it should be 
melodious. Basing himself on these fundamentals he followed certain 
principles with reference to the vivadi combinations. In the case of Sudda- 
gandhara he realised that sa ri ga ma cannot be melodious, but ma ga n 
sa could be melodious by the adoption of the gamaka called jam. Likewise 
with reference to Suddhanishada he realised that pa dha ni sa would not be 
melodious, but sa ni dha pa could be melodious if the gamaka called jam 
is utilised. Thus it happens that in the very first mela he adopts sa ri ma pa
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Under this system, even in vivadi melas, the arohanam and avaro- 
hanam must be sampuma. That this conception stresses the S warns and 
ignores the requirements' of melody must be conceded. For example take 
the very first mela under the new dispensation; the arohana is sa ri ga ma 
pa dha ni sa; that is to satisfy the new concept of mela; and it is called 
Kanakangi. Now Venkatamakhin, acting under the old conception of mela 
and emphasising melody adopted only sa ri ma pa dha sa as the arohana; 
and under the revised scheme it ceased to be a mela and became a janya. 
But Kanakangi is a scale and Kanakambari is a Raga. In the same manner 
we find that under the new scheme many of the melas of Venkatamakhin 
are classed as j any as, an new melas which are merely scales take their 
place. Thus the criticism that the scheme of 72 melas is destructive of raga 
bhava and tends to mechanise music is true to a large extent of the modified 
system which is now in vogue but is not true of the system as originally 
featured by Venkatamakhin.

From this is should follow that the revised scheme of 72 melas 
which has latterly come to be adopted should be condemned as an innova­
tion for the worse, as tending to destroy the best elements in the Carnatic 
Music. It is therefore surprising to find that the new scheme should find 
support from not a few of the present day theorists. One reason for this is 
that Sri Tyagaraja is supposed to have lent his support to it. It would be 
strange indeed if the great Tyagaraja set his approval on the theory of scales 
in Kanakangi and the like melas. Buy what is the warrant for associating 
the name of that great composer with a lame theory? It is said that he has 
composed kirtanas in ragas like Kharaharapriya, Kiravani and so forth; and 
they are to be found only in the new scheme, and not in the scheme of 
Venkatamakhin. True, but it is forgotten that ragas like Kharaharapriya and 
Kiravani are only in the non-vivadi melas. Venkatamakhin himself had 
stated that under his scheme new ragas Were possible and himself invented 
the mela Simharavam now called Hemavati. Therefore the use of ragas like 
Kharaharapriya, Kiravani etc., is in accordance with the scheme of 
Venkatamakhin and does not violate any principle of melody and does not 
lend any support to the idea of a scale apart from ragas. On the other hand
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in the vivadi melas the authentic kiitanas of Tyagaraja show that he adopted 
the system of Venkatamakhin. For example, Manoranjini, Chayanata, 
Nabhomani and the like, are all melas of Venkatamakhin and in them we 
have great pieces of Tyagaraja. And there are no authentic compositions 
in which Tyagaraja adopts vivadi combinations such as sa ni dha pa with 
shatsruti dhaivata, ma ga ri sa with shatsruti rishabha, sa ri ga ma with 
suddhagandhara and pa dha ni sa with suddhanishada. The only exception 
is in the case of ragas like Varali where according to tradition suddha 
gandhara is slightly higher than the chatussrutirishabha and thus the vivadi 
dosha is avoided. This is in accordance with the practice of 
Venkatamakhin.

Now in the printed editions of Tyagaraja’s kirtanas, a few of diem 
are stated to be in Ragas which are among the vivadi melas of the new 
school. This is put forward as proof that Tyagaraja adopted the new system 
even in respect of the vivadi melas. But the mistake lies with the editors 
who have identified them and not with the composer himself. For example, 
take the piece "Eware Ramayya". It is said to be in Gangeyabhushani. But 
there is no ma ga ri sa in it, and without ma ga ri sa it loses its character 
as a scale under the new scheme. It has only ma ri sa and it is therefore 
clearly a piece in Gangatarangini of Venkatamakhin. A critical analysis of 
the pieces of Tyagaraja in these melas will reveal that he was quite against 
the scales- invention of Kanakangi and its sister melas; and that he, 
belonging as he does, to the sishyaparambara of Venkatamakhin, followed 
only his system of melody; and that he does not lend any countenance the 
scales theory. There is no authentic composition of his in Kanakangi and 
similar melas. On the other hand his genuine kirtanas are on the lines of 
Venkatamakhin - such as "Atugarathani" in Manoranjini, "Idi 
Samayamura" in Chayanata, "Jagadanandakaraka" in Nata, "Nayeda" in 
Nabhomani, "Banturiti" and "Vachamagocharame"

It should not be forgotten that these 40 vivadi melas are all of them 
covered by great pieces of that illustrious contemporary of Tyagaraja, 
Muthuswami Dikshitar, whose breath was melody and they reveal how 
following on the lines of Venkatamakhin, melody could be evolved. In my
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and thus its adoption has tended to destroy the Raga-chaya, and discount 
imagination.

This is a matter for grave concern for the future of the Carnatic 
Music. I am in fear that those finer shades called "Gamakas", which breath 
life and melody in ragas will gradually disappear; and we shall have 
instead regular modes with clear cut swaras, with no grace, with no beauty, 
and with no life. We shall have killed natural living persons, and shall 
have got instead brilliant dolls. I do not contemplate the prospects with 
equanimity. I think, lovers of music should take a serious view of the 
situation, and rescue Carnatic Music and Sri Tyagaraja from the baneful 
effects of the scales-theory embodied in the Kanakangi system; and restore 
the concept of raga for which Carnatic Music has always stood and restore 
in full the system of Venkatamakhin which is based upon it.

* * *
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POETRY IN THE KRITIS OF TYAGARAJA

T.S. PARTHASARATHY

If Tyagaraja had not been the versatile musical genius he was but 
had presented his compositions to the world purely as devotional or 
didactic songs, would he still enjoy the same reputation he does today in

%
the realm of Kamatak music? Had his pieces not been such marvels of 
coalescence of art music and melodic richness but were mere hymns 
clothed in simple but lilting melodies (like his Utsava Sampradaya Kritis 
and Divya Nama Kirtanas), would he yet be deemed eligible for the place 
of honour he occupies in the musical world? The answer to both these 
questions is in the affirmative. Although Tyagaraja was, first and foremost, 
a musical composer and a creator of new expressions and forms in music, 
the fact that he was a competent poet and a master of felicitous expression 
has added great charm to his compositions and made them virtually "poems 
set to music". He is often referred to as the ‘tone-poet of Tiruvaiyaru’. For 
a similar reason, Kshetrajna became immortal even though he composed 
only one type of musical composition, the padam. Tyagaraja’s kritis are 
rightly renowned for their poetic excellence, sublimity of thought and 
unsurpassed yati and prasa (caesura and alliteration), beauties not found in 
the compositions of any other South India composer. The perfect integra­
tion of the sahitya with the music of his pieces was accomplished because 
of his inherent poetic faculty and impassioned feeling expressed in imagi­
native verse.

The beauty of the language to which music is set has a great deal 
to do with the permanence and popularity of the music. The language of 
song, however, differs from the language of poetry and the diction of a 
vaggeyakara is bound to differ from that of a poet. We can see this 
difference clearly if we compare the slokas of the "Gita Govinda" in which 
the Ashtapadi songs figure. Jayadeva adopts a distinctly different style for 
the Ashtapadis, which are intended to be sung to a given tala. The diction 
most suited for music has to be euphonius and composed of words which 
are soft, flowing and melodious, with no harsh or discordant combination
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&4���++��+��� �&� - ���� �,&*� ���� �� $� ���� �&*-�� &4����-� �D�� � �� �* �:�++���
4& ����� ��5���*����� ������+� ��������*�� ���� ����,+�� +�*-��-�$� �& �&:� ��
���� ��*����*���&4����a��&*-���,��+&�&,����+��*�� ������+�� �*������ , &4�*�����
&4����� ��������&*� ��:�� �*�&5��� ����A ����� 5���� �����  � �� �� �������� ��*��
��+�-�� ���&+� ��  ��������� 4& ����� ���� � ��+�-���&4� �����*-������ 5���&���
�*�� �&*�� *� 4& ����� ��&�,+���������*���& ��*� ��������+��$

���-� �D�� ���,+���� �&*���� ��+�� ,&����� -�4��� 5����*� ���� +�������
��&,�������:�--���A� ��& ��&�,&�� �&4������$���&*-�������+�� �������D& �
�&�,&�� ��&4�%� *������������������,� ��,�������&*+��&*��5�&���*������++���
�� ,&��� ��  �*-� %���� �D*��� 5�&� ���*��� �*� �� �+���� ��� �����+4$� ��� �� ��� ��
���&&+� &4���&�-��� ��&*-� ��+�-�� ���&+� �� ����� ���*���*�� ����� %���� �D*��
�&�,&���� ����,������ ���+�A������ �&�����+�A���*���&4�����:� �&�����,���&4�
*���A��� �*�� *���A��� �*��� ����� �*� �� ��+�-�� 5& A� ��++��� ���� c� �*-� ��
�������*D� �c$����-� �D�� �:�+���3��++���*�-& -�&������� �,��&*��&4����:�*�
�*��������+�����+��������&4����� /& ��5�&� ���������� ����� �*�����,�*�,���� ��
&4����� :�++�-�� �� �:���� �� 8&4����� ����9� �*�� ����  �:� �%�:� �� 5����� 4+&5��
*�� ��$� c�& �A�*�h� �*� E�+��� �� ��� &*�� &4����� ,������ �*� 5����� ���-� �D��
�;��+�� �����+4��*� ���� ���*-� �*�& *����+�*-��-��������&���&4�����@&��5����
�*-�+���*��+��� ������&�+�� �*D&��*-�������, �����+����&4�����, ���*��$�����
�� ��� ��� �*��� &4������ A ���� �&�, ���� ��  �,�� &��� &��,&� �*-� 5����� 5�++�
���,�+� �++� �&�����  �-� ��*-� ���-� �D�F�� ����� �� &:� � ��+�-�� ���&�� �*��
���� - �*��� � &4����� ,&����� �&*��,��&*$� �� 4� *���� ��+&5� ���� 4� ��� &4�������
��� �*��� 5����� -�:��� �� ���� �,��&*� &4����:�*� �*�� ���� /& �� 5�&�  �������
��� ��*�J

"Tumbui'u haradulu suguna�
kirtanambula nalapamu sevaga�
Amabrisha mukhyulu namamu�
seyaga jajulu pai challaga�
Bimbadarulagu suravara yali venulu�
natyamu ladaga
Ambujabhava pakaru lint gadala�
nanvaya binidavalini bogadaga�
Ambaravasa Satulu kara kanakanmbulu
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�������	�1	����������	��
�������������������,���3���	���3������
�������������	�	���������"

In a few kritis, we are able to see that Tyagaraja was not merely a 
writer of conventional devotional verse with a command over the diction 
peculiar to music composers but was quite at home in describing the 
beauties of nature. The kriti "Sari vedalina" in Asaveri is an artistic little 
piece which will do credit to any poet. Tyagaraja describes the river Kaveri 
as "an undefiled virgin flowing now in torrents, now as a roaring rapid and 
now as a tranquil and compassionate stream".

