


ISSN. 0970 - 3101

THE JOURNAL
OF
THE MUSIC ACADEMY

DEVOTED TO THE ADVANCEMENT OF THE
SCIENCE AND ART OF MUSIC

Vol. LXXI 4 2000

g iy 3P 9 Dfggd @t |
A% 37 Wyfa ag fagfa aRg u

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

- Naradiya Bhakti Sutra

Edited by
T.T. VASU

The Music Academy, Madras
306, T.T.K. Road, Madras - 600 014.
Annual Subscription - Inland Rs. 70/- Foreign : $ 3



JOURNAL COMMITTEE

T.T. Vasu Chairman

N. Kumar Co-Chairman
Dr. V.V. Srivatsa Member
Maithreyi Ramadurai Ex-Officio

N. Ramji Ex-Officio
Nandini Ramani- Ex-Officio
M.S. Venkataraman Ex-Officio

EDITORIAL BOARD

Sulochana Pattabhiraman
Lakshmi Viswanathan

All correspondence relating to the journal should be addressed and
all books etc., intended for it should be sent to the Editor, The
Journal of the Music Academy, 306, T.T.K. Road, Chennai-600 014.

Articles on music and dance are accepted for publication on the
recommendation of the Editorial Board. The Board reserves the
rights to accept or reject any ‘articles without asking assigning
reasons.

Manuscripts should be legibly written or, preferably, typewritten

(double spaced and on one side of the paper only) and should be
signed by the writer (giving his or her address in full).

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



-
CONTENTS
S.No. Page
1. From the Editor’s Desk .......ccccccooiiiiiiiiiiiinieeneeeceeeen 5
2. The 73rd Madras Music Conference .............cccceveeveerenneens 7
Official Report
Advisory Committee Meetings ..........cccoeevevceeivevnnecincnnnn 11
The SAdAS ..oooovvieieeiiie e e e e 13
5. Music in Life ... Life in Music .......cccccoeviiinninconieenn 31
B.R. Kumhar
6. The Universality of the scale of Mohanam ...................... 40
Dr. S AK. Durga
7. Ragaprakarana in Chaturdandi Prakasika..................... 45
K.N. Srinivasan
8. Svaragataadhyayam - Sangita Ratnakaram ................... 55
Prof. B. Krishnamoorthi
9.- Determination of the relative frequencies and
fundamental properties of swaras using
modal shift tonic .........ccooiiiiiiii e 66
DrK. Varadarangan
10. Musical References in Sangam Literature ...................... 74
Dr. Prema Hartharan &
Sulochana Pattabhiraman
11.  Contribution of Tachur Singaracharyulu ........................ 85
Dr. Rajalakshmi Santhanam
12. The compositions of Sangeeta Ratna Vidwan
S. Rama Rao (Chikka Rama Rao) of Mysore ................... 90
’ Padma Gurudutt
13.  G.N.B. - The Creative Genius and his compositions ....... 96
Radha & Jayalakshmi
14. Compositions of Nerur Srinivasachariar ....................... 100
Mythili Ranganathan
15. The New Millennium at The Music Academy ............... 113
16. Notation - 72 Melakartha - First 6 chakras................. 116
by Nerur Srinivasachariar
17. Book-Reviews & Cassette Reviews .................ccis 119




Statement about ownership and other particulars regarding

THE JOURNAL OF THE MUSIC ACADEMY

CHENNAI
FORM IV
(See Rule 8)
Place of Publication :  The Music Academy, Chennai - 14.
Periodicity of its publication :  Once a year.
Printer’s Name : : 8. Mani
Nationality :  Indian
Address : 27, Sydoji Street,
Triplicane, Chennai - 5,
Publisher’s Name : Sri. T.T. Vasu
Nationality :  Indian
Address ;. 306, TTK. Road
Chennai -600 004.
Name and Address of :  The Music Academy
individuals who own the 306, T.T.K. Road
newspaper and partners or Chennai - 600 014.
shareholders holding more
than one percent of the total
capital

I, TT. Vasu, hereby declare that the particulars given are true to the
best of my knowledge and belief.

Dated : April, 1999. Sd/-
(T.T.VASU)
(Signature of the publisher)



From the Editor’s Desk . . . .
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The above prayer visualises a cosmic World when all the
deities perform their various roles and bless us. May the 21st
Century and the beginning of the new millenium bring happiness,
health and prosperity to all our readers.

The highlights of the 73rd Conference were the celebration
of the Centenaries of Sangita Kalanidhi Musiri Subramania Iyer
and one of our former Vice Presidents, the late T.T. Krishnamachari
but for whom our auditorium could not have been built. A special
brochure was brought on Musiri along with a CD and double album
and the Souvenir contained a collection of tributes to
T.T. Krishnamachari.

The festival also witnessed the first presentation of the Nerur
Srinivasachariar Vaggeyakara Award to a living composer from
Tamilnadu. This award went to Sangita Kalanidhi Dr. Balamurali
Krishna. It has come at a most appropriate time when there is
a proliferation of lyricists and tunesmiths - The decision to give
recognition to a Vaggeyakara who is both responsible for the words
and music in the Glassical idiom in kriti format and other musical

forms.



Another feather in our cap was the special programme given
on New Year’s Eve by Youth Assoctation for Carnatic Music. Our
faith in the younger generation to conceptualise and execute a
thematic presentation of the development of music in the last

hundred years was proven and was a success.

Some of the papers presented at the Annual Conference have
been chosen for publication. They cover a wide range of subjects
that will be of interest to many a reader.

It may not be known to many that there are quite a few
composers who have dealt with the 72 melakarta ragas. This time,
we give the notation for the first chakra of 6 ragas from the
compositions of Nerur Srinivasachariar who gave not only the
ragamalika but also one kriti in each of the 72 ragas. Nerur was

one of the earliest members of our advisory experts committee.

This volume presents another new feature - a review by Prof.
S.R. Janakiraman of the cassettes released during the Conference.

- Editor



The 73rd MADRAS MUSIC ACADEMY CONFERENCE
OFFICIAL REPORT
WELCOME SPEECH

Padmanabhadasa Your Highness Sri Marthanda Varma, Maharaja of
Travancore, Vidwan T.K. Govinda Rao, President-elect of our 73rd Annual
Conference, members of the Academy’s Advisory Committee, Vidwans and
Vidushis, distinguished invitees, ladies and gentlmen.

It gives me great pleasure to extend to all of you a warm welcome
to the inauguration of the 73rd Annual Conference of this Academy and
concerts which will be held from this evening up to the 1st January 2000.
We have drawn up an ambitious programme for 15 days in which music
and dance recitals by top-ranking veterans as well as by talented young
artistes have been judiciously combined.

My first pleasant duty this evening is to extend a hearty welcome
to His Highness Padmanabhadasa Marthanda Varma, Maharaja of Travancore,
whose ready acceptance of our invitation to inaugurate this Conference
showed his deep interest in the promotion of our cultural heritage. From
its inception, this Academy has had the unique privilege of close association
with the members of the Travancore royal family. As early as in 1930, our
Conference was inaugurated by Her Highness the Jumior Maharani of
Travancore who later became Maharani Setu Parvati Bayi. She was again
invited to inaugurate our Conference in 1968. In the meanwhile, her elder
son, His Highness Rama Varma, Maharaja of Travancore, performed the
inauguration cermony in 1940. His Highness Marthanda Varma, who is in
our midst this evening, presided over our Sadas in 1973 as Elaya Raja of
Travancore. All this proves the continuous and abiding interest evinced by
the Travancore royal family in the activities of this Academy.

His Highness Marthanda Varma is a true scion of this family and
follows the footsteps of his illustrious forebear Maharaja Swati Tirunal who
ushered in an era of cultural renaissance in his kingdom during the first
half of the 19th century. Sri Marthanda Varma is an ardent rasika, a scholar
in his own right and a devout person. We are indeed fortunate in having
this Conference inaugurated by a connoisseur of his eminence and we are
grateful to him for his ready acceptance.

I extend a warm welcome to Vidwan T.K. Govinda Rao who will
be shortly elected as the President of the 73rd Conference. Apart from the



8 THE JOURNAL OF THE MADRAS MUSIC ACADEMY, VOL. LXXI

fact that our choice was widely welcomed by the music world, there is an
extremely happy coincidence about Vidwan Govinda Rao presiding over the
Conference in 1999 which happens to be the birth centenary year of his
Guru, Sangita Kalanidhi Musiri Subramania Iyer. Musiri’s centenary was
celebrated recently with great enthusiasm by the music world and a special
stamp was also released by the Postal Department.

Sri. Govinda Rao had the privilege of a rigorous Gurukula training
spread over fifteen years followed by many years of close association with
his Guru which make him as a faithful representative of the Musiri style
of bhava-laden music. During his career spanning over five decades, Sri
Govinda Rag held many important assignments culminating in his posting
as the Chief Producer of Music in the Directorate - General of All India
Radio, New Delhi.

All these assignments, however, did not deter him from his prime
vocation as a vocalist and teacher that took him all over India and abroad.
He is the recipient of numerous titles for his valuable contributions to the
preservation of all that is precious in our music. But his most valuable service
has been the publication of several works on music for international
consumption with songs and notation printed in the Roman script. I am sure
that with his vast knowledge and experience, Sri Govinda Rao will conduct
the proceedings of the Conference in an exemplary manner.

In addition to Vidwan Govinda Rao, this Academy had decided to
honour two eminent Vidwans, two outstanding Vidushis and a renowned
Bharata Natyam exponent.

Vidwan Chingleput Ranganathan, who will be receiving the title of
"Sangita Kala Acharya’ is a veteran vocalist and teacher. He had his training
under Alathur Venkatesa Iyer and the Alathur Brothers and has been
presenting numerous concerts over the years. He is a specialist in Pallavi
singing and has given lecture demonstrations at this Academy on that subject.
He has been grooming a large number of Vidwans and Vidushis by giving
them advanced training, both in the theory and the practice of music.

Another Vidwan who has been selected to receive the title of “Sangita
Kala Acharya’ is Sri. P.S. Narayanaswami. Hailing from Konerirajapuram,
known for its musical ambience, he underwent training under Mudicondan
Venkatarama Iyer and then did Gurukulavasam with Dr. Semmangudi
Srinivasa Iyer at Trivandrum. Sri Narayanaswami is noted for his chaste
rendering and adherence to musical values. He made a mark as a composer
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and conductor at the Vadya Vrinda of All India Radio. Numerous musicians
and students have benefitted by his expert coaching.

Radha and Jayalakshmi, who are cousins, commenced their career
as vocalists nearly four decades ago and continue to be extremely popular
artistes in the field. Hailing from a musical family, they were groomed by
maestro G.N. Balasubramaniam and his chief disciple T.R. Balasubramaniam.
Their style is lively and full of sweetness and they have recently been
assessed by H.M.V. as one among the five living legends in Carnatic music.
They have been selected to receive the T.T.K. Memorial Award this year.

Smt. Vyjayanthimala Bali, who will also be receiving the T.T.K.
Memorial Award, needs no introduction to an audience like this. Despite
her charismatic career in films, in which she rose like a meteor and stayed
there till she retired voluntarily, her passion has been Bharata Natyam. Her
creed is to foster the art in every possible way. She herself keeps her form
trim and her anga suddha has been the envy of dancers much younger to
her. She is a consummate artiste who has choreographed several ballets of
lasting value. Among them, the Sangat-Tamiz-Malai, based on the Tiruppavai
of Andal, is a non-pareil production.

This year also, support from Sundram Fasteners enabled us to conduct
our usual Spirit of Youth Music and Dance Festival for ten days in October
in memory of Smt. Ambujam Krishna. Ten upcoming dancers and 29 young
musicians participated and they greatly appreciated the much needed
exposure given to them by this Academy. Among the dancers, Purva
Dhanashree won the M.G.R. Award and Deepa Ponnappan won the T.S.
Parthasarathy Award. The musicians who won awards were Jayamangala
Krishnamurthy (Vocal-ladies), Sikkil Gurucharan (Vocal-gents) V. Suresh
Babu (violin), Sharan Sivakumar (mridangam) and R. Muthukumar (flute).
Smt. Radhika Shurajit won the award for a dance guru.

I now have a special announcement to make on this occasion. An
endowment has been created in the name of Nerur Srinivasachariar, an
eminent composer of this century, for an award to be presented to a
renowned, contemporary vaggyekara every year. I am delighted to inform
you that a committee of experts set for selecting a suitable vidwan to receive
the award, has unanimously recommended Sangita Kalanidhi Dr. M.
Balamurali Krishna, taking into consideration the output of musical forms
created by him, his publications and the record number of cassettees
containing his music. Dr. Balamurali Krishna has kindly agreed to receive
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the Award at our Sadas to be held on January 1, 2000, the first day of
the next millennium. He will thus be the first recipient of the Nerur
Srinivasachariar Vaggeyekara Award.

Music lovers in Chennai may look forward to an exciting programme
in this auditorium at 9.30 p.m. on December 31, entitled, ‘the greatest show
on carnatic music’ presented by the YACM (Youth Association of Carnatic
Music). This show of the millennium will be a part of our 73rd Annual
Conference, and will conclude at 12.30 a.m. on Ist January, 2000. It will
include live concerts by all-time greats, audio visuals, 500 children singing
together and 50 leading young artistes performing in chorus. The sponsors
are Satyam Online.Com.

It is a happy coincidence that our 73rd Annual Conference is being
held during the centenary year of T.T. Krishnamachari in this auditorium
named after him. The centenary celebrations started on November 26 and
readers of “The Hindu” might have seen its special centenary celebrations
feature containing articles on TTK by eminent persons associated with him.
Tributes have been paid in this supplement to TTK, a many splendoured
man, who left an indelible imprint on the history of our nation. He was
a visionary and one of the makers of modern India.

TTK was an ardent lover of music and this Academy was able to
realise its cherished ambition of building this auditorium wholly with his
initiative and sustained interest when he was one of its Vice-Presidents.
We, therefore, remember him today with gratitude and pay our homage
to one who was our greatest benefactor.

Welcoming all of you once again, I request His Highness Maharaja
Marthanda Varma to inaugurate our 73rd Conference.

The 73rd Annual Conference was inaugurated by His Highness
Padmanabha Dasa Marthanda Varma, Maharaja of Travancore on Dec. 18,
1999. He said that the role of music is not merely to entertain but also
to inspire man to seek the non material. He observed that Vedas spelt
out the relation between music and the Vedas represented the acme of Indian
philosophy. “Vedas embody knowledge”. Music is believed to have
originated from the Vedas of which the Sama Veda has special place
(Vedanam Samavedosmi). Referring to the motto of the Music Academy,
he observed that the divine spirit was enshrined in the logo “Na Ham vasami
vaikuntae na yogi hrudaye ravo madh bhakta yatra gayanti tatra tishtami
narada”.
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He further added, “In the past seven decades the Academy has been
doing invaluable service for the progress of the pure arts of South India.
Paying a rich tribute to Sangita Kalanidhi Semmangudi Srinivasa Iyer who
was present on the occasion, Marthanda Varma said that while many titles
have been conferred on Semmangudi Srinivasa Iyer, [ would prefer to call
him “Rajya Seva Niratha” a title conferred on him by the former Maharaja
of Travancore Chithira Tirunal Bala Varma.

Shri. N. Ramji, Secretary proposed a vote of thanks.
MEETINGS OF THE ADVISORY COMMITTEE

The 73rd Annual Conference proceedings of The Music Academy
commenced on the 18th of December ’99. Vidwan Sri. T.K Govinda Rao,
presided over the sessions. As in previous years, the morning sessions
focussed on various aspects of music - Ragalakshana, musicology, laya
nuances, composers, aspects of Hindustani music, Harikatha and Bharatanatyam
oriented topics; The President of the Conference Sri T.K. Govinda Rao and
the four awardees, Chingleput Sri. Ranganathan, Sri. P.S. Narayanaswamy,
Dr. Vyjayanthimala Bali and Radha and Jayalakshmi, gave special lecture
demonstrations.

A special occasion to mark the Centenary of Sangita Kalanidhi Musiri
Sri. Subramania Iyer was observed. On this occasion The Music Academy
brought a special commemoration brochure and an audio release containing
the excerpts of the recitals of the veteran, compiled from archives of The
Music Academy. Sangita Kalanidhi Semmangudi Sri. Srinivasa Iyer, Sri. T.T.
Vasu, Sri. C.V. Narasimhan and Sri. T.K. Govinda Rao, participated in this
event. A recital by Sri. C.V. Narasimhan accompanied by Sri. T.K. Govinda
Rao, V. Thyagarajan and Tiruvarur Sri Bhakthavatsalam, marked this
occasion.

“The Hindu speaks on Music”, release of the publication of The
Hindu, was another special event of this year’s moming sessions. The book
was introduced by N. Ravi, Editor, The Hindu, the first copy was released
by Sangita Kalanidhi Sri Semmangudi Srinivasa Iyer and was received by
Sri. C.V. Narasimhan, Sri. T.T. Vasu and Sri. N. Murali, Joint Managing
Director, The Hindu participated.

Among other publications released during this year’s conference were
Sri Purandara Kriti Ratnamala along with an audio cassette by Sangita
Kalanidhi Sri. R.K. Srikantan, a translated version in Telugu of the verses
in Chaturdandi Prakasika by Vidwan Sri. Dwaram Bhavanarayana Rao,
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Member, Advisory Committee and an audio cassette containing Varnams
sung by Vidushi Smt. R. Vedavalli and recorded by HMV-RPG.

The Music Academy’s own publication of 15 rare dance compositions
of the Tanjore Quartette, edited by the veteran Nattuvanar, Late Sri. K.P.
Kittappa Pillai, was released by Sri. T.T. Vasu during the morning sessions.
The first copy was received by Sangita Kalanidhi Sri. K.P. Sivanandam,
brother of Sri. K.P. Kittappa Pillai.

The special lecture demonstrations by the awardees included an
exposition of Sankeerna Nadai Pallavi by Vidwan Chingleput Ranganathan;
Sri Ramalingaswami’s Arutpa in kriti format by Vidwan Sri. P.S.
Narayanaswamy and his disciples; Smt. Radha and Jayalakshmi’s demon-
stration of compositions of Sangita Kalanidhi Sri. G.N. Balasubramaniam
and new ragas handled by him and a Bharatanatyam demonstration of two
compositions of Sangita Kalanidhi Sri. Ponniah Pillai, direct descendant of
the Tanjore Quartette, by Dr. Vyjayanthimala Bali.

Among the different lecture demonstration on musicology, the scale
of Raga Mohanam and its presence in other musical cultures of the World,
was presented by Dr. S.A.K. Durga, Director, Centre for Ethnomusicology;
Lecture Demonstration under different Endowments were conducted on
specific topics.

Thanjavur N. Srinivasan, Sanskrit Pandit of the Saraswati Mahal

Library, gave a talk and demonstration on aspects of Harikatha and its
traditional format.

Another presentation by K.N. Srinivasan on Raga Prakarana of
Venkatamakhin, dealt with the various aspects of Raga, its characteristics,
and the grahaswara etc., as per the treatise which is the earliest work on
musicology.

R.S. Jayalakshmi of the Music department of Madras University,
chose to speak on the Arohana and Avarohana as a Lakshana of a Raga
wherein she explained the existence of this feature, their importance and
the purpose of this approach in the teaching of music.

B.R. Kumar, Director, All India Radio, gave a descriptive audio visual
lecture demonstration on the musical references and devotional content of
Thevara Moovar.

Swaragata Adhyaya of Sangita Ratnakara focussed on the eight
chapters dealing with the detail as explained in this monumental work formed
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the mainstay of Vidwan B. Krishnamurthy's lecture, while Vidushi
R. Vedavalli in her presentation explained the sancharas or raga phrases
in Varnam singing and their correct usage, focussing on the musicological
aspects of Varnam which form a great source of information.

Among the topics dealing with composers, Padma Gurudutt, from
Mysore, gave a lecture demonstration on compositions of Mysore Chikka
Rama Rao and Smt. Mythili Ranganathan spoke on her grandfather Nerur
Srinivasachariar and demonstrated several of his compositions.