"0�������� ����� ��1�������9���� ��	  
����� ����� ��1�����	������������  
�	�������������� ��1���� ����,��,��  
�����'�1��	�'���������	"

Affectionately chiding Rama for developing hauteur after being 
installed in his house at Tiruvaiyaru, Tyagaraja in the kriti "Muripemu" in 
Mukhari gives us a poetic description of his home town with "its matchless 
breeze, fragrant flowers and the sweet music of koels which make it the 
most delightful place on earth to live in.

"������	�������� �������,��
;��	��� '�1��	���������� .............
�����������������9����������
�����	����������	��� ��������� .......
����	��� ������	��� ,������	��1����  
������	���(��,������31��

It is clear from Tyagaraja’s own description of a kriti in the song 
"Sogasuga Mridanga" that he conceived of a kriti as a poetic composition 
not only in form but also in substance. The description is delicious :

"���	�1	���������������	�1	  
���	������������� ��1�����



POETRY IN THE KRITIS OF TYAGARAJA 101

yuta kritiche bhajiyinchu�
vukti Tyagarajuniki tarama"

c�� A ���� ��&�+�� ��:�� ����� 8����� �9�� :�� ���� 8 �,&��9� ���'�
���A��8��:&��&*9�� :� ����8,����9��*���++�����*�*�� ����c$�����4& �� �� ������
 �3�� ���*��&4�, &�&����*������ ������ ��������*��3���*&*�&4��*��,&�����+�
�&�,&����&*$

��� �� ��� *&� 5 ����*� & � & �+� � �����&*� �&� �*������� ���� �;��*�� &4�
���-� �D�F�� ���&+� ���,��*������ , &4����*��� �*���+�-���*�� ��*�A ���� ������
�� ���*��&4�����A ����� �*��,������ ��&5����������5����&�,���*�� �*���*�+�*-�
��+�-�� :� ����*����-&&�����&+� ��*� ��*�A ��$� �������,�*���+�&��������*�� ��
+�4���*�����+'�,��A�*-�� ����� ���5&�+��,� ��,�����, ����,��&����&���,,&���
����� ��� ���� �� ����� �� &:� � ���� �+������� 8����� A�:���9� �*� ��+�-�� ����
� �����&*� ���� ��� ����� ��� 5��� ,� 4& ��*-� ���+�� ,� ���*�� &4����� c�*�� ��
E��-�:����c� ��� <&��*�$� ��� �� ��� *&� �&���� ����� ���-� �D�� 5��� ���,+��
�*4+��*���� ���<&��*��5��*� ��� ��� ���� �&�,&��*-� :� ��� �*� ���,+�� ��+�-��
5���&��� �*��,���*� ��& � �� ��*�*-� �4�� � �44���$� ��+�-�� ���&+� �� :&����4& �
����4�������������+�*-��-��&4�����A ����� ���*��������&4�:� �����*�����<&��*��
E��-�:����$����-� �D���&���*&������������&����������������+��&4������++��� �I
&��� 4& ��� �*& ��&� �&  &5� ������ 4 &�� ���$� ���� A ���� c�**�-�� ��*���A��
 �*�c� �*� 	�+���� ��� &���  �*-� �*� ���� &,� �� c< ��+����E��A��� ��D����c� ���
������ ���*+�� &*� �5&� ����� ,������ 4�-� �*-� �*� ���� ��:�*��� �A�*����� &4�
<&��*��E��-�:������&���*��*-�5��������5& ���c%���+�A����*� ���*����
A� ���+��A� ���+�c$

"Ennaga manasukurani�
Pannaga sayi sogasu�
Pannuga ganugonani�
Kannulele Kanti minnulele"

���&�:�&��+�� �*�,� ������<&��*�F�� :� ���� �*�����E��-�:����$

"Kamalakshu narchinchu karamulu karamulu�
Srinathu varchinchu jihva jihva"
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Strangely enough, many of Tyagaraja’s longer pieces (excepting 
the Pancharatna kritis) are to be found not in praise of Lord Rama, but in 
praise o f the different Goddesses worshipped by him during his pilgrimage 
to various shrines. His kritis in praise of Dharmasamvardhini of Tiruvai- 
yaru, Pravridha Srimati of Lalgudi and Tripurasundari of Tiruvottiyur are 
outpourings with a truly poetic ring about them. In the kriti "Sundari Ninu" 
in Arabhi on Goddess Tripurasundari he revels in poetic fervour in com­
paring Her face to the moon, Her majesty to the mountain Meru, Her 
splendor to the lightning and so on.

"Kalakalamanu mukha kalalanu gani 
Kaluvala raju bhumi radaye 
Chelagu ni lavanvamunu gani 
Yalanade Valaraju ganaka pove 
Nilavaramagu ni gambhiramunu gani 
Jalaraju jada veshudaye 
Balamaina dhiratvamunu gani 
Kanakachaludu ta silarupudaye"

Similar descriptions are found in "Darini telusu konti" in Suddha 
Saveri and "Vidhi sakradulaku" in Yamuna Kalyani.

A correct assessment of Tyagaraja as a poet can perhaps be made 
only after a thorough study of his two operas "Prahlada Bhakti Vijayam" 
and "Nowka Charitram". In these two works we see quite a different facet 
of the genius of Tyagaraja. It is in these musical plays that he has dispelled 
all doubts regarding his competence to write verse. A scrutiny of these 
reveals his easy mastery over all the common metres of Telugu poetry like 
Sisa padyas, Kandapadyas, Dwipadas, Utpalamala, Champakamala and 
Sardulavikriditam and also darns, dandakam and gadya. He also exhibits 
remarkable skill in working up a climax by means of a long padya, 
culminating in a kriti of chiselled beauty in a raga most appropriate for the 
situation.
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In the kriti "Chudare chelulara" in Pantuvarali in his opera "Nowka 
Charitram" he gives a gorgeous description of the river Yamuna flowing 
near Gokulam.

"Bees hover around pink lotuses being wafted by the breeze on the 
dark blue waters of the Yamuna dotted with sand dimes white in colour. 
The steps look as if they have been paved with diamonds. Swans swim on 
the rippling waters. The bowers are full o f vine with multi-coloured parrots 
feasting on the grapes. The cuckoos sing in the trees and Cupid is busy 
aiming his flower-darts at men and women."

He prefixes this kriti with a long explanatory verse in Sardulavik- 
ridam thus :-

"����������� ��������,���9��� �  
���	�,��,��������,���  
+����������3���3��1�	����������  
F���	������������  
;	���������� �������� ������������  
'������	������������  
;���������������	3�	�����9�����  
;��	��	�	�����,��,���� "

Although the verses and other passages in pure Sanskrit composed 
by Tyagaraja do not fall under the category of poetry, a scrutiny of them 
and his kritis in Sanskrit reveals his remarkable command over the 
language. Tradition is again lacking regarding his exact scholarship in 
Sanskrit, but his pieces do not leave us in any doubt about his mystery over 
Sanskrit diction in his role as a music composer. In kritis like "Jagadananda 
karaka" and "Vara Lila Gana Lola" (Divya Nama) he uses rare Sanskrit 
words with telling sound effects and indulges in ingenious and difficult 
compounds. He can also at the same time, write easy-flowing passages like 
the Sanskrit charanas of the kriti "Ni Daya Ravale" in Todi producing 
striking effects of the second - letter rhyme (Dvitiyakshara prasa) which 
he invariably uses in his compositions.
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"Sara sara kantara chara mada vi-�
Dara sundarakara suguna suku�
Mara maramana nirajaptakula�
Paravara sudharasa purana".

��� �� ����� � &4�4����� �� ��& &�-�� ������ &4����� ��*�A ��� ,������ 5�++�
- ���+�� ��*�4��� �*�� &*�� 5�&� ���� ��� �&� ��, &:�� ���� A*&5+��-�� &4������
+�*-��-�$

�*� ��& ��� 5�� ��:�� �*� ���-� �D�� ��  � �� �&���*���&*� &4��� ������+�
-�*���� 5�&� �&�+�� �+&���� ���� ������4�+� � ����&*�� �*� � �� ������ �*� �3��++��
������4�+�+�*-��-����������A�*-��������,� �**��+��&� ���&4��*�,� ���&*��*��
��+�-��� �&� -�*� ���&*��&4������� +&:� �$� �*�� ��*� ����&4�����5���� �������
���*� �������5 &�����&���7�����:��c�*������&�,&����&*��������*�A ���+&����
���� ��-���� ���44*�����*���������� �& �����*� ���+��*� �&4�*���c$

*  *  *
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QaanpoD^ njlatjan^pu LieOLOLî nirrerT. LSIoiarfr pmurfludlaSr o % a  
G� u ^ �� )afTu_|Lb, £>rruj&� VT � u(^rr^«o^<£ (Sjftfl^p ^ o ja r  <^lsnnjp urrrijafloDiLi  ̂
p r r p  c� igiiiJL�Gii§|Lb Q5lGUfflaauu®d£]«jTpan. "Q^onpd) i_|o51 Currcb / p  
GU� »̂ iL)i_b, &_� rr� nLX> Qldcdq) Qldgoq) (ip� aQ anaiip  r61eDanii>p0 0  
©jos)3>iL|Lb, � _a^a(oari�� uj ldujq) aSlprflpuu�» îL|Lb" pm o Qrj-LLiq_uj[Trflan 
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This article  w ill discuss variability  and change in the raga  A bheri. 

C onsiderable controversy  surrounds th is raga, in w hich one o f  T yagaraja’s 

m ost fam ous and  beloved kriti-s, "nagum om u ganaleni," is sung  today. 

H ow ever, according to the w ritten and  oral sources available, Tyagaraja 

never m entioned this raga in connection  w ith the  com position, o r  in any  

o ther context. Further the A bheri raga in w hich the kriti is m ost often  sung 

today, belonging to  m ela 22 w ith a  bhashanga (foreign note, i.e, accidental) 

o f  the  low ered 6 th  degree, is d ifferent from  all theoretical descriptions o f  

th e  raga until very  recent tim es. It also  differs in its tonal com ponents from  

all other com positions by  o ther com posers in the "sam e" raga. T he history  

o f  the association o f  th is raga w ith T yagaraja’s kriti "nagum om u ganaleni" 

w ill be described in the present paper, as well as the history o f  the 

controversy  concern ing  the raga. Possible reasons fo r the  instability o f  

A bheri’s tonal m aterials w ill also  be discussed.

Abheri is am ong the m any raga-s nam ed after one o f  India’s tribal 

o r caste  groups. T he Abhir (o r A hir) are cow herds and  m ilkm en descended 

from  a B rahm in m an and  an  Ambastha w om an, according to  the  Lawbook 
ofManu o f  the 2d-3d  century  ’ S hafer (1954:119). T hese A bhir-s o r A hir-s 

num bered over e igh t m illion a t the end  o f  the last century  w hen they  w ere 

found herding c a tt 'e  throughout N orthern  India (B hattacharya 1896:297). 

A bh ira  w as also the nam e o f  a  dynasty  in  N asik  (Southern G ujarat) w hich 

flourished around 248 A.D. (B arnett 1914:45), but it is m ost likely that the 

raga  was nam ed for the cow herds because o f  their traditional association 

w ith  m usic and dance described below .

The fem inine form  o f  the  raga nam e, Abhiri (later, Abheri) , is the 

m ore com m on in treatises, probably  referring to  the gopi-s o r  m ilkm aids 

o f  H indu  m ythology who jo ined  Lord K rishna in the sports o f  dancing and  

m usic-m aking a s  his first devotees. Thus, the raga nam e has connotations
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of playfulness, the bucolic, and the young girls’ enchantment with Lord 
Krishna’s seductive charms and his magical flute.

Whether Abheri raga in Karanataka music actually bears any 
resemblance to Abhir women’s music today is impossible to say without 
the necessary field recordings, and whether there was once a relationship 
at the time of the raga’s origin in Northern India is a matter for speculation 
only. However, North India’s raga lore includes stories of the sophisticated 
court musician who becomes enthralled by a singer from some outcaste or 
tribal group, usually a woman, whom he chances to hear while passing in 
the streets or during his travels through the countryside. The haunting 
melody becomes the basis for the next raga which the musician creates. In 
one version of the tale relating to the raga Ahir Bhairav, he first names the 
new raga after his patron, but his fellow musicians and the patron himself 
all persuade the "composer" to name the new raga after the milkmaid 
whose singing was the source of his inspiration (Naina Devi interview: 
January 31, 1979).

It is impossible to say with certainty at what date the name entered 
the nomenclature of classical music, but as early as the Natyasastra, the 
first Indian treatise known to include extensive musical materials, the name 
Abhirudgata was used for a murchana (scale) (Appa Rao 1967:107). Later, 
in the 10th century Matanga cites Abhiri as a bhasa giti (melody type) 
(Gangoly 1935:78), but probably not then in current practice (Powers 
1970:8). Abheri, the spelling found today in Karnataka music, probably 
appeared first in the 14th century Sangita Sara (Sambamoorthy 1973:451). 
Other variations upon the raga name throughout the centuries have in­
cluded Abhira-nataka (nataka.drama), Abhira-nata (nata:acrobat), Ab- 
hirika, Abhiru, Ahari and Ahiri.

T o n a l C o m p o n en ts in  M a jo r T re a tise s

Methods of classifying and describing the tonal components of 
raga-s have changed many times in the treatise literature, and little is 
understood today concerning the meaning of early treatise terminology. By 
the time of Venkatamakhin, however, we are on firmer ground. In his 17th
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70 entries, however, do not provide raga names for the compositions. 
Instead, a thin red line is drawn vertically through the "raga" column.

Later in the century, those compositions whose raga-s were not 
certain were named apurva raga kriti-s (apurvaimre, uncommon). This 
name was applied under the assumption that Tyagaraja had sung the songs 
in unusual raga-s which he had found in treatises and raga lexicons which 
he owned, leaving it to his disciples to look up the contours and pitches of 
each song in raga lexicons as a kind of hunting exercise. Sambamoorthy 
called these ragas vinta (novel) or vichitra (special), and in his list of 83 
vinta raga- s, he included Abheri (1973-51-53). He gave Tyagaraja credit 
for bringing these previously unexplored raga-s to life (1970:50), allowing 
that some of them did not exist in earlier treatises (1973:45).

The theory that Tyagaraja may not have had a specific pre-existing 
raga in mind each time he sang has met considerable resistance, because 
it suggests that he was not adequately respectful of his raga heritage. 
Hulugur Krishnachar attacked this theory in an article published by the 
Music Academy.

By such stupid efforts, some selfish modem vidwans not 
only lose their own respect among the high cultured 
society, but do harm to the glory o f the great composers 
and the art o f music. Not even a layman can believe such 
activities to be true, that th i composers have created so 
many new Ragas throwing into darkness the most favourite 
and traditional Ragas, handed over to them fo r  
generations (Krishnachar 1948:115).

Tyagaraja undoubtedly valued the rich tradition of ragas which he 
inherited through his guru and from the treatises which he owned. In fact, 
he actually worshipped one of these treatises (Svaramava) and believed 
that it had been supematurally delivered to him by the god Narada 
(Sambamoorthy, 1970:246-247). Nevertheless, his music is described as 
the product of spontaneous inspiration, over which he would become 
rapturous (Sambamoorthy 1970:26), and while in this state he is believed
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to have created many "new" raga-s (Sambamooithy 1970:5), the "apurva 
raga-s".

K.V. Ramachandran’s explanation of the possible source for the 
apurva raga-s is that these "new" raga-s, obtained by omitting other facets 
of the older raga (1950a). Thus, the apurva raga-s represent an area between 
innovation and tradition where lines are indistinctly drawn. Abheri would 
be explained by those-who perceive the unchanging elements more 
strongly as an incomplete version of Karnataka Devagandhari. Sam- 
bamoorthy even goes so far as to say, "In practice, there is no difference 
between this Karnataka Devagandhari and Abheri". (1959:303).

Another belief concerning the reason for leaving raga-s unnamed 
in such a work as Kuppayyar’s is that Tyagaraja and his followers made a 
deliberate attempt to keep secret the names of some of the raga-s in which 
he composed " .... in conformity with an old injurious habit of making a 
secret of knowledge" (Raghavan 1947:134). Raghavan cites examples from 
some of the Walajapet manuscripts in which the names of raga-s are 
purposely scrambled. For example, "Mayamalavagaula" appears as 
"Yamalamagaulava" and "Malayavagauma", and "Sarasvati" is written 
"Rasatisva" (1947: 136-137). These cryptics devices belong to a wide­
spread tradition of guarding musical knowledge as a valuable and even 
mystically endowed treasure in order to prevent it from falling into 
unworthy hands. Since Kuppayyar's manuscript and many of those in the 
Walajapet collection date from shortly after Tyagaraja’s time, it may have 
been his successors who favoured the habit of secrecy regarding their 
guru's teachings.

When music publications began to circulate late in the 19th century, 
raga names were attached to the apurva raga kriti-s, often resulting in 
disputes. The first known publication containing svara-s for "nagumomu", 
appeared in 1885 in Telugu syllabic notation in Sangita Sarvartha Sara 
Samgrahamu by Vina Ramanujachaiya, printed with wooden type. Na- 
gavarali (mela 8) was the raga designated, but the contours of the notated 
melody adhered very closely to the song as it is performed today
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Vidwan K.V. Srinivasa Iyengar began publishing Tamil syllabic 
notations of Tyagaraja kriti-s in 1916. In his work, "nagumomu ganaleni" 
is given in Abheri raga, melakarta 20, without any mention of the trisruti 
dhaivatam (Srinivasa Iyengar 1968: 336). The collector described his 
experiences in the preface to one of the posthumously published volumes:

The author o f the present work has laboured in this fie ld  
fo r  about 25 years in winnowing the chaff and in collecting 
the saint's compositions from  Sishyas o f the 2d and 3d 
degrees who, in the truly oriental fashion, cherished the 
kritis in secrecy and grudge to give them to the public. 
(1968:4-5)

It is well known that such endeavors as gathering and publicizing 
the materials which are traditionally transmitted from guru to disciple 
violate the basic premises of traditional South Indian society. The author, 
by using the phrase "truly oriental fashion" expressed a rejection of those 
traditional values concerning the private ownership of knowledge, favour­
ing a modem, Western-derived philosophy of public accessibility to infor­
mation.

In the introduction to the same volume, C.P. Ramaswamy Iyer, a 
Dewan, comments in a similar vein.