B.M. Sundaram, member, Advisory Committee along with
Haridwaramangalam A.K.Palanivel presented a lecture demonstration on the
aspects of laya, focussing on Anga and Akshara. The concept of Tala was
explained in the context. The terms gati and nadai were explained by
Palanivel, as employed by Tavil players.

Sri. K.S. Nagarajan, Scientist from Bangalore, demonstrated during
a session, his compilation of computer based data information on musical
compositions and their classifications into different categories, a methodical
process, useful for posterity.

Aspects of Hindustani Music with specific emphasis on Pagad (sthayi
bhava) and Chalan (sanchari bhava) was dealt in detail by Dr. Narmada
accompanied by Sangita Kalanidhi Sri. M.S. Gopalakrishnan. The speaker
defined the above terms and explained with suitable demonstrations focus-
sing on ragas like Miyanki Malhar, Purya, Sohani etc.,

As in previous years, there were devotional renderings by different
groups at the commencement of every session. On the concluding day Smt.
Balamani from Bombay, who was chosen for the Bodhaka award, conducted
her group of students to sing compositions of the Trinity. The sessions
concluded with a summing up of the events by Smt. Nandini Ramani,
Secrefary and Convenor of the Moming Sessions; Sri. C.V. Narasimhan,
Chairman of this Committee, Sri. T.T. Vasu and Sri. T.K. Govinda Rao
offered their remarks. On behalf of the Advisory Committee, Dr. S.A K.
Durga and Vidwan S. Rajam offered their views.

THE SADAS

The Sadas (Convocation) of the 73rd Annual Conference was held
at the T.T.K. Auditorium at 5 p.m. on Saturday the 1st January, 2000 with
Sangita Kalanidhi Semmangudi R. Srinivasa Iyer in the chair.

There was a distinguished gathering of members of the Academy,
music lovers, musicians and scholars.
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The function began with an invocation by the advance course students
of the Teachers’ College of Music of the Academy.

The Sadas was convoked by Sri. T.T. Vasu, President of the Academy.
Welcoming Sri Semmangudi and others present, Sri Vasu said :

Sri. C.V. Narasimhan, Vidwan Govinda Rao, Vidwan Chingleput
Ranganathan, Vidwan P.S. Narayanaswami, Vidushis Radha and Jayalakshmi,
Dr. Vyjayanthimala Bali, members of the Executive and Advisory
Committees, distinguished invitees, ladies and gentlemen :

I extend to all of you a warm and welcome to this Sadas which is
the annual convocation of this Academy and I wish you a Happy New Year.

Our 73rd Annual Conference and a 16-day long festival of music
and dance concluded this morning. Dance and music programmes in Chennai
reached a new and unprecedented peak this season and the city wore a festive
look even from the first week of December. This proliferation, however did
not affect our programmes in any way as our own members and discerning
rasikas from outside always attend our performances in large numbers and
make them a success. We presented our own rich fare of cultural programmes
from 10 am. to 9.30 p.m. every day, culminating in the ‘Show of
Millennium’ by YACM in association with this Academy, last night. It was
an exciting affair, perhaps the only of its kind in the annals of this Academy.

The morning conference sessions this year were conducted at the
Kasturi Srinivasan Hall from the 18th of December, presided over by Vidwan
T.K. Govinda Rao. As in previous years, these sessions were well attended
by vidwans, vidushis and rasikas. A special event to mark the centenary
year of Sangita Kalanidhi Musiri Subramania Iyer was held; on this occasion,
the Music Academy brought out a special brochure on Musiri and an audio
casssette containing recordings of Musiri from its archives. Tributes were
paid to the Maha Vidwan by me and Guruji Semmangudi Srinivasa Iyer.
Sri. C.V. Narasimhan and Vidwan T.K. Govinda Rao, disciples of Musiri,
accompanied by Sri. V. Thyagarajan and Sri Tiruvarur Bakthavathsalam gave
a recital. 13 lecture demonstrations, under different Endowments, were
presented during the morning sessions by musicians and musicologists and
many new subjects were covered. There were four special lec-dems this year
by the four awardees who received the Sangita Kala Acharya and TTK
Awards. There were also four book release functions. The books released
were 'Purandara Kriti Ratnamala’ authored by Sangita Kalanidhi R.K.
Srikantan, 'The Hindu speaks on Music’ published by The Hindu
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‘Unpublished Repertoire of the Tanjore Quartette’ published by this
Academy containing fifteen unpublished dance compositions of the Tanjore
Quartette assigned by the descendant of that family and the veteran
Nattuvanar, Sri K.P. Kittappa Pillai, and a Telugu translation of the
"Chaturdandi Prakasika’ by Vidwan Dwaram Bhavanarayana Rao. A portrait
of the late Vina maestro, Dr. Emani Sankara Sastri was presented to the
Academy by his son Sri Achyutarama Sastri. Other noteworthy events
included an audio visual presentation by Sri B.R. Kumar, Director, All India
Radio, a special lecture by the Conference President, Vidwan T.K. Govinda
Rao on the ‘Concept of Raga Mukhari’ as derived from the compositions
of great composers’, aspects and traditional format of Harikatha by Thanjavur
N. Srinivasan, Swaragata Adhyaya of Sangita Ratnakara by B. Krishnamurthi
and emotive aspect of Nritta by Prof. C.V. Chandrasekhar, apart from a
presentation by Smt. Balamani of Mumbai, who receives the Bodhaka Award
this year. A new HMV cassette of varnams rendered by Vidushi R. Vedavalli
was also released.

I would also like to inform you that a donation to the Research and
Publication Section of the Academy by Smt. Sarada Chandrasekhar, an old
student of the Teachers’ College of Music, currently residing at USA, has
made possible the reprinting of Sangita Kalanidhi T. Brinda’s book of Javalis
this year.

The Sadas this evening is presided over by Sri. C.V. Narasimhan
whom this Academy is privileged to have as one of its Trustees. After a
brilliant scholastic career, with M.A. Oxon to his credit, Sri Narasimhan
joined the Indian Civil Service in 1936 and served in several capacities in
the undivided Madras Presidency. He moved over to New Delhi in 1950
and worked in the Ministry of Finance till he was invited by the United
Nations in 1956 to take up an assignment as Under-Secretary General. For
22 long years Sri Narasimhan served that organisation with great distinction
in a variety of assignments like Chef de Cabinet. From 1978 to 1993 he
was honorary Senior Fellow in the U.N. Institute for Training and Research
and authored three books on the world body. Sri Narasimhan is a scholar
in his own right and has translated select verses from the Mahabharata,
published in book form by the Columbia University Press.

Sri Narasimhan has a life-long interest in Karnatic music and is a
senior disciple of the maestro Musiri Subramania Iyer. There is a special
significance in our requesting Sri Narasimhan to preside over this Sadas
today. As a co-disciple of Musiri, he is Guru Bhai to Vidwan Govinda Rao
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and it is a unique coincidence that he will be shortly conferring the title
of Sangita Kalanidhi on the latter.

I take this opportunity of thanking our sponsors and advertisers who
came forward in larger numbers than before by underwriting concerts and
taking space in our Souvenir.

Our Secretaries, office-bearers, staff, volunteers and others cheerfully
bore the brunt of the strain involved and I thank them for their cooperation.

Welcoming you once again, I request Sri. C.V. Narasimhan to preside
over the Sadas and conduct the proceedings.

Welcoming Sri Semmangudi and others present, Sri. C.V. Narasimhan
said:

Let me begin by wishing all of us a happy New Year and a memorable
millennium.

My first duty is to thank my friend and colleagues in the Music
Academy for inviting me to preside over the Sadas today. May I recall that
this is a second time for me, since I had presided over the Sadas in 1975.

On this occassion, we are also celebrating the Centenaries of two
personalities closely associated with the Academy, my revered Guru Sri.
Musiri Subramania Iyer and Sri T.T.Krishnamachari after whom this
Auditorium named. T.T.K’s Centenary on November 26 was marked by
the issue of a special supplement of The Hindu which paid tribute to his
great services to the nation. In my personal tribute which appeared on the
same day, I referred to his great interest in our music and called him in
the words of Tyagaraja - A Rasika Siromani. He was a connoisseur par
excellence and great patron of our music. As for my Guru Sri Musiri. we
rememberd him on the exact date of his centenary April 9th at a meeting
in the Kasturi Srinivasan Hall. Again we had a grand stamp release function
in this very auditorium on 19th of October 1999 with the joint release
of the special postage stamps remembering both Sri Iyerval and the legendary
Sarod Maestro Ustad Allaudin Khan Saheb. A week ago again in the Kasturi
Srinivasan Hall we observed Iyerval’s centenary as part of the proceedings
of this year’s Conference.

For my own part what can 1 say about my Guru except to repeat
Tyagaraja’s words “Nee Runamu Theerpa Na Tharama?”. If I may recall
what I said on an earlier occasion not a day passes but I remember him
with affection and gratitude.
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To crown it all the Academy with a true sense of appropriateness
has decided to confer the title of Sangita Kalanidhi at this Sadas on one
of Sri Iyerval’s most devoted disciples - Vidvan Sri. T.K. Govinda Rao.
In his Presidential address on 17th Dec. 1999 he has revealed the depth
of his Guru Bhakthi. As a fine teacher, a music maker and collater of
Sahityas, he has rendered signal service to our music. I offer him my
blessings and best wishes along with my personal congratulations.

Permit me on this occasion to recall my own association with the
Academy, in the 1940’s. I served in the Madras Secretariat and Sri. K.V.
Krishnaswamy Iyer then President of the Academy roped me in to serve
on its Executive Committee. He was one of the founding fathers of the
Academy, and served as its President for three decades from 1935 to 1965.
He was a prime architect of the Academy’s high standing in the Music
World. On the occasion of his centenary in 1985, T.T. Vasu brought out
a publication of tributes. In my contribution I referred to K.V.K. not only
as an institution builder but an institution by himself. I may next recall my
close association with Sri. K.R. Sundaram Iyer who served as a treasurer
of the Academy for several years and served as its President for two terms.
As a result of our long friendship I was invited by "Anna’ as I always called
him to preside over the Sadas in 1975 and to inaugurate the Conference
in 1981. The next President was Sri. T.T. Vasu under whose leadership the
Academy has reinforced its standing as the unquestioned premier institution
in the field of Carnatic music. The Academy’s facilities are unrivalled and
its balance sheet is enviable.

The Academy promotes all that is best in our Music. In its
programmes for the Annual Conference, it includes Harikatha discourses,
Dance programmes and Hindustani Music recitals. The Lecdems and papers
which. are a feature of the moming programmes under the aegis of the
Conference Committee are of a high order and very instructive. The
Academy also cooperates with other institutions in conducting every summer
a “Spirit of Youth” festival, specifically designed to promote young talent.
Its Teacher’s College of Music headed by Sangita Kalanidhi B. Rajam Iyer
has earned a fine reputation. In short the Academy is truly a “Centre of
Excellence” standing tall and strong in its achievements and solidity.

So much for the Academy. But what of the music that is part of
the name? Let me confess that when it comes to our music, I am an out
and out chauvinist. Put simply I regard our music as the greatest in the
World - an Ocean, a Swararnava, as Tyagaraja says. Can I justify this claim?
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I think I can. From my Oxford days in 1934 and during the decades I have
spent at United Nations and in New York. I have heard, and enjoyed the
greatest music, be it orchestra, opera or solo that Western music has to offer
- Conductors like Toscanini, Ormandy, Bemstein and our own Zubin Mehta;
Violin wizards like Kreisler, Heifestz, Menuhin and Oistrakh; Pianoists like
Horowitz; Cellists like Casals and Rostropovich; Thanks to my personal
friendship with Rudolf Bing, General Manager of the Metropolitan Opera.
I have seen every major operatic work performed, and heard the glorious
voices of sopranos like Birgitte Nilssen and tenors like Lucianozavarotti.
To my mind there is no grander sound that one can hear than the symphonies
of a Beethoven or a Mozart performed by a great orchestra. What this great
treasure of music lacks can be summed up in one word -Mano Bhava. All
western music is written down by the composer in notation and even the
tempo is prescribed by the composer. Some music critics talk of different
interpretations by various conductors, but those differences are only
marginal. The conductor has to go by the book.

What about Hindustani Music? Our two systems have many things
in common. The Raga reigns supreme in both. When it comes to voice
culture and tonal purity (Sruti Shuddham), our Northern cousins score over
us. But on two points, we score over them. One is the variety and profusion
of our Raga system. The other is the precious legacy of Sahityas and kritis
bequeathed to us by Bhakthas like Annamacharya and Purandara Dasa and
the great vaggeyakaras, beginning with the Trinity and continuing to our
days with the likes of Vasudevachar and Papanasam Sivan to name only
two. Their compositions are suffused with Bhakthi. The kriti format lends
itself to progressive embellishments, which we call sangathis which are
designed to bring out the beauty of the raga, as well as to enhance the
Sahitya Bhava, Alapana, Niraval and Swara Prasthara give full scope for
the musician to display his Manobhava. To my mind the highest level of
musical experience is when listener and performer are on the same wave
length and there comes the Supreme moment when we are at tuned with
the infinite :

Yet another aspect of our greatness as a musical system is the
complexity and subtlety of our laya. The basic structure of our Talas is
simple enough - There are seven Talas and five Jatis, giving a total of thirty
five talas. However most of our kritis are set to one of half-a-dozen fairly
common talas, which the intelligent listener can follow easily. But for the
percussionist, every Avartana is a mathematical exercise. And when it comes
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to the tani as it is called, even in addition to the Mridangam instrument
are involved - Be it a Ghatam, Kanjira or Morsing, the percussionists view
with each other in producing complicated rhythmic patterns, which are minor
miracles of Kanakku. If we add to the percussion list the Dolak, Konnakol
(where the Solkattus are vocalised) and the Tavil, which is no longer an
accompaniment exclusively of the Nadasvaram, we have an unmatched array
of Upavadyams which is quite unique.

Looking back over my seventy years as a listener, I can assert with
confidence that our music-is alive and well. There has been a veritable
explosion of talent in the last decade and the number of vocalists, vainikas,
violinists and flautists who can perfdim at the katcheri level must be counted
in the hundreds. [ am happy to see that so many performers are women,
except for percussion, which has remained more of a male preserve.

I must pay a special tribute to All India Radio for its significant part
in developing the new breed of performing artists. The Chennai Station of
AIR, and the main regional stations have greatly helped in bringing young
talented performers to public attention. In my view, Doordarshan can emulate
AIR in this regard. Television can be particularly helpful in promoting our
dance heritage. The Gramaphone too has been very useful in taking our
talented musicianss to every nook and comer. The Audio tape has practically
replaced Gurukulavasa as the main learning tool for aspiring musicians.

It is true that the number of listeners of our classical music is smaller
than the following for screen music and more recently, imitations of Western
Pop music. But our listeners today are much more educated and knowled
geable than at any earlier time. The Print media, especially the coverage
by our leading Newspapers, containing well informed articles by knowl-
edgeable critics has contributed to this higher level of appreciation among
our listeners. The monthly magazine Sruti also deserves special mention in
this connection.

To conclude, let all of us - Sabha organisers, performers, listeners,
critics, reporters and the electronic media - resolve that we will bend our
best efforts towards raising to even greater heights our glorious musical
heritage in the Millennium beginning to-day. O
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Academy Trustee Sri C.V. Narasimhan presented Vidwan
Sri. TK. Govinda Rao, President of the Conference.

P

Vidwan Sri. T.K. Govinda Rao

Bom on 21-4-1928 at Thirupunithura/Kerala to Sri Krishna Rao (Father)
and Smt. Kamalam (mother).

He hails from a family of musicians. In 1949, he joined the then Central
College of Camatic Music at Madras, where he came under the influence
of Musiri Sri Subramania lIyer, Tiruppampuram Sri. Swaminatha Pillai and
Smt. T. Brinda (all Sanigita Kalanidhis).

Over the next fifteen years, he undertook gurukulavasa training under
Musiri Subramania Iyer with whom he had so close an association that he
came to be considered a prime disciple and representative of his bhava laden
music.

During the last five decades he had various assignments as a lecturer
and producer (music), Directorate General A.ILR. New Delhi. He has been
associated with many universities in various capacities and has long been
a member of the Advisory Committee of the Music Academy. He has given
numerous concerts both in India and abroad and is the receipient of several
titles.

The pristine purity of his art has been passed on to many disciples among
whom are Bombay Sisters, Padmaja Srinivasan and T.R. Balamani. His
contribution to the field of Camatic music is best known by his monumental



THE SADAS 21

task of bringing out the complete works of the Trinity with a common script
surmounting the language barrier while preserving the identity of the original.

Over the years he has been composing tunes and editing works of
distinction; these include compositions of Sri Purandaradasa, Tamil songs
of Periyasami Thooran, transliteration of Sangita Kalanidhi Sri Semmangudi
Srinivasa Iyer’s Tyagaraja Ganaraga Pancharatna Kritis.

Sri. T.K. Govinda Rao is the founder of Gana Mandir Trust through
which he propagates Carnatic Music and conducts music oriented seminars
anywhere in the globe.

The Academy had selected two Vidwans who had rendered
distinguished service in the field of music for conferring the title *Sangita
Kala Acharya’.

The Academy has also selected a distinguished Bharatnatyam exponent,
Vyjayanthimala Bali and vocalists Radha & Jayalakshmi for the "'T.T.K.
Memorial Award’.

Academy Secretary, Sri. M.S. Venkataraman presented Vidwan
Sn. P.S. Narayanaswamy.

SANGITA KALA ACHARYA

Vidwan Sri. P.S. Narayanaswamy

Born on 24th February 1934 to Dr. P.N. Subramaniam and Smt.
Mathuram at Konerirajapuram, P.S. Narayanaswamy popularly known as
Pitchai or P.S.N. had an aptitude for music at a very early age and started
lessons at the age of seven under Nagaswara Vidwan Tiruppampuram Sri
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Somasundaram Pillai. Later he studied under Sangita Kalanidi Mudikondan
Sri Venkatarama Iyer and Sangita Kalanidhi Semmangudi Srinivasa Iyer.
The next decades saw him rise to become one of the most accomplished
respected and reputed musicians.

Vidwan Sri. P.S. Narayanaswamy has served A.LR. with distinction and
has to his credit several symphonies one of which was the highlight of the
Golden Jubilee programme of AIR in 1981. As a top grade artiste, he has
given concerts all over India and abroad. In this period he not only was
a performing artiste but also a great guru and has trained several disciples
who are all upcoming musicians in their own right. He has also been
associated with the Academy under the Ariyakudi Ramanuja Iyengar Talent
Promotion Scheme and trained upcoming artistes.

Asthana Vidwan of Sri Kanchi Kamakoti Mutt and recipient of Sangita
Kala Sagaram from the Mutt in 1996, Sri P.S. Narayanaswamy has been
conferred several other titles also.

Sri. C.V. Narasimhan conferred on Vidwan P.S. Narayanaswamy the title
of Sangita Kala Acharya and presented him the Birudu patra, medallion of
the title, citation and a cash award of Rs. 5,000/-.

Academy Vice President Sri. U. Ramesh Rao presented Vidwan
Chengleput Sri Ranganathan.

SANGITA KALA ACHARYA

Vidwan Chingleput Sri. Ranganathan
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Born in Madras on 24th November 1938 to K.A. Chellappa Iyengar Smt.
Rajalakshmi. His mother was his first guru and then he became the disciple
of Flautist Sri. H. Ramachandra Sastry. Later he studied under Alathur
Brothers and Alathur Venkatesa Iyer under gurukula system for 10 years.
At his arangetram during the Nerur Sadasiva Brahmendra Utsavam in 1955,
his guru Venkatesa Iyer accompanied him on the Harmonium and
Ramanathapuram M.N. Kandaswamy on the Mridangam.

His association with All India Radio has been long and varied. Starting
as a prize winner in 1955, he has been an A grade artiste and then retired
as a staff artiste of A.LR. Madras.

Imbibing the teaching of the Alathur Brothers, he is a specialist in Pallavi
Singing and teaching. Many of our musicians today have at some time or
other learnt pallavis and rare compositions from him. He has conducted a
summer course in Pallavi singing at the Music Academy for a group of
young artistes.