Many o f Tyagaraja’s compositions are said to have been 
burnt and even those that survive are disfigured by
interpolations and mutilations The oral tradition which
has preserved his compositions has also tended towards 
the concealing and forgetting o f some o f them - a not too 
infrequent phenomenon in a country where personal idola­
try takes too often the form  o f a too jealous worship o f the 
manuscript and a refusal to divulge its contents (1968:9)

From this description it is clear that investigations into the previous 
century concerning religious materials such as a saint singer’s composi­
tions mav well lead to a wealth of unanswered questions.
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Publications and performance of "nagumomu ganaleni" in the 20th�
Century
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He shot like a meteor and eclipsed all his contemporaries.
‘The wedding season has hardly begun. The stripling�
Pushpavanam has made a couple thousands and sent me�
and Vaithi (a famous singer) to roost! ’ exclaimed Poochi�
Ayyangar (a fam ous singer) to me in March, 1917.
$$$$$$$$$$$$$Pushpavanam had Sriranjani, Kuntalavarali,
Devagandhari, and Abheri (italics mine) fo r  his forte.
Every time he stopped for breath, the audience would seize�
the opportunity to clap like thunder. Such was the hysteria�
and hynotism which his voice produced .... Since then I �
have not heard a voice so rich in tunefulness, carrying�
power, intoxicating sweetness, craftsmanship and re­
bounding resonance". (Rangaramanuja Ayyangar 1977:4)
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infant at the time. Concerning his singing, she relates that "when he sang 
the line ‘jagamele paramatma’ it was like experiencing a shower of 
flowers". (Swaminathan letter : Sept. 1978). Sambamoorthy wrote that 
Pushpavanam sang up to ����� �������3��,����  and ���	1����  (5th and 
6th degrees of the high octave. Since his sruti was said to be about 5 (g), 
this would given him an upper range of d". For these notes he received, 
"thunderous applause" from his audience (1973:451). He studied music 
only briefly, including a few lessons with "Poochi" Srinivasa Iyengar, but 
basically he was a self-taught singer. Since he left no disciples, this may 
be the closest we can come to knowing how he sang.

The next major artist to perform Abheri raga frequently was Maha 
rajapuram Viswanatha Iyer (1896-1970), who j axtaposed the raga with the 
closely allied Bhimplas (Bhimpalasi) raga of Hindusthani music in his 
alapana-s (non-metered improvisation prior to the composition). The 
following account was written by the musicologist T.S.Parthasarathy who 
attended Maharajapuram’s performance frequently.

"F����������������1���� ��F	��������	����	,��������������  
���	����� ��-����;������1��� ����	����� ������H�����	������&
��������	�����!RW_Y��� ����;����3�����/��3������������  
�����	���� ��-����������1�Y����,����������	�������������  
���������	���	�������	����1��������� �����������&� )����������  
�	�����	,���������� ��	�����	����� � �F	��������	������&�F	�  
H������� ���� �	������ ��-��3�� �	��+����	����,���� ��-�	�Z
3���������	��'�����	����� 	������,������ �����&� -��������  
��������	\	����3�� ��������������������������������3������  
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���,�����������������	���O�	,�����������'���������������	�  
	���3�	��	���3��	��� �(�������������� !R]]�

Maharajapuram’s performance of Abheri. used the raised 6th degree 
also, the first known occurrence of this practice which persists almost 
without exception today. The relationship which his performance of the 
raga had to Pushpavanam’s is not known precisely, but Pushpavanam’s
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descendents maintain that Maharajapuram’s "nagumomu" was highly imi­
tative of the Pushpavanam’s. Indeed, Maharajapuram was often called 
"Junior Pushpavanam" even during Pushpavanam’s lifetime. Thus, it ap­
pears likely that Pushpavanam used the raised 6th degree, also.

Musiri Subrahmanya Iyer (1899-1976) continued the trend of bor­
rowing Bhimplas - like intonation from Hindusthani music in his 78 rpm 
recording of "nagumomu" in the late 1920’s. This disc has become one of 
the most popular recordings ever made in South India, and is still heard 
often on the radio. Here, Abheri in melakarta 22 with the raised dhaivatam 
is unmistakbly predominant, although a few phrases still retain the lowered 
6th degree of melakarta 20. The Hindusthani elements are unmistakable to 
Karnataka musicians and listeners, possibly resulting from a greater pre­
dominance of "straight", unomamented tones. However, the same quality 
is usually linked with Tyagaraja’s apurva raga- s, which may mean that 
this additional similarity between Tyagaraja’s Abheri and Bhimplas made 
further borrowings more likely.

It is important to note that compositions in Abheri raga by other 
composers (Dikshitar, Papanasam Sivan) did not change to mela 22. 
"Nagumomu" is completely unique in this respect, although a few artists 
still believe it should be sung in mela 20, and the occasional lowered 6th 
degree appears in some versions. Since the tune of the song does not 
exhibit any particular features which would seem to need the adjustment 
of the 6th degree for the purposes of symmetry, it appears that either 
Tyagaraja did indeed sing the song this way, or that the influence of 
Bhimplas caused the shift in mela.

T h e o ris ts  R esp o n d  to  V a ria b ility  in  A b h e ri R a g a

The presence of both dhaivatam-s in the "new" manner of singing 
"nagumomu" created great havoc among musicologists in the South. Be­
cause of the inconsistency of performance with existing treatises, Abheri, 
was chosen as the subject of one of the first "Raga Lakshana" discussions 
of the Experts’ Committee of the Madras Music Academy in 1930. The 
President of the Academy at that time was the renowned singer and
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There are no different mata-s (schools o f opinions). A ll o f�
us are guided by one mata alone... Vidwans who can sing�
should decide these matters finally. Other members may�
express opinions (Raga Lakshana Discussions 1932:53)

� *��& 4��� � �,  & ,& �� � �4�* � ��&* ��& 4 ��� � � * �5 +� �4&�* � �� � � � ��� � � � � � I

� � � � �* � � � �  � �� 5 ��� �& � �  � �� � �� � �� � � � � ��� �+� � ��, � �� �� 5 � �� � � * � ��  �++� �

& �� �   � � � � � &*- � �� � � : �  �& � �� � �: �  - �* �� � � � ���&* �� & 4 ��&� �� � �* � ��* � � � ��� ��

c� �- � c� F�� �&� � �* �� �& � �� � � �&* � �  �$� � �  �&� �� +&��+���� � � �* � � , �  � � , �  � '��

8� � � ���&* ��+�* � �- � �� � �  ��� - �9�� � � ��� � � �&5 * � �� �&�� * �  � ��� � � � ��� �+��� � ���+� ��

5 ��� �* � �� � � �� � � � � � � �� � & : �  �++� �� ���� $� � � � � -&�+� & 4��� � � � � � � � � � � 5 ��� �& �

 � � � � � � ��&* ��* �� �� & 4 �&, �* �&* �� � �, ��� ��� � � �&�* �+���� � �: �  - �* ��, �  �, � � ��: � ���

�* � ��& �� � ��� �� � � - � �� � � �&� , �  4& � �* - � � � ��� ��* �� �* ��� � � � �** � �& 4 �� �� � ��� �+�

� � � � � � �� � �  �* � � ���$� ��� �&&* �� � � � � � � �+� �  �� �&5 �: � �� �� � �� �� � � , �  4& � �* - �

� � ��� ��* ��� �� �*& ��4� �+��&� , �++�� ��& �4&++&5 ��� � �� &� � ���� �F��  � �&� � �* � � I

��&* ��� �* � , �  �� � � � � � �� � �� � � � ��� � ���&* �� �++�- � �+� � �* � � � � � & �� &4��* � �* �

�  - � � �* �� �� �* � �* � �-  � � � �* �$� � � � �� � � ��� � ���&* �� 5 � � � &*+� � �,&  � � �� �++� �

�&* ��* � � � ��4��  � (12($�� � � �4�* �+��+&5 ��& ��� � ��� ��� � ��� � �&  � �* - ��& �� �� � � � �  �

& 4��& � � �F��� ;,� ��6� � &� � ���� � ��� $�$�< � �� � ��  � �� � ��5 ����� � � � ��� , , � �  �* � � �

& 4��� � �-  � � ��� � �&+�  ��& 4 ��� � �� �� ��  � �& 4 �� � � � � � && �� � ��� �- �  �� �  � � � � � �  ��  ��

�* � �& �� �  � �5 �&�� � � � ��&  ��� �� � � �*&��� � � * � � ,+� � � � ��* ��� � �� &� �� �- �* �  � ��&* �

& 4��� �&+� �� 8< �  �� � ��  � �� � � �* ��  : ��5 �� 7�* � �  � � (1C19$� �*� �* � � � � �� �� % �� � �

��A � � � � ��� � � � �� � �  �� �*+� � *& �� �   �: � � � � �� � � ��� �� � & 4 � � &* �+�� � �&* �����* � � �

� � &* - ���� �,  � � ����& * �  � � �* � ��� �&  ����$

� &* ��  * �* - � � � � �  �F� � � � � �: � �� � �� �& �� � � �- �  � � * � � �� � � -  � � �� � � ��I

�&+&- �� ��' ��& � ,& ��  '� �* - �  �� � �� �� � �E � �- � : � ��  �85 �&���* � �� �* ��++� ���+5 � � ��

�&� ,& �� � � �* � �� � � � � � �  �� & 4 �� �+�A � �� �? "9� �&* � �   � � � �� � �� �� � � E � �� ,+��� '�

+�A � � '� � � � �  �� 5 ��� � ��� �  � �� � � � # �� � � � -  � � � 5 � �� � � & � � �   � � � 4 �3 � �* �+� � �* �

,  � � ��� � �� �&� � ��� � �� �+&* - � 5 ��� � � * � & � � � ��&* �+� +&5 � � � � # �� � � � -  � � � 5 � �� � �

& � � �   � � �4 �3 � �* �+� � �* �,  � � ��� � �� �&� � ��� � ���+&*- �5 ��� �� * �& � � � ��&* �+�+&5 I

�  � � � # �� � � � -  � � � �* � �� � � �� � � � , �  4& � �* � � ��� � �& �+� � � � � +�- ���� �L� � � �* � �� �



134 THE JOURNAL OF THE MADRAS MUSIC ACADEMY VOL.LXVI

written sphere. Tiger made his view on the issue quite plain by saying that
" ....... the fundamental point in our music is the actual practice coming
down in the sisya parampara (disciple system of teaching) lin e .... Text­
book maxims are more suitable for the library, but not for the enjoyment 
of music in practical life" (Raga Lakshana Discussions : 1932). In other 
words, although treatises and texts may state that Abheri has a lowered 
6th degree, current practice, presumably learned through the guru- sisya 
system, does not conform to textbook descriptions, and should be valued 
above the library versions. It is significant in this respect that die trisruti 
dhaivatam which is believed by some to have been characteristic of 
Tyagaraja’s interpretation of the raga is no where mentioned in the discus­
sion, apparently having already been relegated to the library.

In the case of Abheri, however the role of the sisya parampara 
system is rather ambiguous. Pushpavanam had no real guru though Ranga 
ramanuja Ayyangar asserts that he adhered to the Tyagaraja School. 
Maharajapuram Viswanatha Iyer’s period of tutelage under the guru was 
also short, after which he achieved fame through his "daringly original 
ways of singing raga-s" and developed a distinctive style which influenced 
many of his students, called the "Maharajapuram bani" (style, school) 
(Parthasarathy 1977). Musiri considered himself a sisyas of Namakkal 
Narasimha Ayyangar (disciple of Manambuchavadi Venkata Subbayyar, 
already mentioned, from whom "nagumomu ganaleni" was learnt by 
Sarabha Sastri), but he is not incluled as a disciple by Namakkal’s 
biographers (Sambamoorthy 1971:116), and as already mentioned, his 
style of singing Abheri evidently owed much to the Bhimplas of the 
Marathi Stage. Thus, the "actual practice" of Abheri to which Tiger 
referred resulted perhaps more from innovations and borrowings than to 
strict adherence to the teachings of the guru.

Despite initial agreement in the discussion to legitimize their con­
temporaries’ new manner of performing Abheri, the Experts’ Committee 
finally resolved that Abheri should be listed under mela 20, "according to 
sampradayau (tradition) in the official publication of the Academy on 
ragalakshana (Summary of the Ragalakshana Discussions 1952). And,
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although it was agreed that at least a comment should be included in the 
publication acknowledging the fact that some musicians used chatussruti 
dhaivatam, no such statement was included On the contrary, only the 
admonition, "suddha dhaivatam should be used" appears, without any 
mention of other practices. The final printed result of the discussions serves 
as an apt example of the way in which treatise material tends to persist 
even in modem writings in South India, emphasizing traditionalism and 
minimizing the recognition of the validity of current performance practice 
and the variability of materials.

One effort to give theoretical recognition to current practice con­
cerning Abheri was P. Sambamoorthy’s "Model Appreciation Essay" on 
"nagumomu ganaleni" (1973:450-453; first edition ca.1950). He suggested 
that the raga be classified in mela 22, but that it should be called a 
bhashanga, or a raga which permits a "foreign" note not found in the parent 
mela. The foreign note is suddha dhaivatam. This description fits Musiri’s 
rendition of the raga; Dikshitar’s Abheri, however, he still placed under 
mela 20. Other guidelines for performing the raga included ���3	��  (shake) 
on ga and ni, and the liberal use of the 3����������������  (upper neighbour 
-tone ornament between repeated notes). Later, in his Dictionary (1925) 
Sambamoorthy described Abheri slightly differently : ���� ��  and �	  are 
9	1� � �1���?�  (important, "life-giving" notes), and there is no mention of 
ornaments. Beyond these few indications, detailed technical descriptions 
of the raga do not exist in print.

Another solution to the dichotomy of theory and practice concern­
ing the raga was proposed by T.L. Venkatarama Iyer and endorsed by K. V. 
Ramachandran in his article "Apurva Ragas of Tyagaraja’s Songs" (1950 
a). They suggested that since "nagumomu ganaleni" was being sung 
unmistakably in mela 22, and had become almpst indistinguishable from 
Karnataka Devagandhari, a much more common raga, it probably should 
never have been classified as an "apurva raga kriti", but instead named 
Karnataka Devagandhari. Karnataka Devagandhari has also apparently 
undergone a shift from lowered 6th and 7th degrees (mela 21, Kaufmann 
1976:256) as described by Govinda, and a raised 6th degree and lowered
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It (nagumomu ganaleni) used to be sung with suddha�
dhaivata. The use o f chatussruti dhaivatam was found �
more pleasing. "Nagumomu ganaleni" with chatussruti�
dhaivata and touches o f Bhimplas evoked some criticism�
from the orthodox class o f youth Indian musicians. The�
new and pleasing style o f singing "Nagumomu" however�
has taken root. The present tendency in the South is to�
make "Nagumomu ganaleni" even more Bhimplas-like�
than those who introduced the style.
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method of singing Abheri in mela 20 (1971 "3-4). However, at the present 
"nagumomu" is performed universally in mela 22, despite the theorists’ 
pleas and of late even the theorists are beginning to bow to practice. Only 
one musician agreed to sing the composition in mela 20 at my request, and 
then only in private; to do so in public he said would have been as open 
invitation for an unwanted controversy.

Reasons for Change in Abheri Raga

There are numerous possible explanations for the shift from mela 
20 to mela 22 in Abheri raga. The acculturative theory proposed by Subba 
Rao and others has already been given, which cites the influence of 
Hindusthani Bhimplas through the channels of the Marathi and the Telugu- 
Tamil stage. A degenerative theory is held by R. Rangaramanuja Ayyangar, 
who believes that in 1930 the concept of sruti became extinct, and is today 
still "dead as a dodo" (Letter : 1979) ; therefore, the trisruti dhaivatam 
which formerly characterized Tyagaraja’s Abheri has been lost, having 
migrated upwards to the chatussruti dhaivatam. His explanation attributes 
the change to the disappearance of proper instruction and music-making as 
a result of modernization.

A purely etic explanation offered by Jairazbhoy in his evolutionary 
theory of change in Hindusthani scales might be applied to the shift from 
mela 20 to 22 (1971:91). Mela 20 is named "Natha-bhairavi”, Natha being 
the katapayadi code prefix attached to the name of the Karnataka raga, 
Bhairavi. This mela includes the tritone between the second and sixth 
degrees, which disturbs the parallelism or symmetry between the two 
disjunct tetrachords of the raga. According to Jairazbhoy’s theory, this 
breach of symmetry gives rise to special treatment, and is often the spur to 
the creation of new musical scales (Jairazbhoy 1971:79). The special 
treatment may take one or more forms. Most commonly, musicians intro­
duce alternative notes (accidentals) to compensate for the asymmetry when 
it is most noticeable. Vakra (zigzag) movement, transilience (omission of 
notes), varying intonation, and ornaments, oscillations and slides are also 
employed for the same purpose (Jairazbhoy 1971: passim)
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The same observations can be made for mela 20 in Karnataka 
practice. For example, Bhairavi raga contains two varieties of the sixth 
degree, following Jairazbhoy’s theory of alternative notes. This degree is 
sometimes described as chatussruti, some times pancasruti (pane: five), an 
example of varying intonation which also parallels the findings of Hindus- 
thani rag-s. In addition, Bhairavi raga is transient in some versions, 
omitting the 5th or 6th degree (Kaufmann 1076:205), and vakra in some 
cases. Finally, ornamentation of the 6th degree is pronounced and can even 
be quite extreme. Thus, virtually every category of compensation found in 
Hindusthani music can be seen in this one very important Karnataka raga.

Likewise, twenty-one of the most frequently heard raga-s in 
Nathabhairavi mela seem to share a significant penchant for similar types 
of treatment by musicians, Abheri included, as follows :

1. ALTERNATIVE NOTES

Five of the twenty-one ragas, including Bhairavi, contain two 
versions of the 6th degree.

2. ALTERNATIVE VERSIONS

Seven of the raga-s occur in two distinct versions, one classi­
fied under mela -20, the other in mela 22.

3. TRANSILIENCE

Nine of the raga-s omit the 2d degree in ascent or entirely; 
some of these also eliminate the 6th degree in ascent or 
entirely; two versions of raga-s in the list omit the 5th degree. 
Seven of the raga-s considered omit the 6th degree in ascent 
or altogether..

4. VAKRA PATTERNS

Seven of the raga-s follow elaborate vakra patterns. Many of 
these raga-s are performed with more than one of the features, 
while only two relatively minor raga-s in the group do not



THE RAGAl&HERI 139

����� �&� ��:�� �*�� ����� 4���� ��$� 8����*��:� �+�� �*��
�� ���:���*�9$

2$� � � 	 � � � 	 � � � �� 	

���+������5&�&4����� �-�'�� �3�� �����,����+�-���A��8& *���*�9�
&*�����#�����- ��$

����� ���� �� ��� ��� ��,& ��*���� ���� �+� ����+� ������5������*��&4�
����&��� � ��,& ��*��  �-�'�� �*� ���� ��+�A� ��J� ���� &�����&*� &4��&���?�� �*��
#��� ��- ���� �*� ����*��� ���� �*�+���&*� &4��5&� :� ��&*�� �*� ���� #��� ��- ��� �*�
�&���,� 4& ��*����� �*������ �;����*���&4��5&� :� ��&*�� �*�����  �-���&*�� �*�
��+��?"��*��&*���*���+��??$�E��+&&A�*-����������+�������5�&+��5����*�����
��*��*����� 5����� ��A�� ���� ����& �� &4� ���� ��  �-�� �,,�� � �� ���� +����
���&��*� ������ �*�� �� ���� �& �� ��� ���� ������ &4����� ,&&+�&4��&*�+� ���� ��+��
5����� ��A�� �,� ���� �*�� �� ��+�$� ���� #��� ��- ��� ��� �:���*�+�� �� ��-�+��
��*����:���&*��5����� �3�� ����,����+�� �����*����&�,�*����&*��:� ����&*�& �
�:�*����*-���,5� ���&����� ������4& ���*���+��??$��+�&��&*��&��� � �-���*�
���� ��+�� ��*�&+���� ���� ���� �� ����& �� �44������ ��� ����  �+���&*���,� �&� ��
��*������*�� �-�����+A��*�$�����*����������&4����� ���%� *���A���������*��
5�++':� ���� �*� ��*������*�� � �����&*�� ��:�� �+�*���� ��� ���� ������� &4�
��+A��*��  �-� 5���� ��*�&+���  �-���  ���+��*-� �*� �& �� �;��*��:�� ��:�+&,I
��*��&4����� �-���*�,� 4& ��*������*�5���4& �� +��� �����&*�+$