Sri. C.V. Narasimhan conferred on Vidwan Chengleput Ranganathan
the title of Sangita Kala Acharya and presented him the Birudu patra,
medallion of the title, citation and a cash award of Rs. 5,000/-.

Academy Secretary Smt. Nandini Ramani presented
Smt. Vyjayanthimala Bali.

T.T.K. MEMORIAL AWARD




24 THE JOURNAL OF THE MADRAS MUSIC ACADEMY, VOL. LXXI

Born in 1933 in a family dedicated to the study and patronage of fine
arts; Vyjayanthimala has a background enriched with our cultural heritage.
From an early age her inherent talent manifested itself early and she was
trained in Bharatnatyam under the tutelage of Sri K. Ramiah Pillai of
Vazhuvoor school, Sri. K.N. Dandayuthapani Pillai and Tanjavur Sri. K.P.
Kittappa Pillai of Pandanallur Bani.

She has been invited to perform before many eminent statesmen and
dignitaries and at many international festivals all over the world. Her
performances in India have been marked with a unique touch throughout
her dance career, spanning over the last 52 years. Vyjayanthimala was the
first Indian ddncer to give a Bharatnatyam recital at the United Nations duing
its 20th anniversary celebration marking the Human Rights Day in 1969.

Well known as a performer, teacher, researcher and choreographer,
Vyjayanthimala has been applauded for the revival of old Thanjavur rare
compositions repertoire like Nava Sandhi Kauthuwams, Melaprapathi, Thodaya
Mangalam, Sooladi, Prabhandams and several other unique items of
ritualistic and artistic value under special training from Thanjavur Sri. K.P.
Kittappa Pillai, a doyen among Nattuvanars.

She has been conferred the Padmashri in 1968, Sangeet Natak Akademi
Award in 1982 and Doctor of letters (Honoris Causa) by the Annamalai
University.

As a movie star, her talent has been recognised with the Lifetime
Achievement award. She has served three terms as a member of Rajya Sabha.
She is also known in the sportsworld as a keen golfer.

Described as a dancer par excellence, Vyjayanthimala has been the torch
bearer of the best Sampradaya in Bharatnatyam through her total dedication
to the upkeep of purity of tradition, both in Nritta and Abhinaya aspects
presented with utmost dignity.

Sri. C.V. Narasimhan presented to Vyjayanthimala Bali the T.T.K. Award
with citation and a cash award of Rs. 2,000/-.

Academy Secretary Ms. Maithreyi Ramadurai presented Vidushis
Smt. Radha & Jayalakshmi.
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T.T.K MEMORIAL AWARD

Vidushi Radha Vidushi Jayalakshmi

Radha born to C.P. Doraiswamy Iyengar (father) and Smt. Kalpakammal
(mother). Jayalakshmi born to Sri. R. Rangachary (father) and Pattammal
(mother) are cousins and hail from a music family; learnt music under
Sangita Kalanidhi G.N. Balasubramaniam and his chief disciple T.R.
Balasubramaniam; Vocalists for the past four decades nearly; they have been
well known popular artistes; have given concerts all over India at several
festivals and Conferences and Sangeet Sammellan concerts conducted by
the All India Radio; they have performed extensively in UK., U.S.A. and
Sri Lanka. Receipients of many titles, awards and honours. Kalaimamanigal
Radha and Jayalakshmi also received the prestigious Sangeet Natak Akademi
Award for Eminent Musicians in 1982. They have been recently assessed
by H.M.V. as one among the Five living legends of Carnatic Classical Music.
Several audio cassettes, CDS and LPs of their concerts form an important
aspect of their music contribution to the field of Carnatic music. Their
musical heritage finds a place in the archival collections of the Sangeet Natak
Akademi and A.LR. Radha Jayalakshmi have been featured regularly over
Doordarshan and C.P.C., New Delhi.

Sri. C.V. Narasimhan presented to Radha & Jayalakshmi the T.T.K.
Award with citation and a cash award of Rs. 2,000/-.

Sangita Kalanidhi' Sri. T.K. Govinda Rao thanked the Academy for the
honour conferred on him and also all Vidwans and others who assisted him
in conducting the conference successfully.

Academy Vice President Ms. Lakshmi Viswanathan proposed a vote of
thanks.
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THE NERUR SRINIVASACHARIAR
VAGGEYAKKARA AWARD

§

Vidwan Balamurali Krishna

Instituted in the Conference year 1999 - 2000, the Selection Committee
from among the experts Committee recommended that the award be given
to Sangita Kalanidhi Dr. M. Balamurali Krishna for the year 1999 - 2000.

Dr. Balamurali Krishna has composed in Tamil, Telugu and Sanskrit and
has covered a vide variety of musical forms. He also has to his credit 72
melaraga compositions - some of these have been published and cassettes
have also been released. Many of his composition are in vogue in concerts.

O
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73rd Annual Conference
at Kasturi Srinivasan Hall

18.12.1999 to 01.01.2000
Daily from 8.00 a.m. to 10.30 a.m.

Agenda for the Conference
President : Vidwan Sri. T.K. GOVINDA RAO

Saturday 18.12.1999
8.00 am. Raga Ranjani Group, Bangalore  Songs on Shodasa Ganapathy
8.30 a.m. Release of Sangita Kalanidhi Sri R.K. Srikantan’s Book
‘Purandara Kriti Ratnamala’ and Audio Cassette by Vidvan
R.K. Srikantan Trust, Bangalore by Sangita Kalanidhi
Sri Semmangudi Srinivasa lyer.
8.45 a.m. R.S. Santhakumari Bhakti Poetry of Sirkazhi Moovar
(Nachimuthu Gounder Rukmini Ammai
Charitable Trust in memory of
Chellammal Palani Gounder)
9.45 am. Dr. SAK. Durga Scale of Raga Mohanam in the musical
forms of other Music Cultures and
Carnatic Music.
SUNDAY 19-12-1999
8.00 a.m. Shreyas group Pasurangal of Tirumazhisai Azhwar on
Tiru Allikkeni and Tiruvallur.
8.30 a.m. Vidwan PS. Narayanaswamy
and his students Sri Ramalingar Arutpa in kriti format.
9.15 a.m. Release of Book “The Hindu Speaks on Music™ Publication of
The Hindu by Sangita Kalanidhi Sri Semmangudi Srinivasa lyer.
9.45 am. Kum. D. Lakshmi Gayatri Harikatha in Sanskrit "Raghuvasam”
(P.B. Sarvarayulugaru Endowment)
MONDAY 20-12-1999
8.00 a.m. Champa Kumar and Group
Students of Sri Sami
Dandapani of Songs from “Appar-Kurunthogai”
Dharmapura Adeenam Schoo!.
8.30 a.m. Thanjavur N. Srinivasan Aspects of Harikatha and its traditional
format. (Alamelu Rama Narayana Sarma
Award)
9.30 am. Smt. Radba & Compositions of Sangita Kalanidhi
Smt. Jayalakshmi G.N. Balasubramaniam and new ragas

M.A. Krishnaswamy -Violin handied by him.
Umayalpuram Mali-Mrudangam
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TUESDAY 21-12-1999

8.00 a.m.

8.30 a.m.
9.30 a.m.

Smt. Meera Kedaranathan
and her disciples.

Sri. K.N. Srinivasan
Smt. S.R. Jayasitalakshmi
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Tyagaraja Charita Pancharatnam

Raga Prakarana of Venkatamakhin

Contribution to Carnatic Music by
composers of 18th Century -
Compositions of Anai-Ayya.
{Chellammal Natarajan Endowment lec.)

WEDNESDAY 22-12-1999

8.00 a.m.
8.30 a.m.

9.30 a.m.

Sivan Arts Academy
M. Vaithyalingam

Smt. Mythili Ranganathan

Sivan's “Sri Ramcharitha Geetham”

“Tiruppugazh Chandangal” (M. Ganesa
lyer Birth Centenary Memorial Lecture)

Tamil Composers of 20th Century -
Compositions of “Nerur Srinivasachariar”
(Nachimuthu gounder Rukmani Ammal
Charitable Trust in memory of Rukmani
Nachimuthu Gounder)

THURSDAY 23-12-1999

8.00 a.m.

8.30 am.

8.35 a.m.

9.30 a.m.

Andavan Pichai Bhajan
Mandali

Songs on Kapali - Karpagambal
composed by Andavan pichai Mathaji

Handing over the Portrait of Dr. Emani Sankara Sastri to the
Academy by Sri Achutharama Sastry (S/o Emani Sankara Sastry)
Sri. TT. Vasu, President will receive it.

Smt. R.S. Jayalakshmi

Vidvan
Chengleput Ranganathan

Arohana and Avarohana as a lLakshana
of a Raga.

Sankeerna Nadai Pallavi Exposition

Sri. M.A. Sundareswaran -Violin
Sri. Arun Prakash - Mrudangam

FRIDAY 24-12-1999

8.00 a.m.

8.30 a.m.

9.30 a.m.

Aananda Bhairavi Group

Sri. B.R. Kumar

Sri. K.S. Nagarajan

Composition of Walajapet
Sri Venkataramana Bhagavatar

Thevara Moovar {Audio Visual
Programme) Nachimuthu Gounder
Rukmini Ammal Charitable Trust in
memory of P. Nachimuthu Gounder).

Computer based documentation of
Carnatic Music Compositions

SATURDAY 24-12-1999

8.00 a.m.

Subhasruthi Group

Sri Vedanayakam Pillai's
“Sarva Samaya Keerthanaigal”
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Centenary celebration of Sangita Kalanidhi

Sri Musiri Subramania lyer

a. Introduction of the event by Sri. T.T. Vasu

b. Tribute by Sangita Kalanidhi Sri Semmangudi Srinivasa lyer

c. Cassette release of Recital of Musiri from
Music Academy archives.

d. Recital by Sri C.V. Narasimhan and Sri T.K. Govinda Rao
accompanied by Sri V. Thyagarajan on Violin and Tiruvarur
Bakthavathsalam on Mridangam.

SUNDAY 26-12-1999

8.00 am. Devaganavali Group Panchalinga Kritis
8.30 a.m. Sri. B.M. Sundaram along  with
Haridhwarmangalam Anga and Akshara.
A.K. Palanivel (Tavil)
9.30 am. Sri. B. Krishnmurthi Svaragata Adhyaya of Sangita Ratnakara
(Dr. V. Raghavan Shashtyabdapurti
Endowment)
MONDAY 27-12-1999
8.00 am. Smt. Sulochana Songs of Mayuram Viswanatha
Pattabhiraman & her Sastri
disciples
8.30 am. Dr. Rajalakshmi Santhanam Post Trinity Composers - Contribution of
Tachur Singaracharyulu.
(Sri Rama Narayana Sarma Endowment)
9.30 am. Release of HM.V's audio cassette on varnams rendered by
Smt. R. Vedavalli
9.45 am. Smt R. Vedavalli Raga Phrases in Varnams and their

appropriate usage in Varnam singing.
(Brinda Varadarajan Memorial Lecture).

TUESDAY 28-12-1999

8.00 am.
8.30 a.m.

9.30 a.m.

Navamalika Group Oothukadu Sri Venkatasubbier songs

Smt. Padma Gurudutt Compositions of Mysore Chikka
Rama Rao

Sri. C.V. Chandrasekhar Dance Lec. Demonstration - Emotive

aspect of 'Nritta'.

WEDNESDAY 28-12-1999

8.00 a.m.
8.30 a.m.

Geetha Nivedhana Group  Shri Shankara Guruvaram

Smt. Rita Rajan Study of certain Ragas-Narayana Gaula
Kedara Gaula, Ananda Bhairavi, Bhairavi
Huseni.
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9.30 am. Release of Music Academy Publication “Unpublished Repertoire of
Tanjore Quartette” by Sangita Kalanidhi Sri Semmangudi
Srinivasa lyer.
9.45 am. Smt Vyjayanthimala Bali Dance Lecture demonstration - Rare
compositions of Tanjore Quartette.

THURSDAY 30-12-1999

8.00 a.m. Dr. Hiramalini. Seshadri Sai Kritis
8.30 am. Sangita Kalanidhi Sahitya Bhava & Sanchari Bhava
M.S. Gopalakrishnan (Pagad & chalan in Hindustani music)

assisted by M. Narmada

9.30 a.m. Velukudi Sri. V.Krishnan Nalayira Divya Prabhandam - “Madal
assisted by Itakkanam” (Nachimuthu Gounder
Smt. Aravindam - Vocal Rukmini Ammal Charitable Trust in
Smt. K.N. Ethirajavalli-Veena memory of K. Palani Gounder)

FRIDAY 31-12-1999

8.00 a.m. Dasanjali Group Songs of Meera, Kabir, Surdas,
Marathi Abhangs.

8.35 am. Release of Dwaram Sri Bhava Narayana Rao’s Book- Telugu
transiation of “Chaturdandi Prakasika of Venkatamakhin”.

8.40 a.m. Smt. Sulochana Pattabhiraman “Musical references in Sangam
assisted by Literature”
Smt. Prema Hariharan

9.30 am. Sri. TK. Govinda Rao Concept of Raga “Mukhari” as derived

from compositions of Great composers.

SATURDAY 01-01-2000

8.00 am. The Teachers’ College of Select compositions of great composers
Music, The Music Academy on different deities in different
. languages

8.30 am. Smt. Balamani & Disciples Trinity compositions (T.S. Sabesa lyer
Endowment - Bodhaka Award)

9.30 am. Summing up of Conference proceedings.
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B.R. Kumar; Station Director, AIR, Chennai.
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‘That should be neither hot or cold!
Should dissolve at once!
Never to recollect its size or shape!

Swanubhava to the core!
What an immortal bliss!’.

Thus murmuring to himself my friend dipped his head along with
his bulky body into the waters of the tank. I had to follow him as we were
together on a pilgrimage of holy shrines.

The chillness of the tank water made me shiver but what a great
joy it was! To think of child Thirugnanasambandar getting a cupfull of milk
from the Goddess and start singing Thodudava Seviyan' with full of
conviction and courage. He went to the extent of declaring that "He’ was
the Lord and the only Lord

Yes. We had the holy bath in the temple tank of the great shrine
at Sirkazhi. All the while [ had the suspicion that my dear friend had to
take the early morning bath in tha tank for the first time in an empty stomach,
as he used to have his daily breakfast with coffee before he took bath in
the city life. What a contrast! if only he had prayed to the Lord, probably
he would also have been granted a cup of milk. Those were the thoughts
that were running in my mind when [ entered the holy shrine. Sirkazhi temple



32 THE JOURNAL OF THE MADRAS MUSIC ACADEMY, VOL. LXXI

occupies a sprawling space with majestic towers. The place itself has got
several names, such as Brahmapuram, Venupuram, Thonipuram,' Srikali
etc., Saint Thirugnanasambandar, it is said started singing in praise of the
Lord from the age of three. His divine outpourings are several and a few
of them have been inscribed in the walls of the inner precincts. What a
great contribution by a child singer! He sang in praise of the Lord, has
described the fields and fertilities. He had gone around various shrines in
Tamil Nadu several times with Appar (Thirunavukarasu) who was several
years elder to him. It is said that when Gnanasambandar was born, Appar
was already 64 years old. There is a great uniqueness in all the three of
them. Sambandar lived only for 16 years, Sundarar for 18 years and Appar
merged with the Lord when he was 81 years old!

These three saints of Tamil Nadu lived in the 6th, 7th and 8th
centuries. Their songs are atleast 1400 years old and still their current flows
defying all known estimates of life and death. Thirugnanasambandar had
always considered that it was the Lord who spoke through him. He was
sure that his mind, word and his thought were that of the Lord only.
Therefore, he had a terrific amount of conviction with the Lord. He went
to the extent of declaring that it was his Order and it will come true. These
words are found in several of his compositions such as Kolarupathigam.
The parallel for Thirugnanasambandar would be Nammalwar who also
started singing at the age of three. Both of them have never failed to
acknowledge the presence of divinity in them. For example, Nammalwar
says, That his melodic outpourings are that of the Lord'. Sadagopa
Ramanujam emphatically says that his Tamil Knowledge and words are that
of the divine sanction. A line from Nalayiradivya prabandham is as follows:

“You made me yours. I became your personality and so I could sing
your praise in Tamil”. So also Thirugnanasambandar emphatically declares
that “These are not my words, they are yours”.

In essence all the three saints have never forgotten that the Music
was the Lord and the Lord himself stood personified as Music. In this
Thiruthandagam, Thirunavukarasu goes to the extent of saying that since
the Lord is the Music he responds to Music.

In order to understand these three saint singers I had undertaken a
short pilgrimage to about half-a-dozen shrines in the districts of Thanjavur,
Madurai and Chingleput. These shrines are either too big or too small. But
they never fail to portray intrinsic value of the Music that accompanies the
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importance of the shrines. Sirkazhi was one which is the birth place of Saint
Thirugnanasambandar.

The beauty of the songs are not restricted to the usage of the words
only but the singers have also employed several techniques which are
amazing and admirable. For instance, Saint Thirugnanasambandar brought
out the intricate ‘Gopucha’ style which can be recognised as
‘Kondukootipaduthal’ (in the present day paralance). But in those days it
was called as "Mudugu’. This peculiar style which has its origin in the 7th
century was never handled by any singer except Saint Arunagirinathar in
his immortal Thirupugazh songs in the 15th Century. The famous classical
Tholkapiam also delineates this kind of style as "Mudugu Vannam’ meaning
the colour of the style.

From Sirkazhi we proceeded to Thiruchengatangudi,’ a shrine
located on the Southern side of the river Cauvery in the Chola Kingdom.
This temple is associated with the boisterous deed of Siruthondur Nayanar
who did not even hesitate to butcher his son and offer it to the Lord. This
is also known as Ganapathvcharam, where the deity of Lord Vinayaka is
known as Vathapi. Both. -sambandar and Appar have sung in praise of the
Lord named as "Utharapathy’ . The name of the Goddess is Kuzalammaij.
Very near to the shrine the famous Thirumarugal is located. It would be
interesting to know that Thirumarugal had produced one of the best
Nagaswara vidwans viz. Thirumarugal Natesa Pillai who was well known
for his briga expositions in the instrument. He had been praised even by
Mahavaidyanatha Iyer. Marugal is a variety of Banana which does not seem
to have its existence today. The famous Thevaram, Angamum, Vedamum,
is dedicated to this Shrine. Those who chant Vishnusahasranamam may recall
that there is a sentence describing the same sentiment as Vedungo
Vedavithkavihi' in praise of Bhagvan Mahavishnu. It is quite interesting to
note that Appar and Sambandar had also coupled the shrines at Thirumarugal
and Thiruchengatangudi in their outpourings. It is also pertinent to note
Nagaswara Chakaravarthy Rajarathinam Pillai was the nephew of Thirumarugal
Natesa Pillai.

From Thirumarugal we go to Thirupugalur.® This is a shrine where
all the three singers sung in praise of the Lord. Just as we have in Thanjavur,
Thirupugalur has also one tower, which is quite big. This temple has two
distinct establishments, one near the other. There is a very big watershed
which protects the shrine. The Lord is called Konapiran, as the image is
slightly tilted. The sathyam star of the month of Chitra is celebrated here
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in memory of Saint Thirunavukarasar. It is said that in this temple the Lord
offered a Golden Brick to Saint Sundarar in appreciation of his devotion.
A composition of Saint Thirugnanasambandar, dedicated to the shrine brings
out the essence of Music. Here Gnanasambandar says that any Music should
have two ingredients which are absolutely essential. The Music must have
grammar and also an objective. Therefore, it is very clear that great Saints
like Gnanasambandar, Appar and Sundarar did hold the twin ingredients
in a high esteem.

Now we are at Thirukanchi Thirumetrazhi,' a shrine west of
Kanchipuram of the present day. Here is a temple, where Gnanasambandar
had sung and on listening to him the Lord melted. Therefore we see only
the feet of the-Lord. Just opposite at the end of the road there is a separate
shrine for Gnanasambandar. This is onc more from what we have apart from
Sirkazhi. This shrine is one among the five in Thondaimandalam area. But
unfortunately none of the compositions of Gnanasambandar is available at
present. Only we find the compositions of Appar and Sundarar. The temple
is small and cute, fully renovated recently, thus depriving the pilgrim of
the grandeur of olden days. However, we must be thankful that the temple
stands afresh and modern. Saint Appar had described this place where Music
and Dance prevail all over the year. This place seems to have been a
prosperous business centre where lot of people from outside decended
regularly.