� � � �  �F�� � � � �: � �� �

�$���D���5�������&*+��,� 4& �� �5�&��;�������c*�-��&��c�5����
���� #��� ��- ��� �*� ���� +&5� ���4& �$� ��� -�:�� ��:� �+�D����4�����&*��4& �����
��&����&4���������*���*��:����$��� ���� ����-� �������+����<�,�*�������:�*��
�+5���� ��*-� ���� �� 5���� ���� ������� ����:������ 5����� � ��*-�*-� &+��
�&�,&����&*�� & � �&�,&��*-� *�5� &*��� �*� ����  �-�$� ��� ���� *&��� �&5�:� ��
������c*�-��&��c��&���D����*& ��&�����D��� ������ ��:� ���� �*-�����
��*-���$����&*�������;,+��*��� ���������+&5� ���#�����- ���5����& ��������+��
$�&��������:��8�&&�9�&4������&*-���;���5��������,+��*��:�$��� ������#�����- ���
��� ����� 5&�+�� �&�*�� �&&� c���� 4�+c$� ���� � �������*�� *&5������ �&� *&��
�&*�� *�������+:��� ���3����+��5���� ���� *��*����&4����� ,&�� ������� ��*-��
��� ����� J� ��� �4& �� ����� � �� *&�� �&��� ��� ��� �*�&�,�����+���� ���5��*� ���



moods of text and raga. Third, Rajarti stated that most people sing the song 
with the raised 6th degree because it is easier that way. He demonstrated 
the difference, and it was clear that the suddha dhaivatam requires a much 
more delicate, ornamented execution than the raised dhaivatam. This 
follows Harold Power’s premise that in general the raised dhaivatam does 
not require ornamentation and can be sung as a straight tone throughout all 
Karnataka raga-s, whereas the lowered form always demands embellishmet 
A03,3B033C��Fourth, Rajam cited K. Ramachandran’s ����D��8�!����D�  
��)��)�(7� the recent Tamil raga lexicon A03.0C��There, as already men­
tioned, Abheri is given under mela 20 with an admonition that musicians 
return to this form of the raga.

Musiri’s recording includes the suddha dhaivatam only once. The 
lowered 6th degree is evidently necessary in order to balance the interval 
structure with that o f the preceeding phrase. Other performers eliminate 
this sangati entirely, neatly avoiding the problem, and only one o f the 
notations contains this sangati. Actually, according to the lakshana unani­
mously agreed upon in terms of contour, this phrase should not be permit­
ted in Abheri, as ma is only found in descent. Other phrases in Musiri’s 
performance similarly ignore prescribed contours, such as ascending from 
sa to ri and from ri to pa. None of the performers or notations in this sample 
followed his examples in these respects, but it is not uncommon to hear, 
"lesser" performers make the mistakes, if only to be criticized by others. 
Thus, the effect of Musiri’s recording has been limited, rather than com­
plete. To the extent that musicians still perform the raga in melakarta 22 it 
may be possible that Musiri effected a change in Abheri through the 
medium of a recording; but since not every stylistic feature in his perform­
ance of the composition "nagumomu" has been adopted by any artist, his 
rendition remains to some extent simply another variant.

�����!9���&� ���'(�"$��"B

Certain types of variability in the performance of Abheri raga have 
evidently been present at different times in the history of the raga. It may 
even be possible that the raga-form of Tyagaraja’s composition "nagu-
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momu ganaleni" was variable in terms of tonal components from the very 
first performances by the composer himself. It therefore becomes impos­
sible to claim absolute "authenticity" for the tonal materials of any one 
rendition in the present period; rather it seems that those materials have 
undergone an organic process of growth and change in response to internal 
as well as environmental conditions.

One explanation for the apparent shift from mela 20 to 22 in the 
raga for this one composition based on internal factors is Jairazbhoy’s 
theory of symmetry. Others based on external factors are

1. the influence of Hindusthani rag Bhimplas

2. the influence of Marathi stage music, especially rag Bhimplas.

The prominence of musicians who have advocated these trends for 
hybridization seems to be a factor in the determination of transmission and 
survival of the traits discussed. Likewise, commercial recordings appear to 
have considerable power in influencing subsequent practice.

Attempts by the Madras Music Academy to standardize the tonal 
components of raga-s such as Abheri have met with limited success. 
Evidently, variability in this realm of a raga is an important feature, or at 
least absolute standardization in tonal materials has not been an important 
feature of raga identity. For this reason, it is possible for two entirely 
different forms of the raga to exist today, each associated with different 
compositions, and for a variety o f forms to be permissible in the perform­
ance of "nagumomu ganaleni"
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Be that as it may, there is one thing which controls the nritta, geeta 
and vaadya. That is taala. Now we find two types of music within Kamatic 
music. One is ‘taala aavarta-vibhakta’ music; another is the ‘raaga aalapti’ 
which is more practised in Tamil Nadu than perhaps in Andhra. I have my 
own doubts about the high pedestal given to raaga-aalapti music. It is 
anibaddha and is like kite-flying. This naturally leads to alienation of maatu 
from dhaatu. In Telugu the divorce decree between sangeeta and sahitya 
was recorded by Pottapi Venkataramana Kavi in his ‘Lakshana Siromani' 
in the 18th century.

In literature, versification has taken advantage of the taala element 
and rhythm. Metres like Sugandhi, Vicikilita, Panca Caamara, have ganas 
of three maatras and run in trysara gati. Todakamu, Totakamu, Praha- 
ranakalita, Manigananikaramu, Vidyunmaala, Maanini, Sarasija, Kraunca- 
pada and Kavirajavirajita run in caturasra gati. Sragvini, Tvaritagati, 
Vanamayura, Bhujangaprayaata, Padmanaabha, Layagraahi, Layavibhaati, 
Layahaari, Mangalamahaasri, Dandaka etc., run in Khanda gati of five 
maatras. Tarala, Mattakokila and others run in misra gati of seven maatras. 
The nine types of Ragadas in Telugu are classified as fit for specific taalas.

	���� ����!�"�=�!�)��� ���(�

1. Hayapracaara, Turagavalgana 
and Vijayamangala ragadas 3 maatras Rupaka (0  I)

2. Madhuragati and Harigati 4 maatras Ekataala (I)

3. Dviradagati and Vijayabhadra 5 maatras Jhampe (I U O)

4. Harinagati and Rishabhagati 7 maatras Triputa (IO  0 )

We know the taalas Dhruva, Mathya and even Ata are not much in 
use. If music has to conform to abhiruchi or standardised taste it has to 
follow taala vibhakta method as distinct from the raaga aalapti method.

As mentioned earlier the rhythm of the gana and the time measure 
of a taala-gana are not isochronic. A line in a musical composition is
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viewed in terms of taala-aavartas of two or four or six etc., Then comes 
the appropriate libretto (taalavrittaatmakam paadam gaayakaah pari- 
cakshate).

The libretto composition has gone through a lot of evolution. First 
it was padaniyama (number of words or terms fixed), then it was ganani- 
yama (number of ganas fixed), later it was vamaniyama (number of letters 
fixed). This latter does not fix the placement of gurus and laghus. After­
wards it was maatraaniyama (number of maatras being fixed without fixing 
the placement of gurus and laghus). And finally it came to be maatra- 
samaka ganas or time units of three or four or five or seven maatras. In 
Telugu, it was 18 maatras per line at a particular point of time. Then it 
became 16 maatras. There are many songs with 17 maatras per line. 
Musicological texts call the two-lettered ganas Rati-ganas; three lettered 
ganas Smara-ganas; four lettered ganas Baana-ganas; again a unit-gana of 
six maatras is called ‘Cha’-gana; of five maatras pa-gana; of four maatras 
Ca-gana; of three maatra Ta- gana; of two maatras da-gana. In Gadyapra- 
bandhas like Vacanas, Vinnapas, Cumikas etc., we get only traces of these 
ganas sporadically. These are also dealt with in the musicological texts. 
Bharata advises us to scan for four maatras in Arya vrittas, for five maatras 
in Geetakas and for six maatras in Vaitaaliyas. Placement of laghus and 
gurus helps control and direct the gati, the arohana and avarohana of raaga 
bhaava.

Regarding yati and praasa f  ere is a point to note. Prabandha, 
Geeta, Taana, Kirtana, Pada and Varna are the six types of compositions 
mentioned. Among these yati and praasa are compulsory in Kirtana, Padam 
and Vamam as in the case of a Padyam but any lapse is condoned in the 
other three. Yati and praasa are commended even for compositions in 
Sanskrit and Prakrit. Here are the slokas :

[(��������������� ������������������3����1�������  
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keertanaadi traye nityaa praasavisrama sangatih�
samskrite padavannyaasah tadyoge abhyuccayo matah

(103-105, Ajantapariccheda�
Atharvanakarikaavali)
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(19) Mangala (20) Taattvika (21) Baala-Kreeda (22 Divyanama (23) 
Vrittyaatmaka (24) Kulavaacaka (25) Utsava Keertanas.

There are some maarga lakshanas in Annamacarya’s compositions. 

He not only mentioned Vrittaprabandha in his SL he has also composed 

on the lines of samavritta, ardhasamavritta and vishamavritta.

1. - Samavritta:

Jaladhikanyaapaamga lalitekshanamulato
kalasivelugucunna kajjalambitadu
jalajaasanuni vadanajaladhimadhyamunandu
alara veluvadina paramaamrtambitadu (Vol. I  -
170)

This is like samavritta with all the four lines being equal.

2. Ardhasamavritta

Naareemani cirunawulu nawaga 
aareeti neekavi andinavi 
saareku sarasamu cavigaanaadaga 
peradiyasalu perinavi (Vol 20 -178)

In this the first and the third are equal. Again the lines in the second 
and the fourth are equal. This is ardhasamavritta.

3. There is a Vishamapadavritta in Vol. 27-69 with all the four lines 
being unequal and beginning with ‘tagavulu ceppabote’.

Nibandhapadas belong to the marga canon. Maatraganas, yati, 
praasa, taala and mudra are seen in them.