Thirugnanasambanda Nayanar has all praise for the quality of Music
that was available here. He goes to the extent of praising the Music to the
sweetness of sugarcane. There is also another shrine adjacent to the main
temple from where the deity is said to have listened to the Music very
carefully. That means Music had been a part and parcel of this place. Hats
off to those who lived in this place in those years.

Before we depart from those shrines which have strong linkages with
Saint Thirugnanasambandar we can appreciate the old adage that is still
prevalent in Sirkazhi. It says that one must participate in the Thirumulaipai
Sestival at Sirkazhi during the Chitrai festival and partake with the prasadam
of milk that is distributed to the devotees. These people who are fortunate
enough would not be reborn in this world again.

Now let us go to the well-known temple city of Madurai which is
called Thirualavai.® The Goddess shrine here is World famous, Goddess
Meenakshi draws devotees from far and near. This Madurai had been the
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capital of the Pandya Kingdom. The name Mangaikarasiyaar kindles fond
memories of the great ruler who led from the front. There were three sangams
for Tamil and fourth one was created by Pandithevar. The idol of Lord
Nataraja in this temple raises its right leg and dance in contrast to what
see in Chidambaram. Therefore, the popular adage at this city is silver is
more valuable than gold. In this shrine Thirunavukarasu Nayanar describes
the Lord as the incarnation of the Vedas and also describes that he must
have rendered the stanzas of Vedas with Music. When this composition is
sung the tune resembles that of Sama Veda. It is a lilting composition which
could mesmerise a true devotee.

It is said that the outer wall of the temple at Mannargudi is beautiful.
The Chariot at Thiruvarur is beautiful. The streets of Thiruvidaimarudur is
beautiful. What is beautiful at Thirumaraikadu®?

Today Thirumaraikadu is known as Vedaranyam. The temple is
situated in a sprawling space defymg all descriptions. It is a very old
monument of our culture and dignity. One has to be in this temple for atleast
for a few hours to enjoy the beauty, the sculptures and magical designs
of the structure. We found that there were large numbers of well designed
stands made up of stones where hundreds of oil lamps could be lighted
in the nights. If done so, the whole temple would present a total scenario
of illumination. Probably this was done in those days in order to indicate
to the ships that were passing through in the nearby sea. The temple is
located in the sea coast.

To this temple Thirugnanasambandar as a young boy accompanied
by Appar a man quite old had sung in praise of the Lord to open and close
the doors of the temple. The temple is replete with historical information
which could enlighten an interested person. Saint Sundarar in one of his
compositions dedicated to the Goddess of the temple speaks very high of
the tonal quality. He says that the speech of the Goddess was sweeter than
that of a plucked instrument viz. yazh. Sundarar also points out that the
Lord was personification of seven sounds of Music. This is one shrine where
all the three had sung in praise of the Lord.

Our pilgrimage now comes to the last leg but not the least of all
the shrines, namely, “Thirudharmapuram™’. This shrine is located a few
kilometers west of Karaikal and can be easily reached by road. It is situated
amidst sylvan surroundings. Here also modifications have been done
extensively to the ancient structure of the temple and hence it looks like
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a new building. There is an interesting ancedote associated with this temple
and Saint Thirugnanasambandar. There was a renowned bard living in this
place who always found difficult to reproduce some of the compositions
of Gnanasambandar through his instrument. Gnanasambandar consoled him
and said that he could always render the compositions which he was able
to do so. A classical composition of Saint Thirugnanasambandar rendered
at this shrine is known as "Yazhmuri’. The tune resembles that of the present
day Atana. But this has to be sung with some dexterity and ease for one
has to repeat certain verses cleverly. Thanks to Thirugnanasambandar, the
music of those days still lives when one is to able to glean through. Certainly
the effort would be rewarding and will provide Music to the soul.

When this thought was running through my mind at the end of the
pilgrimage it was quite evident that if there is a music in life then life also
would be in Music. It would not be easy for me to convince my friend
who held a glass of sweet juice in his hand and wanted to quench his thirst
on a hot afternoon. For him it could have been different. o

(Excerpts from the exposition given by the Author while presenting
a Slide-Music-Programme at the Music Academy on 24.12.1999)
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(In this programme the Thevaram compositions of the Saints
Thirugnanasambandar, Appar and Sundarar were rendered in the traditional
style by Tirutani Sri N. Swaminathan Oduvar, and Smt. Jayanthi Mohan,
Staff - Artist of AIR Chennai with suitable accompaniments.)

(Sri. B.AR. Kumar, Director, All India Radio is a versatile personality.
He is a writer, researcher and well versed speaker under the Pseudo name
Rathipathi, Kumar has been writing short stories. He has been instrumental
in the first ever broadcast of Saint Tyagaraja Aradhana festival at Tirvaiyaru
in the national hook up when Kumar was Station Director at Trichy. The
Academy is honoured that AIR, Chennai chose to broadcast live the
Tyagaraja Aradhana held at our Auditorium on 6/2/2000. He implemented
the satellite broadcast of the 72nd Annual festival concerts of the Music
Academy. He is an ardent devotee of Sri Ramana Maharishi. He has been
a keen researcher on the different Sakthi Peetams, especially in the North.
when he was Station Director at Cuttack, Calcutta and other places and
has published several articles on the subject.)
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THE UNIVERSALITY OF THE
SCALE OF MOHANAM

Dr. S A K. Durga

The scale “Mohanam” of Carnatic Music is a pentatonic scale
composed by whole steps and skipping a minor third in the keyboard
instrument Piano where the notes of this scale can be performed on the
black keys starting from F sharp. “Mohanam” is known as Boopali or Bhoop
in Hindusthani System (North Indian classical music) and in ancient Tamil
Music literature, it is called Mullaitheempani. The scale can be described
as a universal scale as the scale is found in every music culture in the world.
It is widely used in the classical traditions in China, Japan, Korea, Thailand,
Malaysia, Indonesia and in the Folk and Devotional music traditions of Tibet,
Mangolia, Oceania, Africa, Russia and other Asian Countries, Australia,
Europe and United States. Though the scale is present in almost every
country, the Raga or Mode is presented in different styles as the construction
of melodic phrases with the notes of the pentatonic scale vary and different
types of ornaments are used for the notes for the different musical cultures
in the world. This phenomenon reveals the Concept of Unity in Diversity
in the World Music Cultures.

What is a scale? A scale is an abstraction, a collection of all the
notes of a particular Mode or Raga which are arranged in the ascending
and descending order in step wise manner. A Raga or mode consists of
melodic patterns picking up the notes from its scale and presented with
the ornaments of the particular musical culture. In Indian Music, the passing
note or Anya swara of the Raga will be incorporated in the scale itself or
will occur only in the sancharas or melodic patterns of the raga. (E.g,
Bhairavi for the former type and Kamas for the latter).

The pentatonic scale Mohanam consists of the notes Chatusruthi
Rishaba (D), Antara Gandhara (E), Panchama (G), Chatsruthi Dhaivata (A)
besides Shadja (C). This scale is described as a perfect scale as it contains
the most consonant intervals, the Perfect V and Perfect IV.

[Sa-Pa, Ri Da DA GA]

[C-G D-A A-E] and

[Pa-Sa, Da-Rl, Ga-Da}

[G-C A-D E-A] (Demonstration)
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Because of this consonant intervalic structure, the scale of Mohanam
is used in almost all the music cultures in the world and stands as an
Universal scale. The scale Mohanam is transformed into Mohana Ragam
in Carnatic music by the great composers through their compositions with
various melodic patterns or sancharas with different ornamentations on the
notes. This raga Mohana is used in all the different types of musical
compositions of Carnatic Music such as Geetham, Varnam, Keertanam, Kriti,
Padam, Javali, Tillana, Daru and even for Mangalam. An analysis of the
various compositions in Mohana raga by various composers and different
musical forms reveal that the melodic patterns or sancharas of this raga are
framed with Janta Swara (pair of notes) Dhatu swara (zigzag pattern) and
Jaru gamaka (Portemento) besides the Kampita gamaka (oscillation of the
notes with its anuswara in medium tempo) (Demonstration from the
compositions Geetham, Varnam, Kriti, Keertanam and Mangalam).

This raga is described as Tristhayi raga as the melodic patterns or
sancharas are performed in all the three registers. The pentatonic scale
Mohanam is one of the few Sarvaswara Moorchanakaraka scale. It gives
forth different pentatonic scales from Ri, Ga, Pa and Dha through modal
shift of tonic. The scales that derive through modal shift of tonic are the
following :

Ri as Shadja or tonic Madhyamavati

Ga as Shadja or tonic Hindolam

Pa as Shadja or tonic Suddha Saveri

Da as Shadja or tonic Suddha Danyasi
(Demonstration)

The music of East Asia and South East Asia profusely use the
pentatonic scale Mohanam and the other scales that derive from shifting
the tonic on the other four notes, Ri, Ga, Pa and Da of this scale. The
scales are presented as modes in different centuries using different types
of melodic patterns and ornamentation on the notes, which gives forth the
identity of every music culture. There would be no portamento or Jaru
gamaka and oscillation of the note in medium tempo touching the anuswara
or kampita gamkaka, which is found in the Carnatic music compositions,
set in the Mohanam Scale. In other music cultures of Asia, the notes in
the scale are performed as plain notes and sometimes with vibrato, the
omamentation of the notes are usually Pdp, Dsd Srs in the South East Asian
Music Cultures. The range of this Mode or Raga is also limited to one octave
or one ocatve and three notes at the most unlike one finds the range of
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the mode or Raga Mohanam in low, middle and Upper Octaves. For example,
this pentatonic scale in China, Japan, Korea, Thailand, Malaysia and
Indonesia where the scale is used in classical music traditions can be
analysed.

The basic scale of China is the pentatonic scale Wu Sheng which
is scale of Mohanam. The Chinese tonal system emerged as cyclic system.
The Chinese Scale Wu Sheng merged from a cycle of tones generated by
blowing across the tops of a set of bamboo tubes closed at one end whose
lengths were arranged in set mathematical proportions. The acoustical basis
for the method is the principle of overblown fifth. The Chinese arrived at

12 Lus or’pitches. The first five notes of the 12
Lu’s became the basic pentatonic scale, which is
called Wu Sheng. This scale is equivalent to the
scale of Mohanam. Interestingly, in ancient tamil
music system, the Mohanam scale, which is called
as Mullaitheempani, emerged from the cyclic sys-
tem through the over blown fifth of the Bamboo
flute. The use of Mohanam in the Chinese Musical’

System can be appreciated from the following audio-demonstration of the
scale played in Ku-Cheng of China which is a plucked Zither with thirteen
strings and movable bridges (Demonstration).

The Peking Opera of China, which is an intemationally well-known
opera also abounds in the use of the Raga Mohanam. (Voice)

The Japanese followed the Chinese music of 12 Lus. Their music
is characterised by five tone scales as well as seven notes scales. Their
traditional theatres such as Gagaku, Bugaku Noh and Bunraku (puppet
Theatre) use the music of seven-note scale but the rest of the classical music
of Japan perform mainly the five notes scale. The two major pentatonic
scals are /n and Yu. The scale In resembles the scale of Mohanam and
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is played in Koto. a plucked Zither of Japan with thirteen strings and movable
bridge and six feet long (audio-visual presentation).

The Korean Music also used the pentatonic scale Mohanam profusely
as it follows the ancient Chinese system of 12 Lus. The pentatonic scale
is called Akshi-Jo. This scale is played on Kayakeum, a plucked Zither of
Korea (also played in Vietnam) with thirteen strings and movable bridges.

Thailand, Malaysia and Indonesia are the countries from South East
Asia which use the pentatonic scale Mohanam profusely.

The tonal system of Thailand is also influenced by Chinese as the
Thai people resided in China before migrating in the 13th Century into the
present day Thailand. They also have Indian influence as they have adopted
the Ramayana Theatrical plays, which are dance dramas, and their music
has many of the Indian scales. Among these scales, the scale of Mohanam
is used in their Ramayana Theatres and Mahori Orchestra. The following
song is from the musical theatre - Ramayana Theatre (Ramkeen Theatre)
of Thailand.

The Malaysian tonal system is influenced more by India and the
pentatonfc scales are profusely used more than the seven tone scales. The
Sapeh, which is plucked lute, is used as an accompaniment to Kayan dance
where the songs in the scale of Mohanam are largely used. Malaysia also
has the Indian influence on their theatre as they have the Ramayana theatres
as dance dramas and puppet plays where in many of the Indian scales are
used in their songs. The music from Sapeh of Malaysia, a plucked lute of
three stringed instrument which is played as an accompaniment to Kayan
dance. (audio)

The tonal system of Indonesia used both the seven tone scales as
well as five-tone scales. Among the five-tone scales, the scale of Mohanam
and its derivative scales from the modal shift of tonic are used mainly in
their music. The five tone scale is called slendero and the seven tone scale
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is called Pelog. The scale of Mohanam is similar to the Slendaro Patet Nem
of Indonesian Music. A composition in Slendero Patet Nem beginning with
the words Dandanggula is sung by Prof. Sumarsam of Wesleyan University,
USA followed by the Music of gamelon.

Besides the East Asian and South East Asian music cultures, the
Hindustani classical music tradition (North Indian Classical music) calls the
scale of Mohanam as Bhoop or Bhoopali and the scale is used in their
different musical forms such as Khyal, Dhrupad, Thumri, Tarana, Trivat
and Bhajan. The Bhoop raga uses the melodic patterns with move Janta
swara (pairs of notes) and the Meenad or Jaru gamaka (oramentation).
The following song Khayal starting with Mahadev Maheswar He Jay and
a Tarana by Narayan Rao Patwardhan illustrate the point. (live demo) The
folk music of North Indian States also have melodies in the scale Mohanam
e.g. Rajasthani Wedding song. (live demo)

The pentatonic scale Mohanam is found in almost every music culture
in the world in their folk or classical tradition which raises the fundamental
question as to whether there are universal principles in music. In broadest
terms, it seems that the Universality of Music is a phenomenon akin to the
Universal belief on the presence of a Supreme Power or Almighty. God
is perceived as the embodiment of sound and music plays a vital role in
the religious rituals. The basic concepts of Music having seven notes, Twelve
pitches, concept of consonance and dissonance are the same throughout the
world music traditions. The concept of scale is also an universal one and
there are many scales which are similar to Indian Music scales present in
a few other music cultures of the world.

Among these, the scale of Mohanam, a pentatonic scale with
consonant intervalic structure stands as an Universal scale as this scale is
present in every music tradition in the world in their classical or folk
traditions. O

(Dr. S.A.K. Durga earned her Masters and Doctorates in Indian Music
and Ethnomusicology from Madras and Wesleyan Universities respectively.
She has been recognised as the highest qualified women musicologist in
the world. She learnt music from her mother, a disciple of Rajamanickam
Pillai and had further training with Madurai Mani lyer, Maharajapuram
Viswanatha lyer, Ramnad Krishnan and Dr. M. Balamuralikrishna. Dr. Durga
has several publications and articles to her credit, besides compositions. She
has founded the Center for Ethnomusicology, Madras. The International Music
Club, New York has awarded the title "Skylark of India’ to her)



RAGAPRAKARANA IN
CHATURDANDI PRAKASIKA

K.N. Srinivasan

In the universal history of culture art forms emerged first. Imagi-
nations and inspiration helped their production. The less inspired or
imaginative followed the forms and tried to amalyse the form and its
production addressing themselves to the questions how and why. Science
thus followed art.

In music also books came to be written explaining the hows and whys
comprised in the forms of music. Among books available to us today, Naradi
Siksha would appear to be the earliest work followed by the compendious
Bharata Natayasastra. Many works followed them, Brihaddesi of Matanga
(7th century) and Sangitaratnakaram of Samngadeva (13th century) are
outstanding among them. Swaramelakalanidhi of Ramamatya (1550 A.D.)
is however considered to be the earliest work comprehensible to Carnatic
musicians. Somanatha in his Ragavibodha (1609) gives a special reason for
compiling his work.

it oA Fge fARyem:
GG F&YY T ALY
(In the field of music lots of difference are encountered both in theory

and in practice. To reconcile them and to consolidate the scientific
knowledge this book has been undertaken.)

But in seven decades since, another book appeared -
Chaturdandiprakasika (1620) which had to review the earlier theories and
to present a more scientific work, sure, certain inconsistencies apart, this
work of Venkatamakhin is more or less the basis of development of Carnatic
music.

Chaturdandiprakasika is in an easy-to-read form. The poetic urge
found in Sangitasarnavam and in some parts of Sangitasudha are absent
in this work. It is a book in the form of simple narration made in
384 (Anushtup) vritta as are most books in Samskrit on sciences. It
professes to base itself on earlier works, particularly Sangitaratnkaram and
Sangitasara of Vidyaranya and is even critical of Ramamatya’s
Swaramelakalanidhi.
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From the introductory verses of the book we learn that the work
consisted of ten chapters known as “prakaranas” - devoted serially to veena,
sruti, swara, mela, raga, alapa, thaya, gita, prabhandha and tala. Of these,
Thaya prakarana has just seven slokas and Prabandha prakarana ends
abruptly after four hundred and eighty one slokas. Obviously, the rest of
Prabandha prakarana and the entire Tala prakarana have been lost by careless
preservation and inadequate transmission. In the Mela prakarana Venkatamakhi
advances his seventy two mela scheme without naming the melas and
satisfies himself giving details of nineteen melas including his own discovery

“Simharava mela” corresponding to our Hemavati scale.

Then- follows the fifth prakarana namely, the Raga prakarana.
Condensed in just one hundred and nine slokas the prakarana starts with
a simplified definition of raga afy AR IFm: (Ragas are so called
because they please the hearts) - the musicologist proceeds to summarise
the ten characteristics of Ragas as observed by Matanga and others.

They are the graha, amsa, mandra, tara, nyasa, apanyasa, sanyasa,
vinyasa, bahutva and alpata. Graha is the swara used at the commencement
of the gita (song). Amsa swara is the one frequently and forcefully used
while singing the raga. This amsa swara, Venkatamakhi states, is also spoken
as jiva swara. Mandra and tara are the lowest and the highest swaras used
in the gita. Nyasa swara is the swara on which the gita is concluded.
Apanyasa is the swara used at the end of segments of the raga. Sanyasa
is the swara occurring at the end of the first segment and vinyasa at the
end of portions of the segments. These are, Venkatamakhi adds, in
accordance with the treatises of Bharata Muni and .his followers. Bahutva
means both that the swaras frequented and that it should not be passed over
while singing a phrase with both its lower and higher swaras of the octave.
Alpata means both that the swara can be omitted and that it is passed over.

The relevance of most of these ten characteristics for the practical
musicians is almost nil and they are seldom observed. The graha swara had
relevance when for instance the lakshana of Madhyamavati raga was given
in this Raga prakarana as

H?Rm'lﬁ?—‘(j'\’mﬁ?m; SRFMST:
fareren uReigareq. .
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(Madhyamavati is an audava raga omitting ri and dha and is derived
Jfrom Sriraga mela). Certain other books too have it, Ra

Some opine it omits ri and dha). In the madhyama grama if the murchana

sa ga ma pa ni sa is started on ma, the resultant raga is the same as the
present madhyavati in the shadja grama; but this test does not succeed with
the grahaswaras given in the prakarana for many of the other ragas. Nor
can we take it that the swara noted as grahaswara in Chaturdandi is the
only swara on which every composition in the pertinent raga should
commence. Saint Tyagaraja has wonderfully demonstrated that any swara
can be employed for the commencement of a song provided the opening
phrase is an agreement with the raga bhava. Not only are there his Todi
kirtanas each starting on a different swara, but also with the upward or
downward thrust of each swara. (Demonstration)

Venkatamakhi claims to have discovered a new mela-Simharava-
based on what is now known as Hemavati raga and gives shadja as its graha
nyasa and amsa swara- but the excellent kriti of his own follower
Muthuswamy Dikshita - “Sri Kantimateem” commences on the swara
rishaba. Further the dhaivata is the jiva swara or, in the terminology of
Venkatamakhi, its amsa swara. Compare the kirtana “Nee sari sati” brimming
with the beautifully repeated dhaivata. This song is attributed to Tyagaraja
usually but this is disputed by many. Whoever might be the composer, we
are here concerned with the beauty of the kirtana wound around the dhaivata.

Thus on the whole the SRTCI&IUT: or ten characteristics of raga retold
by Venkatamakhi do only mark the end of an era in the history of musical
science and not the commencement of the golden era of Carnatic music.

In the next five slokas he summarises the views of Bharatha Muni
“and others” on the ten fold varieties of ragas. The varieties are grama ragas,
upa ragas, ragas, bhasha ragas, vibhasha ragas, antara basha ragas, raganga
ragas, bashanga ragas, upanga ragas and kriyanga ragas. After setting out
these ten types, Venkatamakhi himself points out that the first six varieties
pertain to marga sangita. It is significant that even these four desi varieties
- raganga, bhashanga, upanga and kriyanga are not defined or described
by Venkatamakhi.
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We have to look elsewhere for the definitions of these four varieties
and to understand the usefulness of such classification. A raganga raga is
the most prominent or popular raga pertaining to a mela, i.e., a raga which
uses all the seven notes of a mela regardless of all the seven being employed
in the arohana and avarohana. But this test fails when we notice that Gurjari
and Gaula are both described by Venkatamakhi as raganga ragas of Gaula
mela, while he sets out that Gurjari is a sampoorna raga and in Gaula the
dhaivata is omitted.

Again, Madhyamavati which is audava both in ascent and descent
is noted as a raganga raga of Sriraga mela. But in the raga anubhanda to
the Chaturdandi Prakasika Madhyamavati is noted as a bhashanga raga.
Dhanyasi is also characterised in the Raga prakarana as a raganga raga of
Sriraga mela while at the same time it is said to be “ri dha varja”. Malavasri
which is “ri varja” is also described as a raganga raga of Sriraga mela.
Both Suddhavasanta and Nagadhwani, sampoorma ragas are said to be
raganga ragas of Shankarabharana mela.

A bhashanga raga is now understood as a raga which has a swara
alien to the mela either in the ascent or in the descent but this was not
the meaning given to the term bhashanga in any of the earlier books. A
raga noticed for the first time in a vernacular composition was probably
drawn into the shadja grama system as a bhashanga raga meaning “a part
of a vernacular song”. Otherwise how do we reconcile to the fact that a
host of ragas which do not employ any swara alien to their melas, like
Madhyamavati, Devamanohari, Sriranjani and Mohana being described in
Chaturdandi and in the anubandha as bhashanga. Again Madhyamavati,
which is devoid of two swaras is noted as raganga in the Raga prakarana!

Kriyanga raga is a raga which arose accompanying an action and
the name of the raga usually concludes with the suffix “Kriya” or “Kart”.
Venkatamakhi notes against Suddharamakriya that is a kriyanga raga
according to Bharatha and others. But the raga is note as upanga in the
anubandha to the Chaturdandiprakasika. Devakriya, Kumudakriya and
Gundakriya are also just janya ragas but these are not noted as kriyanga
ragas either in the Raga prakarana or in the anubandha. There are many
instances of kriyanga ragas being grouped among raganga ragas because
they are the major ragas in the respective melas.
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All ragas which do not fall under the three categories - raganga,
bhashanga or kriyanga are named as upanga ragas. About many ragas in
the Raga prakarana there is no indication at all whether they are in the one
group or the other. It is thus clear that Venkatamakhi had not attempted
at any scientific classification but had only jotted down wherever there was
an indication in the earlier books.

The next four slokas, 22 to 25 present an interesting phase of the
whole book and they actually set out Venkatamahi’s substantial object in
writing the whole book. They proceed thus :

aF TR T QMTga eftFal

ERDIIBEAS RS CIRs ]

FEg= A FATTT FregacH i+ gl

ad: gRAfEdeaf s IRTEg aRg: Il
e SFeTATORAgRT SR 3 |

ARG O o e
IR ARIAT AeTeaToT AR
TR ArTfe ST oy el

(The great savant Sarngadeva has set out more than 264 ragas in
his book Sangitaratnakaram. These ragas are heard nowhere in their own
form nor are they sung these days in a purposeful manner. As there is no
purpose in delineating ragas which are not current, I am describing only
those ragas which are current now and in accordance with what has been
learnt from my Paramacharya, Tanapparya - | shall define such ragas
bearing in mind their lakshana as well as lakshya (purpose) and shall also
set out details relating to their graha, nyasa, mandra and the like strictly
as they had been handed over to me).

A digression is worthwhile at this juncture.

Who was this Tanapparya? Scholars in the past have just passed over
these passages casualy stating that therc could have been one Tanapparya
who was the most respected guru of Venkatamakhi. Light has been added
by certain medieval books recently published which have attracted my
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attention. “Arya” is a Samskrit word used to denote a member of learned
(=Brahmin) community and “acharya” is a teacher much respected for
knowledge.

The great musician Tanapparya mentioned in this passage is referred
to at three more places in the book - at the end of this prakama, in the
Alapa prakarana and the Thaya prakarana. In the Thaya prakarana he is
described as Tanappacharyasekha. AT RER: My senior friend and
one of the most dedicated musicologists of this century, Sri Rangaramanuja
Iyengar, has, like certain others, interpreted the word “paramacharya” to
mean “the most respected teacher” of Venkatamakhi - but the word, if
interpreted in the way it is normally done in the religious or scholastic
parlance, would mean an acharya of one’s own guru and I would prefer
to hold Tanappacharya was the guru of Venkatamakhi’s own guru - may
the latter be his father Govinda Dikshita or his own elder brother
Yagnanarayana Dikshita.

The completion of the work Chaturdandiprakasika has been assigned
the date 1660 by some writers and 1620 by some. In the preface to the
edition brought about by this Academy it is mentioned as 1620. This
paramacharya would have lived between 100 atid 50 years before Chaturdandi
was completed. This takes us to the latter half of the sixteenth century.

We should now consider the possibility of identifying Tanapparya
with the celebrated Tansen overcoming the obsession that Carnatic music

is an exclusive system.

Tansen, it is uniformly agreed, was a Gaudiya Brahmin. Gauda Desa
has been described in the Skanda purana as “the area of land lying between
Bengal and Bhubaneswar and the people from Gauda desa are great scholars
in all branches of learning”.

gl AR Y= fare
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A book on music in Samskrit has been retrieved recently from the
ancient manuscripts and published by the Orissa Sangeet Natak Academy
by name Sangitarnavachandrika and it is ascribed to the pen of one
Neelakanta and the compilation is said to have been completed in 1689.
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. We know that wide use of the Prakrit languages for music compo-
sitions as well as in dialectic exchanged declined from the beginning of
the sixteenth century and the modern Indian vernaculars assumed guard-
ianship in the north and Samskrit in the south. The names of ragas has
also changed rolling from the Prakrit into Oriyan in the Orissa region and
Samskrit in the Karnataka and Tamilnadu regions. Of the few ragas described
in the Sangitarnavachandrika many correspond to those given in
Chaturdandiprakasika leading to the conclusion that the Oriyan musicians
of the sixteenth century were familiar with the ragas described in the
Chaturdandiprakasika, in other word, with the ragas taught by Tanappacharya.

We shall now examine the name Tansen. It is not a Muslim name
but a Hindu one. Tansen was the Hindi or Urudu version of Tansena. “Sena
was a honorific bom out of respect of great men. Another book on
musicology of Oriyan origin was Sangitakaumudi - it has been quoted by
Neelakanta. The author of the Sangitakaumudhi has been identified by our
Dr. V. Raghavan as “Sanasena”. But the editors of Sangitarnavachandrika
have fixed the author of the script as “Manasena”. “Sena” suffixed to these
two names also confirm that the latter part of the name “Tanasena” was
a suffix of honour. “Tansena” was in the Court of Raja Ramchand of
Bandavgarh at Rewa. Tanasen was sent for by Akbar in 1563 and the former
went to the Court of Akbar reluctantly. Rewa was, of course, the nearest
principality for a Gaudiya pandit moving away from the Oriyan country
to get royal support.

Thaya means a group of tanas and Tanappacharya is credited to
have composed many Thayas and for all the ragas.

TRAT TREATD LTI ER: |
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Thus even the name “Tansena” could have been born out of respect
for a reverend person (Sena) who was proficient for singing tanas. Tansen,
according to Ain-i-Akbari, the chronicle compiled by Abul Fazl of the
Akbar’s court. Tansen died on 26th April, 1586 and Tansen’s cremation
described by Abul Fazl accords with Hindu traditions.

It is therefore reasonable to conclude that “Appa”, “Arya” and
“Acarya” were honorofics accorded to the musician - Tana in South India
or Deccan and Sena was accorded to him in the north. This surmise is



52 THE JOURNAL OF THE MADRAS MUSIC ACADEMY, VOL. LXXI

supported by a narration made by the author of “Virabhanudayakavyam”.
“For every song and each tana and each Dhrupad, the Raja gave a crore
of rupees to this musician, namely Tansena who was the embodiment of
the art of music. (Extracted by Swami Prajnananda in “A Historical Study
of Indian Music”, Page 177). This statement may be an exaggeration but
the praise for the tanas of Tansena gives credence to this view.

If this surmise gets the approval of the musicologists then the only
possible conclusion can be that Venkatamakhi’s intention in writing the book
was the omission of certain swaras in certain ragas is also indicated as well
as the time for singing the ragas.

The  nineteen melas adopted by Venkatamakhi in this prakarana
include his own new find “Simharava Mela” and the two melas derived
by him, namely Kalyani and Pantuvarali. Of these nineteen melas, thirteen
have but one raga each - Mukhari, Samavarali, Vasantabhairavi, Ahiri,
Bhairavi, Samanta, Desakshi, Nata, Suddhavarali, Pantuvarali,
Suddharamakriyaa, Simharava and Kalyani. Two of the melas have two ragas

Kedaragowla and Narayanagowla. Sankarabharana mela has seven ragas -
Shankarabharana, Arabhi, Nagadhwani, Sama, Suddhavasanta, Narayani and
Narayanadesakshi. Sriraga mela has eight ragas - Sriraga, Salagabhairavi,
Dhanyasi, Malavasri, Devagandhara, Andhali, Velavali and Kannadagowla.
Gowla mela has fourteen ragas - Gowla, Gundakriya, Salanganata,
Nadaramakriya, Lalita, Padi, Gurjari, Bhahuli, Malahari, Saveri, Chayagowla,
Purvagowla, Kamatabangala and Sowrashtra.

Is it possible that the manuscript which has served the base for the
printed editions had itself been reconstructed from a source with many
omissions?

In the last four slokas of the Raga prakarana Venkatamakhi would
state, “there are crores of desiya ragas like Kalyani but they are never fit
for adoptation in gita, thaya or prabandhas. Kalyani raga is devoid of
madhyama and nishada in the arohana and even though it is fit for gita,
thaya and prabandha it is a favourite of the Turks and therefore it should
be avoided”. It is significant to note that an ardent descendent of that school,
Sri Muthuswamy Dikshitar has brought out the par excellence of the raga
Kalyani in inimitable patterns.
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Again, of Pantuvarali, it is stated, “the raga Pantuvarali is sampoorna
- it is liked by degraded people. It has to be kept at a very long distance
from, gita, thaya and substantially to perpetuate the raga concepts as were
in vogue during the period before the gulf between the Hindustani and
Camactic systems widened. The further conclusion is that the ragas were
delineated by Muthuswamy Dikshitar in his exquisite compositions at the
bid of venkata vaidyanatha Dikshitar only to preserve the ancient system
of music of the Bharat and that his kriti were not just products of the
influence of Hindustani music.

Slokas 26 to 105 deal with the characteristics of 55 ragas in which
gitas, thayas (tanas) and prabandhas were composed by the revered
Tanapparya. The graha, nyasa and amsa swaras of each raga, the upanga
- bhashanga and so on, the vadi, samvadi, vivadi, anuvadi swaras, the varja
swaras, the mela to which the ragas pertain and the time for singing the
ragas - these details are given in them, but unfortunately, with many
omissions. Occasionally there is a remark rebuking Ramamatya. (The author
of Swaramelakalanidhi, 1550) like the comment in regard to Suddhavasanta
raga in the following words -

3R PR IR RIS TSI
§TEa A TRIdh IRATGRITERIBU
IRIR ST G TETCHYURFTET!

(Ramamatya termed this raga Suddhavasantha as a shadava raga
because of the drop of panchama in the arohana - this is not appropriate,
because, in the avarohana the panchama is very much present.

The ragas are grouped grahaswara-wise of the relative melas. The
first thirty-one ragas all have shadja as their garha, nyasa and amsa swaras,
the next three, the rishaba - the next four - the gandhara, the next three
- the madhyama, the next two - the panchama, the next four - the dhaivata
and the last eight - the nishada. The vadi, samvadi, anuvadi and vivadi swaras
are given only for a few rafas and not for all. Of the fifty-five ragas set
out in the prakarana, the vadi, samvadi, vivadi and anuvadi swaras are given
only for ten ragas. Barring the nineteen mela ragas, only eight ragas are
shown as raganga ragas, three as bhashanga ragas, two as upanga ragas and
one as krianga raga prabandha”. Can we compare this description of
Pantuvarali raga with the exquisite compositions of the Sangita Trimurti and
the grand setting of the fourth Ashtapadi?
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Venkatamakhi sums up stating “countless and the ragas of popular
origin and there are ragas of mixed derivation also. That is why they are
not scanned by me individually”. These words reinforce my deduction that
the substantial object of Venkatamakhi was to establish firmly the ragas
passed over to him through his guru from Tansen ie., the ragas of the
undivided Indian music than those of Carnatic music as conceived of today.

Venkatamakhi, the author of Chaturdandiprakasika, while he
impresses us with such clarity in the Veena prakarana, such ingenuity in
Mela prakarana, such imaginativeness in Alapa prakarana and such profun-
dity in the Prabandha prakarana, fails to impress us in the Raga prakarana.
Apart from the mela - the raga association, the reader of today does not
get any benefit or enlightment from the materials given in the Raga
prakarana. May be, the book was not intended for theoretical self-study by
numerous readers but was intended to be a class book accompanied by
adequate demonstration by the teacher and thus to be passed on from mouth
to ears as many other Indian books on useful arts are. O

(Shri. K.N. Shrinivasan learnt classical music under the guidance of
his mother (Ranganayaki Ammal, a disciple of reputed Thillaisthanam Panju
Bhagavatar) and under late K.V. Srinivasa lyengar (Author of many books
on music). He is a Director of Music Circle, Srirangam; Member Advisory
Experts Committee Member, Music Academy, Chennai : Member Central
Audition Board, All India Radio / New Delhi and Member Programme Advisory
Committee, All India Radio, Tiruchirappalli. He has written many books in
Sanskrit and Tamil. At present he is compiling his own sabhityas in Sanskrit
with notation.)
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SVARAGATA ADHYAYA OF
SANGITA RATNAKARA

Prof. B. Krishnamoorthi
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DETERMINATION OF THE RELATIVE
FREQUENCIES AND FUNDAMENTAL
PROPERTIES OF SWARAS USING
MODAL SHIFT TONIC

Dr. K. Varadarangan

This paper describes a systematic approach for the determination
of the relative frequencies or frequency numbers (called sruthi sankhyas)
of the twelve swaras using the well-known sutras of modal shift of tonic
(grahabheda) found in musical literature. The frequency numbers given in
many books are often confusing and the same swara is sometimes given
different numbers. The approach herein is to use the well-known sutras of
grahabeda to determine the unique frequency numbers of the twelve swaras.
The sutras are used to set up simple algebric expressions from which the
relative frequencies are then obtained. Having determined the twelve
frequency numbers, the properties of these frequencies are then explored.
Two interesting observations may be made 1) The reciprocals of the twelve
frequency numbers form a sequence similar to the sequence formed by the
number of days of the twelve months of an year. 2) There are two basic
frequencies from which all the twelve frequencies of our music may be built.
This property reminds us of the dual nature of the universe such as matter
energy, prakruthi purusha etc.,

Introduction : Indian music employs the melodic scale where the
swaras are expressed as fractional numbers. The base frequency or adhara
shadja is not a fixed frequency, ‘but each note in the scale bears a definite
ratio to the base frequency. These frequency ratios are known as sruthi
sankhyas. (or frequency numbers). There are seven names for the swaras
and all notes except shadja and panchama have essentially two variants. In
the north Indian system (also called Hindustani Music) the lower note is
known as a komal swara and the upper note is called a suddha (or tivra
in case of madhyama) swara. In Karnatic music each note has a distinctive
name. The twelve swaras and their names are as follows :

Swara Designation

1. Shadja S
2. Suddha Rishabha R1
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3 Chathushruthi Rishabha / Suddha Gandhara R2/Gl
4 Sadharana Gandhara / Shatshruthi Rishabha G2/R3
S. Antara Gandhara G3

6. Suddha Madhyama M1

7 Prati Madhyama M2

8 Panchama P

9, Suddha Daivata D1
10.  Chatushruthi Daivatha/Suddha Nishadha D2/N1
11.  Kaishiki Nishada/ Shatsruthi Daivatha N2/D3
12. Kakali Nishadha N3

From the above, we see that the twelve swaras are S, R1, R2, G2,
G3, M1, M2, P, D1, D2, N2 and N3. The four swaras R3, G1, D3 and
N1 are not new swaras and are already inciuded in the above list. These
four swaras have displaced note positons and hence are known as Vivadi
swaras.

The objective of this paper is to derive the relative frequencies of
the above tweleve swaras using the grahabheda technique and examine their
properties. This approach yields simple algebric expressions which are then
solved to extract the frequency numbers.

Notes : (1) The swaras referred to in this article are ideal frequencies
which are also known as sruthi sthanas. The actual swaras used in a raga
may be somewhat different from these and may also have the characteristic
gamakas associated with them. 2) The swaras of the tarasthayi being two
times the frequencies of the corresponding swaras of the madhyasthayi are
designated 2S, 2R1, 2R2, 2G2 ..... etc., 3) For convenience, no separate
symbol is used here to distinguish the frequency of a swara from the symbol
of the swara itself. For example, M1 represents both shuddha madhyma and
its frequency.

Determination of the Relative Frequencies : The first prakruthi
swara that is the adhara shadja, by definition, has the frequency number
equal to 1. The second prakruthi swara, namely panchama has the frequency
number of 3/2 as this swara is exactly mid way on a linear scale between
the adhara shadja.(frequency no = 1) and the tara sthayi shadja (frequency
number = 2). The frequency number of suddha madhyama can be determined
as follows :

It is a common experience that when a tamboora is set to madhyama
sruthi, the first string of the tamboora, that is panchama is tuned down to
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suddha madhyama. This results in the original shadja now taking the position
of a (new) Panchama. Thus :

Ml =2/@3/2)y =4/ 3.

We now use a well known grahabheda sutra which is in the form
a sloka.

Mohana Madhyama Hindola Suddh - odaya Ravichandrike.

The above sutra’ may be explained as follows :

If we start with the raga Mohana and perform grahabeda with its
Rishabha (R2) treated as the shadja, we get Madhyamavati (called Madhyama
in the above sloka)

Similarly if do grahabheda with gandhara (G3) we get Hindolam.

Starting with panchama we get Suddha Saveri (called as Suddha in

the above sloka). Similarly starting with dhaivatha (D2) we get Udaya
Ravichandrike (also known as Suddha Dhanyasi).

The above sutra can now be put as follows :

Mohana S R2 G3 P D2 28
Madhyamavati

(obtained by dividing S R2 Ml P N2
by R2)

This gives the following equations :

R2 = G3/R2 v, >1

Ml =P/ R2 e > 2

P=D2/R2 .coovevvvrrcrnrnnn. >3

N2 =25/ R2 ..... >4

Equation (2) above immediately gives us the result :

R2 = P/M1 = (3/2) / (4/3) = 9/8

Therefore, R2 = 9/8

Likewise from (1) we get G3 = R2 x R2 = (9x8) x (9/8) = 81/64
Therefore, G3 = 81/64

From (3) we get D2 = P x R2 = (3x2) x (9x8) = 27/16

Thus D2 = 27/16

From (4) we obtain N2 = 2§ / R2 = 2 / (9/8) = 16/9.
Therefore N2 = 16/9
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Thus we have determined the frequency numbers of R2, G3, D2 and
N2. We still need the frequency numbers of R1, G2, M2, D1 and N3.