Different gatis in Annamayya’s compositions :

1. Trisragati :

‘Venka taadri vibhuni baasi virahi yaina ramani juci 
ranke veya neti kamma raaja samuna noo’ (Vol 3-381)

Eight avartas of takita, takita per line.
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2. C a tu ra srag a ti:

‘Ekkadi maanusha janmam bettina phalame munnadi 
nikkamu ninne nammiti neecittam bikanoo'
There are six avartas o f kitaiaka, kitataka per line.

3. K h a n d a g a ti:

‘Alarajan calamaina yaatmalan dundanee 
yalavaatu sesenee yuyyaala 
pa-umaaru nucchvaasa pavanaman dundanee 
bhaavambu delipenee vuyyaala' (Vol. 2-68)

There are seven avaitas of kitatakita, kitatakita per line.

4. Misragati

‘Emicitram, bemimahimalu, emineemaa, yaavinodamu 
vaamanaa cyuta, ninnudeliyaga, vasudhalo. maataramulaa'

(2-225)

There are four avartas of takitakitataka per line here.

5. Dvitrysragati:

‘Satatamune, jeyunanaa, caaramulaku gadyekkada

matinanugani kaavumuraamaa, raamaaraa, m a a .....  (Vol.
1-34)

There are four avartas of takakitataka in each line.

S can n in g  :

Jola-Ata taalam

Jovachyu, taananda, jojomu, kundaa (18 maatras) 

raavepara, maananda, raamagovinda (18 maatras) (Pallavi) 

attuga, ttinameega, dattetin naadi (18 maatras)

pattiko, dalumoo, tipairaa, cinaade 

gattigaa nididonga kottuman naade (Caranam)
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q51l_ «  oh.i_rr§|. ua> ffrr«û ltrri«J<56fflQ) ua&ru^ij-irrfluj c9 |6ynr, (ajjjfluuirs 

uS,LDfrii)0()6n)u5lQ) £afluL|a>6©ii) Qujt)n$l0^^rrfr. 6Ufrrr̂ 1̂«rru{r€B5TLb ctotjd

rfljpi5£ £-«)fraoLuiL|Lb 6r(Lp̂ 1uL)6rr6nrrfr.

@0UL5)|pLb 3� � 	� 39-;03�9��  Currpn^oj/B^ @«s)<?li51q) G&jr&jsL- 

LDa£l«@ Lt51@l5 £  6i5l0 UULO J§}0 £#g>|. <9>LD£J £ l$ 6©£u51fliT ^|g)|LD^l

Qujbp 6ui_j5rrili^aSl0i5§i gu£ £  ^iranuufrffirrflujli-Lb & iii£p

ffrrcrb^lj^SD^ o51rflajir« <3j,prLua)rr«nfrrr. 9���3�5�-  £rr«TuutrffnrfflujfrGD(ru 

ujpn51u (2 uir<£liLi £«6U6bs6rr f5LD«(g« <sfle&L_s<£Gi5lQ)6»Q).

c9|6urr Q$B)irGBiG6iujujir ereiiueuffieii ^LDrrjrr cranpLb, ,̂ )QJ0 i5B0  
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‘CocyiiiaL. ODGu^uĵ rr^fr’ creoTp (^^laD (racn  e_6TT6rrsn. |glGurr</ � n�

G � ur£itti_LI <£lii/ l � ffT GULhff^^lsnrrrra @0rb;£l0««<a)rrLb.

) ���!+�� (� : , � F � I �  ' . 5 : !� � 69�8' 5 : � 0 ' � ' * +� � ! � 5�����30��DV�� � +� +'�5 � � � �!� +� � � '�  

�1+'''@/'8��@#!''/H0����  P:�����?H�+�� �� ��0\ �*&W� � 5 : � � 5 3 �

4C'�?!!� �:� � : I � ) � � ����:!!�!���I � � � � ��'�'+�''"�8����!!!/!���� �"�!8��;"��(�����

□ truLj6u^la) ld«(t � ri)� ufru/H Q u0(ipujji)^ crI ^ § | 6u^^rrnr.

(2ojri)«L_LD<5flu5l68i 72 (oii>crrair£*5ir ^1l_i_ uo £>«DL_(y)«>fDa@ 6uj5£ 

iiln)0 arrn>rrt_a |§I�/ ) a1 ll/H ah arfl^^l(r(«LD «£iiq_iL|L_6BT LDtrjtfl

pfrrbfrjisafiwraafrarr gj ah uj (j-iranwadT e_06urr<s£l rgLOgj ^antfamu

GU€nLDU0^^1 Qj0^eSTfT)«n.

(j&enftf) : &a>a)LDS«rr)



BOOKS REVIEWS (22

6��84�����?��B

��*�� ��*����& �&- �,�� 

Dr. VEMPATI�'� MAESTRO WITH A MISSION: Andavalli Satya�
narayana and Pemmaraju Surya Rao; S.S. V. Associates. 36-26-21, Sarada�
Nivas, Machavaram. Vijayawada - 520004. Rs. 300.
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any literary angle to the narrative and has adopted a simple and lucid style 
throughout.

Pemmaraju Surya Rao, the co-author, is a distinguished musician 
closely associated with Kuchipudi Yakshaganas and guru Chinna Satyam. 
Both the authors have unbounded admiration for their hero and have dealt 
with his life with sympathy and understanding.

Chinna Satyam’s forte is his choreographing dance dramas every 
one of which was a striking success. They include Sri Krishna Parijatam, 
Chandalika, Rukmini Kalyanam and Padmavati Tirumanam (Tamil). With 
a band of dedicated disciples, he toured practically every part of the globe 
including USSR and the Middle East countries. The two pillars of his 
troupe are Bhujangaraya Sarma, an outstanding lyric writer and Patrayani 
Sangita Rao, a music composer of no small merit.

The well printed volume contains a large number o f rare photo­
graphs of the Guru and his disciples all over the world. It is a welcome 
addition to the existing literature on dance Gurus which, however is 
pathetically meagre.

)&�&�(������������

*  *  *



B��O�� �����F� 157

Tyagaraja’s Minor Opera

TYAGARAJA’S NAUKACHARTTRAMU: By Dr. Y. Bhagavathi. 
Published by Sarvani Sangeetha Sabha Trust. 52, Vijayaraghavachari 
Road, T. Nagar, Madras - 600 017. Rs. 300. (inclusive o f two audio
cassettes).

Biographies of Tyagaraja mention that he authored three musical 
plays but only two of them viz., the ‘Prahalada Bhakti Vijayam’ and 
‘Nauka Charitram’ are available now. There is evidence to show that 
‘Sitarama Vijayam’, the third music play, was published in Madias in 1868 
by one Loka Narayana Sastrulu, a disciple of Valajapet Venkataramana 
Bhagavatar but not a single copy of it has been traced.

(Incidentally, there is no correct term to describe musical plays like 
the Nauka Charitram. Opera is an English word. ‘Geya nataka*, ‘Sangita 
nataka’ etc., are not found in any text. The present author prefers to call it 
‘Geya katha’).

Strangely enough, the first compositions of Tyagaraja to be printed 
were his operas. The first edition of the Nauka Charitram was printed in 
1870 by Vavilla Ramaswami. Several other editions followed but the most 
widely used one is that of Prof. P. Sambamurti published in 1939 and 
reprinted in 1962 and 1984.

The Nauka Charitram is on one Act and the story has no basis in 
the Bhagavatam. Anecdotes about Krishna’s excursion with Gopis in a boat 
on the river Yamuna are current in some schools of north Indian Vaish- 
navism. There is a Bengali kirtan called ‘Nauka Vilas Pala’. In an edition 
of the play (1933) based on a manuscript in the Sarasvati Mahal Library 
of Thanjavur the editors mentioned that there was a Marathi Prabhanda 
called ‘Nauka nirupana* by Ananda Tanaya of Ami. By her diligent 
research, Dr. Bhagavathi has been able to trace four more works in Marathi 
on the same theme.

The book under notice is the most comprehensive and definitive 
edition of Nauka Charitram so far published. Its most significant feature is
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that it is based on a manuscript written by Valajapet Venkataramana 
Bhagavatar, in his own hand writing. Dr. Bhagavathi’s qualifications make 
her eminently suited for the task. A post-graduate in ihusic, she conducted 
research on the Nauka Charitram with a fellowship from the University 
Grants Commission and secured a Ph.D. for her thesis. Her sound knowl­
edge of Telugu, her mother tongue, has enabled her to make an excellent 
job of her thesis.

The book opens with an account of Tyagaraja and his contribution 
to music in general. This is followed by a list of various written sources 
for the Nauka Charitram along with copious notes.

The form of Nauka Charitram is then taken up for discussion and 
similar plays like Yakshaganas, Kuravanji natakas and Bhagavata Mela 
dance dramas are analysed.

Chapter III deals with the theme of Nauka Charitram and also 
earlier and later works on the same subject. It is clear that Tyagaraja was 
influenced by Ananda Tanaya’s ‘Nauka nirupana’ as his padyam 
‘Lokanugraha kariyai’ follows the former’s sloka ‘Naukanuraha karana’.

The text of Tyagaraja’s opera is taken up for scrutiny and its poetic 
excellence discussed with particular reference to the style.

Part II of the book contains the entire text of Nauka Charitram m 
Roman Script with an English translation and notation for the darns. The 
opera in full has again been printed v the Telugu script thus completing a 
highly purposeful edition.

Two audio cassettes in which the music of the whole opera has 
been recorded are given as a bonus to those who buy the book.

The Sarvani Sangeetha Sabha Trust deserves all praise for spon­
soring this publication and placing the music world in its debt.

T.S. Parthasarathy

E � E � E
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Drama In Ancient India And Greece

0.+H+)�/� /J�/G()��?� ;.GG'�+�0���0�+�K� �+� ������� �  
(���	,�������������������� ���-������;�3�&� (���	��������0&'&�(�	�������  
�(��*��&��F?!W��-��	�������� ����0���	�?!!_�_!7&�.�&� WR_&

Cultural interaction between India and ancient Greece has been a 
subject of considerable interest to scholars. The Sanskrit term ‘Yavana’ 
applied to Ionians and the word ‘Yavanika’ referred to a Greek woman and 
also to a curtain. From Sanskrit plays like the Vikramorvasiyam it appears 
that Yavana girls were employed as attendants on Hindu kings particularly 
to be in charge of their bows and quivers. While Strabo (circa 63 B.C.), 
the Greek philosopher and historian, asserts that the ancient Greeks owed 
their musical modes like Dorian, Lydian etc., mostly to India, there are 
claims that astrology was introduced into India by the Greeks.

It is perhaps in the field of comparing ancient Indian and Greek 
dramatic concepts that considerable research has been done in the past but, 
for many years, literary criticism has tended to view drama as printed text 
and not as what it actually is, a performance script. Bharat Gupt, the author 
of the present book, felt that a comparison of the performance modes of 
the two countries would be more illuminating than a mere comparison of 
literary genres and this would enable scholars to see the literary texts in a 
new light. The present study, thus, explains a fresh approach in comparing 
ancient Indian and Greek dramatic theories and contains an in-depth 
analysis of the Natya Sastra of Bharata and the Poetics of Artistotle.

Gupt is an associate professor in English at Delhi and did his 
doctoral research at the M.S. University of Baroda. He is a competent 
instrumentalist in Hindusthani music and had studied musicology under the 
renowed Acharya K.C. Brihaspati. Author of several books in English and 
Hindi, he was awarded a Fellowship by the University of Toronto.

After a lucid introduction, the author deals with the date of the 
Natya Sastra and gives an illuminating summary of his research on the 
subject. The Ashtadhyayi of Panini mentioned the (nata sutras’ of Silalin
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The similarity between the Indian ‘satvika abhinaya* and Aris­
totle’s description that "emotions are accompanied by somatic symp­
toms" is striking. Describing the acute state of erotic fever in a woman, 
Sappho (611-592 B.C.) the famous lyric poetess of ancient Greece writes: 
"As she gazes in her beloved, her voice fails, a fiery sensation runs under 
her flesh, her whole body trembles " etc., A surprising parallel to this is 
found in the sloka ‘Saa romanchati’ in Jayadeva’s (13th Century) Gita 
Govinda which freely translated reads : "Her heirs stand on end; incoher­
ently does she rave about; she faints away in sheer exhaustion" etc.,

The author proceeds, with the same insight and thoroughness to 
discuss the other aspects of the fascinating subject. His sound knowledge 
o f Sanskrit, his deep study of the Natya Sastra and its commentary by 
Abhinava Gupta, his researches into the theories of Artistotle and the vast 
bibliography consulted make the book eminently readable and rewarding.

T.S. Parthasarathy

*  ♦  *
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Two Great Composers

A STUDY OF THE COMPOSITIONS OF PURANDARA DASA 
AND TYAGARAJA: By Dr. (Mrs.) T. Seetharama Lakshmi. Published by 
Veda Sruti Publications, 234, Padmasudha ’, 11th B Cross 20th Main, J.P. 
Nagar, II Phase, Bangalore - 560 078. Rs. 200.

No two composers in Kamatic music bear a close resemblance to 
each other than Purandara Dasa (1484-1564) and Tyagaraja (1767- 1847). 
The former is hailed as the ‘pitamaha’ (Gtandsire) of Karnataka Sangita 
while the latter is undoubtedly the architect o f the present day music in the 
South. Although separated by more than two centuries and using different 
languages as their media, their compositions are rooted in the bhagavata 
cult. Bolt of them recognized music as a vehicle of bhakti and as the easiest 
path to salvation. In a way Tyagaraja inherited the spiritual and musical 
legacy of the Dasa and furthered the latter’s work and mission. A compara­
tive study of their compositions is a fascinating theme and although many 
articles on the subject have appeared, a full length work on it was long 
overdue and the Ph.D. thesis of Dr. Seetharama Lakshmi fulfills the need.

Purandara Dasa was a contemporary of Krishna Deva Raya whose 
empire covered almost the entire Tamil speaking areas o f his time. The 
Dasa had visited many holy centres in the South like Tirupati, Sholinghur, 
Kanchipuram, and Kumbakonam and had composed kirtanas on the deities 
there. His songs were well-known in Tanjore and Maratha ruler Tulajaji 
(1729-1735) has quoted several suladis of Purandara Dasa in his ‘Sangita 
Saramrita’ to explain the lakshanas of ragas. It is obvious that Tyagaraja 
had access to the kirtanas o f the Dasa and had studied them carefully. In 
addition to paying his tribute to Purandara Dasa in his ‘Prahlada Bhakti 
Vijayam*, Tyagaraja has composed nearly 25 kritis which read like Telugu 
translations o f the Kannada originals.

Dr. Seetharama Lakshmi has scrutinized hundreds of songs of the 
two composers and highlighted their common features, under the headings 
‘mythology of their ishtadevatas’, aspects o f music and bhakti’ and ‘gen­
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T.S. Parthasarathy

*  *  *
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Epitome of Music Treatises

LAKSHANA GRANTHAS IN  MUSIC : By Dr. S. Bhagyalekshmy. 
Published by C B  H  Publications, 20/2093 Single Street, Karamana, 
Trivandrum 695 002. Copies also from  Kamatic Music Book Centre, 14, 
Sripuram I  Street, Madras 600 014. Rs. 75.

The time-honoured concept in all performing aits is that Lakshya 
or practice is more important than Lakshana or grammar. "Lakshana is only 
a means to an end and it should always follow lakshya or practical music" 
(Lakshya pradhanam khalu gita sastram) is an oft-quoted passage.

But from the time ofBharata, the author of the Natya Sastra, scores 
of writers have produced treatises on music from time to time with the 
result that Capt. C.R. Day in his "The Music and Musical Instruments of 
South India and the Deccan" published in 1891, mentions no less than 96 
works in Sanskrit alone. Many of them must have been in manuscript form 
in his time but during the present century nearly 40 such treatises have 
been published.

It will be physically impossible for any research scholar or student 
to consult so many books for reference and there was a great need for a 
summary of the available treatises. The author comes from a family of 
research scholars and holds a Doctorate in music. She has several publica­
tions to her credit and has added one more feather to her cap by this unique 
digest of 29 important music treatises.

The Natya Sastra ofBharata is the earliest known lakshana grantha 
in Sanskrit but it is a compilation which deals with dramaturgy in the main. 
However, the seven chapters fully devoted to music form the foundation 
for latter treatises on the subject. Bharata was fully conversant with 
everything connected with the music of his times and one is amazed at his 
knowledge of srutis, swaras, gramas and murcchanas.

In the post-Bharata period, the landmark in Sangita literature is the 
‘Sangita Ratnakara’, the magnum opus o f Samgadeva (13th century).
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Before taking up this massive work, the author skips through Naradisiksha, 
Dattilam, Brihaddesi and other minor works.

The Sangita Ratnakara does not mention the bifurcation of Indian 
music into Kamatic and Hindustani. The first work on South Indian music 
is the ‘Sangita Sara’ of Vidyaranya (14th century). The next was the 
‘Svaramela kalanidhi’ of Ramamatya (1550 A.D,) and after this the scene 
shifted to Tanjore where Govinda Dikshita, Venkatamakhi, Tulaja and 
Govinda produced works purely on Kamatic music.

Summarizing the contents of so many Sanskrit works is an unen­
viable task and the author’s labours, will be gratefully availed of by the 
music world. But such an undertaking also imposes on the author a 
responsibility to ensure that the book contains no errors. The following 
mistakes might have been avoided by careful scrutiny.

Vidyaranya did not write his ‘Sangita Sara’ at the request of ruler 
Narapati Thakura whose identity itself is not known. Samgadeva’s patron 
was ruler Singhana and not Jaitrapala. Lochana Kavi of Mithila could not 
have been the court poet of Vallalsena who was a ruler of Gaur in Bengal. 
There is also some confusion about Govinda Dikshita being the author of 
Parijataharana, Valmiki Charitra etc., And, lastly, Govinda, the author of 
‘Sangraha Chudamani’ does not mention the Marathi ‘Bahattara melakarta’ 
of Lavani Venkata Rao which was just added by the Adyar Library as a 
supplement.

The chapter on ‘Music in Tamil Literature’ and ‘Literature on 
Dance’ is a thoughtful addition to this digest.

)&�&�(������������
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TAMIL

MANDOLIN VASIKKA KATRUKKOLLUNGAL : By S.
Balachandra Raju, Edited by Lena Tamizhvanan. Manimekalai Pra-�
churam, 4, Thanikachalam Road, T. Nagar, Madras - 600 017. Rs. 25.
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Handbook for Dancers

NATANA MANIGALINKAIYEDU: By S. Balachandra Raju. Publi 
shed by Tirumagal Nilayam 55, Venkatanarayana Road, T. Nagar, Madras 
600 017. Rs. 16/-

While there is a plethora of books on the theory and practice of 
Indian classical dance, there is hardly any publication which can be called 
a concise reference book and guide for students of the art. The author of 
the present book is an experienced dance teacher, choreographer, composer 
and Devi Upasaka. He has several books to his credit including one on the 
nomenclature of Karnatic ragas.

This book is a convenient and informative manual which takes the 
student of dance step by step through the most important aspects of Indian 
classical dance, particularly Bharata Natyam. The opening chapter deals 
with the mythological origin of dance in India and its various styles in 
different parts of the country. The various Bani-s of Bharata Natyam are 
mentioned and each item of the Alarippu-Tillana format explained. Four 
songs from Tiruppugazh in Khandam, Tisram, Chatusram and Sankimam 
have been reproduced to be sung with Alarippu. for the Pushpanjali, a jati 
sequence in the Kanchipuram style composed by the author has been 
furnished.

More than a dozen compositions by the author covering all the 
traditional Bharata Natyam items have been given and these include a 
Ganesa Stuti, Guru Stuti, Mallari, Todaya Mangalam and songs on the 
glory of dance.

The author has suggested no less than 40 themes for mini dance 
dramas. There is an interesting song in Malayalam for Mohini Attam 
composed by Mahakavi Vallathol. The notes on the nine rasas, hints to 
dancers on programming, costumes, stage decor and allied subjects will be 
found highly useful by young students of dance and even by teachers.

The book is a bargain for its low price.

TS. Parthasarathy
Courtsey: THE HINDU