Continuing with the grahabheda sequence, we get Hindolam from
Mohana by dividing the frequency number of Mohanan from G3 = 81/64.
The set of equations is :

G2 = P/G3; this gives G2 = 32/27

Ml = D2 / G3; confirms that M1 = 4/3 but does not give any
additional note frequency.

D1 = 2S / G3; this gives D1 = 128 / 81
N2 = 2R2 / G3; This confirms N2 = 16/9 but does not give any
new note.

We have now determined all except R1, M2 and N3. The next two
grahabheda sequences give Suddha Saveri and Udaya Ravichandrike but
since these ragas do not contain R1 M2 or N3, they will not be of use
in determining these three swaras.

We may now use another grahabheda sutra to determine R1, M2 and
N3. This sloka involves the melakartha ragas (in fact, the first sutra involving
Mohana etc., is a subset of this one) and reads:

Nata Soonya Dheera Khara Hanuma Mecha Hari

The ragas referred to in the above list are NataBhairavi (Nata),
Shankarabharanam (Dheera Shankarabharanam), Kharaharaapriya (Khara),
Todi (Hanuma Todi), Kalyani (Mecha Kalyani) and Harikambhoji (Hari).
The word Soonya referred to above implies that no raga originates from
Natabhairavi when rishabha is made as the tonic. Likewise, we get
Sankarabharanam from gandhara, Kharaharapriya from madhyama and so
on.

Out of the six ragas that appear in the above list we shall consider
only Todi (this contains R1) and Kalyani (which contains M2 and N3). We
consider Todi first :

Nata Bhairavi : S R2 G2 M1 P D1 N2 2S 2R2 2G2 2Ml1

Todi (obtained

after division SRl G2 M1 P D1 N2

by P)

From the above, we get

R1 = DI /P = (128/81) / (3/2) = 256 / 243

Therefore R1 = 256 / 243



TABLE 1

Modal
shift Result of shift
by
Fregs. 9/8 32727 | 4/3 32 128/81 1619 2 18/8 64/27 | 8/3 3 256/81 | 3219
S
(no Swaras R2 G2 Ml P Di N2 28 2R2 2G2 2M1 2P 2D1 2N2
shift) | Raga NataBhairavi ‘
New fregs. 1 256/243 | 32/27 | 4/3 1024/729 | 128/81 | 16/9 | 2
R2 Swaras S Rl G2 L Di N2 28
/8 New Raga No meaningful raga results, as there is a problem with Panchama
New Freqgs. - 1 9/8 81/64 | 4/3 32 27/16 | 243/128 | 2
G2 Swaras - S R2 G3 Ml P D2 N3 28
(32/27) | New Raga Dheera Shankarabharanam
New Fregs. - - ! 9/8 32127 4/3 3/2 27/16 16/9 2
M1 Swaras - - S R2 G2 Ml P D2 N2 28
(473) | New Raga Kharaharapriya
New Fregs . - - | 256/243 | 32/27 | 473 32 128/81 | 16/9 2
P Swaras - - - S Rl G2 Ml P D1 N2 28
(72) | New Raga Hanuma Thodi
New Fregs. - N - - 1 9/8 81/64 | 729/512 | 32 27/16 243/128 2
D1 Swaras S R2 G3 M2 P D2 N3 28
(12881) | New Raga Mecha Kalyani
New Fregs. - - - - - | 9/8 81/64 4/3 32 27/16 16/9 2
N2 Swaras - - - - S R2 G3 Ml P D2 N2 28
(16/9) "Rew Raga HariKambhoji

0L

IXX7 TOA ‘AW3AVOV JISNN SYHAVYN 3HL 4O TWNHNO 3HL
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We next consider Kalyani. This is obtained by shifting the swaras
of Natabhairavi by DI, viz,,

Natabhairavi : S R2 G2 M1 P D1 N2 S 2R2 2G2 2M1 2P
Kalyani(obtained) S R2GIM2 P D2N3
After dividing

by D1)

This gives M2 = 2R2 / D1 = 2x (9/8) / 128/81) = 729 / 512
and N3 = 2P/D1 = 2x (3/2) / (128/81) = 243/128

We have now determined the frequency numbers of all the twelve
swaras. To ensure that all swaras have been determined correctly, we apply
grahabeda for ail the swaras of Natabhairavi and see what swaras and
consequent ragas are obtained. The results are summarized in table I:

This table clearly indicates that all the swaras have been determined
perfectly, since the sutra Nata Soonya Dheera Khara Hanuma Mecha Hari
is perfectly satisfied. This fact is a clear pointer to the wisdom of our ancient
musicologists.

The above method of determination of the frequency numbers is
rational and is based purely on the grahabheda sutras. There does not appear
to be such a systematic approach for the determination of the frequency
numbers in the earlier work. For example (see table IV in page 32 and
page 165) the frequency of prathi madhyama (729/512) does not figure in
at all. Also different names are given to the same swara which is often
confusing. Also the same swara is given different frequency numbers in
different contexts. We now summarize the frequency numbers of the swaras
in the following tables :

TABLE II

Swara Freq. Value Ratio of freq. no.of Value of

No. this swara and the the freq.

previous one Ratio

S 1 1.000000
R1 256/243 1.053498 256/243 1.053498
R2 9/8 1.125000 2187/2048 1.067871
G2 32/27 1.185185 256/243 1.053498
G3 81/64 1.265625 2187/2048 1.067871
M1 4/3 1.333333 256/243 1.053498
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Swara Freq. Value Ration of freq. no.of Value of
No. this swara and the
_previous one
M2 729/512 1.423828 2187/2048 1.067871
P 3/2 1.500000 256/243 1.053498
D1 128/81 1.580247 246/243 - 1.053498
D2 27/16 1.687500 2187/2048 1.067871
N2 16/9 1.777778 256/243 1.053498
N3 243/128 1.898438 2187/2048 1.067871
28 2 2.00000 256/243 1.053498

It ma)} be noted that only powers of 2 and 3 are involved in the
pumerators and denominators of all the frequency numbers. Further, if the
numerator of a swara is a power of 2 then its denominator is a power of
3 and vice-versa. Having determined the frequency numbers who now
discuss the properties of these swaras.

Fundamental Properties of the Swaras

An examination of the above table reveals a remarkable property of
the swaras of our harmonic scale that there are two fundamental frequencies
fl and f2 from which all our swaras may be constructed. The values
of f1 and f2 are

f1 = 256 / 243 = 1.0534979

f2 = (9/8) / f1 = 2187 / 2048 = 1.0678711

The fact that there are two such frequencies indicates that the world
of music is dual in nature. This duality is a manifestation of the Universe
itself; we find that the basic entities of the Universe are dual in form. As
example we may cite, matter - energy, particle-wave, prakruthi -purusha
etc.

Another remarkable property is that if we take the reciprocal of the
frequency ratios as shown in the fourth column of the above table, they
form a sequence similar to the sequence formed by the number of days
in the twelve months of a year. This property is summarized in the following
table :
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TABLE II1

Month| Jan | Feb |Mar | Apr | May [ Jun| Jul | Aug | Sep | Oct | Nov| Dec
No. of} 31 |28 |31 30 31 |30 |3t |31 (30 31 |30 |31
days | high| 29 high |low | high | low| high| high| low | high| low] high
Reci A B A B A B A A B A B |A
procal

of high | low | high| low | high | low | high | high | low }high | low | high
ratios

In the above
A
B

i

243/256 = 0.9492187
2048 / 2187 = 0.9364426

The geometric mean F of the two basic frequency ratios is
F = V(256 / 243) x (2187 / 2048)) = 1.0606602.

The frequency ratios Fw of successive notes in tempered scale of
western music is

F, = 2V = 1.0594631.

In relation to the equi-spaced notes of western music, the swaras of
the melodic scale are arranged such that some notes are slightly below and
some notes are slightly above these. This is illustrated in the table below:

TABLE IV

SL.

No.|Notes of the temperated

scale (Western)

Notes of the melodic
scale (Indian)

Location of the
melodic note with
respect to the
tempered note

©NO LW

—
wN—~ow

1.000000
1.059463
1.122462
.1.189207
1.259921
1.334840
1.414214
1.494307
1.587401
1.681793
1.781797
1.887749
2.000000

1.000000 (S)
1.053498 (R1)
1.125000 (R2)
1.185185 (G2)
1.265625 (G3)
1.333333  (M1)
1423828 (M2)
1.500000 (P)
1.580247 (D1)
1.687500m (D2)
1.777778 (N2)
1.898438 (N3)
2.000000 (2S)

Same

Below
Above
Below
Above
Below
Above
Above
Below
Above
Below
Above
Same
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Qenessunms” ey ampugred 70  uflutLdsd @@oeer arg
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‘o pfleng Yre YWysew TR YDETETE UTEWD.

L eamwGuilenm yealliTaiener wmkGet

CanenL. oeuaell @yelengwnass

umgsstenpall LBt @)\ereflona

CarLemo apyafieir HImg Greurs

LOGRGULILLEHETIGV QI BWTLPTS

@etrusy Guilflens Csl® - yssraTm

@me unflw @ Sismer Asdlgurs afleTtieding. BlsTay HenSgsirer
swslurLsan uflurLgyd, sdlsQsrmayt Gme mwiyer
aramriuGEsaTmeT. &G 0GTanaURNtT UTLMSHT HTLE HemulGur® Blsme wrpit
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aflsriuSilmedlarper. Caussdli o6rar uTLAGMMTUD FRISG6TNSSUEIpT
Ui 67T 61T 60T 1T

‘Aoss Cusld afleThisiury’ ssirny wgmTsaTesd aflaréeSng.

‘Glemewr Gpusalli Glwe upsusTanaTuh’ STETUSI WedUBGLTD. EdD
susitsmeTOUTC (R uda yREICHTLD.
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&PehS umy - Smypaasrogiuss. (Demonstration)
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uTeew 616U CuMSNSST JreSmal CuTBTID, FUPUTMN ST
DeTWEMS GHlOuGTED BUFEGSTD. UTSIR STIPL TETUS §T(Lp USTTSemeT



Musical References in Sangam Literature 83

GOSGSneT, 51 srmamas SPLIRANET saTug Srmiedaeiug.
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udlQsrsar Sy seTaG uDml QTTYDCUTE
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MODAL SHIFT OF TONIC
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GusiuGly dlranGusw eaaTug RlmwGaTaysamri Ess orusdHeatu
aflsréauupwsding. GTsd Sy srerm Quwsier eflarid) subdmedlsTng).

gngrrar Gl UGlusrasr Qs CaisdlGioTissr sTeTusng
QuEdui Groma Glgaflamss srlHEmg. b QMESSIUGL posmeal
usrswrn Sl Gursard g Siflflamew, Gesgimsd) (véwwrsudl), @ECHTmW,
UPhS6e TG0, 665 SeTuTadl bl FremsaTes WTINMS HIMSH Uy
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YEAWIT &7 smeut uTL U U REICHITL. Cur GaTSHl GIumRIGRCHTD.
GlewurenaiusorswflsiT Gmismeanés Gleram . HILGTEesld whiss aumpsel
utLemey ur(BIEIGmmLD. O

(Prema Hariharan : - A Master of Arts of the Madras University in
Tamil Language and Literarature and daughter of Prof. G. Srinivasan, retired
Principal, Presidency College, Madras.

Prema Hariharan had her initial tutelage under Akila Natesan and then
had her training under Maharajapuram Santhanam, Pattamadai Sundaram
lyer, R.S. Mani and S. Kalyanaraman.

She was a lecturer in Tamil for sometime in the Ethiraj College and
has received the title of ‘Nadakanal'. Prema Hariharan is noted for chaste
pronounciation and phrasing, genuine efforts to present the best to the
audience with measured raga delieneation, kritis and swaras. There is
elegance with vigour in her voice and her rendition is traditional.

Sulochana Pattabhiraman is a member of the Academy’s Advisory
Experts Committee who suggested the topic and introduced the speaker.)
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&3 s avey spdleer 2 ésme.

‘srwe urflarssdls’ &amed, aiabss wHpw Emdsdr o drarar.
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dway wehsf - Quss Amsrreriygy srawvrar Kar afigw ser
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avlg siusurrisaflsr @MliussT suis SraTmiasr, gomg QAT (5857w, WéTh,
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Kalaimamani Dr. Rajalakshmi Santanam obtained a dotorate in Music from
the Miraj University for her thesis on “Ragas handled by Tyagaraja”. Later,
she obtained a junior fellowship from the cultural Dept. of the Ministry of
Human Resources Development to do research on the Haridasas of
Karnataka. A performing artiste, she learnt music from Palghat Someswara
Bhagavatar, Sangita Kalanidhi Musiri Subramanya lyer & Sangita Kalanidhi
Dr. M. Balamuraliskrishna.
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THE COMPOSITIONS OF
SANGEETA RATNA VIDWAN
S. RAMA RAO (Chikka Rama Rao)
OF MYSORE

Padma Gurudutt

As all of us know, there were many rulers in South India who were
known for patronising Fine Arts. Among them, Mysore Rulers were noted
for their encouragement and patronage to Fine Arts. In the Mysore dynasty,
there were very versatile Sanskrit scholars, poets, painters, _sculptors,
musicians and dancers in their court. Their services in their respective fields
made Mysore a noted centre and thereby brought credit to these rulers
through their contributions.

His Highness Nalvadi Krishna Raja Wodeyar ordered his Court
Musicians (Asthana Vidwans) to compose on Goddess Chamundeshwari
(Family deity of the Mysore Rulers) in Kannada (the Regional Language).
Some of these Musicians required Linguistic scholars to assist them in
composing the Mathu (text) for their (Dhathu) compositions. The ruler
provided Sanskrit and Kannada Pandits of the Palace to assist them. Thus
the Asthana Vidwans contributed their compositions. Rama Rao was one
among them.

I would like to commence my Lec-dem with a varnam in the raga
Manirangu in Adi Tala which is on Goddess Saraswathi. (Demonstration)

The kriti in the raga Nata in Misra Chapu tala is a prayer to Lord
Ganapathi. It also explains the purpose of his compositions. The Mudras
in his composition are Rama & Devothama. Devothama Jois was the one
who assisted Rao and other composer. S. Rama Rao, son of Subba Rac
was born in 1891 in Kurudi of Kolar District in Mysore state. He studiec
in Mission school and completed his intermediate course. The noted Sahiti
Gnanapeetha awardee Masthi Venkatesha Iyengar was his close classmate.
Young Ramu with a sweet voice was rendering devarnamas emotionally.
He inherited these virtues from his Guru Asthana Vidwan Veena Karigiri
Rao and Bhakshi Veena Subbanna through his individual merit. Stalwarts
like Veena Seshanna, Bidaram Krishnappa appreciated his Music and blessed
him in his younger days. Subbanna gave advanced training to Ramu in vocal
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music. Regarding Laya aspects, Subbanna invited Tiruvaiyar Subramanya
Iyer and arranged for Ramu to learn under him. This perfected him in Laya
aspects and Pallavi rendering. Subbanna took care in all aspects when
Ramu’s voice was breaking by giving healthy food, good guidance to protect
his voice. Thus his music was enriched in all aspects of Karnatak music
like Raga alapana, swarakalpana, neraval, pallavi singing, devotional singing
with self involvement and perfection. One may be surprised how this
“Chikka” was attached to his name. Once Raja Ravi Varma was invited
by the Highnes to decorate the new Durbar Hall with his paintings. Ravi
Varma expressed a desire with the Maharaja to be provided with music as
a stimulant while he painted. “Whom do you want?” asked the ruler. In
answer, Ravi Varma drew a sketch and showed it to the king, “Oh, it is
our Chikka Ramu” said the monarch recognising the figure. Rama Rao had
a frail frame. He was not tall also. All these made him to be called “Chikka”
affectionately. In addition to this, there are two more versions which have
been published recently.

He had a very good opportunity to associate with eminent Vidwans
in royal court like Mysore K. Vasudevacharya, Veena Venkatagiriyappa,
Veena Shivaramaiah, S/0. Veena Padmanabhaiah (the first guru of
Vasudevachar). Shivaramaiah is one who is reported to have invented
“Swayambhu Swara Raga’. Rao’s renditions were not monotonous. Everyday
it was presented with fresh ideas and new Sangatis. His talent was
acknowledged not only in Mysore but in many Cultural Centres outside the
state.

a. 17 year old Ramu was sent to Bombay to represent Mysore state,
to participate in the All India Music Conference held in the early
~ part of this century. Eminent men of Music like Bhaskar Bua
Bhakle, Khan Abdul Kareem Khan and Vishnu Digambar Paluskar,
who were present were highly impressed by Ramu’s music. As
a consequence the boy was presented a shawl and gold medal

by Abdul Kareem Khan and designated him as “Pandit”.

b. In 1926, at Chidambaram University during Gokulashtami, due
to some unavoidable circumstance, he sang for 5 hours with
Tamboora * only without any other accompanist. At the end,
Sabesha Iyer expressed “Rao’s music made us to feel Lord
Krishna himself was with us”.
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c. In 1931 he was invited to attend the Tyagaraja festival at
Thiravaiyaru, where he sang 4 hours.

d. The famous Kanjira Maestro Pudukkottai Dakshinamurthy Pillai
appreciated his pallavi singing and extended his hand of friendship
to Chikka Rama Rao.

It is learnt that Rama Rao composed Swarajathis, Varnams, Kritis
in all the 72 mela ragas and also some Thillanas. Some of his compositions
have been published recently by the Percussive Arts Centre, Bangalore. In
his compositions chaste Classical Kamatak Ragas like Manirangu, Kedara
gaula, Narayanagaula, Saranga. Infrequent ragas like Suddhabhairavi,
Kanndamaruva. Popular ragas like Sri, Vachaspati, Nagasvaravali, Kalyani
etc and ragas influenced by Hindustani Music like Peelu, Mishra Kapi,
Hindustani Kapi are used. The talas adopted include Adi, Roopaka, Chapu,
Chatusra Ata, Khanda Jampa and Desadi in Madyama and Vilamba Kalas.
(Demo).

The name of the raga is indicated in the very first line of the Pallavi
in “Narayana nagendra shayana - Narayanagaula Aditala”. (Demo).

The kriti in Raga Suddha Bhairavi - Adi is on Sringeri Peetam. Three
different sets of scales have been attributed to the raga. (Ref. Ragalakshana
Kosha 1964 of R.R. Keshavamurthy) one of these is SGRMPNDNS,
SNDPMGRS, others are only the Pallavi portions is being rendered now.
(Demo).

In Mysore, the Chamundeshwari hill is a famous Pilgrimage centre.
Here, there is a Mahabaleshwara temple which is as ancient as Chamundeshwari
temple itself. People usually visit ,the main goddess and come back. Rama
Rao’s composition “Sri Mahabaleswara” in Raga Nagasvaravali in Aditala
is on this deity. (Demo).

The Kritis in the Raga Saranga and in Ragamalika have historic
references. The first one was composed in Chitra Bhanu Samvatsara (1942)
Ugadi festival, a prayer to bestow on boons to the king and his family.
(Demo).

The second one was composed on the wedding occasion of Highness
Jayachamaraja Wodeyar with Satyaprema Kumari. Ragas used for this are
Kalyani, Todi, Vachaspati, Bhairavi and Gaudamalhar in Misra chapu. At
the end of each raga, four avartas of swaras in vilamba in the same raga
and two avartas in Madhyamakala in the next raga are employed. All the
swaras in the reverse order culminate in the composition. (Demo).
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Rama Rao’s disciple Arakere Narayana Rao sang the Andali & Pahdi
Kritis at the 70th Birthday Celebration of Muthiah Bhagavathar at Nanjangud.
When Bhagavathar learnt that Chikka Rama Rao had composed those songs,
he showered encomiums on him. (Demo).

Some of the kritis like “Eppudu Krupa galguno” in Mukari,
“Janakeeramana” in Suddha Seemantini, “Nama Kusumamala” in S,
“Chalamelara” in its original raga Sampadveshini sung by Rao had thrilling
effects on the listeners. His style of singing devarnamas like “Bagilanu
teredu”, “Sangitapriya”, “Yelliruve Tande baroo”, “Macha baradu Madadi
baralu”, melted the hearts of rasikas.

It is said that Vyasaraja who appreciated his disciple Purandaradasa’s
talents blessed him; similarly Rao’s guru Subbanna also appreciated the skill
and quality of his disciple and blessed him whole heartedly. In his last days,
Subbanna desired to listen to the Kritis of Purandaradasa from Rama Rao.
After listening to them, he affectinately blessed Ramu by saying, “As a
teacher, I have given what all I should give. Let our Guru-Shishya
relationship continue in next births also.”

The life-style and music-style of Rao was orthodox in all aspects.
In his opinion “Singing should happen in the soul”. The main aim of the
art is to get closer to the Lord. The Sahityakshara should be Guna Naya
pradhana. He was noted for originality of ideas in expositions of ragas and
intricacies of rhythm. He loved and respected the art and fellow musicians.
By nature, he was very soft and humurous. He was bold in facing challenges.
Many times he responded through his music only.

Ghanta Karna Subrahmanya Iyer was a famous Mrudangist in those
days in the South. He was the Asthana Vidwan of Trivandrum (Tiruvankoor).
He camie to Mysore once and had an interview with the Highness. He had
a golden Kappa (bracelet) in his hand which was decorated with small golden
bells and he was playing by wearing this jewel. In his interview he threw
a challenge to the Highness that if any musician in the court or in this
area could defeat him in music, he was ready to agree that Mysore
Samsthanam was really a Goddess Sarawathi Peetam. The ruler consulting
Veena Seshanna agreed to the challenge and arranged a concert of Chikka
Rama Rao in Lalitha Mahal with Ghanta Karna Subrahmanya Iyer’s
Mrudangam. Every one was happy to witness this. But some of the Musicians
were very anxious to see how goddess would give her boon to these devotees.
On the concert day the hall was packed 15 minutes earlier with invitees,
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musicians and music lovers. After all the royal formalities, the concert started
with the kriti Vathapi. After an hour, Rao took Ragam, Tanam and Pallavi.
Initially, Iyer felt at ease, but later he faced some unusual laya patterns.
Rao’s laya perfection was so great that changes were so quick, that Iyer
could not respond. He stopped playing and asked Rao to continue to sing
(Innum padu) Rao again repeated the same sangatis,. but Iyer could not
respond on Mrudangam. Rao turned back and looked at another Mrudangist,
who was playing very very softly from the beginning of the concert. But
it was not at all heard before Iyer’s skill. By Rao’s sign, he started to play
confidently. The concert continued. The stalwart Veena Seshanna embraced
Rao and blessed him by saying “Live Long for hundred years”. (Nannappa
Nooru Varusha Balu) According to the challenge, Iyer removed his Golden
Kappa (Bracelet) and placed it in front of Rao. But the Highness intervened
at this juncture by saying “Our court is patronising art, so no one should
feel bad”. He arranged to return this Hasta Kadaga to Iyer and he also
honoured Iyer for his merit.

In another incident, a noted Kanjira Vidwan made some unflattering
comments about Mysore musicians. Rao’s concert was arranged by musicians
with that artist. At the Pallavi stage, he realised he was definitely on a
treacherous ground. Rao’s take-off-point was part of a fraction and at an
odd place and it was customary that the instrumentalists conclude precisely
at that point. Kanjira Vidwan was unable to cope-up and was visibly
exhausted and enraged when he failed to land at that precise point , even
after repeated efforts. With an angry growl he threw away the Kanjira and
walked out of the pandal.

Rao’s music has been recorded by “Odian Gramaphone Company”.
He was exposed to Hindustani and Western Classical music also. He had
the capacity to sing “Chees” like Gawais. We can see this influence in his
compositions.

*“Sara Sowkya Jahri” in Hindustani Kapi raga in Aditala. (Demo). Rao
served the Royal drama company as a stage artist and also as a Manager.
One of his Drama photos is published in the recent publicaton. There are
some phrases of Ranga Sangeetha (Music in drama) in this composition also.
Smt. Kamalamma, daughter of Rama Rao even in her 80th year sings some
of her father songs very confidently. She is the mother of noted light classical
musician Mysore Ananta Swamy. Rama Rao played the Violin, Jalatarang
and Ghatam also.
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Titles like “Sangeeta Ratna” from Mysore Samstana “Gayanacharya”
from Sri Rama Bhajana Sabha of Maheswaram are to his credit. He was
viewed as a class by himself because of his creativity and mastery over
Tala and Laya which earned him the appellation “Laya Brahma”.

Sangeeta Kala Ratna Violin Vidwan R.R. Keshava Murthy (Contem-
porary of Violin Maestro T. Chowdiah), Sangeeta Kala Ratna B.V K. Sastry
(noted art critic), Gana Sudhakara A. Subba Rao (a noted Vocalist), Gana
Bhushanam B.N. Srinivasan (who served the All India Radio), Arakere
Narayana Rao who preserved most of the Guru’s Kritis in writing and several
others are Rao’s disciples.

“The finest music often comes out of the saddest moments in life”
is a noteworthy statement of a poet. Our Rama Rao’s family was a middle
class family. He was a father of 9 children out of which two daughters
suffered from polio. He lost his only son. Inspite of all this, he appeared
to be the most happiest outside the house. He bore all his troubles very
patiently. “Art attracts many people, but it choose only a few” is yet another
famous statement. Our Rao is a symbol of this statement. He maintained
his quality till his end and that the great person breathed his last on 8th
January 1945.

Finally, I conclude my Lec-Dem with a Rao’s Tillana in raga Kanada
in Adi tala. O

(Padma Gurudutt Rao undergone musical training under M.V.
Venkataramaiah, 1. Puttaswamiah and T.K. Rangachari, G.R. Jaya and
K. Venkataram. She has been participating in diverse seminars, workshops
and lecture demonstrations. She has also brought out musical features like
SRI SHANKARA GURUVARAM, Girija Kalyanam, Devi kritis of Muthuswami
Dikshitar and Kanna poets etc., She is reputed to be the first lady artiste
to perform Avadhana Pallavi in 1984. Yuva Kala Bharati a title conferred by
Bharat Kalachar.
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G.N.B. - THE CREATIVE GENIUS
AND HIS COMPOSITIONS

Radha Jayalakshmi

Sri. G.N. Balasubramaniam, better known as, G.N.B., was and still
is admired both by his disciples and other contemporary musicians of renown
and their students, for having brought in a revolutionary change and new
meaning to Carnatic Classical music. He introduced refreshingly new forms
and patterns into Carnatic music without in any way deviating from the
long established structure of the Carnatic tradition. Imbibing the best of the
Hindustani classical music into the Carnatic was one of the innovations that
G.N.B. made, particularly in his raga rendering and his own compositions.
As his disciples we feel specially honoured by The Music Academy’s
invitation to present our understanding of the Great Maestro, who has been
the Master to us and his other disicples, embedded in our lives as the guiding
light and inspiration. His response to our respect and admiration has always
been warm, affectionate and supportive, with a spontaneous acceptance of
our relationship as Grand Disciples in his Musical Style, which he proudly
expressed, in the midst of a gathering of great musicians, by calling us his
“Grand Daughters” and encouraging us to attempt the most difficult
renderings of the Great Trinity as well as his own compositions. He even
composed a chittasvara in Margahindolam and a viruttam in Tamil for us
on our request.

Sri G.N.B. was much ahead of his times and has often been called
a genius whose music had the effect of lightning. Even his critics, who
considered his ways of raga alapanas and kriti renderings as unconventional,
had to concede that his imaginative and complex musical forms elevated
the Carnatic style to the peak of its glory and status as a great Indian musical
tradition, making waves not only within India but also in other parts of
the World.

We would specially mention two areas in which his creativity was
brought to the fore. One was the notational improvements that he made
to well known kritis, as for example, Kaddhanuvariki in Todi raga and
Dharini Telesukonti in Suddhasaveri. This he achieved by introducing
various prastaras and sangatis into them and settling them to more refined
patterns. Dharini Telusukonti became a favourite with the audiences
everywhere, because of the way Sri G.N.B. rendered it . Invariably, a special
request for the kriti was made by rasikas, in most of our concerts too. He
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also added chittasvaras to kritis, which did not originally have any. These
chittasvaras, which brought out the éssential features of the ragas, were often
breezy, difficult and complex, to which the audiences have been highly
responsive. They made even renowned artists sit up eagerly awaiting every
turn in an avartana. To give examples, one can mention the songs
Vararagalaya in Senjukambodhi and Chalamelara in Margahindolam.

The second was his choice of rare ragas for his own compositions
and also kritis composed in rare ragas by great masters before him for his
concerts. In fact his concerts were remarkable for the choice of songs in
an order, which made the kuschery, a unique experience for all. The kutchery
style also got transformed by his careful selection of songs and ragas. While
major ragas received attention and treatment due, minor and rare ragas got
interspersed in a fashion, which highlighted or showed up the beauty and
structure of both during the concert. Ragas like Devamanohari and Sahana
were even elevated by him to the position of the piece de resistance as
the Ragan Tanam and Pallavi in his concerts.

Ragas like Sivasakti, Amritabehag, Sarangatarangini, Sama Kadambari
and Chandrahasitam were created by him and have now become Apoorva
ragas in which he composed kritis.

Sri G.N.B. used no coda or mudra in his songs and did not sing
his own compositions in his concerts. Yet, his songs have attained popularity
and immortality by their own ‘jeevan’. i.e, life and power as songs in praise
of the divine, set to soulful music. His unassailable belief in the quality
of his kritis is revealed by his reply to a query, once made to him, as to
why he did not introduce his own compositions in his concerts to popularise
them. He said that even if he himself did not sing them in public, they
would live if they had “Jeevan” and if others considered them worthy of
being sung in their kutcherys and popularised them. It is remarkable that
this has come true.

Sri G.N.B.’s approach to music was based on the philosophy that
the greatest aim of music is to sing the praise of God and that the kritis
of the Great Masters not only show thet they sang of their Ishtadevatas,
but also used the kriti for explaining the nuances of musical traditions and
the philosophy of the Vedanta and “Hindu” Dharma. According to him the
development of Carnatic music is closely linked to the evolution and progress
of the kriti as the basic form in performances and that the kriti evolved
out of the Kirtan which is the Namarupa of worship. The kriti enables the
artist to attain the status of a Vidwan by helping him in his exposition of
classical music, while at the same time providing endless scope for his
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manodharma, i.e., in the ways in which he handles the kriti. The kriti has
immense capacities of bringing out the raga lakshana through prastaras,
niraval and svara prayoga. G.N.B. compared the kriti to the north Indian
Drupad in its form, structure and way of singing. The origin of both is
traced to the Sama Veda and both of them combine the kalpita and kalpana

sangita.

It is well known that G.N.B.’s music is, as an admirer put it, “rightly
fame for its brighas, its purity of accent, its scope and range and the
possession of that particular and indescribed quality which can hold the
attention of audiences. It is also pointed out that G.N.B. laid emphasis on
the madhyama kala as having the great potential for an artist to improvise
and give expression to his manodharma and hence he focused on it in his
concerts. Yet, at the same time the Chavukka kala and Durita kala received
due importance and were judiciously combined in his songs and perfor-
mances.

Sri G.N.B was at home both in Sanskrit and Vemnacular languages
like Tamil and Telugu in which he composed kritis. He invoked the Devi
in most of his songs and always believed in the divine grace which made
his compositions appealing. Thus the Sahitya in his compositions express
this devotion and divine intervention and are hence full of bhava, rasa and
poetic imagination. True to the south Indian traditions of Bhakti, his choice
of words and structure of songs emphasise devotion and grace as the path
to reach the divine. In the same manner, the phrases he used in his
compositions are basic to the Carnatic musical structure. While he composed
kritis in the major and well known ragas following the great Masters, rare
ragas received new treatment and aesthetically more powerful ways of
rendering at his hands. Herein ljes his creativity, as this evolved the typical
G.N.B. Bani, full of new phrases and complex sangatis in rare ragas like
Ritigaula, Srirranjani, Sahana, Senjukambodhi and Suddhabangala to mention
only a few. The creation of new ragas was a part of the process which
established his position as a trendsetter, who experimented and introduced
new forms without detracting from tradition or the conservative norms. It
is often said that his Sahitya and the beginning phrases of the pallavi,
anupallavi and charana resemble closely those of the Trinity and other
modern composers. While this is generally true, it would not be correct to
say that this was due to a conscious use of same words and phrases, but
more due to the fact that long established traditions in composition patterns
and the rich heritage of the Great Composers were internalised by all modern
musicians including innovators like G.N.B.
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G.N.B’s raga rendering has always been innovative and the new
modes that he adopted in raga alapanas were also introduced into his kritis,
which became the typical G.N.B. style. This is a feature which had a great
impact on the then younger and aspiring artists, but more importantly on
the Nadaswara Vidwans, who admired him and were inspired by his alapana
methods. They gave life to his alapana style and songs in their instrumental
music. G.N.B’s disciples seek to emulate his patantaram, because his
repertoire is “varied and extensive”, thus immortalising his Bani.

G.N.B. composed more than hundred kritis, at least 5 varnams and
one tillana in Hamsanandi. He introduced the Raga names in his kritis in
a most elegant manner. For example in Bhuvanatraya sammohana kara
sastaram, Nee padame gati nalinakantimati, Ranjani niranjani and Surapujita
Veenadhari and so on. The svarakshara prayoga is an equally interesting
feature in his songs. For example 'Sadapalaya’ in Mohanam, ‘Samaganalola’
in Hindolam etc., This was also used by him in the songs of the Great
masters, as for example in the song Samajavara gamana of Tyagaraja, he
has used the swarakshara prayoga in the anupallavi as follows : Sa Ma Ni
Ga Ma jasuta.

We take this opportunity to express our gratitude to Sri. Bhuvaneswaran
and Sri. Balakrishnan, Sri G.N.B’s son and brother, for giving access to
their collections and other information on Sri. G.N.B.

We would now like to present some of his compositions to
demonstrate his versatility as a Musician.

. Karimukha varada in Nata

. Sarat chandra nibhanane in Veenadhari.

Samanarahite in Saranga Tarangini.

Unnadiye gati yenradainden in Bahudari.

Vinutapalini gada in Sivasakti.

Tillana in Hamsanandi. O

oL A LN

Radha and Jayalakshmi who were awarded the T.T.K. Award this year
submitted their paper as their contribution to the 73rd Conference

proceedings.
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COMPOSITIONS OF
NERUR SRINIVASACHARIYAR

Mpythili Ranganathan
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THE NEW MILLENNIUM AT
THE MUSIC ACADEMY

The Executive Committee took a momentous decision in the annals
of the Music Academy when it favourably considered a request from the
Youth Association of Classical Music (YACM) to usher in the new
millennium and present a new programme as part of the 73rd Annual
Conference and concerts. This is the first time that an outside organisation
has been given the privilege of hosting a programme during the Conference.
The executive committee however took care to ensure that by accommo-
dating this special presentation by the YACM, the slots scheduled for the
conference were not compromised. A major factor that prompted the
Academy to accommodate the YACM was that the programme conceived
by them was ungiue since a lot of sincere effort has been put into the format
of the programme which featured almost all the music maestros and senior
musicians of the Century.

The evening’s programme began with a brief introductory address
by YACM President, T.M. Krishna, who expressed that there was no other
better way of ushering the new millennium than by paying tributes to
maestros and living legends who had continue to dedicate themselves for
the promotion and cause of Carnatic music.

Thunderous applause reverberated through the auditorium as the
octogenarian musician Sangita Kalanidhi Semmangudi Srinivasa Iyer took
the stage wishing all the Rasikas a happy millennium. His rendering of
Tyagaraja’s "Nada thanumanisam’ was received reverentially and the whole
auditorium was engulfed in emotion. Sangita Kalanidhi D.K. Pattammal and
Sangita Kalanidhi K.V. Narayanaswamy sang together two Kiritis. The
surprise of the evening, among others was the rendering of a song
“Susswagatam’ composed for the occasion by T.N. Seshagopalan who was
accompanied by Sangita Kalanidhi N. Ramani on the flute, M. Chandrasekaran
on the violin and Guruvayoor Dorai on the mridangam. Mridangam vidvans
Vellore Ramabadran and Karaikudi Mani sang a specially composed Pallavi
which added humour to the concert since the pallavi lines tunned on their
names. Violinists Sangita Kalanidhi M.S. Gopalakrishnan and V.V.
Subramaniam were teamed along with Sangita Kalanidhi T.K. Murthy on
the mridangam, rendered a song.

YACM’s meticulous planning was much in evidence when it paid
its tribute to All India Radio for its contribution to the promotion of music
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for over 70 years. This was evident in the special Vadya Vrinda programme
where Lalgudi composed the music and conducted the orchestra.

The younger generation of musicians Sanjay Subramaniam, Vijay
Siva, Bombay Jayashree, E. Gayatri, R. Jayanthi, Neyveli Santanagopalan,
S. Sowmya, Ravi Kiran, Nithyashree Mahadevan and others in turn presented
the maestros of Camnatic music Rajaratnam Pillai, Tiger Varadachariar,
Mysore Vasudevachar, Ariyakudi Ramanuja Iyengar, Dandapani Desikar,
Flute T.R. Mahalingam, Veena Balachander, Palghat Mani Iyer in a specially
devised audio-visual programme. The presentation also featured musicologist
Prof. Sambamurthy, lyricist and music critic Kalki Krishnamurthy and
institutions fostering Carnatic music like the Music Academy, Tamil Isai
Sangam and the Annamalai University. The media support was not
overlooked and rich tributes were paid to “The Hindu”, The Swadesamitran
and The Sruti which gave sufficient inputs for the programme. This special
audio-visual presentation was noted not only for its authenticity but also
for its novelty taking advantage of the state of the art technology of the .
multimedia. Well edited audio clippings of the maestros were received with
rapt attention as the young generation of musicians introduced the maestros’
contribution with reverence and emotion.

As the audience was constantly glancing at their watches to mark
the arrival of the eagerly awaited millennium about 500 schoo! children all
dressed in spotless white quietely walked on to the stage and aisles. As
they took their positions an audio recording of the first line of Kanchi
Paramacharya’s composition “Maitreem Bhajata™ sung by Sangita Kalanidhi
M.S. Subbulakshmi in her recital in the United Nations in 1966, filled the
air and the school children followed it by rendering the rest of the song.
Not only the theme of the song, “Universal Peace” which has time and again
appealed to all, but the unison with which the children sang brought emotive
thoughts to the audience and there could not have not been a better way
to musically usher in the new millennium. YACM and the school children
who took part deserve special praise for presenting this evergreen
composition.

As an interlude to a solemn presentation, a humorous skit was
presented by S.Ve. Sekhar, Revati Sankaran and Kartik and a rendering of
“Mamava Pattabhirama” in Manirangu raga by all the younger generation
of musicians followed this. A procession of Nagaswaram Vidvans, accom-
panied by Tavil Vidwans, rendering the Mallari was the concluding item
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of the evening and as the giant screen displayed the credit lines to all those
who made the programme an event to remeber.

As the curtain came down on this special programme, one predomi-
nant thought that was uppermost in the minds of all those present in the
evening was that the present generation of youth will carry on the right
lines the legacy of the rich Carnatic musical heritage. The younger generation
demonstrated in no small measure their reverence for the seniors and it
kindled hopes that values for our culture and reverence for the older
generation are still vibrant in the thoughts and deeds of the youth. This
programme, aptly described by the organizers as the only one of its kind
in a millennium, will be well etched in the pages of our traditional music
history and will be a beacon light to the successive generations of youth
in the field of our carnatic music.

Vocalist Sudha Raghunathan appeared in a new role on the stage
as the compere of the evening’s programme and her competent introduction
of the events added sparkle to the programme.

M.S. Venkataraman
Secretary & Jt. Convenor
Programme Committee
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BOOK - REVIEWS
An anthlogy on Music - “The Hindu” Price : Rs. 125/

The Book, “The Hindu Speaks on Music’ is an anthology of several
articles on the subject of music written over some eight decades. Some of
the earliest articles were contributed by Kirtanacharya C.R. Srinivasa Iyengar,
an authority on Carnatic music. There are articles by eminent musicologists
such as T.L. Venkatrama Aiyar, and scholars like Dr. V. Raghavan. My
colleague S.V. Krishnaswamy, who was a fine rasika and an excellent writer,
has contributed quite a few articles including a splendid tribute to Musin
Subramania Iyer. There is an article byme on the subject of Ariyakudi
Ramanuja Iyengar, who dominated the music scene for close to half a century
like a colossus. Several articles bear the initials NMN, staff critic of The
Hindu, and a man who has steeped in the aesthetics of our music. Naturally
there are several contributions by my good friend SVK, The Hindu’s scholar-
in-residence and, like me, a devotee of Saint Tyagaraja. I should also
mention, among the contributors Rangaramanuja Iyengar, whose six-volume
compilation of compositions is an invaluable work of reference. Also
availaable are valuable articles by T.K. Jayarama Aiyar, Sulochana
Pattabhiraman, Lakshmi Viswanathan and several others, all knowledgeable
and interesting. So much for the contributiors, What is even more important
is the subject matter. I must say that it is extensive, almost encyclopedic,
in its range and scope. I regard this book as a valuable vademecum for
all rasikas.

The book begins with the vaggeyakaras - the Trinity, the Pitamaha
Purandaradasa, the royal composer of Tiruvankur, Annamacharya,
Gopalakrishna Bharathi, and several composers whose sahityas are in Tamil.
There are also articles on Vasudevacharya and Muthiah Bhagavathar.

Among the old timers, mention may be made of Sarabha Sastri who
overcame his handicap, like Milton, and became a trendsetter in the playing
of the flute as a solo instrument at the cutcheri level. I alsop like the two
pieces on Tiger Varadachariar, truly a ‘titan’.

Next come the veterans, beginning with Ariyakudi. The section
includes all the eminent vocalists, violinists, vainikas, flautists, mridangam
players and the three ladies who were recently referred to as the Trinity
among the female vocalists - M.S., DKP and MLV. This section ends with
tributes to Semmangudi and the versatile Balamurali Krishna.
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Section 4 entitled “The Masters” covers the whole gamut of concert
artistes of yesterday and today. The list is pretty exhaustive and makes fine
reading. The same may be said of Section 5, “Trendsetters”, all of them
younger artistes of great promise and talent.

Section 6 on the nagaswaram naturally follows a selective approach,
but the choice of instrumentalists is impeccable.

Section 7 on North Indian music includes some of the leading some
of the leading lights, such as Ravi Shankar. Again the choice of artistes
is commendable. I particularly liked the article on Bade Ghulam Ali Khan,
whose deep voice reminded me of Fyodor Chaliapin, the Russian-born Basso
profundo. Let me quickly run through the remaining sections. Section 8 refers
to music abroad - in Chicago, Cleveland, Australia and London. In section
9, on Western music, there is an article on pianist Handel Manuel. Next
comes a piece on Zubin Mehta, born in Mumbai to a well-known violinist,
world famous today as a conductor. Lastly reference is made to violin wizard
Yehudi Menuhin, a friend of India, and a practising yogi, whim I had the
honour of presenting at the United Nations, along with Ravi Shankar on
Human Rights Day, December 10, 1967.

Section 10, entitled “Controversy” deals with such subjects as teaching
of Tamil songs and musical chauvinism. Section 11, “Views and
Observation” and Section 12, “General” make interesting reading.

There are some rate photographs of such legendary figures as Patnam
Subramania Iyer.

I commend The Hindu for putting together this fine collection, which
is as interesting as it is enlightening.

(Address at the release of the book at the Music Academy on

December 19 1999).
C.V. Narasimhan

(Sri. C.V. Narasimhan is a former Under Secretary - General, United States
and presently he is a member of the Board of Trustees in The Music
Academy.)

* %k

Musical Forms in Sangita Ratnakara by Dr. N. Ramanathan.
Published by Sampradaya. Price Rs.1100/-

At the outset, the author professes that his work is not intended to
be an exhaustive study of the Sangita Ratnakara by Sarangadeva but is only
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an inquiry into the delineation of Gita in the Ratnakara. This self-imposed
topical limitation has in no manner atienuated the author’s analytical
approach, as can be visualised from the very volumetric content of his
presentation. The term "Gita’, déemed integral to "Sangita’ is conceived as
melodic era, when Sangita had gone well past its incipient and and primeval
stages but yet was in a state of dynamic development. Many of the views
found in the Sangita Ratnakara are a transplantation from earlier treatises.
Thus, the Ratnakara is to be regarded primarily as a comprehensive synthesis.
It is a daunting and laudable task to attempt interpretation of a section of
the Sangita Ratnakara and the author is eminently successful.

After postulation of Sarangadeva’s concept of Sangita, the author
has delved into the inter-relation of Gita and Vadya and has also explained
the concept of the Swara-Sandharbha. The structural form of the Prakarana
gita has been dealt with great length. The first set of seven gitikas, with
the metrical base is also presented, strictly in the seriatim manner adopted
by Sarangadeva. Due credence is also given to the second set of gitikas.
A whole chapter has been devoted to Nirgita, followed by one Jaati geeta,
Kapala gana and Kambala gana, most of which is now obsolete. We must
ponder whether Akshiptika and Aalapti are musical forms at all; however,
the benfefit of doubt has to be granted in favour of the author. However,
the portion on Prabandhas proves to be rather inspid, in comparison with
the content of latter day works like the Chaturdandi Prakashika.

The author has taken immense pains to interpolate and correlate the
contents of the Sangita Ratnakara, with numerous other works. His effort
in this regard, is very commendable. He has succeeded in simplistic
presentation of complex musical forms. However, his tilt towards
Abhinavagupta is too evident and has manifested in opinionistic super
imposition like the serpent and the rope. Also, we should remember that
Sarngadeva’s definition of Sangita is not singular. The most plausible
definition is “Samyuk+gita” (to create music), which view is reflected by
Tyagaraja in “Gitaarthamu sangitaanandamu”. Barring this aspect, this work
by Dr. Ramanathan will be of immense use to these aspiring to assimilate
the musical forms of Sangita Ratnakara. A very useful work for futuristic,
without doubt. - Dr.V.V. Srivatsa

(Dr. V.V. Srivatsa is a member of the Academy’s Advisory Experts Committee
and founder of Guruguhanjali, a movement to propogate the compositions
of Muthuswami Dikshitar. He has given a number of lecture demonstrations
on various topics and published a few monographs.)
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Unpublished Rare Compositions of Tanjore Quartette
(Tamil) Published by The Music Academy, Madras. Price

Rs. 100/ -

The compositions of the Tanjore Quartette have been the mainstay
of classical Bharatanatyam for nearly 100 years now. At the dawn of a new
century it is the stark reality of fact that almost all the great nattuvanars
who were composers and singers are no longer with us. The last of such
towering personalities was K.P. Kittappa Pillai. It is fortunate that he
provided the Music Academy fifteen dance compositions from his family
archives, for publication in the present volume. All the songs are ideal for
dance and will be cherished for posterity by dancers and teachers.

Unlike earlier publications, this volume contains only varnams,
classified as Swarajathis, Pada varnams and Ragamalikas. The volume
contains one delectable Kamas swarajathi in Tamil. A surprise element is
the popular Useni swarajathi Emayaladira, which many of us have learnt
in the oral tradition.

Many of the varnams in the volume are new only in Sahitya. In earlier
publications they have been mentioned as altemative compositions in the
same notation. Such are the varnams in Sankarabharanam, Anandha Bairavi,
Atana, Kalyani, Todi and Varnamalika. The two vamams in Mohanam in
this volume are rare and interesting.

Studying the notation it appears that there is authenticity in their
composition. One does see variations in Sangatis and talas. It is timely and
valuable to have this volume of vamams in to-day’s changed atmosphere
in Bharatanatyam performance'. The grandeur and beauty of these compo-
sitions are unequalled. It would be worthwhile for the Music Academy to
bring out a cassette of the compositions under the guidance of Sri. K.P.
Sivanandam. - Lakshmi Viswanathan.

(Lakshmi Viswanathan is one of the dance artistes and is also a journalist.
A student of Kanchipuram Ellappa Pillai, Kuttalam Ganesa Pillai and
Sankari Krishnan for Bharatanatyam and of Vempatti Chinna Satyam for
Kuchipudi. Her dancing career has led to the award of the title Nritya
Choodamani. She is the author of a book on Bharatanatyam. Has travelled
abroad extensively.)

*¥ ¥k
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Compositions of Calcutta K.S. Krishnamurthy - Carnatic
Archival Centre. - Free Issue.

This book is a thoughtful tribute to the memory of a great Guru and
a composer with distinction.

Current publication, in the form of a small hand book with fifteen
glowing samples of the Composer, serve as an appetiser to the music lovers
& students, to look forward to a composite volume of all his compositions.

The selections here, confirm his deep insight and grasp over the
technical aspects of our music, like the ‘Graha Swara bhedha’; usage of
swarakshara, etc. He has adeptly used these with a keen sense of aesthetics
of course! A student practicing the ‘Madhyamavati’ varnam “Mandara
Giridhara” in this collection will have learnt a practical illustration of the
principles underlying the concept of 'Graha bheda’. This technique is applied
to all the notes on this pentatonic scale with a good blend of artistry. In
the uttarardha the resultant Ragas move in the retrograde and merge with
the original “Madhyamavati”. The kriti in Subapantuvarali - “Sarigada” is
profusely strewn with swarakshara usage. Raga mudras have been effectively
used.

Majority of the selections here are in Telugu, a few in Sanskrit and
one in Tamil as well. This includes three of his lilting tillanas. These
compositions brim with rich raga bhava. The lyrics are in simple diction.

Diacritic markings for the sahitya would have been desirable to
facilitate the correct pronounciations. These compositions have already
thrived well in the concert halls sung by many of his student celebrities.

This is the most welcome compliment to the Rasika to cherish the
memory of this great legend.

The promoters would do well to distribute these copies also, at centres
like The Music Academy, the University Departments etc., where music
lovers converge, apart from the sole address of "Carnatic archival centre
at Adyar, Madras - 600 020, as mentioned on the book.

- Dr. Manjula Sriram

(Dr. Manjula Sriram obtained her Doctor in Music from Mysore varsity
and is at present lecturer at the Teachers’ College of Music, Madras.)

*k%K
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- Revathy Subramanian

(Smt. Revathy Subramanian has a M.A. in music and is at present lecturer
at the Teachers’ College of Music, Madras.)

%k

Purandaradasa Kritiratnamala - Vol. I compiled by
Sangita Kalanidhi R.K. Srikantan, edited and published by
Rudrapatnam S. Ramakanth for R.K. Srikantan Trust,
Bangalore - 20, Published in 1999. Price Rs. 70.

Books containing exclusively the Devarnamas of Purandara Dasa are
very few, the earliest being. Purandara Mani Mala compiled and edited by
Smt. Lalithangi and Smt. M.L. Vasanthakumari in the yar 1988 with only
Tamil Script. Purandaradasa’s Fourt Centenary commemoration volume
published in 1964 is also in Kannada script. Sri. N. Chennakesaviah of
Mysore published Devernamas of Purandaradasa under the title Haridasa
Kirtana Sudasagara in the year 1972 with only Kannada script.
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But a book wherein the Devarnamas with notation in three languages
viz., Kannada, Tamil and English is the only of its kind. Besides giving
sahitya and notation for all the 19 songs in the above three languages, the
meaning of the songs are given in English.

The notation given in three languages enables the performers to
popularise them in concert and the meaning given in English is of immense
help to the musicians to sing them with sahitya bhava.

The music world should appreciate and congratulate Sangita Kalanidhi
R.K. Srikantan and his son R.S. Ramakanth for the tremendous effort taken
by them in the publication of these Devarnamas with notation in three
languages.

The notation given for the songs is very clear and simple for the
students of music to follow. The ragas used herein are all traditional Karnatic
ragas like Nata, Todi, Kalyani etc., As the author is an eminent musician,
the dhatu provided for the songs is very appropriate and the sahitya bhava
is portrayed well in the songs.

An account of Purandaradasa’s Biography and contribution given in
the introduction is scholarly and informative and adds to the value of the

book.

Another salient features of this book is the lineage of Haridasas of
Karnataka and the mudra adopted by them, starting from Narahari Theertha
of 14th century upto the period of 19th century establishing the continuity
of dasakuta tradition which is of historical importance.

But by giving the sahitya and notation in English diacratic marks could
have been used so that those who are familar only with notation in English
script could pronounce the sahitya correctly.

There are few mistakes in the sahityas in Tamil script. For example
for the song "Ondemanadalu’ 3rd charana for the sahitya given in Kannada
script. 'Ajanarasiya’ is the Tamil transliteration is Ajana Raasiya. Similarly
in the song "Manava Janma Doddadu’ in Purvikalyani for the Kannada word
“Kaalanaadutar, u Kalpilidelevaga’.

Thirdly the Devamams could have been numbered serially and the
raga names might have been mentioned in the contents of the book. The
songs in the body of the book also have not been numbered serially.
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But on the whole this is a very valuable book and publication of
more devarnamas of Purandaradasa and the dasas with notation along with
the meaning of the song would be of great use to the world of music.

- Dr. M.B. Vedavalli

(Dr. M.B. Vedavalli M.A. Ph.d is a retired Professor and Head of the Dept.
of Indian Music, University of Madras. She is also a member of the Advisory
Committee of The Music Academy.)

CASSETTE REVIEWS

Abhyasagaanam Varnams by Sangita Choodamani Vidushi
R. Vedavalli. Price : Rs. 200.

The teaching, leaming and the practising of tanavarnas is the kernel
of the entire scheme of Abhyasagaanam. The learning and practising of
varnas is a test proof positive for the inculcation of the faculties of
svaragnana, ragagnana and layagnana. Some advanced vamas of Sonti
Venkatasubbaiyar and his predecessor Karvetnagar brothers prove an acid
test even to upcoming artists.

Smt. R. Vedavalli has done an excellent job much praiseworthy in
presenting eight tanavarnas which goes a long way of a perennial value
in the scheme of musical pedagogy. Vedavalli is a seasoned teacher apart
from being a great Vidushi. By listening to the cassettes constantly and
steadfastly the music students would be no doubt in a position to leam and
master those vamnas.

Among the eight tanavarnas, those in Devamanohari and Mandari are
rather rare and are welcome addition. The furnishing of notation for the
vamas is something like offering plaintains peeling off the skin. It could
however be suggested that though the students have been quiteable to sing
the 2nd degree speed also along with the teachers, the latter could have
offered an explanation of what is meant by singing the varna in the 2nd
degree of speed and how it is sung.

It could be due encouragement to the students to mention their names
also in the audio cassettes before the commencement of the rendering of
the first varna.

It may incidentally be noted that the most popular tanavarna in
Sankarabaranam beginning with the word “Samininne Kori” has got three
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more avartas of sahitya in the carana “Neerajakshi neepai”. The same has
been given in notation in “Pallavi Svarakalpavalli” rendered into Tamil
printed and published by the erstwhile State Sangeetha Nataka Sangam,
Madras now Tamilnadu Iyal, Isai, Nataka mandram.

Sangita Kalanidhi Musiri Subramania Iyer Birth
Centenary (1899 - 1975) Concert recorded from the archives
of The Music Academy. Price Rs. 75/-

The cassettes comprising both the Volumes of I and II provides a
“well set music concert’ by the doyen of music by the late Sangita Kalanidhi
Musiri Subramanya Iyer. The entire programme is not only the most highly
entertainmental value but also of a high educational and high degree of
musical culture par excellence. The selection of songs marks an excellent
representation of a well-balanced sequence of thought provoking and
interesting items of rendering which could find its deserving place in an
ideal musical concert.

The programme starts with a brisk not fast - the chouka varna in
Thodi replete with ragabhava in all its entirety. The rendering of the several
items by the great master musician is enough lesson and more for both the
music students and upcoming vidwans to know as to which compositions
are to be rendered in which Kala pramana and which compositions are to
be preceded with well-sized raga alapana. Singing of kalpanasvaras has been
judiciously executed. The crisp alapana of raga Kokilavarali and the
intelligent weaving of Kalpanasvaras in such an ubayavakra raga are simply
exemplary.

The niraval done in the kirtanas 'Entavedukondu’ in Saraswati
Manohari and “Thiruvadicharanam’ in Kambhoji should be an eye opener.
It almost looks that Tyagaraja composed “Entavedu kondu” and Gopalakrishna
Bharati his “Thiruvadicharanam™ only with the sole purpose of such items
to be rendered in all sublimity by the great Musiri Ayyerval.

The Ragamalika virutham in Tamil is a master hit. It expressly makes
it clear as to how a virutam has to be sung in a ragamalika form, the selection
of the raga, the way of rendering them while singing virutham and most
explicit manner of splitting of words in the highly classical Tamil lyrics
etc.,

This double album is the most useful and valuble product of The
Music Academy, Madras for the 20th Century A.D.
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The superb accompaniments provided by maestros T.N. Sundaresa
Iyer. Sangita Kalanidhi T. Chowdiah, Lalgudi Jayaraman on the Violin and
Sangita Kalanidhi T.K. Murthy, Palani Subramania Pillai, Trichy Sankaran
on mrudangam have no doubt contributed in a great measure to the effect
and value of the product.

The good vocal support as reported to have been given by Sri. K.S.
Venkataraman and Sri. T.K. Govinda Rao is evidently clear more in the
first volume of songs while in the second volume the maestro vocalist nay
the great vidwan has excelled himself all on his own.

Koteeswara Iyer’s Geetha Amudham An anjali by Sangita
Kalaacharya S. Rajam and “Rasikas”. Price Rs. 120/-

The whole programme comprising three cassettes of rendering
Koteeswara Iyer’s Geetha Amudham is really a good collection of the
sparkling items of Koteeswara lyer’s Kirtanas as rendered some by group
and some as solo, no doubt is a neat and clear presentation of a set of
lyrics both in sanskritised Tamil and tamilised Sanskrit. There is a lingering
sweetness right through.

It is superflous to say that all the songs have been very ably taught
by Sangita Kalacharya Sri. S. Rajam and caught by his students in all true
and earnest spirit.

The production of the cassettes has been directed by Sri. S. Rajam
assiduously.

Particular mention must be made mention of the impressive renderings
of the items in the ragas Arabhi, Varali, Sriraga, Bhairavi, Todi, Karaharapriya,
Dhanyasi, Kambhoji etc.,

Some of the chosen songs have got the jingling of anuprasas, Sahityas
interspresed here and there in madhyamakala movement with short, crisp
and ideal chittasvaras most properly sized. The chittaswaras as a matter of
fact should not be unduly long or inadequately short. A little complexity
of rhythmic structure marks a welcome blend in the movement of the melody
as could be seen in the chittaswaras of the songs rendered.

On the whole, this cassette is by all means a welcome addition to
the practical output of music that too with Tamil lyrics. The selection of
Ghatam for percussion accompaniment marks a good feature. The vina
accompaniment is too meagre. As a matter of fact a pronounced vina
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accompaniment could have been maintained all through which would
definetely have added more effect.

The Booklet enclosed to the cassette give some useful information
about the great composer Koteeswara Iyer as furnished by Sangita Kala
Acharya Sri. T.S. Parthasarathy.

-Sangita Kala Acharya S.R. Janakiraman
(Sri. S.R. Jangkiraman recipient of several awards and titles including the
Sangita Kala Acharya; Member of the Advisory Committee of The Music
Academy.)

3 %k ok kK

Cassettes released by
THE MUSIC ACADEMY, MADRAS
1. Rama Natakam by Sangita Kalanidhi
B. Rajam Iyer & TTC Staffs & Students Rs. 75.00

2. Krishna Leela Tarangini by
“Bala Brindam” of Sita Rajan and her

students ~ Rs. 70.00
3. TNR - Birth Centenary Rs. 70.00
4. Musiri Subramania Iyer Birth Centenary Rs. 75.00

(CD’s available for S1.No. 3 & 4)
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